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Abstract 

This thesis is about creative styling — the styling a creative writer might use to make their writing 

unique. It addresses the question as to whether such styling can be described as procedural. Creative 

styling is part of the technique a creative writer uses when writing. It is how they make the text more 

‘lively’ by use of tips and tricks they have either learned or discovered. In essence these are rules, ones 

the writer accrues over time by their practice. The thesis argues that the use and invention of these 

rules can be set as procedures. and so describe creative styling as procedural. 

The thesis follows from questioning why it is that machines or algorithms have, so far, been 

incapable of producing creative writing which has value. Machine-written novels do not abound on 

the bookshelves and writing styled by computers is, on the whole, dull in comparison to human-crafted 

literature. It came about by thinking how it would be possible to reach a point where writing by people 

and procedural writing are considered to have equal value. For this reason the thesis is set in a 

posthuman context, where the differences between machines and people are erased. 

The thesis uses practice to inform an original conceptual space model, based on quality dimensions 

and dynamic-inter operation of spaces. This model gives an example of the procedures which a 

posthuman creative writer uses when engaged in creative styling. It suggests an original formulation 

for the conceptual blending of conceptual spaces, based on the casting of qualities from one space to 

another. In support of and informing its arguments are ninety-nine examples of creative writing 

practice which show the procedures by which style has been applied, created and assessed. It provides 

a route forward for further joint research into both computational and human-coded creative writing. 
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1. Introduction                                                                                                                                                                                                                                                                                       

This practice-informed thesis tries to answer a creativity question: is there a plain, step-by-step 

explanation for the kind of creativity involved when styling creative writing? In other words, is it 

possible to expose the steps for creative writing that are used to style it? The answer is given in the 

form of a unique conceptual space model which shows these steps in a programmatic way. The model 

works because of its inter-disciplinary status. One reading of it could be as a model for a computer 

program, the other as one for creative writing by people. By appealing to both disciplines (computer 

science and creative writing), it encourages the idea that the creative mechanics underpinning the 

styling of creative writing can be made plain. 

Creative writing has a vast number of styling options and an openness to both computer and human 

writers, making it ideal for the kind of study undertaken. The study’s resultant conceptual space  model 

gives the thesis its outcome. This model is developed in a two-phase series of experiments. In the first 

phase, style in creative writing is explored. In the second, these styles and their model are transformed 

to make new styles.  

Conceptual space models offer the potential for procedural or mechanical explanations. With its 

focus on how creative writers work with style, this thesis uses a skeletal model framework to develop 

an original model of its own. By using practice and experimentation, the model shows the actions 

taken by a writer when styling their writing. These actions are given in program-like steps. First the 

writer acquires rules of style from cultural sources, forming an initial set of conceptual spaces or first-

pass model. Then the model and its spaces are transformed and new styles are created.  

At this point it might be pertinent to ask what is a conceptual space, what does it look like and what 

is its function? The answer to these questions is how the thesis makes its original contribution to 

knowledge. In response to the challenge to describe creative writing as procedural, it gives evidence 

in the form of conceptual spaces informed by practice. In this research, conceptual spaces are rule-

based entities organised as a grouping for concepts with a common purpose. The rules conceptual 

spaces contain specify the qualities to be looked for in an artistic practice, such as ‘how can tension be 

conveyed or how can it lighten mood?’ Conceptual spaces are applicable to both people and machines, 

which is what makes them ideal candidates for a philosophical enquiry such as the creativity question 

the thesis poses itself. 

The philosophy used which makes conceptual spaces relevant to both machines and people is a 

branch of posthumanism called ‘philosophical posthumanism’ (see Ferrando, 2019). The upshot of the 

of using this philosophy in this thesis is the lack of identifying pronouns in the model and all the forms 
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of practice which reference it. Instead, the creative writer is a ‘posthuman’ — an individual which/who 

could be either a computer or a person.  

The reason for applying posthumanism to conceptual spaces might seem odd. It is to do with the 

history of how the thesis came about and how it answers its research question. It arose out of 

consideration of the more general question: ‘can machines be creative with style?’. The problem with 

such a question is that it requires locating the baseline of comparison for style and creativity. As will 

be shown in the literature review (section 2.1.3), machines are already capable of generating creative 

writing. Therefore, it could be argued that machines are already creative in their own right. But such 

evidence does not satisfy those who claim that the epitome for creative endeavours are creative 

people. Because of this problem, the conceptual spaces in this thesis have writing agents — writers 

whose ontological nature is unspecified. The writer in the conceptual space model has a neutral status 

— they could be either a machine or a person. The neutral status of the writing agent avoids the need 

for comparisons as to which type of writer is most creative. 

Another way philosophical posthumanism works in the model is to embed theory with practice. It 

means that the conceptual spaces in it can be read from more than one angle. From one angle they 

are computer program entities with certain variables set (called an ‘instance’). From another angle, 

because the writer’s ontological status is unspecified, they could also be simply representations of 

practice. This dual reading potential of the spaces allows their presentation to be suitable for both 

computer science and creative writing audiences. The program style steps taken are recorded and 

encoded as the thesis progresses. Guided by the practice, a representational language is sought to 

represent these steps. The idea is that this language is one which can be either read or processed. 

Where possible, formal encoding is accompanied by plain English, inextricably linking theory to 

practice.  

The original model presented aims to make the generative creative steps taken clearer. Its status 

is therefore as both a theoretical entity or, in the case of computer science research, as a symbolic 

object suitable for implementation in a computer program. With an in-between status — partly an 

example of practice and partly theoretical, the intention is that its theoretical part is made more 

tangible by the practice instances. Any calculations or program-like operations discovered are 

automatically documented as part of the practice. 

The model is made without any preconceptions. It uses Wiggins’ outline framework (Wiggins, 2006) 

— a blank conceptual space model created from the prose writing of Margaret Boden (an originating 

theorist and proponent in the area of procedural explanations for creative style). This framework is 

developed, through practice instances and examples, into an innovative and original model. The 

literature review (Chapter 2) includes research about conceptual space theory to inform the process. 



Posthuman Creative Styling — can a creative writer’s style of writing be described as procedural? 

10 

 

One of the reasons for embedding practice and model is that there is no ready-made model which can 

be used for the task. Another is the dense terminology contained in Wiggins’ framework, particularly 

the terms and symbolic expressions it assigns to the different types of rules required. The use of 

practice enhances the case that creative styling can be made explicit in procedural steps. It expands 

the framework and gives a model which illustrates each creative step taken. 

Boden’s (Boden, 1990; Boden, 1994a; Boden, 1994b; Boden, 2004; Boden, 2009; Boden, 2010; 

Boden, 2016) creative methods (explicit steps) of exploration, combination and transformation are 

used as the model’s building blocks. The idea of these methods is that they are primitive operations 

which are used in creative actions. Their scope in this thesis is limited to styles of creative writing. At 

the outset of the practice the way that they might be modelled is unknown, but the aim is to enquire 

about all three methods and include them in a singular conceptual account.  

So why have these procedures been chosen as the model’s building blocks? The answer is that they 

are a way of penetrating the mystery of the creative actions that are happening. Boden’s position 

(Boden, 2004: 3) is that there is no magic to creative acts. That is, its steps (and the actions leading to 

them) can be explained and transcribed or encoded. Her suggestion is that all creative acts operate in 

one of the methods she gives (see section 2.1.2). Most important of the three listed is transformational 

creativity, since this where Boden says that changes in style happen. 

Transformational creativity is creativity involving changing rules of style. In creative writing these 

rules are those which lend the writer their ability to perform or carry out their craft. Boden explains 

that it is the change or invention of new rules of style, set against an orthodoxy or norm, which defines 

transformational creativity. Additionally, she hypothesises that it can be extraordinary or exemplary 

— and this idea has been taken up by others who research creativity as the ‘transformational creativity 

hypothesis’ (Ritchie, 2006). The practice in this thesis specifically sets itself around a set of orthodox 

or ‘known’ rules in order that transformational creativity can be part of it. At its core is not an attempt 

to prove or disprove the transformational creativity hypothesis. Rather, it seeks to find a program-like 

explanation for how creative writing can be styled by use of its practice-informed methodology.  

The ‘practice’, as part of this goal, is not only the creative writing examples and styles given. The 

model is considered an integral part of it. Wiggins’ framework (a synopsis of which is given in the 

Literature Review) provides a skeletal model, suitable for generic application. The practice exemplifies 

and expands this model and turns it into one centred on creative writing. Other theoretical work on 

conceptual spaces, such as the geometric theory of Gärdenfors’ (Gärdenfors, 2004a; Gärdenfors, 

2004b), is included so that theory and practice are inextricably intertwined.  This give a unique model 

for the practice, establishing it as one which allows the concepts of creative writing style to be 
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represented. This model demonstrates how a creative writer conceptualises and change their writing 

style(s), with a format specifically designed to show the steps and operations used. 

The practice works in a number of ways. One is to identify the writer’s styles, by breaking down 

style into elements and expressing them. Using practice to do this means that the corresponding style 

concepts automatically have accompanying examples. Another way the practice works is that it 

verifies and clarifies conceptual space theory. In particular, it demonstrates what advantages 

dimensions give in the unique model design used. It does this by indicating how the writer assesses 

the value of new styles. The practice model and examples show how having a dimension-based model 

splits down the calculation of this value as part of the writer’s evaluation process. The written exercises 

are arranged so that they show how writing and its styling differs from a base or reference piece. In 

each case the difference is annotated and the evaluation calculation is recorded.  

Two experimental phases are used. First styles are assembled and their concepts are recorded in 

conceptual spaces. Then, in the second phase, the spaces found in the first are transformed by a 

combination procedure. As part of the first phase, both a formula format and an English language 

format are used. This is so that the thesis can maintain its posthuman presentation. Wiggins’ blank 

framework and the idea of spaces which have geometry, as promoted by Gärdenfors, provide the 

scaffold for this phase. These are developed, and the formats refined, as the practice continues. The 

second phase uses the first to find transforms of style. A generic method takes the rules from the first 

phase and makes new rules from them. This method is based on combinational creativity. In other 

words the second phase gives a generic, high-level, procedure for transformational creativity.  

By showing the mechanisms by which a writer’s style steps are made, the thesis provides evidence 

for how creativity in style happens. It is structured so as to show how creative writing might be 

described as procedural. The Literature Review (Chapter 2) is split into two parts. In section 2.1 the 

creativity theory of conceptual spaces is given. This research is necessary to help develop the 

conceptual space model which will be used as an aid in exposing the procedures of creative style. The 

model is set in the context of posthumanism, giving the thesis its unique position as a proposition for 

how its question is answered. Posthumanism helps by allowing the perspective of the writer to be one 

where the creative endeavours of machines and people are considered equally. Section 2.2 gives a 

review of style in creative writing and stylemes — an irreducible unit of style found in stylistics. The 

reason for this section is to set the scope of the conceptual space model. Irreducible units of style in 

this section become irreducible style concepts in the model, with rules for membership, procedures 

for action and relationships to other concepts. The Methodology is in Chapter 3. Section 3.1 describes 

the method used in creating the conceptual space model. This model is used in the interrogation of 

the steps used by a creative writer when styling their writing. The methodology shows how the 
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question was addressed. Its justification as valid philosophical approach for answering it is given in the 

second half of the chapter (Section 3.2). The Results chapter (Chapter 4) validates the model (section 

4.1), then presents the practice informing it (section 4.2). It gives an overview of the formulae and 

provides reference links to the written practice which is included in the appendices. By showing an 

example of how creative styling can be reduced to mechanical steps, it gives convincing evidence that 

such styling can be described as procedural. The following Discussion chapter (Chapter 5) assesses the 

model and creative writing practice for how it helps answer the question. Section 5.1 discusses how 

the practice has worked in this respect, whilst section 5.2 discusses the benefits found in using 

computer theory.  

1.1 Key Term Definitions 

Though it is informed by the study of stylistics, the thesis is centred on creative writing and its 

perspective of creative styling. This means that it uses its own interpretation of the meanings of certain 

key words, ones which may seem alien to a stylistician. In this section words which may seem irregular 

to such an audience are defined.  

1.1.1 Style  

Style, as the word is used in this thesis, is the way a creative writer sets about crafting their writing. 

On the one hand it is part of their expressive manner, on the other it is to do with the tips and tricks 

they use to organise and actively engage with what is being written. Style is a mode, method or 

collection of methods a creative writer uses or their procedures. It is the toolkit they use to engage 

with the text at a level beyond the semantic. Each writer has unique ways to do this and it is the 

distinctiveness of their individual approaches which lends them their style of writing.  

Definition 

Style: the distinctive set of rules and methods or procedures a writer uses to fashion their 

creative writing whilst actively engaging in it. 

1.1.2 Styleme 

The styleme, though it originates from stylistics (see Lang, 1987a), is a relatively unused word in it. It 

specifies a unit of style or a grouping which identifies a class or category of styling. The styleme is 

intended as a device for stylistic theory in much the same way as an atom is in atomic theory. Hence 

it is both irreducible and a building block through which new styles might be created. What 
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differentiates a styleme from a conceptual space is that the styleme can be found by analysis, whereas 

the conceptual space is a cultural and individual specifier. 

Definition 

Styleme: An atomic or irreducible unit of style found by analysis of literature. The styleme 

identifies the style of writing from a reader’s perspective. 

1.1.3 Styling 

Styling in creative writing is how a writer administers their writing so as to style it. It is the activation 

of certain  procedures pertaining to style which are within their repertoire. Styling is part of the craft 

of creative writing. It involves that expression and manipulation of the text which goes beyond the 

semantic. Styling concerns all those procedures which are identified by any type of styleme. It is more 

than finding different ways of phrasing creative writing, it covers the entire craft. 

Definition 

Styling: The activation of procedures a writer uses when engaged with their style of writing. 

These procedures can be any from a range determined by the type of a styleme. 

1.1.4 Procedural/procedure 

In this thesis procedures are those actions a writer uses in their routine of writing. They are functional 

in that they lend the writer their styling ability. When operating or actuating a procedure, what the 

writer is doing is using (or first creating, then using) a rule of style. This method of operating is 

procedural in the sense that the rule of style can be encoded (i.e. transcribed). 

Definition 

Procedural: A mode of engagement with the writing process which implies that styling it using 

routines or function based on encodable rules of style 

1.1.5 Practice-informed research 

In contrast to stylistics, creative writing relies on practice as its guiding input. Research in creative 

writing which is practice-informed is that which is done side-by-side with the primary research. The 

practice works as a guiding or modifying process. It is the form by which the results of primary research 

are tested through multiple examples. Also, by repeated engagement with it, the practice feeds back 

into routes for further research. The practice is a way of learning and communicating what the 

research is about. It tunes the research pathways so that it remains true to its objectives. 
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Definition 

Practice-informed A side-by-side research process in which multiple examples provide routes for 

leaning and communicating what the research is about. 

1.1.6 Creativity 

Creativity is about originality and effectiveness (i.e. value). The scope of this value in creative writing 

ranges from the ingenious — that which is new and has value in a broad, social context, to the 

individual. The latter context is inventive only due to its novelty to the individual creating it and may 

not have any originality beyond this perspective. Creativity does not have to be productive in the sense 

that what is new is a complete product, it can involve micro-innovation, such as is found when styling 

writing. 

Definition 

Creativity Original and effective actions taken to produce or style writing so that it is new and 

has value to an individual or broad social group. 

1.1.7 Conceptual space  

Conceptual spaces for creative writers are the theoretical constructs they use when they are styling. 

They occur in abstract models of creativity where the focus is on style. Consisting of rules, a key feature 

of conceptual spaces is that they change. Conceptual spaces exist in one of two places: culturally and 

individually. A cultural conceptual space is the steady backdrop against which creative styles are 

formed. An individual conceptual space is the collection of rule-based concepts an agent uses to style 

and create new styles. In computer science conceptual spaces are computer formats with rules which 

can be changed by other conceptual spaces through a procedure. 

Definition 

Conceptual space A theoretical representation with procedures for the concepts an agent uses 

when styling and creating new styles. 

1.1.8 Concept  

A concept is an abstract notion or general idea of how to go about a task. Concepts in creative writing 

are accrued as learned instances. They exist as rules that a writer uses to carry out their craft. 

Definition 
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Concept An abstract, rule-based idea of how to go about the task of crafting creative 

writing.  

1.1.9 Mechanical/ mechanics  

As used in this thesis, ‘mechanical’ or ‘mechanics’ refers to actions which are semi-automatic, routine 

or machine-like. In mechanical writing there is a programmatic element to the way the writing tasks 

are performed. This means that they can be explained in terms of the steps or procedures which are 

taken by the writer. The idea behind mechanical writing is that the creative workings or ins and outs 

of how it is carried out is made plain. 

Definition 

Mechanical writing Writing in which the actions for creating and styling it are explained by 

procedures. 

1.1.10 Agent  

The usage of this term in this is as a placeholder for either a person or a machine. Following the 

philosophy of posthumanism, an ‘agent’ is a writer whose ontological status is undeclared. They are 

the originators of the creative actions which style the writing, the mediator through which the writing’s 

mechanics is revealed. An agent has their own set of conceptual spaces which they consult and 

manage whilst writing. 

Definition 

Agent  The mediating manager and owner of a set of style-based conceptual spaces. 
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2. Literature Review 

This literature review covers conceptual space theory and creative writing. The chapter is split into 

two parts: a review of creative styling and conceptual spaces and a review of the practice of styling 

creative writing. Both topics are inspired by Margaret Boden’s writing about conceptual spaces of 

style. What Boden does not make clear in her writing is what kind of form and operations these are 

constituted of. Therefore, the first part of the review focuses on the forms and operations these 

conceptual spaces can have, whilst the second part covers style in creative writing. The review also 

includes a section detailing the philosophical approach of posthumanism used to make its case. 

2.1 Creative Styling and Conceptual Space Theory  

For the purposes of this thesis, a very specific creativity theory is followed — that of styling using 

conceptual spaces. This theory offers the chance for making the case that creative styling is 

mechanical. Conceptual spaces make it possible to show the steps used by creative individuals when 

actioning concepts. The models which take advantage of them are a powerful way of making plain 

what otherwise might be obscured. 

2.1.1 Koestler’s Matrices and Bisociation 

Arthur Koestler was both a novelist and philosopher, his most notable contribution to the philosophy 

of creativity being The Act of Creation (Koestler, 1964). Within his writing is the idea of bisociation — 

a term coined by him to contrast with habitual acts of association. It is in bisociation that conceptual 

spaces are active, though in Koestler’s treatise they are called ‘matrices’: 

 

I shall use the word 'matrix' to denote any ability, habit, or skill, any 
pattern of ordered behaviour governed by a 'code' of fixed rules.  

(1) 

 

(Koestler, 1964: 38) 

For any concept there is a corresponding matrix of rules. When two such matrices are juxtaposed, the 

creative act of bisociation occurs. This is when a new idea is learned by two associative sets of 

orthogonal (distinct) rules being bought together. The illustration below shows the process: 
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Figure 1: Illustration showing Koestler’s idea of bisociation as ‘orthogonal matrices’ intersecting 
(Koestler, 1964: 35) 

 

 

In this illustration the matrices are represented as two dimensional planes which are orthogonal in the 

sense that they intersect along a line. Koestler recognised that such matrices (i.e. conceptual spaces) 

are forms of codification. The codes or rules in them operate at different levels of coherence and are 

automatic when fully coherent: 

 

... the coherence of the matrix, varies according to case. In matrices which have 
become fully automatized, the code alone determines which member shall act in 
which order-the pedant always takes the same route to his office, his strategy is fixed 
once and for all, and has become incorporated into the code.  

 

(ibid, pp 656) 

When conceptual spaces are employed automatically, they are at the highest level of coherence. When 

not, there is some change required before they can be applied, i.e. a dynamic is involved. This 

recognises that one of the attributes of a conceptual space is that it should be in such a form as to be 

able to be changed. It is Koestler’s idea of matrices of rules which feeds into the later work of another 

important creativity theorist, Margaret Boden. 

2.1.2 Boden’s Transformational Creativity  

The term ‘conceptual space’ in relation to creative styling was first used by Margaret Boden in The 

Creative Mind (Boden, 1990). Boden writes extensively about the culture of such creativity (Boden, 

1990; Boden, 1994b; Boden, 2004; Boden, 2010) and over the course of her writing she has developed 

a consistent narrative. In her analysis a conceptual space represents an accepted style within the 

creative practice it serves. She first mentions conceptual spaces alongside her outline of three methods 
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of creativity: explorational, combinational and transformational, (Boden, 2004: 3–6). A creative 

individual can explore (use a space), combine (join two spaces together) or transform (change the rules 

of a space) to generate creative ideas. It is Boden’s attention to style and the latter, transformational 

creativity, which is unique to her proposal. 

Boden gives examples such as the kind of creativity involved in new theories of chemical molecules 

or new styles of painting, music and types of cuisine (Boden, 2009: 25). The creativity in these styles, 

she says, occurs when the rules of the conceptual space (i.e. those rules which have been established 

as the norm) are changed or transformed. In much the same way that Koestler detailed regular or 

habituated conceptual spaces (matrices) in his accounts of individual creativity, Boden intends that 

hers apply to both individuals and wider, culturally existing, concepts. She differentiates these two 

scopes as ‘P-creativity’ and ‘H-creativity’ respectively. P-creativity is centred on the individual and the 

actions they take when they are being creative. It is what is new and original to them which is 

important in this kind of creativity. H-creativity is historical creativity, where the judgment of what is 

new and original is in a societal context. Conceptual spaces represent regular, recognised or ‘ordinary’ 

practice. They are the backdrop to change, meaning that H-creativity and P-creativity happen when 

they are altered or transformed to give new styles. Boden's contribution to creativity research is her 

identification of this transformation of conceptual spaces as a creative action. The conceptual space is 

a form of representation which helps describe the creative act by the way that it changes. A change 

represents the regular or accepted style being broken. This means that there is something different, 

new, or inventive about the new style in comparison to that which the space had represented. In 

Boden’s terms, a creative individual is someone who transforms a conceptual space, extending 

Koestler’s idea of bisociation (combination of disjoint spaces) (Boden, 2009: 29).  

Boden’s writing is informative because she is the first to suggest the creativity research might be 

informed by computational research. Implicit in her writing is that conceptual spaces could be coded 

and used by creative computer programs. Her work is often cited by computational creativity theorists 

(for example: Perez y Perez, 1999; Bringsjord and Ferrucci, 2000; Pereira, 2007) who pursue her ideas 

about conceptual spaces in computer models. These theorists follow her suggestion that 

computational techniques can give prescribed ways that the spaces can be transformed. 

Although she does not detail algorithms or suggest mathematical definitions, Boden does describe 

the creative role of conceptual spaces in general terms. She begins by describing exploratory creativity 

in terms of a ‘search space’ (Boden, 2004: 90–93). Drawing on ideas from the field of computer science 

and artificial intelligence, a search space reveals potential candidates for a solution. A computer 

algorithm can explore the candidates in a search space to find the best possible answer. Exploratory 

creativity is searching the space of possible solutions to find the best candidate for the task at hand.  
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The idea of searching through a space of possibilities is not a new one in creativity research. What 

is recognised as unique in Boden’s work is how she differentiates high levels of creativity from the less 

creative. Perkins notes that her answer rests on the idea of ‘changing the rules’. Marked creativity 

occurs when the constraints of established rule systems are broken (Perkins, 1995: 97). Thus, creativity 

can be accounted for by a change in the constitution of the space’s rules. Perkins goes on to explain 

how the computer theory of search spaces helps. His suggestion is that the space can have an 

evaluation function which guides the search towards creative solutions. The mathematical notion of a 

search gradient provides a mechanism for traversing a conceptual space to allow the searches to 

proceed towards an optimal solution (Perkins, 1995: 99). 

Again, Boden does not identify this evaluation function explicitly in her theory, though she does 

hint that it is part of the creative process: 

 

The concept of creativity includes the notion of positive evaluation, which typically 
involves the deliberate examination and modification of ideas.  

 

(Boden, 2004: 294) 

Part of the mechanism required for a conceptual space is therefore that which carries out evaluation 

of new concepts. Any new style rule has to be judged as to whether it improves or diminishes the new 

style it gives. If the creative agent believed the new style was more effective for their artistic 

endeavours, then they would prefer the new arrangement over its previous one. Boden’s writing 

implies that the process of modifying and evaluating the rules of existing conceptual spaces is the best 

way to demystify creative styling.  

Of important note here is that generative rules are not the same as the constraints or membership-

determinant rules of a conceptual space. Boden makes this clear in her later writing (Boden, 2009: 25). 

The membership rules of the space determine the space’s purpose, its generative rules give the 

mechanisms for the creative act. The lack of this distinction in Boden’s earlier writing makes for difficult 

reading when the term ‘rules’ is used interchangeably between the two types. Also unclear within the 

general description of conceptual spaces Boden gives is how well-defined or granular its application 

is. Within any one concept there might be many other concepts for creative action. The broadness of 

her description is due, in part, to the wide variety of illustrative domains she gives examples of, with 

one space covering all of the concepts in each. 

To move from the general theory of conceptual spaces within multiple domains to a specific, single 

domain, theory may prove a more fruitful approach. For example, by decomposing the concepts in a 

single domain into multiple spaces, it might be possible to show how these spaces interact and inter-
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influence one another. When their constitutions are decomposed, the sources for the influences of 

the rule changes might become clearer and easier to identify. Without such detail, transformational 

creativity remains clouded as a process. A detailed or step-by-step account by which the conceptual 

space’s rules might change is hard to find in Boden’s writing.  

Boden never fully specifies a computational model, yet the implication in her writing is clear — the 

use of such models is a way of furthering creativity research. By drawing on the concepts in computer 

science such as search spaces and heuristics (rules), she is drawing together two fields which previously 

did not sit well together. Her insight is that the inclusion of computer theory in creativity research is a 

way of explaining the steps that are used in creative actions. 

However, a potential weakness of Boden’s exposition is that she treats both human and artificial 

writers as separate cases, rather than talking of them in the same context. By differentiating between 

the two, her theory fails to advance both fields in unity: a computer scientist might find her definitions 

too imprecise for computational implementation, a humanist might object to being compared to a 

machine. 

This is where posthumanism can help. Boden's prose technique of writing about human creativity 

via the use of computational terms and concepts has inspired much subsequent research by 

computational theorists (see section 2.1.8). To combine these two different kinds of research areas 

means using a language and philosophy in which there is a less divisive type of creative writer. The 

work which has been done to extend Boden's theory, particularly within computational settings, has 

the potential to be extended further if it is refigured within a unifying posthuman philosophy. 

2.1.3 Computational Creative Writers 

As a preface to the section on posthumanism and the language of conceptual spaces which follows, a 

brief review of different types of computer-based conceptual space models is given here. As will be 

seen, these story-telling creative writers have given greater attention to conceptual rules for accurate 

syntax and logic, rather than to those which provide a style of writing. 

2.1.3.1 Novel Writer (1973) 

Novel Writer (Klein et al., 1973) was a writer which generated short murder mystery stories. Its 

conceptual model made extensive use of linguistic theory to represent its semantic structures. The 

stories it wrote had a simplistic syntax, with little attention to style, but were able to tell a murder 

mystery by creating motivations for its characters, with a hero who picks up on the clues included in 

the story to solve a crime.  

2.1.3.2 Tailspin (1977) 
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The attention to accuracy over inventiveness and originality continued in Tale-Spin (Meehan, 1977). 

Its conceptual spaces employed fixed rules called ‘planboxes’. These rules, in the form of algorithms, 

allowed it to tell a story using a goal-driven top-down problem-solving approach. The concepts that 

Tale-Spin was aware of were those given to it by its programmer, a limitation of artificial intelligence 

systems of its time, with its orientation towards problem-solving and goals. 

2.1.3.3 Author (1981) 

Whilst Tale-Spin was good at world-simulation, by following the rules of how its world should operate, 

Author (Dehn, 1981) took a different approach. Its stories were conceptualised within an author-

intentional model. In this model the writer’s goals served as a scaffolding to the story rather than 

showing themselves directly in the narrative. Author is the first example of a computational creative 

writer which did more than try to satisfy its reader that it could write stories with logically consistent 

worlds.  

2.1.3.4 Mexica (1999) 

Mexica (Perez y Perez, 1999) employed a method of iterative storytelling involving phases of 

engagement and reflection. It followed Author in modifying and maintaining a memory for its stories 

each time an action in the story took place. Mexica’s reliance on user input to feed the content for its 

stories means that the semantic value of their content was dependent on the richness of its concepts. 

With these concepts set in advance, the creative decisions it made used the method of explorational 

creativity. 

2.1.3.5 The Virtual Storyteller (2003) 

The Virtual Storyteller was a multi-concept writer with models for characters, the plot, the storyworld 

and narration (Swartjes and Theune, 2008). These models created the story which was then translated 

into natural speech by a virtual storyteller presenter. The use of multiple elements ensured that 

characters and their actions were logically consistent. The Virtual Storyteller’s creative actions occur 

in each of its creative faculties for character, plot, storyworld and narration in the manner of 

explorational creativity. 

2.1.3.6 Fabulist (2004) 

Up to this point in the development of computational creative writing, the writer’s attention to 

inventing a sensible narrative has come at the cost of simple exploration of conceptual rules. Fabulist 

(Reidl, 2004) attempts to redress this shortcoming, telling its stories by expanding its search space and 

using transformational creativity. It was able to generate plans from a search space of partial and 

complete plans with characters able to change the storyworld from one state to the other.  
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2.1.3.7 Narrator and Narrator/Mexica (2008)  

A computational creative writer of a different ilk was Narrator (Montfort, 2007). Its emphasis was the 

narration element of storytelling. It worked as part of an interactive fiction1 assembly. Narrator’s value 

was that it was able to render a tale from different angles, using many style concepts by considering 

factors which alter the way a narrative is told. Elements such as variations in speed, frequency, mood 

and voice are just some of those Narrator used. 

2.1.3.8 Scheherazade and the What-If Machine (2014) 

Scheherazade (Li and Riedl, 2015) was an interactive fiction storyteller which learned about the 

creation of plots by using information from the internet (called ‘crowd-sourcing’). If Scheherazade did 

not have a model of a particular storyworld, it asked for several examples about the proposed new 

storyworld and created its own plot. Creatively, Scheherazade learned how to create a new conceptual 

space, it did not explore, transform, or combine it with any other space.  

The What-If Machine (Llano et al., 2016) created story ideas using existing concepts. Its conceptual 

spaces were based on facts combined with a probability that they were true. For example [camel, IsA, 

animal, 7.0]. All its concepts were sourced from the semantic network ConceptNet (Speer, Chin and 

Havasi, 2016). The What-If Machine’s method, changing these concepts to new ones, was a type of 

transformational creativity. By using crowd-sourcing as a means of validation, the new story concepts 

were found by contrasting the properties in existing ones.  

 

The history of computational creative writers shows that, at the outset there was a strong focus on 

producing semantically correct content. Only later writers such as Narrator attempted to redress this. 

The scope, therefore, is to expand conceptual space representations and actions so that they include 

more in the way of style concepts. 

This brief historical account of computers and creative writing raises the issue of human and 

machine parity with regards to creativity and conceptual space theory. Is it possible to use the same 

theory for both kinds of creative writer? One way is to ensure that the language used when talking of 

conceptual spaces does not have any bias against machine writing, an approach granted by the 

application of a posthumanist philosophy. 

 

1 Fiction with responds to prompts from user input. An early example is the classic text-based game Colossal 
Cave Adventure (Crowther and Woods, 1977) 
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2.1.4 Posthumanism and the Language of Conceptual Spaces 

With Boden’s introduction of computer science into the debate of explainable creativity, there is the 

potential to address the question about the parity between machines and people. Boden’s approach 

struggles to tackle this question because she talks of the two as distinct cases. A posthumanism 

approach tackles comparative questions of this nature by erasing discriminative boundaries. A 

conceptual space model, figured in the language of posthumanism, can present its evidence within a 

universal framework. By neither excluding nor specifying different kinds of creative writer, such a 

model can take full advantage of Boden’s cross-disciplinary recommendation. 

Posthumanism developed from philosophies of feminism in the 1990s, with Donna Haraway’s A 

Cyborg Manifesto often cited as central to a collection of ideas surrounding a new way of looking at 

the humanities (Miah, 2008; Ferrando, 2013; Pennycook, 2018). In a posthuman dialogue, the human 

body is redescribed as information (Hayles, 1999), and humanity is included in a broader context of 

technology so that the two become philosophically indistinguishable. Posthumanism allows for an 

inclusive debate where science and the humanities coexist. From the 1990s onwards it developed 

along two pathways: critical posthumanism was adapted to literary criticism; whilst cultural 

posthumanism was adapted to the post gender bio-politics started by Haraway (Ferrando, 2019: 25–

26). More recently posthumanism  has established itself as a philosophy in its own right under the 

name of ‘philosophical posthumanism’.2 

Posthumanism is essentially a post-biocentric philosophy in which the human/machine boundary 

is absent. It is also a post-dualism philosophy where dualisms based around identity are not 

encountered (Ferrando, 2019: 54). There are no symbolic dichotomies in posthumanism such as 

“human” versus “machine” which might otherwise be used to actualise a closed notion of the self. This 

means that, as a philosophical abstract wrapper for computers and people, conceptual space theory 

framed in its terms of reference is ideally suited. Many of the texts on computational spaces already 

fit within this philosophy because of their use of terms like ‘agent’ and ‘creator’. They use language in 

a way which enables their writing to be read bilaterally. For example when talking about Boden's 

theories, phrases like ‘creative systems’ and ‘particular creators’ are used (León and Gervás, 2010: 

617) and when Koestler’s theory of bisociation is discussed ‘matrices of thought’ become ‘agent 

specific knowledge bases’ (Berthold, 2012: 22–23). 

Using philosophical posthumanism allows a discussion which does not discriminate against 

different kinds of creative writer, the space becomes a neutral zone to philosophise about all kinds. It 

 

2 This is the branch of posthumanism used in this thesis and so the convenient shorthand ‘posthumanism’, 
subsequently used, refers to this type of posthumanism. 
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does this by not making it clear whether this writer is a machine or a human being. Using this 

philosophy, Koestler’s ‘matrices of thought’ and Boden's ‘spaces in people’s minds’ can be drawn 

together in a neutrally configured conceptual space. 

2.1.5 Differences Between Koestler and Boden's theories  

Koestler and Boden offer very different creativity theories. Boden’s transformational creativity 

involves changing the rules of a conceptual space to find new rules. Koestler’s bisociation has 

conceptual spaces (‘matrices’ with codes and rules) which are juxtaposed to find creative ideas. One 

sees creativity operating over a singular space, the other views it as combinations of more than one.  

The differences are best seen and resolved by attending to their computational aspects, where they 

have rules, coding terms and involve dynamic operations which are clearer to identify. Consider this 

example: 

 

In spite of this [Boden’s] vagueness, the idea of transforming conceptual spaces is 
intuitively appealing. It has a close association with the earlier notions of Koestler 
(1964), who has described creative thinking as arising from the sudden interlocking of 
two previously unrelated skills or matrices of thought… 

(Mithen, 1998: 123) 

Here Koestler’s idea for creativity by means of a mechanism (bisociation of matrices) and Boden's 

transformation theory are conflated. It is the conceptual spaces and the idea of rules governing 

creative ideas which is the same in both theories, not the method or specification of their change.  

Another source of confusion, which a turn to computation brings to the fore, is the locality of the 

space/matrix. For example, although Boden distinguishes between individual creativity (P-creativity) 

and creativity in a wider cultural context (H-creativity), Dubitzky et. al. take the view that Boden’s 

theory is not centred on the individual: 

 

… Koestler’s model appears to be more differentiated. With the notion of a matrix, 
Koestler puts the subjective perspective of the entity that engages in creative thought 
in the center of his model. Indeed, the matrix notion provides this degree of 
individuality that appears to be associated with many creative ideas and inventions. 

 

(Dubitzky et al., 2012: 23) 

There appears to be no place in either theory for the other. Dubitzky et. al.’s intuition is that, because 

Boden generalises about her spaces, they must be only in her H-creative context. But she only 

intimates this: 
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Conceptual spaces are structured styles of thought. They are normally picked up from 
one’s own culture or peer group, but are occasionally borrowed from other cultures. 
In either case, they are already there: they aren’t originated by one individual... 

 

(Boden, 2004: 4) 

All that Boden is saying here is that the spaces have their origins in existing cultural styles, nothing 

more. The origins of conceptual spaces are the rules which exist in the current way creative acts are 

made. When these are changed at the H-creative level, the change is dramatic and noticeable. But the 

changes are always made by individuals, i.e. they are P-creative, whatever their origins. 

One way of using both Boden’s and Koestler’s theories together is to consider their computational 

scale. A creative act could be a minor adjustment to an existing style, or it could involve lots of small 

combinations of dissimilar concepts. Another way is to narrow the creative domain. Both theorists use 

of illustrative examples from so many disparate domains can be confusing. Baer explains that trying to 

make a general, multi-domain, theory of creativity is not where the hard work is done: 

 

Metatheories and hierarchical models can help us look at and think about creativity on 
a large scale, but most of the important work that needs to be done in conceptualizing 
and researching creativity must remain a domain-by-domain effort. 

 

 (Baer, 2015)  

A more focused and domain-specific view of creativity makes it easier to see which of the theories 

apply and how. It allows the research to concentrate on what is going on when theory is applied to 

practice. The use of a single domain model ignores generalities until it has produced its examples and 

makes a subsequent review of what has been discovered. 

By limiting the scope of research to a single domain and at a scale which is task-oriented, both 

Koestler and Boden’s theories can be seen in harmony. Using this kind of more granular examination, 

a model with multiple spaces can be used. For example, in creative writing the spaces for style and 

content can be separated and modelled separately. With the models narrowed for specific concept 

tasks such as these, both theories can be revisited.  

Another way the theories can be reviewed is to move from the idea of macro-creativity to one of 

micro-creativity. Instead of examining a holistic and completed product or idea, the attention here 

would be to the underpinning smaller actions and decisions. This means a shift in perspective to the 

kind of creativity which is happening all the time. Such creative actions are seen in conceptual blending 

— a theory which describes the way that conceptual spaces change. 
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2.1.6 Fauconnier and Turner’s Conceptual Blending  

The cognitive theorists Fauconnier and Turner are most renowned for their theory of conceptual 

blending. In their book The Way We Think (Fauconnier and Turner, 2002) they develop Koestler’s 

theory of bisociation to everyday activity: 

 

[Koestler] gave it the name "bisociation of matrices." In doing so, he showed what the 
scientific challenge was, namely, to explain a notion that he left vague but which 
includes the idea that creativity involves bringing together elements from different 
domains. But Koestler did not make the next leap: to discover that the general mental 
operation involved in these striking cases is also ubiquitous in everyday thought and 
language. 

 

(Fauconnier and Turner, 2002: 37) 

Conceptual blending is first described in Fauconnier and Turner’s earlier paper ‘A Mechanism of 

Creativity’ (Fauconnier and Turner, 1999). It is bisociation on a much smaller, and less marked, scale. 

Its dynamic is as a real-time operation with a regular frequency. This is the micro creative scale: small 

creative actions which contribute to a bigger creative whole. Conceptual blending takes Boden’s P-

creativity and applies it to bisociation. It is both a dynamic and a primitive operation which is 

happening all the time when individuals are forming creative concepts. 

Fauconnier and Turner’s work is not primarily concerned with representation and formulae. It is 

simply a part of the mechanism suggested for conceptual blending. Consequently different names are 

used (principally ‘conceptual schemas’ (Fauconnier and Turner, 1999: 409) and ‘mental spaces’ 

(Fauconnier and Turner, 2002: 40)) for what this thesis calls ‘conceptual spaces’. In addition, 

Fauconnier and Turner’s exposition in writing and creative writing is to the content of writing and 

determining its meaning. The two aspects are interrogated at a micro level, not the macro whole of a 

complete text. But there are other minutiae, aside from meaning and its comprehension or 

construction, which can be considered in conceptual blending. 

Fauconnier and Turner's heavy focus on semantics forces their analysis into a search for how 

language is understood and categorised (Fauconnier and Turner, 2002: 269). Other computational 

theorists have followed a similar same tack in their research (i.e. generating meaningful content). For 

example, Bringsjord & Ferrucci’ artificial intelligence sentence generator (‘BRUTUS’), which is capable 

of generating novel sentences (Bringsjord and Ferrucci, 2000). However, at the micro scale of creative 

writing, there is more to creativity than simply the creation of original, semantically correct, content. 

At this level there are also creative actions which determine how writing is styled. These types of 

creative acts are called into play repeatedly throughout content generation. They underpin content, 
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shape it, configure it and say how it looks on a page. Fauconnier and Turner's work is at the correct 

scale and focus — the micro level — but concentrates on the wrong element. If Boden’s and Koestler’s 

theories are to work together, then it is not what is meaningful which is important but what is 

stylistically appealing. 

Although Fauconnier and Turner make little attempt to formalise their ideas in a computational 

model, their work is frequently cited by computation theorists (e.g. Pereira, 2007; Confalonieri et al., 

2016; Eppe et al., 2018). The reason is that Fauconnier and Turner discuss conceptual blending in terms 

of small step dynamics, or programmable steps. The diagram below (Figure 2) illustrates what happens 

in the process. Points are first found in a generic space and then, from these, the candidates for the 

new blended space are found: 

Figure 2: Conceptual blending of two input spaces to a blended space (from Fauconnier and Turner, 
2002: 43) 

 

The action is similar to that described by Koestler when he considers grander concepts such as the 

invention of jokes, the creative use of imagery or character depiction. Here though, the creative action 

is considered on a smaller scale as a regular activity. By focusing at this smaller scale or micro level, 

Fauconnier and Turner include Koestler range of applications but extend it. They give contexts such as 

categorisation, mathematics, metaphor analogy and grammar, artistic creation and learning 

(Fauconnier and Turner, 2002: 90). Their type of micro-dynamic spaces are useful representations 

because they not only target creative actions as single steps, but also encourage the idea of inter-

operation between spaces to explain how they change. 

Within these applications, Fauconnier and Turner’s examination is more to do with how objects are 

conceptualised. The application of the space is for the purpose of finding such things as metaphors so 

that, for example, when they discuss poetry, it is attention to words and wordplay rather than poetic 
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style which is their concern. Questions such as: how does a poet make their poetry? what techniques 

do they use? and how do they find novelty? is what they are interested in. Not covered by their 

examination is experimentation with concepts such as form and shape, writing technique and imagery. 

The small changes technique could also account for these types of concept. 

2.1.7 Wiggins’ Framework 

Wiggins (Wiggins, 2006) takes Boden's essay-like descriptions and elaborates them into a 

computational framework. His method is to take the key and unique part of Boden's theory — 

transformational creativity (changing the space’s rules) — and formalise it. Wiggins has in mind a 

computational representation of transformational creativity. The computational framework which he 

proposes is for individual creative systems. It is Boden’s P-creative or individual creative act in which 

his framework has most relevance.  

2.1.7.1 Key Terms 

Wiggins’ work puts into an abstract mathematical form what Boden gave as an informal description of 

transformational creativity. Some key terms and variables from it are given below: 

2.1.7.1.1 Universe (𝑼)  

This is a container for all possible spaces (𝐶) and is a ‘a non-strict superset of any concept at a given 

point in the creative process’ (Wiggins, 2006: 451). A non-strict set is a set which includes the 

possibility of equality (i.e. it could be one concept). Wiggins does not make clear whether a universe 

is a generality for all creative activities or is intended as an umbrella space for a single activity. A 

universe could be interpreted as the container which includes all the spaces within a particular domain, 

such as, say, creative writing. 

2.1.7.1.2 Traversal rules (𝑻) and Membership Rules (R) 

Traversal rules are what determine the actions a space gives. Wiggins makes them explicit that these 

are what generate creative activity. They are what the creative writer follows when they are 

performing a creative act. Although Boden (Boden, 2004: 50; Boden, 2009: 25) makes the distinction 

between these rules and rules which say what go into the space, Wiggins formalises this distinction 

(Wiggins, 2006: 452). The rules of membership (𝑹) shape and constrain the space by saying which 

concepts are members of it. Traversal rules are generative — when the individual traverses the space 

they are exploring possible concepts in it.  

2.1.7.1.3 Language (𝑳) and Alphabet (𝑨) 
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The rules of a space are expressed in a language. This language (𝑳) consists of a set of sequences 

belonging to a common alphabet (𝑨) which is to do with the kind of things the rules concern. (Wiggins, 

2006: 452). 

2.1.7.1.4 Evaluation rules (𝑬)  

These are used to determine the value of any concept in terms of its quality (Wiggins, 2006: 453). 

These rules come into play after the creative act, following the use of a traversal rule. 

2.1.7.1.5 Interpreters  

Interpreters are what execute the space. The function of the interpreter (≪, ≫) is to apply the 

generative rules and evaluation rules together to action it and calculate its value. 

2.1.7.2 The Formulae 

Having summarised these terms, it is now possible to give Wiggins’ formulations. He begins with the 

idea of a universal space 𝑈. Thus, for any concept 𝐶, 𝐶 is an element of 𝑈:  

 

𝐶 ∈  𝑈 

 

The rules (R, T and E) then become functions which operate over the space by means of application of 

the interpreter. In this way the first of Boden’s creative techniques, explorational creativity, can be 

formalised as: 

 

Cout = ≪𝑅, 𝑇, 𝐸 ≫(Cin) (1) 

  

(Wiggins, 2006: 452) 

where Cout represents concept(s) found by traversing or searching for an existing example of practice 

and Cin is the enumerated space being searched.  

For transformational creativity Wiggins bases his formulation on the suggestion of Bundy (Bundy, 

1994) that transformation means using a meta-language (𝐿𝐿). This meta-language has its own 

membership, traversal and evaluation rules 𝑅𝐿 ,  𝑇𝐿 , 𝐸𝐿 and give the method by which the 

transformation takes place. In other words, the creative individual has rules which belong to a meta 

conceptual space and these rules give the concepts for changing the rules of its sub-spaces. 

Transformational creativity is the mechanism or procedure which is given by these meta-rules.  

A simplification of Wiggins’ formula showing the relationship between a meta-space and its 

subspace is given below: 
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⟨𝐿,  𝐿𝐿 , ≪. ,  . ,  . ≫,  𝑅𝐿,  𝑇𝐿,  𝐸𝐿⟩ (2) 

  

(Wiggins, 2006:  455, simplified) 

This can be read as selecting a language 𝐿𝐿 by use of the concept given by the language L’s rules: 

𝑅𝐿 ,  𝑇𝐿 , 𝐸𝐿 to transform a rule explored in the original space (≪. ,  . ,  . ≫). 

Together (1) and (2) give a way of representing Boden’s prose descriptions as abstract formulations 

in a way in which there can be no misunderstanding as to their structure and purpose. Most important 

is the clarity that is given to the different rules a conceptual space has. Of particular importance here 

are the traversal rules — the rules used to find examples of practice for a creative act (see (1)). 

The second formula (2) does not really specify how transformational creativity occurs. Instead, it 

restates it as a creative concept. This concept is left to an undisclosed meta-operation which is 

contained in a meta conceptual space. A meta conceptual space contains concepts for transformation 

of other spaces it abstracts. It can be thought of as a space with other spaces beneath it, i.e. it has 

concepts for how to use (transform) other concepts. Its rules have their own language (𝑳L) which 

operate over the space(s) it transforms. In Wiggins’ framework the meta-operation and its rules are 

left blank. This leaves open an intriguing research question: is there a general way that conceptual 

spaces can be transformed? In other words, can a meta-operation be found to specify how new 

concepts can be found from existing ones? 

The framework provides a starting point from which the mechanisms involved in creative styling 

can be investigated. Explorational creativity can be investigated by use of enumerated conceptual 

spaces with known (traversal) rules. Transformational creativity can be investigated by seeing how 

these rules might change. Absent is a role for combinational creativity (i.e. Koestler’s bisociation or 

Fauconnier and Turner’s conceptual blending).  

One of the key losses in the framework is the idea that changing the rules involves changing the 

style of the creative endeavour.  With such a pure focus on presenting an abstract model, Wiggins 

dilutes the uniqueness of Boden’s theory in this respect. The original intention that transformational 

creativity provides the opportunity for new styles has been largely lost. 

2.1.8 Mathematical and Computational Conceptual Spaces 

More recently the turn to conceptual spaces in creativity research has been in computing and 

mathematics. There are three main theories used in computational research: Fauconnier and Turner’s 
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conceptual blending, Koestler’s bisociation and Gärdenfors geometric theory. A review of these is 

given below. 

2.1.8.1 Conceptual blending implementations 

Divago is a system created by Pereira for his investigation into concept creativity and artificial 

intelligence (Pereira, 2007). His research centres around the blending mechanisms found in Fauconnier 

and Turner. He also looks at the way that spaces are defined by their traversal and evaluation rules 

(Pereira, 2007: 32). The result is a dynamic representation of conceptual spaces which are manipulated 

in a problem-solving manner. In Divago these spaces are knowledge bases which share the syntax of 

Prolog language constructs (a type of representation favoured in conceptual blending frameworks, for 

example Eppe et. al. (Eppe et al., 2018)). The problem solver in Divago uses these knowledge bases to 

make conceptual blends from subgraphs in them. It is this manipulation of Divago’s model which forms 

the basis of its creativity.  

Pereira’s design for Divago is one which takes advantage of several creativity theories, notably 

Koestler’s theory of bisociation. The way in which it manipulates its spaces at a meta-level, i.e. at a 

conceptual level above that of its conceptual space representations, is one suggested in Wiggins’ 

framework. Pereira also recognises that, in the evaluation of its conceptual spaces, Divago needs to 

be able to do self-assessment and react to external assessment, as in Boden's suggestion for P-

creativity and H-creativity (Pereira, 2007: 80–81).3 

Divago's method of representation is largely to do with semantic concepts which is why the Prolog 

language approach is one which they are suited to.4 There are no examples of how Divago might deal 

with concepts for actions. In addition, the main dynamic of Divago is one of conceptual blending. For 

example, spaces representing ‘birds and boxes’ might be involved in a dynamic transformation (a 

‘conceptual blend’) to a space for a ‘flying transport object’. This means that the main work of Divago 

is to offer a way for its spaces to be blended. The idea that they may consist of style rules, as per 

Boden's indication, is not present, with some of her original ideas for style in creativity being 

overlooked. A style-based space might have a much different look to the knowledge-based spaces 

found in Divago.  

There are other computational models which have been used in the representation of actions. In 

Hodhod & Magerko’s investigation into creativity in improvisational acting, they are based on scripts 

(Hodhod and Magerko, 2014). In a system they call Pharaoh, a similar concept mapping idea to that 

found in Divago is used. The scripts in Pharaoh are arranged as nodes with relations between them 

 

3 See section 2.1.2. 
4 Prolog lends itself to natural language processing, see Pereira and Shieber (Pereira and Shieber, 1988, p.71). 
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and contain actions for the writer to perform. Operating in a real time manner, Pharaoh illustrates 

that such an arrangement of conceptual spaces can be used for the purposes of creative action. A 

script-based representation is helpful because the scripts, written in Backus–Naur Form (BNF)5 can be 

blended by a similarity algorithm which seeks to reduce the gap between them. By looking at the ends 

of the scripts to be blended it is possible to find a continuation of the improvisation.  

Both Divago and Pharaoh draw on for Fauconnier and Turner’s notion of conceptual blending. They 

also share a kind of representation which can be parsed and manipulated in a graph-mapping process. 

Other representational formats include Common Algebraic Specification Language (CASL), which is 

used for problem solving creativity (Schorlemmer, Confalonieri and Plaza, 2016).  

Figure 3: An example of a CASL script (from Schorlemmer, Confalonieri and Plaza, 2016) 
 

This scripting language allows a concept to be represented in terms of the different classes to which it 

belongs. Interesting about Schorlemmer et. al.’s conceptual blending method is the use of image 

schemas to find new concepts. Image schemas offer structure preserving mappings or morphisms from 

one space to another. They are primitive rules based on interaction and motor experience. For 

example, the PATH image schema (as encoded in Figure 3) has rules which are equivalent to moving 

along a path.6 CASL scripts enable conceptual spaces to be characterised by the way that they are 

mapped to others within the same category. The concept or solution to the problem is then seen in 

the entire mapping via application of the Yoneda lemma of categorisation theory.7 Schorlemmer et. 

 

5 A kind of representation used in the description of programming languages. 
6 Schorlemmer et. al. use this representation to show how a problem posed by Arthur Koestler for creative 
problem solving called the ‘Buddhist Monk Riddle’ might be solved — a riddle which asks for proof that there is 
a point along a spiral path up a mountain at which the monk’s descending path must coincide with his ascending 
path at the same time of day. 
7 This theory states that objects in a category can be fully categorised based on their relations via structure 
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al.’s interpretation of this lemma shows the process of conceptual blending happens via generalisation 

of the input spaces, as in Fauconnier and Turner’s suggestion (see Figure 2). 

The final example of computational conceptual spaces is within the domain of creative writing. 

Creative writing is a rich creative medium with many creative aspects. In a mechanism suggested by Li 

et. al., the aspect of gadget creation in storytelling is explored. Their conceptual spaces are in the form 

of actions and objects which are described using first order predicate logic.8 They use two forms: 

prototype spaces and reference spaces (Li et al., 2012). The reference space is determined by the goal 

for the gadget. The prototype space is one which achieves predicates analogous to the specified goals. 

A scenario Li et al. give is that of the invention of a new gadget for a story — a telephone which can 

transmit a flu virus. The story requirement is that the virus be transmitted from Alice to Bob. The 

fictional gadget is created by having a reference space which contains the action ‘coughing into 

something with a virus’ and a prototype space action ‘Alice speaking into a cup’. In their model the 

reference base and the prototype space are blended by a mechanism which creates the new space for 

the invented gadget.  

Li et. al.’s goal-driven approach means that their Prolog-like predicates are able to give analogous 

spaces (analogical reasoning). This design also allows selective attributes from each space to be picked 

for projection to the conceptual blend, achieving a certain level of abstraction for the conceptual 

blending process. The goal determines which input spaces are chosen for the new conceptual space, 

but it also means that the spaces must be able to be generalised to achieve their blended or merged 

form. It is the goal of a specific creative writing task which drives their design and this is an example 

of how domain specificity refines the model. In Li et. al.’s approach the input spaces are resolved to 

the level of actions like speaking or coughing, instead of content generation. 

In all these representations a symbolic method of defining the conceptual space is used. This means 

that each requires it to be arranged in such a way that selective projection or mapping can be actioned 

against it. The unique insight of each system is how any two of these symbolic representations are 

manipulated (through generalisation, abstraction or mapping) so that they might be blended to find 

ideas not present in either of them. There is no common symbolic representation which underpins 

them all, their value is more to give deeper insight into the mechanisms of Fauconnier and Turner's 

model of conceptual blending.  

 

preserving mappings (morphisms) to other objects in the same category. (Schorlemmer, Confalonieri and Plaza, 
2016, p.2). 
8 This is similar to the rule/logic system used in the Prolog programming language. 
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Programming languages do not have to be used when specifying how computational conceptual 

spaces might be designed and interoperate. Indeed, there are other examples of their representation 

in which only the logic of the blending process is given. For example Confalonieri et al. use descriptive 

logic for their representations (Confalonieri et al., 2016). However, the main reason why these 

representations of conceptual spaces are used is that, ultimately, all are programmable. Each of the 

symbolic representations described (Prolog, BNF, CASL) are programmable or have computer 

programming counterparts. 

The disadvantage of such representations is their complexity and variety. Those above are not 

interchangeable. They specify in exact detail how conceptual bending might be accomplished 

programmatically, but their solutions are distinct. A common conceptual space representation would 

solve this. An alternative to symbolic encoding of conceptual spaces is to use networks as a means of 

representation. This approach is detailed in the next section. 

2.1.8.2 Bisociation implementations 

The previous examples exploited the idea of conceptual blending as proposed by Fauconnier and 

Turner. The focus there was on conceptual spaces which have been carefully arranged into a symbolic 

form so that they might be blended. With an attention to creativity on a small scale, they detailed the 

minutia of concepts. Models at this scale represent the sort of everyday or real-time actions which 

creative individuals can engage in.  

A different scale of approach comes from the BISON initiative.9 This initiative is arguably truer to 

Arthur Koestler’s original proposition for bisociation because, instead of being specified on a small or 

micro scale, the spaces in BISON are assemblies of large information networks.  

 

9 BISON = Bisociation Network 
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Figure 4: A pictorial representation of a BisoNet (from Segond, 2009) 
 

A pictorial representation of such a space is shown in Figure 4. Here, the network of associations 

between the different parts of the space forms the basis of its representation and computation. The 

BISON initiative proved remarkably fruitful for proposals for mining information from large, pre-

existing, data sets.  

The difference between the computational conceptual spaces so far examined and those in BISON 

is one of both scale and level of abstraction. Whilst the models in the last section were centred on 

Fauconnier and Turner's conceptual blending, in BISON they revert to Koestler’s bisociation as their 

theoretical basis. Bisociation in BISON operates across different domains of knowledge across 

collections of networks. This is in contrast to the Fauconnier and Turner model, where the spaces 

operate within the same domain of knowledge. The BISON method is called ‘bisociative knowledge 

discovery’. It uses networks called ‘BisoNets’ (bisociative information networks) and includes ideas 

from the theories of both Koestler and Boden (Dubitzky et al., 2012).  

The primary way that Boden’s theory is used in BisoNets is how the rules of a space are 

transformed. In Koestler’s matrices, creativity is seen in the space itself. The matrix or conceptual 

space is juxtaposed against another for the creative act. The focus in BisoNets is bisociation which 
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includes the possibility of transformation with a different perspective — through a change of rules. In 

BisoNets conceptual spaces are called ‘domain theories’. They operate over areas such as design and 

engineering; branches of the arts like painting, sculpture, architecture, music and poetry; as well as 

scientific areas like biology (ibid. pp.23). Dubitzky et. al. take the view that the characteristics of these 

domain theories are that they exist in a slowly changing cultural environment: 

 

With respect to Boden’s model of creativity, domain theories are equivalent to the 
notion of conceptual spaces. They satisfy the characteristic of not being tied to an 
individual as well as being relatively stable over time. Indeed, a domain theory 
encompasses all the knowledge (or concepts) known about a domain at a given point 
in time. 

(Dubitzky et al., 2012: 23) 

Koestler’s matrices are the knowledge bases of the BisoNet process. Conceptual spaces in BisoNets 

are therefore reserved for the slowly changing background against which the knowledge base is set. 

One is focused, goal-orientated and biased, the other more global in its representation. This means 

that the idea of a knowledge base is reserved for habituated knowledge as originally described by 

Koestler (Koestler, 1964: 649–660). It allows the BisoNet model to employ Koestler’s theory of 

bisociation against different types of knowledge bases in different domains. These can be creatively 

explored at an individual level, the creativity so produced set against a set of conceptual spaces which 

are relatively fixed and culturally stable.  

Dubitzky et. al.’s explanation of bisociative knowledge discovery does not fully exploit the potential 

to unify Boden and Koestler’s theories computationally. Rather it separates out one from the other to 

show where the main dynamic is (i.e. bisociation). The focus on large information networks is a return 

to an emphasis on creative content, not creative style. As such it does not give a route to 

transformational creativity — the type of creativity which involves changing the rules of style of a 

conceptual space. It is the interpretation chosen which has led to this loss of potential. One possible 

route to unification is found in a type of conceptual space representation based on qualities and 

geometry, as reviewed below. 

2.1.8.3 Geometric implementations 

In the programmable conceptual spaces seen so far, symbolic, formal languages describe both the 

rules and their actions. The theory on which these types of programs are based is known as a Turing 

machine. This is a symbol parsing abstract which processes a tape of symbols, reading each one and 

changing its state according to an internal rule set. An alternative to this symbolic approach is to use 

artificial neural networks (ANNs) as a means of representation and actuation. In ANNs, output is 
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achieved via statistical probability calculations following a period of learning from a known data set. 

In between these two alternatives is a recommendation by Gärdenfors that conceptual spaces be 

represented and actuated geometrically.  

Gärdenfors proposes that there is an advantage to representing spaces based on their shape or 

geometry (Gärdenfors, 2004a). His idea is that they can be used computationally and as computational 

artefacts. Instead of the traditional approach, with computer programs based on a Turing machine 

architecture or data-driven as in ANNs, he suggests that spaces with geometrical representations are 

the way forward. This means giving them quality dimensions — phenomenal measurements which are 

similar, but not the same as, scientific dimensions. Quality dimensions allow conceptual spaces to have 

a structure (Gärdenfors, 2004b: 14) and lets them operate at a level of abstraction somewhere 

between a Turing machine and an ANN: 

  

[a] conceptual level of representation should play a central role in the cognitive 
sciences. After having been dominant for many years, the symbolic approach was 
challenged by connectionism (which is nowadays broadened to a wider study of 
dynamical systems). However, for many purposes the symbolic level of representation 
is too coarse, and the connectionist too fine-grained.  

 

(Gärdenfors, 2004b: 25) 

Gärdenfors explains that his geometrical view is one which is most useful in constructive tasks. He 

recommends that when the structure of the dimensions of a particular area are discovered, fruitful 

research can follow. Defining conceptual spaces with quality dimensions might therefore prove useful 

in creative writing. It would mean first identifying those qualities which writers use to style their 

writing, then finding a representation which used these for its dimensions. 

What is good about Gärdenfors’ proposal is that it could help in seeing how dimensions aid 

conceptual space dynamics, i.e. how they change. For example, it is possible to see the act of creativity 

as operating on the basis of shape and size. Comparison using these as parameters allows creative 

ideas in one space to be applied to a second. An example of this ‘analogical reasoning’ is given by 

Chella et. al. (Chella et al., 2014) (see Figure 5).  
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Figure 5: A conceptual space representation of a hammer in the domain of vision shown alongside 
a conceptual space representation of two chords in the domain of music. (from Chella et al., 2014: 

5) 
 

In the example the spaces of music and vision are seen alongside one another. The similar shapes of 

the spaces allow comparison to be made between them. Quality dimensions of pitch, musical interval 

and tonality allow a mapping of the two different spaces.  Each of the dimensions has a value which 

can change either up or down. Using a multi-dimensional function, the first space is mapped to the 

second. This allows the conceptual space from one domain (music) to be generalised to another 

(vision) to find creative analogies. 

Chella et. al.’s illustration shows that Gärdenfors’ idea for conceptual spaces with dimensions is 

helpful.  It means first analysing the domain to break it down into dimensions with simple qualities. 

What this approach leaves unanswered is how dimensions of a more non-sensory nature might be 

used in conceptual spaces. Also not fully explored is the potential for dimension-based conceptual 

spaces beyond shape comparison.  

Interlude  

The review on conceptual spaces has consolidated a broad range of conceptual space theory. At the 

heart of this examination was Boden's notion that spaces represent accepted styles. One of the 

problems with her position is a lack of clarity of how a conceptual space can be a representation and 

simultaneously a reference for creative action. This needs to be clarified in the specific context of 

creative writing and style. The review now turns to this examination, leading into a method where a 

model of these styles and their creative actions can be instanced by a creative individual. 

2.2 Creative Writing and Style 

Conceptual space research is best done in a specific domain like creative writing. Having only one 

domain to consider narrows down the representational format and allows any operations to be found 
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by practice examples. Creative writing has creative actions which go beyond content generation. In 

this thesis the focus is on creative concepts for styling. Options such as characterisation, pacing, 

humour, plot, time and space, dialogue and genre are the kind of concepts considered here.10 Creative 

writing and its styling provides a range of conceptual space candidates, in which the actions for the 

goals of a creative writer might be represented. 

Sharples was one of the first to identify the role of conceptual spaces in creative writing (Sharples, 

1996). He explains that they are a way of providing a schema or template for the subject matter to 

write about. Drawing on Boden's ideas, Sharples sets out a theory for writing as creative design. He 

looks at creative writing specifically because it is a form of art practice in which there is room for 

manoeuvre beyond the constraints of achieving a goal:  

 

(A) writer needs to accept the constraint of goals, plans and schemas, but creative 
writing requires the breaking of constraint. 

 

 (Sharples, 1996: 1) 

The constraints which Sharples refers to are found within the conceptual space, whilst the creative 

actions are given by transformation and exploration of it (ibid.: 3). 

Sharples’ description of creative writing as design is one in which there is an alteration, redrafting 

or reworking of the creative work. The source material in this process is worked over and the 

conceptual space constrains the redrafting process. It is worth mentioning here that a conceptual 

space does more than provide a reference for the creative writer in the production of content, it also 

gives their style actions. Sharples description of writing as a creative design endeavour shows that 

creative writing is more than simply setting a goal to delivering content. In his model conceptual spaces 

are situated in contemplation. The writer experiments with different forms of writing by ‘forming 

ideas, exploring and transforming conceptual spaces’ (ibid.). At the heart of this experimentation is a 

cycle of planning, writing and reviewing.  

What Sharples usefully draws on is the idea that conceptual spaces operate at an individual level 

(Boden’s ‘P-creative’ level) (Sharples, 1999: 2). This means that his perspective of creative writing as 

design puts the space and its qualities, not as a social entity, but as a one where individual value 

judgement lies:  

 

10 These kinds of concepts are found in narratology (reading and studying narratives) see for example Schneider 
and Hartner’s collection of essays on conceptual blending (Schneider and Hartner, 2012: 12–20). Another 
example is given by Dancygier (Dancygier, 2008), who suggests that “...a mental space analysis would be possible 
and useful in an account of all of the stylistic specificities of narrative prose.” 
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A designer asks questions that are value-laden and produces products that can only be 
judged by a subjective assessment of quality. 

 

(Sharples, 1996: 9) 

The idea of an individual redrafting via transformation of a conceptual space is one which is pertinent. 

In this case the schema which it represents is one which is referenced, not only for the content of what 

is written, but also the way such content is created.  

Creative writing is not simply a matter of delivering content, there are multiple ways the same 

content can be presented. Effective presentation is of as much import as content delivery. A creative 

writer’s style of writing is a way of adding value to its content. It means looking at the qualities of 

content over a plain delivery of it. Whilst Sharples touches on the idea of style in his theory of 

redrafting in the design process of creative writing, he does not make their role in styling (over and 

above the physical tools that a writer has available to them) explicit. This is where stylemes — the 

atomic units of style — can help. 

2.2.1 Stylemes  

Conceptual spaces have been discussed in the context of style as discerned by readers.11 However, it 

is rare to find an in-depth discussion of them with the role of writers. To start this discussion means 

turning to creative writing. Creative writing is the other side of narrative reading. Though it may be 

compared as a similar activity (in that concepts and conceptual spaces are required for the different 

elements of a narrative), creative writing is a process of construction, not deconstruction.  

The constructive task which is of interest to this thesis is that of how to style writing. For a 

conceptual space representation of style in writing there are multiple concepts involved. For example, 

there are those for how the writer engages with figurative language, what approaches they can use 

for point of view, what concepts they have for styling metaphor and so on. It is therefore helpful to 

view style, not in general terms, but as broken down into a number of individual units. This means 

moving from a constructive model where there is only one space, to one where multiple spaces, one 

for each unit of style, are involved. 

The idea that style can be conceptualised in this way is found in literary theory and stylistics. In 

Looking for the Styleme (Lang, 1987a), Lang argues that there is an atomic or elemental unit of style. 

He describes a styleme as a way of understanding and dealing with style on an element-by-element 

 

11 See previous footnote. 
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basis. Their setting out means identifying stylistic choices but Lang suggests that these choices are 

never made in isolation, i.e. there is a complex relationship between different stylemes: 

 

Style thus exists only as the member of a pair... only where there are two styles is there 
one; this is a condition both for the detection of style and for its existence. 

 

(Lang, 1987a:178) 

The implication is that stylemes only exist in relationship to others. Lang compares stylemes to citizens 

and their political standing, they only exist and can be described when they are viewed in contrast: 

 

We do better to think of stylemes on the order of citizens: knowing that a citizen is a 
person who has a political standing does not enable us to describe any particular 
standing, much less any particular citizen—and so also with stylemes, as they might 
figure in an artistic or stylistic order… The model that best fits the phenomenon of style 
is one in which the individual unit exists only societally, in relation to others. 

 

(Lang, 1987a: 181–182) 

This means that, when deciding upon a list of stylemes, the practice should anticipate a kind of societal 

arrangement where there are inter-relationships and comparisons taking place. The description and 

choice of styleme should not attempt to be exclusive or isolated. 

2.2.1.1 From Stylistics to Creative Writing   

In this section a brief review of some of the concepts of stylistics is given to show the crossover with 

those in creative writing. A comparison is made to the definitions given in the introduction (Section 

1.1), with the key terms highlighted in bold text. 

Stylistics is a different, although not altogether divorced, discipline from that of creative writing. It 

views style as the pattern of choices which characterise writing or characters. For example, a writer 

might choose to make their writing or characters racy, pompous, formal, colloquial, inflammatory or 

so that it uses names or speech in a certain way (Traugott and Pratt in Carter and Stockwell, 2008: 44–

48). Style in characters is that which separates the narrator from their characters. It can be indicative 

of a character’s origin, dwelling place, social class or profession (Rimmon-Kenan, 2002: 64). Style is 

also expression of meaning in different ways for function (Fowler, 2003: ix).  

Stylistics considers units of style such as the styleme in the sense of grammatical, metric or linguistic 

units (Short, 1996: 83,131,157) or in the context of minimal units of sense (the ‘meme’) (Rimmon-

Kenan, 2002: 12). The main difference between it and creative writing is that, in stylistics, the primary 
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focus has been on the noun form ‘style’ and not its verb form ‘styling’. However, as Busse notes, styling 

has become more prominent in the discourse of stylistics, for example the style found in spoken 

stylistics and mobile discourse and as typified in genre (Busse in Stockwell and Whiteley, 2014: 104–

105).  

Creative writing can benefit from the procedural way that stylistics views style. The kinds of 

procedures used in stylistics are both analytic and descriptive. Analytic procedures describe the steps 

used in empirical interpretation, such as Spitzer’s critical response procedure (Lodge in Carter and 

Stockwell, 2008: 16). They have the characteristic that they can be executed and repeated (Jeffries and 

McIntyre, 2010: 115). In addition, they can be computational, particularly in corpora analysis, where 

large collections of data are machine-analysed (Gibbons and Whiteley, 2018: 285). Descriptive 

procedures show the logic of how writing works, for example the positive procedures which are used 

to describe metaphors (Werth in Carter and Stockwell, 2008: 166). In general, though stylistics can 

help the creative writer to understand the procedures used in writing and has its own procedures for 

analysis of texts, its reach has so far excluded the encoding of them for the purposes of writing. 

Descriptive procedures are what Scott calls ‘expressive mechanics’. As he indicates in his book 

Creative Writing and Stylistics, it is these kinds of procedures which are of benefit to the practice of 

creative writing: 

 

(S)tylistics has an enormous amount to offer the practising writer by virtue of its 
widening of his or her understanding of the 'expressive mechanics' of language. 

 

(Scott, 2014) 

The practising creative writer can learn much from a study which puts an intense focus on how 

language works. But the two fields — creative writing and stylistics — are very different. Stylistics 

defines itself in terms of being in opposition or distinct from the practice of writing (Toolan in Stockwell 

and Whiteley, 2014: 13). Where practice is mentioned, it is in the context of pragmatic instances, such 

as the way Agatha Christie constructs the plots for her detective novels (ibid. 335).  

The approach to ‘expressive mechanics’ which Scott mentions is also different in the two 

disciplines. Stylistics uses the term ‘mechanics’ in the context of turn allocation in characters (Jeffries 

and McIntyre, 2010: 120) or in the sense of impersonal writing which is the opposite of that filled with 

emotion, such as is found in poetry (Short, 1996: 25). It tends not to look at the pragmatic mechanical 

procedures that creative writing has. This is because each discipline has its own focus on where the 

creative value of the text is.  
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Stylistics seeks to analyse creativity for the value it gives to a text’s readers. For example, it might 

look for the creativity which makes writing more striking, or which makes use of irregular patterns 

(Hall in Stockwell and Whiteley, 2014: 92). Another focus for stylistics is how different literary 

discourses such as poetry or prose achieve their different levels of value (Toolan, ibid. p.19). Stylistics 

mainly uses rhetoric to describe creativity in styling, rather than ‘rule-bound’ descriptions as found in, 

say, those used to describe the structure of grammar (Toolan in Carter and Stockwell, 2008: 92). 

When stylistics considers concepts, it does so from the reader’s perspective, such as the spatial and 

temporal conceptual details which readers respond to in text world theory12 (Gavins in Sotirova, 2016: 

447–448). A further example is the concept of foregrounding, which stylistics analyses to see how 

language has been used to attract the reader’s attention (Gibbons and Whiteley, 2018: 15–26). 

Conceptual spaces occur in more limited contexts than in creative writing. In stylistics conceptual 

frameworks are ‘set(s) of hypotheses having explanatory power’ (Rimmon-Kenan, 2002: 146). They 

allow the decoding or mapping from cultural concepts to individual concepts. For example, conceptual 

blending theory is used to describe the concept mapping which occurs in metaphors (Gibbons and 

Whiteley, 2018: 207). Conceptual spaces also appear in the scope of text world theory (Jeffries and 

McIntyre, 2010: 152). Text worlds are reader-only entities. They are the conceptual spaces readers 

construct in order to understand and process writing based on ‘deictic’ or contextual information 

(Gavins in Sotirova, 2016: 447). 

The final concept worth mentioning here is how stylistics views agents. Unlike creative writing, 

stylistics considers agents as the drivers of a text. So, for example, an agent can be a character or an 

inanimate object. Any source of either cause or effect in the language of a text is called an ‘agent’ 

(Carter and Stockwell, 2008: 25–27). One way agents are used is to identify noun roles. These roles, 

such as ‘action instigator’ occur regularly within novels and other writing (Fowler, 2003: 15). Another 

purpose for agents is to identify a text’s genre. For example, when agents are omitted in a text, this is 

a key indicator that the genre is scientific prose (Short, 1996: 85). 

In summary, the key difference between stylistics and creative writing is locality. Stylistics distances 

itself from the writer to the extent that the only agents in it are in the text itself. Creative writing’s 

primary engagement is much more localised: how to go about the practice of writing.  A conceptual 

space model of stylemes in creative writing might therefore expect to give small, local actions. These 

actions might be, for example, the use of figurative language; how points of view are handled or how 

metaphor is styled. It is these kinds of actions which are foregrounded in a ‘stylistics’ of creative 

writing. 

 

12 The theory of how readers conceptualise text that somehow stands out or is different from others. 
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2.2.2 Style in Creative Writing  

One of the tasks of the study of creative writing is to see how literature might best be produced. In 

this section the review turns to look at this production in terms of styling writing. Here stylemes are 

left behind but their idea is carried forward. The aim is to examine literature which discusses style as 

a practice rather than from a literary perspective.  

In an innovative approach, instead of stylemes, the style rules reviewed here will become 

conceptual spaces. This part of review is broken down into different sections, each focusing on a 

different creative writing style. For every style topic there is: 

a) a statement of its area of concern (which will ultimately be the membership rules of the 

conceptual space) 

b) a review of what kind of styling might be expected by it (used for the traversal rules) 

c) an analysis of its relationship to other styles (which later helps to guide the format of the 

rules) 

The list of style topics is a result of reviewing relevant guides on creative writing and style. The key 

texts used to arrive at the selection are McNally’s Vivid and Continuous (McNally, 2013), Anderson’s  

Creative Writing, a Workbook with Readings (Anderson, 2006) and Casterton’s Creative Writing, A 

Practical Guide (Casterton, 1986). Listing and interrogating stylistic elements in this way helps to 

understand how a creative writer conceives style during the performance of their art. It is a 

prescriptive method of looking at style, highlighting how a writer actively crafts their writing.  

This list is the basis of the innovative conceptual space model proposed. It and the accompanying 

creative writing exercises are, essentially, the conceptual spaces of the writer. The review of the 

creative writing literature to create the list was how the practice originated. As such, it is unique to 

the thesis and is an original contribution of it. 

2.2.2.1 Styling Theme and Subject  

Area of concern  

Theme/subject is what a literary work is about, what is important in it which has significance for the 

writer within the constraints of the medium. As a grammatical unit it can be seen as either a concept 

or as a proposition. As a proposition, or statement of truth it is more coerced by the writer, whilst as 

a concept it has a certain amount of ‘cognitive and functional looseness’ (John, 2015). The nature of 

theme/subject can also be seen in relation to the lifetime work of a writer, with the potential to unite 

it (Brinker, 1993: 21).  

How it can be styled  
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Whilst these identifications of theme/subject identify its general type, they do not set out how it can 

be styled. Theme/subject does not have to be a grammatical paradigm, it can be a habitual style as 

found in, say, poetry writing. Here the theme or subject might be styled by the different habitual 

approaches of the writer. They might focus on esoteric areas (qualities) with positive and negative 

aspects such as fragility/transcendence versus powerful/enduring, or focus on sensory qualities or 

abstract ideas (Goodman, 1975: 801).  

Relationship to other styles 

According to Lang’s suggestion that stylemes are best set in context of others, theme/subject can be 

seen as paired with atmosphere, imagery or character. An example can be seen in the testimony of 

poetry writer. Here the poet describes that their style of delivering a political theme/subject is to 

interweave it with a style of setting and place: 

 

I want to write poems which are places, in which paraphraseable meaning has been 
drawn back into the place itself, so that the reading of the poem resembles inhabiting 
or at any rate contemplating the place…Politics is also inscribed in this material 
whenever I examine it, although I’m sometimes told I’m wrong by the pure in heart. 

 

Sean O’Brien in ‘Proceedings in Palmersville’ (Herbert, 2006b: 255) 

A conceptual style for theme/subject can therefore be seen as operating alongside other concepts, 

such as those for setting and place and atmosphere and there may be many others which pair with it. 

2.2.2.2 Styling Plot 

Area of concern 

To style plot in creative writing is to have a way of managing the narrative, using different methods to 

take it from its beginning to its end. One way of seeing plot is as a means of organising information 

and events in a logical manner so that it sets the writing’s foundation (LiteraryDevices.net, 2013).  

Whilst plot is primarily thought of as the driver for the narrative and how it proceeds as a series of 

events, it can also be considered from the perspective of shifts in atmosphere, rises and falls in tension 

or character development. An example of these two different ways of thinking about plot is the 

consideration of the character arc plot or ‘journey of a hero’. Instead of driving the steps of the 

narrative, plot in this respect is thought of in terms of character and its transformation (Niemi, 2012: 

25–32). 

How it can be styled  
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Plot from a reader’s perspective is a way of summarising a narrative, but from the writer’s view it may 

not be fully formed before writing begins. The difference is that, for the writer, plot is both functional 

and can leveraged as an artistic concept. For a reader it offers a way of summarising the events of the 

narrative, whereas for the writer this summary might never be available until they have finished 

writing. This approach is known by creative writers as ‘writing by the seat of your pants’. Zeta describes 

this way of plotting as ‘plotting in broad strokes’ or ‘writing without an outline’ (Zetta, 2019). The plot 

unfolds and reveals itself to the writer, rather than being set as a strategy for content.  

Another way of describing plotting is as organic:  

 

Writing, especially plotting, is not a science; it's an organic and wildly inefficient 
process of trial and error. But it's the stuff you don't plan for, the stuff that surprises 
you, that makes fiction worth reading and makes the writing of it simultaneously 
frustrating and rewarding. 

 

(Hynes, 2014: 88–89) 

Organic plotting, Hynes explains, means starting with an image or a character or a situation and 

‘groping forwards’. It is contrasted with a more methodical, staged approach where an outline is set 

out in advance.  

Relationship to other styles 

In terms of the way plot relates to other style elements, in this style there is a strong connection with 

character. Ray Bradbury describes this connection as the ‘Zen perspective’, where plot is driven by 

intuitive or zen-like stylistic impulses: 

 

Remember: Plot is no more than footprints left in the snow after your characters have 
run by on their way to incredible destinations. Plot is observed after the fact rather 
than before. It cannot precede action. It is the chart that remains when an action is 
through. That is all Plot ever should be. It is human desire let run, running, and reaching 
a goal.  

 

(Bradbury, 1984: 152) 

This kind of connection of plot with character is also seen when a narrative is presented in episodes. 

Joss Whedon, the creator and writer of the TV show Firefly, describes it as like a road trip: 

 

You take people, you put them on a journey, you give them peril, you find out who 
they really are. 
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 (Firefly TV Series Commentary, 2002) 

Other, less character-based, relationships with plot exist. For example, the hero’s journey kind of plot 

means plotting by creating a series of challenges and this means plot is paired with shifts in atmosphere 

or changes in tension. 

2.2.2.3 Styling Character 

Area of concern  

Character in creative writing is concerned with how individuals are portrayed and act in a narrative. 

Harper gives an architectural analogy for the role of character and characters: ‘characters are the 

tenants in the house that will be the story’ (Harper, 2013: 31). According to Harper the main purpose 

of character is to engage with the reader. It is that part of creative writing which forges connections 

with a reader through what is recognisable and familiar to them whilst transporting them to another 

place and time. 

How it can be styled  

Lucas describes character as the ‘foundation of style’, saying that it is much more important than other 

narrative tricks of the trade (Lucas, 1988: 33–50). A creative writer’s approach to character portrayal 

is therefore a major part of their style and can take a variety of forms. Examples are techniques such 

as basing characters on real-life people or by collating features and creating a new character from 

scratch (Anderson, 2006: 70-75). Another recommendation is to style characters by the way they 

perceive the world, i.e. through a filter of the senses (Harper, 2013: 31). Whatever way character is 

styled, it is clear that there are multiple options available to the creative writer. 

Relationship to other styles 

Looking at style relationships for character, Harper’s suggestion that its styling is best done through 

filtering the storyworld via sensory detail is an example of pairings with setting and place, atmosphere 

and imagery. Anderson indicates that actions plays an important role in the portrayal of character 

because they provide insight (Anderson, 2006: 80). Therefore, styles of pace, tension and narrative 

also relate because of its intimate tie with expressive action (the way a character acts or speaks). A 

final relationship is one given by Harper, whose suggestion that writing which is character-driven can 

inspire a narrative gives a pairing with plot: 

 

Oftentimes ideas about characters – like resonant images – will trigger a narrative, and 
this is a worthy, even a desirable source of inspiration, especially to writers of literary 
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fiction who prefer to draft character-driven stories, as opposed to plot-driven 
narratives typical of genre fiction. 

 

(Harper, 2013: 31–32) 

2.2.2.4 Styling Setting and Place 

Area of concern  

Setting and place is concerned with both the descriptive techniques which give an environment and 

its content, plus the sense of such an environment. McNally (McNally, 2013: 112-117) explains that 

this style element has an intimacy dimensionality. He puts this in terms of neighbourhoods — 

descriptive locations which flood a story with very specific detail to give it a vivid background.  

Anderson (Anderson, 2006: 86–89) suggests three ways that setting/place can be styled:  

• to reveal characters through the details of the spaces they inhabit and their possessions.  

• as a way of describing the emotional state of a character by the dynamics of the interaction 

with a place. 

• as a way of advancing the plot by contrasting moments of harmony and disruption. 

How it can be styled  

Anderson’s recommendations for styling setting are to increase detail in a way which is not dull and 

informative but ties it to action (pace). Techniques include the use of place to show characters as a 

product of their environments. This is similar to McNally’s suggestion of localising setting/place by 

providing intimate details (imagery, atmosphere) of neighbourhoods. 

Relationship to other styles 

Both Anderson’s and McNally’s recommendations for styling setting/place give relationships for this 

style with imagery, character, plot and pace. A writer can describe setting/place through the ‘spaces 

the character inhabits’ as Anderson recommends, or might use imagery and longer descriptive pieces 

for a more intimate styling, as in McNally’s suggestion. Another relationship for this styleme is the way 

a writer determines the balance between a descriptive, detailed setting and character and action. 

Novakovich (Novakovich, 1995: 26) gives an extreme example of this in Hardy’s The Return of the 

Native — where the first ten pages are devoid of character or action and describe only the landscape. 

Novakovich’s recommendation is to use quick descriptions of settings and places and delivering them 

alongside action and character, showing that pace is another pairing here. 

2.2.2.5 Styling Structure  
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Area of concern  

Styling structure concerns itself with how writing is assembled into a cohesive whole. Structure is to 

do with the narrative’s shape, the way parts relate to wholes and how progression is made from one 

part to another. As Lodge explains:  

 

The structure of a narrative is like the framework of girders that hold up a modern 
high-rise building: you can’t see it, but it determines the edifice’s shape and character.  

 

(Lodge, 1992: 216).  

Lodge says that structure has a wide scope: it can be within a single paragraph or extend to how a 

novel is shaped. Unlike plot, structure does not underline or summarise the events in a story but 

recognises its form, shifts in tone or rises and falls of character. It operates around changes in scene 

or location, shifts in action or ‘states of being in which change is minimal’ (ibid: 217).  

How it can be styled  

There are numerous approaches a writer can take when designing and developing a structure for their 

narrative. Novakovich gives that many of these are related to plot and its time sequence: “how the 

time passes during the reading of the novel shapes the fictional experience,” (Novakovich, 1995: 80). 

Styles of structure range from linear, where the structure closely follows the plot, to reverse and 

cyclical (in which the conclusion is the same as the start), with variations in between. Another way of 

styling structure is to make use of the Fichtean curve, which involves moments of rising and falling 

action with a climax at the height of the curve and a resolution (Murphy, 2021). This involves changes 

in tension and pace, where less active/slower parts with less tension are alternated with high 

tension/faster parts. Neale (Neale, 2006) gives an approach to structure where there is a dramatic 

present wrapped within a back story, the dramatic present acting as a fulcrum for the back story and 

future events.  

Relationship to other styles 

This style element is most obviously related to those where time is at play such as tension, pace, plot 

and character. In Neale’s dramatic action approach, small drama events with beginnings, middles and 

endings determine the structure. They are related to tension (drama), pace (action) and plot because 

they reveal the event sequences of the story. In addition to these, there are those related to styles of 

character and order of writing because some writers allow characters to determine where the 

beginnings and endings of a story are and when they write them (Novakovich, 1995: 151). 
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2.2.2.6 Styling Order of Writing  

Area of Concern  

Order of writing is a writer’s management technique or strategy for dealing with the parts and wholes 

of a text. Unlike the way structure is revealed to a reader, a writer does not have to write in an order 

dictated by structure. During the creative writing process the structure of a narrative is changed 

according to the writer’s process. This process, described as one divided into stages of planning, 

generation and revision (Lubart, 2009: 151–152), means that any text may be developed out of order 

if the writer’s revision technique is to do so. The process may also involve writing an opening last or 

an ending first or have both fixed at the outset (Novakovich, 1995: 151). 

How it can be styled  

Order of writing is a matter of an individual’s approach to the task of building a narrative. It is styled 

according to a writer’s preference for where and when they put their words. Not all writers work in 

the same way, some write linearly from beginning to end, others might use, say, character as a way of 

guiding key writing stages: 

 

Some writers, write the beginning last; others write it first…Some writers need to know 
the end before they begin; others need to know only the characters, whom they set 
into motion to find their own endings and beginnings.  

 

(Novakovich, 1995: 151) 

This style only truly exists in creative writing, being almost transparent in literary analysis. Styles 

include linear writing; dividing and developing writing in order of sub-plots; writing all the 

scenes/chapters for a specific character to maintain consistency of voice; writing by order of setting 

or writing, say, action scenes one day and romance scenes the next (i.e. by plot) (Sicoe, 2015). 

Rewriting and editing (including editing which rearranges the order of parts already written), as in 

Lubart’s identification above, is also part of this style. 

Relationship to other styles 

Relationships here with structure and plot are easy to see. If a plot is set out in advance, then it is more 

likely that the order of writing will follow a linear pattern. Similarly, if structure holds sway then the 

order of writing might be decided by this factor. Pairings with setting and place and imagery are seen 

in the following testimony: 
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I write very much the way some of my poet friends do. I begin with the sentence, a 
fragment of a scene I like, and then go either "above it" or "below it." Since I start with 
an image, let's say, of a man being driven in his car through the West Virginia 
countryside — a scene from my new book — I might write about the rain, and the end 
of the drive, and then go back to the scene's beginning. I still haven't written the 
scene's middle, so you can see that it's very much written in fragments.  

 

(Kosinski, 1993: 30–31) 

Other styles such as those of character and tension can be seen as relating to this style from the 

alternatives to order of writing suggested by Sicoe above.  

2.2.2.7 Styling Pace 

Area of Concern  

Pace is the tempo in a narrative and is what gives it force or energy. According to Hynes (Hynes, 2014: 

125) pace occurs at two levels: at the level of the whole narrative and at the level of individual sections, 

i.e. particular scenes or chapters. Hynes adds that pace is to do with achieving balance across a story: 

setting and distributing fast-paced parts against slower ones. He also says that it is not just about the 

time taken to tell a story but its density — the number of incidents occurring within it. Casterton talks 

of another aspect of pace, that it gives energy by the speed of its emotional contact (Casterton, 1986:  

71-81). A loss of pace or energy breaks this contact by reducing the driving force. 

How it can be styled  

As with other elements of style, there is no singular way to style pace, nor is there one way which 

overrides all others. One option is to use narrative tricks, for example, using the active voice 

(subject/verb/object, e.g. ‘she loved him’) or short sentences to make actions in a story seem more 

immediate, therefore adding pace. This kind of staccato styling is used to build pace in screenwriting 

(particularly as combined with use of the present tense) as seen in the contrast of the two examples 

below:  

 

Example 1 (less pace): 
 

Mary is sitting in her living room, looking at the clock intermittently, waiting for Simon 
to return home. 

 

Example 2 (more pace): 
 

Mary sits. 
And sits. 
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The clock ticks. 
She looks up, intermittently, waiting. 

 (Harper, 2013: 111–112)  

Casterton’s solution to maintaining emotional pacing (above) is that a story should be constantly 

reconnecting with its driving energy. This means that one style of pace could be to ensure that such 

this connection is not lost. Hynes’ (Hynes, 2014:  126-129) explains how pace is styled according to the 

practical requirements of a story. For example, if the story dictates that a lot of detail needs to be 

covered about a character first before the story can resume, then the pace of the story will be naturally 

slower during this introductory part. The reverse of this kind of styling would be to allow the pace to 

determine the speed at which exposition is delivered, regardless of plot. For example, there could be 

a burst of information and detail at the start, then the middle could be slower with the end more 

dramatic and slower still. 

Relationship to other styles 

The above give an indication of the kinds of relationships this style has with others. For example, if 

pace is styled by plotting a story so that it is in constant contact with what is motivating it, then plot, 

tension, atmosphere and character become pairs. Narrative tricks, such as those suggested by Harper 

in screenplay writing, show how this style can be related to language. Pace is also related to structure 

in the reverse direction because of the way beginning and endings can be tied to dramatic action (see 

‘Styling Structure’ in section 2.2.2.5). 

2.2.2.8 Styling Tension 

Area of Concern  

In this observation by Ray Bradbury, tension is seen as a way of building towards the peak of an 

emotional endpoint: 

 

We build tensions toward laughter, then give permission, and laughter comes. 
We build tensions toward sorrow, and at last say cry, and hope to see our audience in 

tears. 
We build tensions toward violence, light the fuse, and run. 
We build the strange tensions of love, where so many of the other tensions mix to be 

modified and transcended, and allow that fruition in the mind of the audience. 
We build tensions, especially today, toward sickness and then, if we are good enough, 

talented enough, observant enough, allow our audiences to be sick. 
Each tension seeks its own proper end, release, and relaxation. 

 

(Bradbury, 1984: 116)  
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Tension is what fuels the narrative momentum. McNally (McNally, 2013: 90) explains that it is given 

when details are filtered through a distinct consciousness to bring life to a story. He gives character 

examples such as socioeconomic tension, displacement tension or paranoiac tension. Tension is also 

that which is used to cause the reader to continue reading: the ‘narrative power’ or that urgency in a 

text which makes it less flat. McNulty and Kantey (McNulty and Kantey, 2014) say that tension is when 

characters are in conflict, explaining that such tension can come in two forms: internal or external. 

External tension happens when a character conflicts with adversaries or with their environment, 

internal tension is to do with characters who are grappling with difficult choices or fighting against 

their own weaknesses.  

How it can be styled  

McNulty and Kantey’s suggestions are that tension can be styled by methods which create conflict 

between characters, such as having characters with opposite goals then continually raising the stakes 

between them. In addition, they identify tension tricks such as raising questions with the reader to 

keep the tension alive; making tension ebb and flow to avoid reader fatigue and telling a story in a 

shorter amount of time to increase tension. McNally’s identification that tension is what fuels the 

narrative momentum means that it can be styled by adding extra details to give a sense of immediacy. 

It is styled by building in a cumulative effect so that tension increases as more detail is added. Tension 

can also be styled by language tricks, for example improper use of grammar, using single sentence 

paragraphs (‘fragments’) and unstiffening lines of the text: 

 

It is possible to overuse the well-turned fragment, but frags can also work beautifully 
to streamline narration, create clear images, and create tension as well as to vary the 
prose-line. A series of grammatically proper sentences can stiffen that line, make it less 
pliable. 

 

(King, 2000: 133).  

Lodge (Lodge, 1992: 217) says that the use of verbless sentences such as ‘Like justice.’ can justify the 

relief of tension in powerful scenes, such as this one from the ‘The Hand’ by Leonard Michaels: 

 

I smacked my little boy. My anger was powerful. Like justice. Then I discovered no 
feeling in the hand. I said, "Listen, I want to explain the complexities to you." I spoke 
with seriousness and care, particularly of fathers. He asked, when I finished, if I wanted 
him to forgive me. I said yes. He said no. Like trumps. 

 

(Michaels, 1975 in Lodge 1992) 
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Relationship to other styles 

As has been seen in the suggestions above, the ways in which tension can be styled include using pace 

to provide tension by the speed of text delivery, the use of character to create a sense of immediacy 

via empathy and using language by not following the rules of grammar and by employing verbless 

sentences. A way of achieving ebbs and flows of tension recommended by McNulty and Kantey could 

be the use of humour to alleviate tension. Also, some of these styles might counteract one another, 

e.g. a character style which has a bias towards emotional detail could counter tense delivery via the 

use of a language style. 

2.2.2.9 Styling Atmosphere 

Area of Concern  

Atmosphere is a technique for the setting of mood by using writing which contains emotions or 

through description of objects and settings (LiteraryDevices.net Anon, 2020). Casterton describes 

atmosphere as ‘conjuring of the spirit of place’ (Casterton, 1986: 15–27). She explains that it is what 

makes the reader feel something when a place is described and helps bring writing into deeper focus 

by creating a dialogue with the setting. Alternatively, the influence of experimental fiction and 

modernism means that atmosphere is that style which details inner experiences, with a shift towards 

characterisation through emotional responses (Armstrong, 2014: 22–26).  

How it can be styled  

Casterton suggests that ways that atmosphere can be styled are: giving a sense of place by addressing 

the past or the future; creating a sense of permanence; or by applying a pervasive atmospheric 

undercurrent. Another style she highlights is the use of multiple adverbs to cause the reader's eye to 

slow (a ‘ritardando’ effect), establishing a brooding atmosphere: 

 

Silently I circled the desk, pacing, prowling. Wooden, solid, it seemed to catch my eye, 
with its open, cleared space, its black, inviting pen. 

 

(Casterton, 1986: 21–23)  

The alternative modernist approach to styling atmosphere, described by Armstrong (above), means 

writing about the emotional responses of characters, with plot and the exterior world less significant. 

Relationship to other styles 
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One style which relates to this is language. Casterton gives a practical example which is to replace 

abstract nouns like 'joy', 'truth', 'misery' etc. with longer descriptions to evoke atmosphere (Casterton, 

1986: 21). The ritardando styling of using additional adverbs to create a slower, brooding atmosphere 

(above) is an example of pace and tension influencing this style. Casterton gives two further style 

relationships, one with setting and place and the other with character. The relationship with setting 

and place she gives in the following example, where the physical scene determines the writing’s 

atmosphere: 

 

They arrive at the empty basement flat just after one. She dumps the baby straight 
into his cot. He is wet and hungry, but also tired. And so is she. They cry themselves to 
sleep, he behind his wooden bars and she on the big sagging bed. The peeling 
wallpaper, damp-stained and stinking of mould, decorates her dreams. She awakes to 
the sight of mildew spreading beneath the window-sill. The odour of must and the 
small waking cry of a child seep into the air.  

 

(Sandra Warne,  'All in a Row' in Casterton, 1986: 18) 

The relationship with character Casterton gives is the spiritual or transcendental angle that characters 

can bring to atmosphere and the way it can be tempered through alternate viewpoints and unfamiliar 

perspectives (ibid.: 25). 

2.2.2.10 Styling Humour 

Area of concern  

Humour is the quality of being funny or a way of conveying a message to create comedy and evoke 

laughter. Jasheway (Jasheway, 2016) says that it is to do with lightening the mood or easing the tension 

so as to hook readers in and keep them engaged. She explains that, at an elemental level, humorous 

writing does not have to dominate as in, say, satire writing, but can be thought of most obviously in 

terms of exaggeration, fabrication, creative misdirection or subtle choices of metaphor.  

How it can be styled  

Blake (Blake, 2005) gives ways of styling humour from simple methods, such as the repetition of an 

outlandish or out-of-place word (a ‘callback’) or a comic reversal, to more sophisticated forms 

involving wordplay/double-meanings and others such as displacement. Berger (Berger, 2011: 1–51) 

lists and describes in detail forty four different techniques of styling humour, divided into categories 

of ‘language’, ‘logic’, ‘identity’ and ‘action’:  

 

LANGUAGE LOGIC IDENTITY ACTION (1) 
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Allusion Absurdity Before/After Chase 

Bombast Accident Burlesque Slapstick 

Definition Analogy Caricature Speed 

Exaggeration Catalogue Eccentricity  
Facetiousness Coincidence Embarrassment  
Insults Comparison Exposure  
Infantilism Disappointment Grotesque  
Irony Ignorance Imitation  
Misunderstanding Mistakes Impersonation  
Over Literalness Repetition Mimicry  
Puns, Wordplay Reversal Parody  
Repartee Rigidity Scale  
Ridicule Theme/Variation Stereotype  
Sarcasm Unmasking   
Satire    

(from Berger, 2011: 3)  

Berger argues that every humorous work uses these techniques in various permutations and 

combinations. Koestler also went to great lengths to identify different examples of styling humour. 

One style he details is ‘logical decapitation’: building dramatic expectation then debunking it (Koestler, 

1964: 33). Alongside different techniques of styling humour are styles which give ways in which it is 

deployed. Jasheway recommends a strategic use of humour, using it sparingly and with focus. She 

explains that it should not be overdone and instead only used when needed. Overuse or inappropriate 

use of humour like sarcasm should be avoided, she says, because it can negatively impact writing if 

the tone is wrong.  

Relationship to other styles 

Humour is most obviously related to tension because it can be used to relieve it by breaking a tense 

scene with a joke or other humorous technique. As Jasheway says ‘Even if your subject is a serious 

one, the subtle use of humor can both ease tension and provide a respite from difficult moments’ 

(Jasheway, 2016). Lodge explains that situation and timing are also connected to humour: 

 

Comedy in fiction would appear to have two primary sources, though they are 
intimately connected: situation (which entails character — a situation that is comic for 
one character wouldn't necessarily be so for another) and style. Both depend crucially 
upon timing, that is to say, the order in which the words, and the information they 
carry, are arranged. 

 

(Lodge, 1992: 110) 
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These kinds of connections can be seen in setting & place (styling the humorous situation) and 

structure (styling the order of words and the timing or delivery of humour). Examples of the latter are 

the humour techniques of repetition (an action is first seen and then repeatedly bought back to set up 

a train of comic anticipation) and displacement (a piece of information is first given which is carefully 

worded so as not to reveal what later turns out to have been a misdirection) (Blake, 2005: 7;11). Some 

of the other elemental style relationships with humour are given by the headings in Berger’s table (see 

(1) above). It shows that stylings of language, plot, character and pace have close relationships to 

humour.  

2.2.2.11 Styling Narration  

Area of Concern  

Narration is about trying on different voices and using different points of view or perspectives. Its 

grammatical nature is seen in first, second or third person writing. Anderson (Anderson, 2006: 99-126) 

explains the three different modes: 

• first person narration is the predominant use of ‘I’ by one of the characters to tell their own 

story and it is their desires or decisions which impel the action.  

• second person narration is when the main character is referred to as ‘you’ and the reader 

becomes a player in the unfolding story.  

• third person narration is when the writer uses ‘he’, ‘she’ or ‘they’ to refer to characters and is 

writing in which there is a range of knowing: 

- limited omniscience (knowing no more than what a single character knows)  

- omniscience (knowing everything)  

- objective point of view (knowing only what can be observed) 

A similar property for narration is that of level. This can be at that of a character's own story; at a global 

level or at that of the primary narrator (Coste and Pier, 2009: 295–308). 

How it can be styled  

Anderson explains that the different ways of styling narration, i.e. mastering the basic techniques of 

points of view, allow a writer both versatility and clarity, achieved by choosing the right character voice 

to connect to their writing (Anderson, 2006: 99). This means applying perspective to achieve the most 

suitable character voice in terms of qualities which can be measured as either positive or negative. For 

example, styling narration using first-person narration can make writing more compelling and give it 

‘maximum subjectivity and passion’ (positive) whilst it could also ‘over-concentrate on the self and can 

be tiresomely repetitive’ (negative) (ibid. pp.102-103). Second-person narration can be positive 
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because it lets a writer conveys the ‘universality of an individual situation’ but can be negative if it 

makes writing ‘airless and tedious’ in a longer narrative (ibid. pp.121). Non-grammatical approaches 

to styling narrative, such as at different levels (see above), means considering the narrator’s status 

(Coste and Pier, 2009: 296) or a style based on ‘who speaks?’ and ‘who acts’. 

Relationship to other styles 

Looking for the relationship of this style with others, character is one which stands out. Many of the 

styles of narration are given by the perspectives of character from either first, second or third person 

perspective. For example, a style of character in which the story is filtered through a primary 

protagonist might mean a tendency towards first person narration. Pace relates to narration because 

some forms of it, such as first-person narration, can sap the pace in a narrative by constant repetition 

of ‘I’ (ibid.: 103). Anderson says that the solution to this is to describe other characters, the action or 

the setting as an alternative. Therefore, negative relationships with styles such as tension and 

setting/place exist as ways of counterbalancing excessive use of first person narration. 

2.2.2.12 Styling Imagery  

Area of concern  

Imagery is the writer’s ‘third eye’, that which they use to bring out vividly the points that are important 

to the writer for the reader:  

 

[I]magery does not occur on the writer's page; it occurs in the reader's mind. To 
describe everything is to supply a photograph in words; to indicate the points which 
seem the most vivid and important to you, the writer, is to allow the reader to flesh 
out your sketch into a portrait. 

 

(King, 1980) 

Imagery covers the use of both literal and figurative language: 

• Literal imagery involves plain description, describing settings, characters and situations for the 

reader.  

• Figurative imagery makes use of non-literal words (metaphors) to paint pictures, and it relies on 

connotation or implied meaning to shape themes or ideas (Robinson, 2019). It primarily uses 

descriptions which appeal to the senses to represent objects, actions and ideas. This kind of 

imagery serves the function of beautifying a piece, particularly when it is drawn using figures of 

speech such as metaphor, simile, personification and onomatopoeia (Herbert, 2006a).  

How it can be styled  
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A general way of styling imagery is to use it to expand the range of experience of the reader. Herbert 

explains that this can be done in two ways: by familiarising the reader with something they have not 

experienced before or by defamiliarising what might be overly familiar: 

 

Images can be used to familiarise the reader with unknown or exotic 
phenomena. Another perhaps more fruitful use for the image is to 
defamiliarise the overly familiar, to re-present the world to us as though 
we have never seen it before. In both cases it expands the range of our 
experience.  

 

(2) 

(Herbert, 2006a: 207)  

A writer using this style of imagery might, for example, present an alien scene with references to 

everyday characteristics, or depict the ordinary in a way which it is alien.  

More often than not imagery is styled in the absence of characters, or what Atwood (Atwood, 2021) 

calls ‘de-peopling the scene’. The method she recommends for this is the use of sensory imagery, 

developing a scene with vivid sensory details so as to make it less abstract and provide it with layers 

of texture.  

Imagery can also be styled in a way which allows connections to be drawn between similar kinds of 

images. McNally says that this kind of imagery can give immediacy: drawing together the present and 

the past by subtly weaving it into the fabric of the writing (McNally, 2013: 76). He gives the example 

of Stuart Dybek’s short story ‘Pet Milk’, where the image of evaporated (‘pet’) milk swirling is the 

central, immediate image for reminiscences in it. Imagery in this sense is a form of alternative 

representation — the image of swirling evaporated milk is a stand in or metaphor which is used to 

bind together the other parts of the writing. 

Koestler’s take on metaphor imagery (what he called ‘hidden analogies’) are that they can be 

enriched by cross-referencing senses, as in examples such as 'warm' colour, 'sweet' voice or 'sharp' 

light (Koestler, 1964: 320–332). The use of metaphors can also give a style which manipulates the 

emotional state of the reader, as Susanne Lakin recommends with this example from her novel 

Intended for Harm:  

 

Jake groaned, unaware and uncaring whether his boys were standing there or had left. 
The moment muddled, miring him like quicksand, sucking him down, down. 

 

        (Lakin, 2019) 
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Here the image of sinking into quicksand brings to mind feelings of fright and being overwhelmed by 

a dangerous uncontrollable situation.  

Relationship to other styles 

There are many relationships that this styleme has with others. The first is that with plot, seen in this 

quote by Stephen King: 

 

(A)ll the sophistries of fiction must follow story...but I also believe that story springs 
from image: that vividness of place and time and texture. 

 

(King, 1980) 

The extent to which this relationship exists depends, King says, on how well the writer can see what 

they want to describe. 

Language relates to imagery and its style because it can alter how imagery is used. The writer’s bias 

towards one language style or the other relates to their style of imagery. For example, a bias towards 

literal language may give one style of imagery, whilst favouring figurative language might give another. 

Robinson (Robinson, 2019) suggests that figurative imagery is a way for writers to shape a text’s 

themes and ideas, whilst literal imagery is a way for a writer to build mood or tone in a scene and to 

describe the setting, characters and situation. In adventure stories, such as Michael Crichton’s Jurassic 

Park, a style of literal imagery paints a very specific picture, whereas a figurative style, such as is found 

in Shakespeare’s sonnets, relies on connotation or implied meaning to carry a theme. 

Robinson’s analysis also gives a relationship for this style with theme/subject, tension, character 

and setting/place. The relationship with setting and place is also given by McNally’s writing style 

recommendation for achieving immediacy by drawing on image memories (above). This also gives a 

pairing with atmosphere, i.e. the sense of immediacy this style of figurative imagery gives.  

A relationship with atmosphere is also seen in the kind of general styling which Herbert (in (2) 

above) identifies. The quality of strangeness or unfamiliarity in atmosphere is given by a style of using 

unusual imagery. 

2.2.2.13 Styling Language 

Area of Concern  

This style of writing has to do with how a writer expresses themselves in words or the surface features 

of their writing. It is the particular word alternatives a writer chooses when deciding upon phrasing, 

using variations of words to express the same meaning, i.e. word form. Huemer describes it as the 

difference between what is said and how it is said:  
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The definition of style as choice presupposes that one and the same goal can, in fact, 
be achieved in more than one way…A skilled author, so the idea goes, who sufficiently 
masters her medium, can deliberately choose one from a number of different, 
synonymous ways of expressing the point she wants to make—and she will choose the 
one that best fits her aesthetic conceptions, that best displays a specific point of view, 
or that best expresses her artistic personality. 

 

(Huemer, 2016: 197).  

How it can be styled  

Huemer argues that this kind of styling is seen when the content of writing is subtracted and what 

remains is a representation of how it was said, i.e. it operates irrespective of content. There is a high 

degree of focus on the superficial or surface features of the writing over its substance here. Stylistic 

differentiations are primarily to do with utilisation of lexical and syntactic aspects (i.e. word choice) 

but also to do with the sound of words (phonology) and morphology (manipulating the rules which 

give word structures and patterns) (Havránek, 1964: 29).  

Spark (Spark, 2005:  33-54) recognises styling in language as styles of tone and voice. Borrowing 

her ideas from Minot (Minot, 1965), she explains that language style    is determined by factors such 

as diction or word choice; syntax; balance of narrative modes; verb tense; disposition to use figurative 

language and the mechanics of punctuation. 

Lucas (Lucas, 1988: 34–35) explains that lucidity, as found within diction or word choice, is a 

particular style of language when a writer is trying to be dispassionately judicial, achieving an aesthetic 

beauty akin to that found in mathematics. The alternative, he says, is a form of writing where the 

element of emotion is larger and words are chosen to best move and direct the reader or persuade 

them. He goes on to say that this is a characteristic of writers whose style is to write by persuasion or 

in an empathetic way. 

Relationship to other styles 

Character has a natural relationship with this style. For example, a style in which there is a tendency 

towards dialogue and character thought is one in which is also a character styling. The use of 

colloquialisms and less formal language is also connected to character. Humour relates to the mode 

of frivolity and emotional appeal given by language indicated by Lucas (above). Pace has pairings such 

as styles based on sentence length (e.g. using shorter sentences to increase pace) and punctuation 

frequency (e.g. using less commas and colons to maintain continuity of pace), as in the last of Spark’s 

factors (above). Also given by Spark is word choice, where unusual kinds of verb mood (imperative, 
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subjunctive) give a relationship to atmosphere because of the sense of strangeness these verb moods 

can give. Imagery (how often and well it is used) is also connected to styles of figurative language. 

Finally, order of writing and its styling might relate to this style by a use of shorter sentences and an  

increased use of full stops as a style of revision. 

2.3 Summary   

This chapter presented a literature review of how conceptual spaces have been used in creativity 

research. The intention was to see how they might be used to research creative style in creative 

writing. The review was split into two parts. For the first part, the origin of conceptual spaces as a 

theory for creative style was traced. This part began with Koestler’s idea for bisociation and the rule-

based entities (‘matrices’) which he envisioned as the source of creative actions. Bisociation, as 

interpreted here,  is the creative act which arises when two disjoint conceptual spaces (spaces which 

are for two different conceptual purposes) intersect. There then followed a review of the work of 

Margaret Boden, whose primary idea was that of transformational creativity. This kind of creativity 

occurs when the rules of a style-based conceptual space change.  

To take forward both Boden's and Koestler’s different views of how creative action works, a 

suitable philosophy was required. Posthumanism in its philosophical form proved suitable. It allows 

computational ideas and human notions of creativity to share the same argument and discussion zone. 

Using philosophical posthumanism it is possible to see Boden’s (computer-based) theories and 

Koestler’s (human-based) theories alongside one another. A further key result of the review was to 

see that conceptual spaces have different operational scopes, with Fauconnier and Turner’s theory of 

conceptual blending operating at the real-time end of action, where the minute detail of changes is. 

Boden advocates that computer representations are a way forward for creativity theorists dealing 

with style. The benefits of her suggestion starts to become a reality when Wiggins’ framework is 

added. This framework was seen as the starting point for several subsequent computational 

approaches. It was discovered that the two main theories driving these approaches have been 

Koestler’ bisociation and Fauconnier and Turner’s conceptual blending. However, Boden’s potentially 

more powerful theory of transformational creativity (creativity dealing with style) has lagged behind. 

This means that there is scope to redress the lack of attention to creativity of this type. 

Bisociation has been seen to be applied to large scale information networks in the BISON project, 

whilst Fauconnier and Turner's conceptual blending dynamic for spaces was found in proposals which 

operate on a much smaller scale. A third proposal for conceptual spaces was discovered in the work 

of Gärdenfors. His idea was seen to include the idea of geometry and quality-based dimensions. The 
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potential is, therefore, for a creative style model which is inclusive of all three of these diverse 

approaches. 

In the second part of the review was an initial breakdown of style into stylemes. A non-exhaustive 

list of thirteen stylistic elements were identified and reviewed by considering the style concepts a 

creative writer might use. This breakdown showed that each conceptually distinct element has 

particular ways it can be styled. However, following Lang’s recommendation for styleme pairing, it was 

also seen that each style relationships to others — a style in one is also a style in a second. 

The purpose of this literature review has been to see if there is a way of answering the question: 

can styling creative writing be understood as a step-by-step process? The review indicates a possible 

route to answering this question is to consider conceptual spaces of style within a posthuman 

philosophy. The methodology which follows will outline the use of creative writing as a practice-

informed instrument to give evidence that the answer to the question is ‘yes’. 
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3. Methodology 

This research is practice-informed. This means that its discoveries were made through exercise and 

example, with a kind of free-flow feedback between book study and practice. The idea of such a 

methodology is to relate practice to theory. Rather than simply reading and theorising about 

conceptual spaces and styles of creative writing, the research aims to realise and show examples of 

them. This means that the scope of the methodology extends beyond the method described here, 

since the practice was active throughout the thesis’ construction. Earlier sections, such as the 

Literature Review, are also part of the methodology. For example, the section on Creative Writing and 

Style (Section 2.2) was written at the same time as the creative writing examples reflecting the styles 

detailed in it. 

Books and theory papers are the primary resources used. These provided the source material for 

the theory from which concepts might be found for creative writing and for the theories of conceptual 

spaces. As the research continued and the model developed, further reference was made to these 

resources. This meant that the research had a reciprocal nature, with theory feeding into practice and 

practice feeding the theoretical model.  

3.1 Method Description  

This section provides a description and justification of the steps used in the research. It explains how 

the evidence for procedural creativity was found via the development of a unique conceptual space 

model. This model shows how style can be experimented with and used in a creative, yet plainly 

described manner.  

3.1.1 Summary of Steps 

The steps taken to test the hypothesis are summarised below: 

1 Create thirteen conceptual spaces with rules for exploring style, drawn from the list of stylemes 

detailed in the literature review. Each space is given an index and each rule in the space a sub-

index.  

2 The rules are illustrated with a creative writing piece, amending or correcting the rule as in step 

1 as needed. The first draft of the rule gives an initial interpretation, which is amended 

subsequent to developing a creative piece from it. This gives the experimental model for 

explorational creativity — taking a known rule and experimenting with it. After this piece is 

written, a simple formula reduction is created for the rule which shows: 

 a) The space relationships (pairings) and the signage of these. 
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 b) An unordered list of its qualities in mnemonic form. 

c) The positive or negative difference the rule makes to the qualities.  

3 Explore the possibility of transformational creativity by changing the rules in the experimental 

model. The computational technique used in these changes is conceptual blending (and, in 

special cases, bisociation), which sets one space against another to give new rules. 

4 Give examples of creative writing to illustrate these new styles. The rules of step 3 are again 

adjusted in line with what illumination the act of writing gives. 

 

At each stage the model incorporates as much theory as possible from the literature review.  

3.1.2 Method Steps  

3.1.2.1 — Step 1: Creation of the Spaces and their Traversal Rules 

3.1.2.1.1 The use of literary style as a guide to creative writing style  

The first step involves creating the spaces by looking at style from a creative writing perspective. Unlike 

literary styles, style is examined as for a creative writer during the development their writing. A 

creative writing style is an active style used during the creation of a writer’s own writing. The difference 

(with literary style) is to do with the different forms: literature and creative writing, in that creative 

writing does not have to refer to published or literary works.13 When looking at style candidates for 

the basis of the spaces, concepts are sought from the writing practice of a creative writer.  

First, an old idea from stylistics that style can be examined in an atomic way is used. In the literature 

review it was seen that these ‘stylemes’ allow comprehension and intelligibility to be brought to what 

might otherwise be hard to understand. This approach is adapted to creative writing. Style is 

disseminated as elemental units, each of which can be considered in turn in order to get a grasp on 

how style might be conceptualised by a creative writer.  

Second, style elements are chosen across a diverse range of categories. In stylistics, debates such 

as ‘is style form over content?’ or ‘is it synonymy?’ (expressing the same meaning in different ways)14 

means that this range covers those which are affective or expressive (such as tension; atmosphere; 

humour), logical (e.g. structure; order of writing; pace) and those with synonymy (such as theme and 

 

13 Indeed creative writing is sometimes seen in opposition to literature and is regarded as the pursuit of creativity 
through practice, rather than the production of literary work (Dawson, 2004, p.21). 
14 For more on this, see Goodman’s The Status of Style (Goodman, 1975). Goodman argues that style has more 
range than a simple dialectic such as ‘form over content’ admits. He says that it does not stop at the effective 
and expressive, but covers both this and the logical, intellectual and cognitive aspects of writing (i.e. its lexical, 
grammatical and syntactic aspects). 
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subject; plot; character). This selection is not meant to be definitive, but gives a sufficient range of 

styles for creative writing and its practice.  

The shift from stylistics to creative writing as a focus, means that style is no longer the purview of 

a stylistician, i.e. a writing reviewer, but of a writing creator. The style elements are different from 

literary styles in that they are ways that creative writers can use style in an experimental manner. For 

the creative writer the practice of writing is a fine-grained, regular activity — a skill where style is 

honed over time. Hence, the style elements selected in this step represent the way a writer fine-tunes 

their style. For example, order of writing (a meaningless stylistic style) is a style element here because 

it is part of the creative writer’s toolkit. In creative writing the difference between style and technique 

is blurred. Order of writing is one of the modes that a creative writer can fine-tune when developing 

their own style/technique because a piece can be developed in an order which is different to the order 

of the writing at its completion. 

This is a change in perspective from styleme to conceptual space. It means applying similar kinds 

of analytic techniques, not to literature, but to practice. By this change of perspective, style can be 

further interrogated for its practical application. This means using both practice and conceptual space 

as sources, each feeding the other so as to develop a model of style by experiment.  

As an example, consider a styleme for plotting. This might be to locate the plot points in a piece of 

writing, say, the fairy tale Jack and the Beanstalk. To do this the literary analyser sets to work, reading 

the piece and summarising its key moments. The creative writer has the reverse perspective. They 

could start with similar plot points or have an alternative method of plotting which does not involve 

knowing the entire plot at the outset. The difference is that the styleme identifies plot points whereas 

the conceptual space says how they are created. 

3.1.2.1.2 Creation of the traversal rules 

Recall from the literature review that Wiggins’ framework gives a formal definition of two primary sets 

of rules: the rules of membership 𝑹 and the rules of traversal 𝑻.15 The traversal rules of a conceptual 

space (𝑻) are those which determine its execution, i.e. what give the means by which a creative writer 

explores the practice of their art. This might seem a minimalist description, but such is the nature of 

the framework and one of the purposes of creating a set of traversal rules is to find out a more precise 

description of their conceptual nature.16 To create these rules, attention is turned to representing style 

as a concept. The analysis and breaking down style into stylemes leads naturally into a way of breaking 

down a singular space of style into a number of conceptual subspaces. For every area of concern in 

 

15 See ‘Wiggins’ Framework’, section 2.1.6.2. 
16 References to traversal rules in this methodology are sometimes abbreviated to simply ‘rules’ as a shorthand. 
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the review,17 an equivalent conceptual space is made with an equal set of rules of membership (R 

rules). For example, the styleme atmosphere, a literary concept whose area of concern is those 

techniques used for emoting mood, becomes the conceptual space Atmosphere, a style choice with 

traversal rules which say how certain moods are accomplished. 

Traversal rules illustrate the creative processes in detail. Different from stylemes (where rules are 

detected by a literary critic) these rules are, according to Boden, culturally acquired by the creative 

individual. The process of finding the language (L) for the traversal rules is one of decomposition and 

aggregation. First a single sentence is written to describe the rule. Next, each sentence is analysed for 

its qualities in the search for a mnemonic alphabet (A). This alphabet allows the rule to be stated in a 

convenient formulaic language. 

The starting point in determining the rules is to name each space after its styleme and give it a 

number: 

1. Atmosphere 
2. Character 
3. Settings and Place 
4. Humour 
5. Imagery 
6. Language 
7. Subject Matter and Theme 
8. Narration 
9. Order of Writing 
10. Plot 
11. Pace 
12. Structure 
13. Tension 

 

The spaces are then taken in turn and traversal rules created by use of writing tips found in creative 

writing workbooks and guides (i.e. culturally acquired, as Boden stipulates). The rules are written with 

major and minor indices as 1.1, 1.2, 1.3 etc. (maximum of 10), each with a simple description of what 

the creative writer should do in order to effect the style acquired.  

For example, rule 5.1 in the space Structure gets the following description (acquired from section 

2.2.2.5 in the Literature Review): 

 

Make time central to how elements such as 'beginning', 'middle' and 'end' are 
connected and delivered — e.g. start in the past, progress towards the future. 

 

 

17 See Section 2.2.2. 
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In this instance, the rule is a structural concept because it sets out what parts of the piece appear and 

where.  

At the same time as making the description for the rule, a note is made about what other spaces 

cross over with it. This allows the representation to recognise the social nature of style when broken 

into concepts. As an example, in the rule above it can be seen that the space Plot would have some 

crossover with the host space (Structure) of the rule. This is because ‘beginning’, ‘middle’ and ‘end’ 

could also be found as part of a plot rule. 

The rule is then analysed for its qualities — those variables needed to accomplish the style effect. 

These are decided by inspecting the written description to see what its variables are. Each quality is 

given a short, single sentence description. For example, rule 4.5 in the space Settings and Place is: 

 

Allow a sense of place to develop through character with only minimal description of 
spatial properties. 

 

Analysing this text, the qualities found are: 

 

Level of physical description for an environment versus a sense of place (atmosphere, 
intimacy, strangeness) 

 

and: 

 

Use of lengthy descriptions versus short descriptions of place with sparse details (e.g. 
spatial references only). 

 

In this way concepts which are used by a creative writer to style their writing are built. Once acquired, 

the writer can use them by exploring the space (this process is illustrated in detail section 4.2.2 of the 

Results chapter). 

As more rules are created, the previously discovered qualities in the same space are reused 

whenever possible. Key words such as ‘extent’ ‘level’ and ‘degree’ are used to identify in the rule what 

it is that is varying. Another common key word sought for in the descriptions is ‘versus’ — identifying 

comparative qualities. In addition, some qualities have scope for many variations within them so could 

be grouped. For example the ‘narrative device’ quality in Imagery has variations metaphor and simile. 

In these cases the qualities are grouped together under the ‘narrative device level’ quality. 

When creating the rules, what is important is how each space interacts with others. These 

interactions are a carry-over from the styleme relationships in the Literature Review. Each of the rules 
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is recorded in such a way that these relationships, either positive or negative, are included. If positive, 

this means that the interacting space encourages the rule’s qualities, if negative then it discourages 

them. For example, rule 3.1 in the space Character steers the writer away from (negative) a 

predetermined plot in favour of (positive) a character motivation in a tense situation: 

 

“Use the motivation(s) of a character to determine their reaction given some obstacle 
in their way, i.e. adversity.” 

 

Here the spaces of Tension and Plot are seen to be in an interactive relationship with the Character 

space. 

3.1.2.2 — Step 2: Illustration of the rules with creative writing pieces 

With the preliminary formulation of the spaces complete, attention turns to creative writing. The idea 

is a simple one: 

 

…a conceptual space eases the task of writing by restricting the search through long-
term memory for appropriate ideas and appropriate language to express each idea. 

 

(Sharples, 1999: 45) 

This step tests the above proposition for the three types of creativity described by Boden, respectively: 

exploratory creativity, transformational creativity and combinational creativity. The latter is 

investigated as a special case of transformational creativity as explained in Step 3. 

At this point the exploratory rules in the spaces only exist as textual abstracts, they have not been 

tested for their practicality or effectiveness, nor have they been formulated as rules. The move from 

these abstracts towards practice-based instances with more formal rules is done in two phases: 

• Phase 1: creativity by exploration is exemplified (Practice A). 

• Phase 2: creativity by transformation, with a secondary application of creativity by 

combination is exemplified (Practice B). 

In the first phase a short creative writing piece illustrates exploration of the space by following one of 

its traversal rules. This means writing from the perspective of a writer who has acquired this rule and 

is experimenting with the style.  

The second phase takes place after the rules from the first have been formulated. It seeks to 

manipulate these, by now well-formed, rules to new ones. The mechanism chosen for transformation 

is combinational creativity (or, in special cases, bisociation). The writing in each exercise serves two 
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purposes: to understand how the rule might be parsed and to allow a post analysis of how evaluation 

might be processed. 

For Practice A, in most cases a ‘before’ and ‘after’ piece is created. The before piece shows how a 

writer might write prior to knowing the style, the after piece enables a comparison of the difference 

in qualities. Later example pieces reuse some of the earlier ones and restyle or extend them. This 

means that, instead of two pieces for each rule, it is possible in these later instances to write only one. 

In some cases it is also necessary to indicate in the rewrites what changes are made. For example, 

in those where there is structural change, the paragraphs and sentences are enumerated to show 

which are moved and where to. Another example of how styles of editing is tracked is the use of colour-

coding. When words or phrases are deleted or replaced, a colour-coded revision notation is used. 

Because this leaves the resultant text difficult to read, its plain text version is included. 

To facilitate cross-referencing to earlier pieces, a simple numbering system is used. Each piece is 

given a unique identifier This helps to clarify references when the same piece name is used for an 

alternate or extended version by giving. In addition, when multiple versions are written for the same 

rule, a sub-index letter (a, b, c, etc.) is assigned to make its reference unique.  

When earlier pieces are revised or extended, these revisions and extensions show the development 

of style. For example, the piece ‘Caving With My Wife’ tells the story about a man and a woman 

trapped inside an underground cave; ‘Alien Capture’ is a tale of being captured by aliens; ‘Retiring To 

The Beach’ is about a couple in their retirement years relaxing by the seaside. Each of these pieces are 

developed multiple times, the reworks or additions showing the effect of applying alternative styles, 

sometimes in different spaces, to the same basic story.  

The topics for the content of the creative writing pieces are created randomly, some are fairy tales 

like ‘Jack and the Beanstalk’ whilst others are fictional scenarios. In most cases the content is inspired 

by the rule. For example, when a rule suggests that characters are placed in a situation of adversity, a 

scenario of being trapped in a cave is used. Others with abstract requirements, such as ‘imagery’, are 

inspired by topical experiences from the time when they were written (the coronavirus lockdown of 

2020). In total, each of the 99 rules has at least one corresponding creative writing piece and vary 

between 300 - 500 words in length.  

When all the rules are illustrated and proofed, descriptions are added to say how the rule has been 

interpreted. This summary explanation also acts as a review, the key parts given by the style are 

highlighted using markup to show where the style changes are made and what the difference in style 

effect is. In addition to this summary, a written description of how evaluation might work is given in a 

concluding paragraph. This summary says how the rule might be preferred or weighted by an 

evaluation rule (a requirement in Wiggins’ framework). 
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3.1.2.2.1 Symbolic representation 

Although the creation of the spaces is described as a linear process, there is much revision going back 

and forth between the steps given. The rules are only roughly sketched out at the beginning, the more 

pieces that are written, the more the format of these rules achieves clarity. Therefore the creation and 

editing of the creative writing pieces is as much an editing process of the rules as it is an exemplifying 

one.  

In this stage a further revisiting of the rules of the space is made. This revisiting helps to firm up 

what form the rules should take and allows checking of accuracy and completeness. The process 

involves replacing each of the textual descriptions of the rule with a symbol. This is the creation of the 

language, L, of the model. It is found by condensing the rule descriptions and turning descriptive 

sentences into a symbolic alphabet 𝑨 (from which formulae are produced). To begin the process, 

unique symbols are assigned to each space: 

 

Letter Conceptual Space 
A Atmosphere 
C Character 
G Settings and Place 
H Humour 
I Imagery 
L Language 
M Subject Matter and Theme 
N Narration 
O Order of Writing 
P Plot 
R Pace 
S Structure 
T Tension 

 

The remainder of the alphabet is created by reducing the written descriptions of the qualities to 

symbols. The first step is to find a two or three word summary for the single sentence description. The 

purpose of this summary is to make an interim for a further reduction to a two character mnemonic. 

For example, rule 9.1 found in space A (Atmosphere) is: 

 
 Use 'rounded descriptions in place of adjectives' when 

describing a place. 
 

with qualities:   

 The degree to which the physical environment determines 
atmosphere. 

(a) 

and   
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 Balance between rounded descriptions and adjectives. (b) 

 
In this example, the first quality (a) found is summarised as ‘(P)hysical (E)nvironment degree’, with 

mnemonic ‘PE’. The second quality (b) is reduced to “Rounded (D)escriptions and (A)djectives balance” 

and is given the mnemonic ‘DA’. 

When creating traversal rule formulae, it is helpful to recognise that qualities are what give a 

conceptual space its dimensions (see section 2.1.8.3). Dimensions can have either positive or negative 

values. When formulae are created, an increase in the quality is indicated by the postfix ‘+’, and a 

decrease in the quality by the postfix ‘-’. Also, during this step some very similar qualities have slightly 

different attributes. In these cases the quality is modified with a single attribute which represents the 

variation.  

For example, in the space Character, the quality ‘PSychological characteristics’ (PS) has a range of 

very similar qualities. Here attributes such as ‘audacity’, ‘courage’ and ‘outspoken’ are added to 

indicate this range, with the attribute ‘other’ used to indicate that the list is not exhaustive. So 

PS(audacity) is the quality ‘the degree to which the psychological character quality 'audacity' is 

portrayed’. 

With the alphabet complete, the formulae for the spaces are then made. The main consideration 

here is how each space interacts with others. The rules are encoded as formulae to show these 

relationships, as in the following example for rule 11.1: 

 

Formula: P-, C+ → [PV]-, [G1(avoid character events)]+ 
Description: Use first-person narration ('I') so as to avoid having to write about 

events which do not relate to the character. 
Alphabet: 
 
  

P = Plot 
C = Character 
PV = (P)erspective (V)ariety 
G1 = Grammar in the (1)st person extent 

 

Here the left hand side of the formula shows the relationship with Plot (P) is negative, whilst with 

Character (C) it is positive. The right hand side is simply a list of the qualities, with appropriate signage, 

in mnemonic form. 

3.1.2.3 — Step 3: Manipulation of the formulae to create new styles (creativity by transformation) 

In this step the formulae in steps 1 and 2 are used as the starting point for finding new styles by setting 

conceptual spaces against one another. This is an experiment in transformational creativity and uses 

combinational creativity (with the possibility of bisociation) as its procedure. It involves creating new 

styles from existing ones. Ten rules are created, each derived from a combination of two others. The 
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purpose of this step is to show that new rules of style can be created by use of a bisociation-type 

method. In other words it demonstrates a special case of transformational creativity where 

combination is employed to change the rules.  

For each practice piece, two of the spaces from step 2 are selected at random. An intersection 

between these is sought by selecting two rules (one from each space) which could be combined. For 

example, for rule B1, spaces Settings and Place and Structure are randomly selected as the two input 

spaces. The 5th and 6th rules in these spaces are then chosen to combine, as this formula summary 

shows: 

 

4.5 (Settings and Place)  A+, C+ → [PP]-, [LD(control pace)]-   

+  

5.6 (Structure) N+ → [FS]+  

   

To find the resultant space for the combined rule, the easiest choice is to select one or other of the 

input spaces. In the example, the destination space chosen is Humour. The formula summary settled 

on for the result is shown below: 

 

 B1(Humour) A+, C+, N+ → [PP]humour-, [LD(control pace]humour-, [FS]humour+  (1) 

 

Here the formula shows the qualities of the input rules have been concatenated, after first being ‘cast’ 

or changed to qualities in the destination space Humour (as indicated by the subscripts on each). 

3.1.2.4 — Step 4: Illustration of the new styles/rules and formula refinement 

The new rules are illustrated with a further ten creative writing pieces in this step. As before, the 

rule/writing process is reciprocal and not necessarily linear. Changes are made to the formula for the 

rule which are guided by the writing and vice-versa until a stable arrangement (as (1), above) is found. 

3.2 Interlude  

The method above describes the steps taken to investigate procedural styling. The output of these 

steps is a model replete with conceptual spaces in the form of formulae and written pieces. The spaces 

are ‘live’ in that they are a snapshot of a writer exploring conceptual rules. Included is a procedure for 

transformation which uses conceptual spaces the writer already knows about. 
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The aim of the method is to give a practice-informed way of investigating the hypothesis that 

creativity in style can be described as procedural. Its success in this respect is dependent on a number 

of underlying philosophies, as explained in the following section. 

3.3 Justification of the Steps  

3.3.1 Introduction 

There are three main supporting philosophies in the steps described in the method: style as elemental; 

conceptual space theory and philosophical posthumanism. 

The first philosophy is that style is elemental. This view of style is justified by extension of a similar 

philosophy found in literary stylistics (see Lang, 1987b) and the close relationship between it and 

creative writing. The difference is slight and is due to a shift in perspective from reader (stylistics) to 

author (creative writing) (see section 3.3.2.1). 

The second philosophy used is the theory of conceptual spaces. The models this theory allows is at 

the centre of the research investigation. In her book The Creative Mind (Boden, 1990; Boden, 2004), 

Boden suggests that they allow a deeper interrogation of creativity.18 It is her submission that 

conceptual spaces enable creativity to be seen as operating ‘without magic’ i.e. in a plain and 

explicable way. In particular, she says that the underlying processes of creativity: exploration, 

combination and transformation reveal it to be a procedural affair. 

 The research steps test Boden’s proposal that computational representations can help further the 

understanding of creativity. It does so by creating a model in which all three of the methods of 

creativity she outlines are present. However, instead of adopting her idea that creativity can only be 

illuminated in this way, it takes a stronger position which shows how posthuman writers are creative. 

The application of philosophical posthumanism is what promotes this position. The research 

presentation does not specify the ontological nature of its creative writers. References to psychology 

and phrases, such as ‘human mind’ and ‘mental process’ are absent. Another benefit which 

posthumanism allows is a greater scope in the research presentation techniques: the model uses 

formulae and mathematics, whilst the creative practice is linguistic. Instead of having a model only for 

a computer program, a dual presentation is used in all the practice examples, so that theories from 

both computation and creative writing are fused.  

The steps given do not make use of computer algorithms to generate creative content, since the 

primary concern is on creativity and style. The production of content is as an extension of the model’s 

 

18 This philosophy is one Boden later repeats, and makes an explicit case for, in Computer Models of Creativity 
(Boden, 2009). 
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style rules. Because of this focus on style, first a philosophy of style is given to justify the atomic, inter-

related, approach used. 

3.3.2 Detail of Underlying Philosophies  

3.3.2.1 Style as Elemental (Atomic Style) 

One of the philosophies used to show that creative writing style can be plainly understood is that style 

is atomic. The justification of this atomic style approach is that creative writing shares many similarities 

with literary stylistics. Stylistics is a philosophy about the ‘big picture’ elements of literature; such as 

character development, imagery, mood, pacing, points of view, structure and tone (Nordquist, 2019). 

In stylistics writing is viewed as dictated by, or as an acquired disposition to act on, a set of rules 

(Huemer, 2016: 195–196). The stylistician disseminates texts like a detective trying to find these rules 

by seeking recurrence or originality. They analyse a text by looking at linguistic phenomena such as 

closed vowels, mono-syllabic words, use of abstract nouns or minimalist syntaxes (Burke, 2014).  

Style in creative writing is different to literary style because it has extended style options. For 

example the order in which a creative writer chooses to develop their writing may be out of sequence 

with the order presented to the reader. Another example is how the creative writer uses annotation 

and writing tools such as pen and paper, pencil, word processors or dictation software. Continuity 

habits are a further example —a creative writer might write intermittently, collaboratively or using 

prompts and reminders. However most of the big picture elements from stylistics such as character 

development, imagery, pacing and structure are all found within creative writing. The difference is 

that a creative writer has a more immediate perspective on how each element is created.  

Boden marks this difference in perspective between individual creativity to creativity as judged by 

others by specifying two types of creative view: P-creativity (personal or ‘psychological’) and ‘H-

creativity’ (historical):19 

 

Even someone who is convinced of Shakespeare’s supreme genius must allow that 
many reputations for H-creativity, including his, are to some extent based on cultural 
factors having little to do with the intrinsic merits of the work...no single criterion – 
could pick out what are, by common consent, the H-creative ideas. But this does not 
matter: in understanding how originality is possible, P-creativity is our main concern. 

 

(Boden, 2004: 46) 

 

19 See Section 2.1.2. 
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According to Boden, H creativity is noticeable because it is discovery within a social process. H-

creativity, its study or recognition, is therefore the job of the stylistician. The study of creative styling, 

on the other hand, requires a P-creative view.  

In the creative writing or P-creative view, there are two essential problems with atomic style. First 

the atomic elements themselves are difficult to isolate. Second it is hard to make an exhaustive list of 

them. Lang’s (Lang, 1987a) suggestion that each elemental unit should only be seen in the context of 

its relationship to others helps counter the problem of isolation. The second issue, that of 

completeness, can be overcome by not insisting on the necessity of a definitive lists of styles. For the 

purposes of answering the research question, all that is needed is a set of elements which represent a 

range of writing styles. Stylistics also helps here. As Robinson argues, the production of a full list of 

stylistic elements is impossible because ‘anything can be a an element of individual style’ if it is used 

consistently by a writer (Robinson, 1984: 148). Unlike in stylistics though, the elements in creative 

writing are difficult, and sometimes impossible, to forensically trace This is because the actions in 

creative writing operate at the P-creative or individual level, meaning that they are not always 

distinctive enough to be seen as characteristic. As Boden says:  

 

In general... a P-creative idea need not be unusual. It is a novelty for the person 
generating it, but not necessarily for anyone else.  

 

(Boden, 2004: 48) 

3.3.2.1.1 Creative Writing as the Illustrative Style Domain 

Creative writing has a wide range of style elements. As a form of art, it offers many types of writing. 

Two types of creative writing arose from the practice: pure fiction writing and semi-autobiographical 

fiction writing (fiction writing based on biography). To justify the choice of creative writing as the 

chosen area of study, one need only look at the depths of elaboration fiction writing has long since 

been recognised as open to: 

 

...just as in Painting and Sculpture, not only are fidelity, truth, and harmony to be 
observed in Fiction, but also beauty of workmanship. It is almost impossible to 
estimate too highly the value of careful workmanship, that is, of style. Everyone, 
without exception, of the great Masters in Fiction, has recognized this truth. You will 
hardly find a single page in any of them which is not carefully and even elaborately 
worked up. 

 

The Art of Fiction (Besant, 1884: 30, italics added) 
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The approach used took into account that styling creative writing, and particularly fiction writing, was 

a work of elaborate effort in the way that Besant identifies. The reason is that it has greater scope for 

invention and improvisation. As Doyle says:  

 

The creative process in fiction writing is a voyage of discovery but differs from most 
other arts and sciences (even the art of poetry) in one of its major modes of thought 
— narrative improvisation. 

 

 (Doyle, 1998) 

Elements of style were chosen that represented a range of improvisational concepts, such as Plot, 

Character and Setting and Place. As Armstrong indicates (Armstrong, 2014: 23), improvisational 

concepts matter because the way a story is told has as much importance as the story itself. For 

example in Structure, an experimentalist might break away from the traditional linear flow (where 

beginnings, middles and endings are important) in favour of fragmentation.  

 

In summary, stylistics gives the philosophical basis for the atomic/elemental view of style, but it has 

to be tempered with a recognition that, in creative writing, style is not read and analysed, it is practiced 

and known or conceptualised. This is where a philosophy of conceptual spaces is helpful. 

3.3.2.2 Conceptual Space Theories 

Conceptual space theories follow the dogma of creative cognition (see, for example Ward, 2007) and 

theirs is an approach which assumes an underlying mechanics in creative actions. Unlike creative 

cognition however, they are not founded on the science of psychology. Instead they are inspired by 

ideas found in computer science.  

The theory of conceptual spaces, as used in the method, originate from the work of Margaret 

Boden (Boden, 1990; Boden, 2004). Boden’s unique inspiration to the theory is that ideas from 

computer science can help explain how creativity is possible. In a conceptual space philosophy, the 

underlying processes used in creative actions are seen and made explicit.  

Conceptual spaces are like maps (what Boden calls ‘machine maps’) for the way individuals act 

creatively. There are three types of creativity in these machine maps: explorational, combinational 

and transformational. All three of these types are used in the program-like steps outlined by the 

method. 

The advantage of using computational ideas is that they allow the rules of the conceptual space to 

be formulated as computational entities. These entities can then be manipulated or processed in the 

way of a computer program, making plain the steps taken (Boden, 2004: 40–53)). Conceptual spaces 
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based on formulae can show the generative (action-based) principles of creativity. A computer-

formulated model can illustrate the difference between creativity which follows a fixed set of rules 

and creativity which changes these rules as part of the creative act. 

The simplest type of creativity is exploration of a space and is used as the foundation of the 

method’s model. This type of creativity sees its parallel in computer science as a search space of 

possibilities (Boden, 2004: 90-91). Its process is explained in terms of a lookup — finding new ideas 

from styles which are already known. Using Boden’s analogy (ibid.: 4-5) exploration is like going along 

the established routes of a map or using the existing styles of practice. An example of explorational 

creativity is when a painter paints a portrait and adds a new trick to their repertoire. For example, they 

might learn of a new sketching style which improves the way they convey the features of a subject. 

Importantly, this new style is not one they have invented. In the method, use is made of Wiggins’ 

framework (Wiggins, 2006) to present a model in which exploratory creativity is given by basing it on 

existing rule sets. Also given by this model are the other two forms of creativity Boden distinguishes, 

the primary of which is creativity by transformation. 

Combinational creativity and creativity by transformation cannot be accomplished by simple 

exploration of the space. Creativity by transformation is the type of creativity Boden devotes most 

time to (see Section 2.1.2). It is her idea that it is special because it is ‘changing the existing rules to 

create a new conceptual space’ (Boden, 2004: 58). She notes that, whilst this type potentially offers 

greater creativity, there is the possibility that it is rejected because of its more radical nature. Boden 

describes creativity by combination as looking at previously existing ideas and combining them 

together to come up with a new or more inventive ones. She does not spend much time detailing this 

concept and it is better dealt with elsewhere, for example in Koestler’s theory of bisociation (Koestler, 

1964: 649-660)) and in the more everyday  activity of conceptual blending given by Fauconnier and 

Turner (Fauconnier and Turner, 2002).  

The theory of bisociation is that two disjoint spaces are brought together in the creative act. 

Koestler originally thought of these spaces as orthogonal (‘mutually incompatible’) matrices, the point 

of intersection of which is where the creative idea is to be found (see section 2.1.1) Fauconnier and 

Turner’s theory of conceptual blending is a real-time version of bisociation. Here conceptual spaces 

replace the idea of matrices. There is also a more ordinary expectation of the kind of creativity that 

happens in conceptual spaces in conceptual blending theory. Rather than Koestler’s special or ‘eureka 

moment’ kind of creativity, conceptual blending is creativity on a small scale.  

The method shows that creativity by combination can provide the rule changes necessary for 

transformation of a conceptual space. For step 4, it uses ‘mutually incompatible’ (i.e. atomic) spaces, 

each operating on a distinct sub-concept but in a regular, conceptually blending, manner for its 
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transformations. In effect this provides the meta-language or meta-operation for transformational 

creativity (see section 2.1.7.2).20 It gives a generalised meta-concept for the transformation of the 

concepts it operates over. 

3.3.2.2.1 Wiggins’ Framework  

Wiggins’ framework (Wiggins, 2006) (a summary of which is given in section 2.1.8 of the Literature 

Review) is used to give a starting point for the model. By framing Boden’s prose descriptions 

symbolically, it sets out what an empty or generic conceptual space model should look like. Its 

standardised component notation allows differentiation of the rule sets Boden describes. Further, it 

enables an interrogation of Boden’s three forms of creativity. Steps 1 and 2 use it to establish the base 

model for creativity by exploration. Steps 3 and 4 use Wiggin’s ideas to change the model and show 

creativity by transformation and combination. 

3.3.2.3 — Philosophical Posthumanism 

The idea that machines can be creative is traditionally resisted. From their outset, computers and 

computer programs were deemed as robots, slavishly following sets of pre-programmed instructions, 

as is seen in this quote from the programming pioneer Ada Lovelace: 

 

[T]he Analytical Engine has no pretensions whatever to originate any thing. It can do 
whatever we know how to order it to perform. 

 

(Lovelace, A. in Toole, 1998: 696 note A).  

By ‘analytical engine’, Lovelace means computers and she is referring to computer programs when 

talking of ‘orders’ and ‘performance’. Careful use of language can avoid these kinds of detrimental 

comments and comparisons. The use of philosophical posthumanism in the model provides this 

language.  

Posthumanism is a philosophy which attempts to avoid the ‘fundamental anthropological dogma 

associated with humanism’ (Wolfe, 2010: xiv). Ferrando explains that this philosophy has its roots in 

postmodernism and literary criticism, where it developed into an approach called ‘critical 

posthumanism’ (Ferrando, 2013: 29). At the same time it was embraced by cultural studies as ‘cultural 

posthumanism’ (see, for example Badmington, 2000). Subsequently it is now a philosophy in its own 

right: 

 

20 Examples of this operation happening are given in the Results chapter. See section 4.2.3. 
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Philosophical posthumanism is… a philosophy of mediation, which discharges any 
confrontational dualisms and hierarchical legacies... [which] can be approached as a 
post-humanism, a post-anthropocentrism, and a post-dualism. 

 

(Ferrando, 2019: 22)  

Philosophical posthumanism brings together different disciplines by extending their limiting 

boundaries and erasing their privileged reference points. In this ‘epistemological pluralism’, artists 

outside of the cultural hegemony are included on an equal basis (Ferrando, 2012: 12).  

The method is framed in such a way that the computational artist is included in this hegemony. 

Machines which are artists have been producing creative writing since the 1970s, with writers like 

Novel Writer (Klein et al., 1973) and Tailspin (Meehan, 1977) and more recent ones such as 

Scheherazade (Li and Riedl, 2015) and The What If Machine (Llano et al., 2016). These types of creative 

writer are included in the method because of its framing. The method does not differentiate between 

either them or their human counterparts. 

Posthumanism is an integral part of the model. The model never specifies the ontological nature of 

its writer. Calling on posthumanism’s notion of subjectivity, where the machine is not looked down on 

as an inferior ‘other’ (what Bradioti calls ‘life beyond the self’ (Bradioti, 2013: 13–54)) it stands as a 

representation which can be taken forward within either a computer program (a creative AI) or by a 

creative person.  

As Ferrando explains, the use of posthumanism as part of a methodology means careful handling: 

 

 A posthumanist methodology has to be adaptable and sensitive; it has to 
indulge in its own semiotics, hermeneutics, pragmatics, metalinguistics, in 
order to be aware of the possible consequences which they might enact 
on a political, social, cultural, ecological level. 
 

 (Ferrando, 2012: 10) 

(2) 

 

This careful handling is primarily in the use of language. Because the method touches on the 

philosophically difficult subject of creativity, it is couched so that people are not central to it.  

In the presentation of the steps of the method, human creativity is deliberately avoided as a 

primary reference point. The barrier of resistance this helps overcome is that its results can only be 

interpreted from a human angle. Posthumanism underpins the language used to ensure that the 
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discussion of creativity is made in a broader context, one which includes non-computational and 

computational writers equally. 

The way that language is used (what Ferrando refers to as ‘metalinguistics’ in (2) above) is 

important to the method. It is key to a delivery which is open to interpretation. The method makes no 

statement or claim to say that it represents the workings of a ‘mind’ and the encoded parts could be 

for people or programs. A careful halfway balance is maintained throughout so that any conclusions 

can be taken forward in either context. Ontological deliberations are sidestepped so as to erase 

barriers such as the claim that ‘genuine creativity’ is the purview of people.  

3.3.2.3.1 Use of Creative Practice 

The creative writing practice(s) inform the research. The research design is such that its practice 

combines language-based writing with construction of a formulaic representation. Two separate 

disciplines (creative writing and computer science) are joined by using a posthumanist philosophy. The 

construction of the model is used as a means of investigating creativity in style. This model, ordinarily 

reserved for the field of computer science, is developed with, and tested and evaluated against, 

creative writing examples. The examples help illustrate and determine the model’s formulae, that is 

the symbolic version of its rules. The use of formulae at the centre of the model gives a way to reflect 

the experiments with style that the creative practice makes. This experimentation shows the different 

methods of creativity: creativity by exploration, creativity by combination and creativity by 

transformation.  

Together, both model and the written creative writing examples are the method’s result. Both sit 

alongside one another because they are developed in the manner of an iterative project cycle. The 

language-based pieces allowed the formulae within the model to be expanded, checked and adjusted 

as they were written.  

3.3 Chapter Summary 

The purpose of this chapter was to describe and justify the method used to verify the research 

hypothesis that there is a mechanism involved in creativity and style. With a specific focus on creative 

writing, it identified the route taken to produce a step-by-step model of this activity. It centred on the 

philosophies of conceptual spaces and posthumanism. Philosophical posthumanism is used to allow a 

cross-disciplinary approach which combines computer theory with creative writing theory. This 

philosophy also allowed the result to be couched in neutral terms, leaving its conclusions open to any 

type of writer, either human or computer.  

Conceptual spaces are used in the method as both a conceptual representation and mechanism of 

a creative writer and their style of writing. By breaking style into individual elements, the method 
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shows how creative style can be interrogated by modelling it as a number of intersecting spaces. These 

intersections show the relationships between the spaces when the model’s rules are developed. This 

approach is justified by a philosophy of style as elemental. The method described how this philosophy 

is applied by creating each space with elemental characteristics and operating areas. At the same time 

the method demonstrates transformational creativity as a manipulation which takes advantage of 

their cross-relationships. Changes in the rules in transformational creativity are accomplished by 

combination creativity as a special kind of conceptual blending. 

  

  



Posthuman Creative Styling — can a creative writer’s style of writing be described as procedural? 

83 

 

4. Results — Description of the Model and References to Creative Writing Practice 

Introduction 

In this chapter the results of the procedures carried out in the methodology are presented. First is a 

summary of the conceptual spaces found, listed in the order that they were discovered. A description 

of these, including the details of the traversal rules and their qualities is given. The language of the 

spaces is in both formula and written summary form. References are also given to examples of their 

creative exploration (located in Appendix A, ‘Practice 1’). The second summary shows the results of 

the experimentation of creativity by transformation. Again, the formulae and written summaries are 

presented along with references to the corresponding practice (Appendix B, ‘Practice 2’).  

4.1 Formulaic Descriptions 

Wiggins’ formulation is a formal restating of Boden’s more prose-bound treatise on creativity and its 

operations. Its purpose is to move towards a model of creativity in AI, which mirrors that of creativity 

in people (Wiggins, 2006:  1). The framework is a generalisation and the method gives an 

interpretation, or instance, of it. For the analysis which follows, Wiggins’ generalised model is 

reworded for this instance or practice by a creative individual. His restriction to AI creativity was 

expanded in this research to include human creative agents. The extended framework serves the 

purpose of answering the creativity question in a broader, posthuman, context. The same philosophy 

is used in the analysis. Some of the terms and principle axioms Wiggins uses are first (re)defined and 

tested in readiness for this analysis. 

Wiggins description of a universal space (U), the space of all possible concepts, is restricted here to 

the domain of creative writing. In this domain the universe of all possible concepts is written as Ucw. 

This gives a starting point for evaluating the model and practice. All concepts considered in the method 

were contained within Ucw. Whilst not ideal, because it was not possible to show creative action by 

cross-domain transfer of ideas, this limitation was sufficient to demonstrate the principles behind the 

results. The following is the definition of Ucw: 

 

Ucw = ‘Universe’  A multi-dimensional space whose dimensions are 

capable of representing all possible distinct 

concepts in the domain of creative writing style 

(1) 

 

The idea of dimensions, included in the universal space definition given by Wiggins, has particular 

significance here. The method included an explicit dimensional specification for its rules. As a 
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consequence of this inclusion (based on Gärdenfors’ idea for geometric conceptual spaces, see Section 

2.1.8.3), these dimensions are given as qualities. It is these qualities which help determine each of the 

space’s traversal rules. Thirteen instances in Ucw, were given as examples, with alphabetic characters 

for their symbolic representation. They comprised a complete set of concepts for the creative writer. 

As such they were instances of the concepts known to the writer at the outset of their practice: 

 

U = Uwriter(t = 0) = {M, P, C, G, S, O, R, T, A, H, N, I, L} (2)  

 

Using the instance Uwriter of U, it is possible to test against a universe for the creative individual using 

Wiggins’ trivial axioms. 

4.1.1 Axiom 1 (universality) 

States that all the concepts in the model are represented in U: 

  

{M, P, C, G, S, O, R, T, A, H, N, I, L} ∈ Uwriter  
 

This follows automatically from the definition of Uwriter in (2). Each concept is a member of the writer’s 

universal set of concepts at the outset of the exercise.  

4.1.2 Axiom 2 (non-identity of concepts) 

All concepts represented in U are mutually non-identical: 

 

∀ c1, c2 ∈ Uwriter, c1 ≠ c2 
 

This follows from the arrangement that all the concepts in the set Uwriter are atomic and therefore 

distinct from one another. 

4.1.3 Axiom 3 (universal inclusion 1) 

All spaces are non-strict subsets of U: 

 

∀C ∈ Σ, C ⊆ Uwriter (where Σ = the writer’s set whose type is conceptual space) 
 

This is true in the instance of the practice resulting from the method. Each of the writer’s spaces are 

subspaces or subsets of the universal space Uwriter. 
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4.1.4 Axiom 4 (universal inclusion 2) 

∀C ∈ Σ, T ⊆ C 
 

This axiom gives all the writer’s spaces include T (the empty concept). It is possible that the empty 

concept is the only concept the writer has prior to starting their artistic practice. 

 

Given that these trivial axioms apply, the instance of the model can be said to be compliant with 

Wiggins’ framework. It is now possible to present a summary of the extended model developed from 

this base framework (note: this development is best seen alongside the practice examples in Appendix 

A). 

4.2 Outline of the Model  

The completed model consisted of thirteen conceptual spaces within a universal space unique to the 

writer. The alphabet chosen for this is given in (2) above. Below shows the association between this 

alphabet and the spaces, listed in the order that they were discovered: 

 

Order Alphabetic 
Character 

Conceptual Space  

1 M Subject Matter and Theme21 
2 P Plot 
3 C Character 
4 G Settings and Place 
5 S Structure 
6 O Order of Writing 
7 R Pace 
8 T Tension 
9 A Atmosphere 

10 H Humour 
11 N Narration 
12 I Imagery  
13 L Language 

 

Each space contained the creativity style rules or ‘traversal rules’ for its concept. The creative writer 

obtained these rules through cultural acquisition, as simulated by the use of workbooks on creative 

writing practice. Before the rules are presented, a report on the rule encoding is given. This explains 

 

21 Conceptual spaces are indicated by capitalisation and italics from hereon in, to avoid excessive repetition of 
the phrase ‘conceptual space’. 
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how the encoding (which, although simple, was considered part of the practice and so is included here) 

found for the rules is interpreted. 

4.2.1 Report on Rule Encoding 

The rule encoding for the model was developed ad hoc, with no predetermined format and no prior 

design. Given this, the following is what was reached at the close of practice. Rules were encoded as 

simple formulae, each showing the positive and negative relationships with other spaces on the left 

hand side (LHS) and the rule’s various qualities on the right hand side (RHS). The RHS also indicated 

the direction of the quality change, which again was either positive or negative.  

The general formulation is therefore: 

 

LHS —> RHS 

 

where: 

 

LHS = C1+-, C2+-, …, Cn+- 

RHS = Q1+-, Q2+-, …, Qm+-  

 

C = a foreign conceptual space  

Q = a quality belonging to the host conceptual space 

 

For the left hand side, in the positive case the related space (the ‘foreign space’) had a greater 

connection to the host space. In the negative case the connection was weakened. A ‘+’ meant the 

foreign space concept is related by adding to the qualities in the rule, A ‘–‘ meant the foreign space 

subtracted the qualities given by the rule. From the foreign space perspective, the foreign space was 

either enhanced or diminished by the rule (its qualities could have been those of the host space, if the 

appropriate signage is retained).  

For example, rule 11.1 in the space Narration was developed as below: 

 

Formula: P-, C+ → [PV]-, [G1(avoid character events)]+ 
 

Description: Use first-person narration ('I') so as to avoid having to write 
about events which do not relate to the character. 
 

Alphabet: P = Plot 
C = Character 
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PV = (P)erspective (V)ariety 
G1 = Extent of (G)rammar in the (1)st person 

 

Here, the P- indicates that less of the plot is determined by the space Plot. The qualities on the RHS 

are those of the host space. These could also be seen as reducing qualities for Plot if the signage they 

have is maintained in the foreign space. Similarly, the C+ shows that in Character the qualities could 

be taken, with their signs, to be ones which enhance characterisation. 

The right hand side show the rule’s qualities. The evaluation operator [ ] is used to differentiate the 

quality value from its the plain descriptor. A plus sign after the square brackets means a maximal 

evaluation is sought, a minus sign means a minimal one. In the example the variety of perspectives 

(PV) is sought for a value (the [ ] around it means ‘evaluate PV’) which is minimal, as indicated by its 

negative sign. The extent to which first person grammar is used (G1) is sought to have a value, [G1], 

which is enhanced, as indicated by its plus sign.  

Note on quality attributes  

A final note is the use of quality attributes. These are minor modifications of the principle quality which 

give it a range of options. In the example ‘avoid character events’ is an attribute of the quality G1.  

4.2.2 The Spaces and their Traversal Rules 

Here the spaces resulting from the method are outlined as summaries of their rules and qualities. A 

brief explanation of what the rule meant is given for each. A fuller exposition is given by following the 

appendix reference to the practice (see Appendix A). 

4.2.2.1 Subject Matter/Theme 

Members of this space are styles of theme, subject or topic of a piece of writing. Four instances of 

traversal rule were found as listed below: 

Rule Formula Description Practice Reference 

1.1 G+ → [AD]+ To render a theme indirectly, 
talk of places associated with 
them and describe them. 

Practice 1: ‘Freedom’ 

1.2 A+ → [PQ(unsettling)]+ Use unusual or extreme aspects 
of atmosphere to make a theme 
of horror more unsettling, e.g. 
extreme coldness, impenetrable 
darkness, etc. 

Practice 2: ‘Zero Escape’ 
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Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

FP  (F)ragility versus 
(P)owerful. 

Lightness in the text, versus power or thrust of it. 

AD (A)bstract versus 
(D)irect. 

A range between talking around a subject 
(abstract) rather than addressing it directly (direct) 

PQ(unsettling)  (P)sychological 
(Q)ualities 
(unsettling). 

A measure of those qualities which disturb or are 
unusual. 

PQ(tranquil)  (P)sychological 
(Q)ualities (tranquil). 

A measure of qualities which are peaceful and 
relaxing. 

PQ(other) (P)sychological 
(Q)ualities (other). 

A measure of any other psychological qualities. 

MM  (M)eaning (M)easure.  The level of synonymy or the number of times the 
same idea is expressed in different ways. 

 

4.2.2.2 Plot 

Plot has traversal rules found by the creative writer when setting about creating a scheme for their 

writing. The five instances discovered are below: 

 

Rule Formula Description Practice Reference 

2.1 S+ → [EM(beginning, 
middle, end)]+ 

Have a structure with a 
beginning, middle and end and 
use this as the key to the plot. 

Practice 5: ‘Sleeping 
Beauty’ 

2.2 S+ → [CN]- Use key events in plot as points 
to aim for in writing. 

Practice 6: ‘Jack and the 
Beanstalk’ 

2.3 C+ → [CN]+, [SP]+ Allow characters, their motives 
and experiences to determine 
plot, i.e. 'seat of the pants' rule. 

Practice 7: 'Boy Meets Girl' 

2.4 C+, T± → [EM(action)]- Have an exciting or action-
packed part of the plot be 
followed by more sedentary 
exposition. 

Practice 8: ‘Down But Not 
Out’ 

1.3 I+ → [FP]+ Use imagery and poetic 
language for themes which are 
esoteric such as a theme of 
'time' to increase feeling of time 
as fleeting or intangible. 

Practice 3: ‘Time Heals’ 

1.4 L+ → [MM]+ Make the same point 
repeatedly but in different ways 
to drive a subject home. 

Practice 4: ‘Confession’ 
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2.5 M+ → [EM(subject)]+ Make plot decisions based on 
the subject matter so that it 
keeps returning to the subject 
as a guide. 

Practice 9: 'Making Sense 
of Loss' 

Quality Alphabet 

Mnemonic 
& attribute 

Derivation Description of Scale 

EM  (E)vents (M)ood steerage. Measures the amount to which events steer the 
narrative versus how much shifts in mood or 
atmosphere steer it. 

CN  (C)haracter (N)arrative 
determination extent. 

How much characters and their motives 
determine the plot versus how much an 
overarching narrative determines it. 

SP  (S)eat of the (P)ants extent. How much ad-hoc planning is used in plotting 
narrative. 

IC  (I)dea (C)entricity. The level at which an idea is central to the plot. 

 

4.2.2.3 Character 

This space deals with how the creative writer handles characters and scene players conceptually. Nine 

instances of traversal rule were found, as below: 

 

Rule Formula Description Practice Reference 

3.1 T+, P- → [AT(motivation)]+ Use the motivation(s) of a 
character to determine their 
reaction given some obstacle in 
their way, i.e. adversity. 

Practice 10: ‘Caving with 
my Wife’ 

3.2 P+, A+, S+, I+ → [SD]+ Relate events happening to a 
character via familiar sensory 
detail. 

Practice 11: 'Caving in' 

3.3 P- → [AT(mood)]+ Allow characters to lead the way 
when deciding how the plot 
turns. 

Practice 12: ‘No Entry' 

3.4 G+ → [WI]- Create characters from scratch 
by building up attributes 
suitable for the world they 
inhabit. 

Practice 13: ‘Welcome to 
Lynchgate’ 

3.5 G+ → [WI]+ Create the character first, then 
insert them into the storyworld 
to see how they might respond 
to it. 

Practice 14: ‘Back to 
School’ 

3.6 T- → [PS(humorous)]+ Use humorous characters to 
relieve tension. 

Practice 15: ‘Lockdown 
Blues’ 

3.7 A+ → [SD]+ Create atmosphere by relaying 
sensory details of character. 

Practice 16: ‘Train 
Hopping’ 
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3.8 P- → [WV(optimism)]+ If the character is optimistic, let 
the plot turn in a positive way. 

Practice 17: ‘Alien 
Capture’ 

3.9 M+ → [CP]+ Let the characteristics of an 
invented character be 
determined by the point you are 
trying to get across. 

Practice 18: ‘Making 
Connections’ 

Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

PS(audacity)  (PS)ychological character 
(audacity) degree. 

The degree to which the psychological character 
quality 'audacity' is portrayed. 

PS(courage) (PS)ychological character 
(courage) degree. 

The degree to which the psychological character 
quality 'courage' is portrayed. 

PS(outspoken)  (PS)ychological character 
(outspoken) degree. 

The degree to which the psychological character 
'outspoken' audacity is portrayed. 

PS(other) (PS)ychological character 
(other) 

The degree to which any other psychological 
character quality is portrayed. 

SD(pain) (S)ensory (D)etail (pain) 
filter extent. 

The extent to which observed and remembered 
feelings of the self (sensory detail, 'filters of the 
human body') in situations such as pain are used. 

SD(anger)  (S)ensory (D)etail (anger) 
extent. 

The extent to which observed and remembered 
feelings of the self (sensory detail, 'filters of the 
human body') in situations such as anger are 
used. 

SD(other) (S)ensory (D)etail other. The extent to which observed and remembered 
feelings of the self (sensory detail, 'filters of the 
human body') in other situations are used. 

EC(goodness)  (E)mpathetic 
(C)haracteristics 
(goodness) extent.  

The degree to which the empathetic 
characteristics of goodness are used. 

EC(morality)  (E)mpathetic 
(C)haracteristics 
(morality) extent. 

The degree to which the empathetic 
characteristics of morality are used. 

AT(motivation)  (A)ction (T)ightness 
(motivation) 

How tight the relationship is between motivation 
and action. 

AT(mood)  (A)ction (T)ightness 
(mood) 

How tight the relationship is between mood and 
action. 

AT(attitude)  (A)ction (T)ightness 
(attitude) 

How tight the relationship is between attitude 
and action. 

WV(optimism) (W)orld(V)iew filtering 
(optimism) 

How much character's worldview is changed by 
the filter of optimism ('rose-tinted glasses'). 

WV(beauty)  (W)orld(V)iew filtering 
(beauty) 

How much character's worldview is changed by 
the filter of seeing beauty in nature. 

WV(pleasure)  (W)orld(V)iew filtering 
(pleasure) 

How much character's worldview is changed by 
the filter of finding pleasure in adversity. 

WV(other) (W)orld(V)iew (other) How much character's worldview is changed by 
the filter of some other guiding force. 
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WI  (W)orld (I)nhabitance 
extent. 

The extent to which characters are determined 
by the world they inhabit (character 
first/character second) 

CP  (C)haracters (P)oint 
making extent. 

The extent to which characters are created for 
the purposes of illustrating a point. 

 

4.2.2.4 Settings and Place 

In this space, six instances of traversal rule gave concepts for styling settings, locations and scenery, 

as described below: 

 

Rule Formula Description Practice Reference 

4.1 P(crime)+ → [FD(real world 
settings)]- 

When plot is fact-based 
(e.g. crime plot) use real 
settings and minor 
modifications. 

Practice 19: ‘White Collar 
Crime’ 

4.2 P(sf)+ → [FD(wild facet mix)]+ Style a genre of science 
fiction with facets of real 
places in a wild mix, e.g. 
climate, laws, customs, 
cuisine etc. 

Practice 20: ‘New City’ 

4.3 A+ → [CT]- Use details of setting and 
place to create an 
atmosphere where 
landscape is described as an 
abstract. 

Practice 21: ‘Great 
Northern Greenway’ 

4.4 N+ → [PP]+, [LD]+ Provide lengthy 
descriptions of place prior 
to filling it with characters 
when setting a scene which 
will be a lasting setting. 

Practice 22: ‘Alien Capture’ 

4.5 A+, C+ → [PP]-, [LD(control 
pace)]- 

Allow a sense of place to 
develop using only a 
minimal description of 
spatial properties. 

Practice 23: ‘Great 
Northern Greenway’ 
(rework) 

4.6 R± → [LD]± Determine pace by 
brevity/length of 
description of place and 
setting. 

Practice 24: ‘Competitive 
Cross Country Running’ 

Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

PP (P)hysical (P)lace description 
extent.  

Level of physical description for an 
environment versus a sense of place 
(atmosphere, intimacy, strangeness) 
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CT  (C)haracter (T)iedness degree. Degree to which objects and place are tied to 
character (sense of belonging, familiarity, 
harmony, disruption, sense of newness, 
favouritism). 

IL  (I)ntimacy (L)evel as 
neighbourhoods. 

Level of intimacy in connection to place 
(neighbourhoods). 

FD (F)ictional (D)egree. Degree to which places are invented (fictional, 
fantasy) versus how they correspond to actual 
places and their rules and attributes. 

LD  (L)engthy (D)escriptions bias. Use of lengthy descriptions versus short 
descriptions of place with sparse details (e.g. 
spatial references only). 

 

4.2.2.5 Structure 

This space is for concepts of how the writer deals with the structure or shape of a creative writing 

piece. Its membership rules say how to set this structure out when exploring its styling in a creative 

manner. Below are the six traversal rule instances and their accompanying qualities: 

 

Rule Formula Description Practice Reference 

5.1 P+ → [TP]+ Make time central to how 
elements such as 'beginning', 
'middle' and 'end' are connected 
and delivered — e.g. start in the 
past, progress towards the 
future. 

Practice 25: ‘A Second 
Chance’ 

5.2 P+ → [CS]+ Use character and character 
development as the centrepiece 
as marker points for how the 
story should be plotted. 

Practice 26: 'Jack and the 
Beanstalk' (rework) 

5.3 T+ → [DP]+ Maintain a 'dramatic present' 
around which the structure 
revolves. 

Practice 27: ‘The 
Performance’ 

5.4 P+ → [RP]+ Use a cyclical structure as a 
means of emphasising a plot 
which is centred on a primary 
message. 

Practice 28: ‘The Show Off’ 

5.5 R+ → [PT]+ Alternate between a fast pace 
and slow paced plot to give a 
sense of structural change. 

Practice 29: ‘Jack and the 
Beanstalk’ 

5.6 N+ → [FS]+ Create depth in a narrative by 
using a structure which sets out 
details in advance of a future 
focal point, i.e. a funnel 
structure. 

Practice 30: ‘Broken’ 

Quality Alphabet 
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Mnemonic & 
attribute 

Derivation Description of Scale 

TP (T)urning (P)oints dependence 
extent.  

Extent to which story is determined by divisions 
or turning points vs story without such points. 

CS  (C)haracter (S)tatus influence.  How much character status changes such as 
innocence, trial and maturity determine how 
the piece is structured. 

PT  (P)ace and (T)ime quality bias.  Degree to which pace and time qualities such as 
slowness, linearity and sequence give story its 
structure. 

TQ  (T)ension-based (Q)ualities 
influence. 

How much change in tension-based qualities 
such as surprise, twists and cliff-hanger endings 
determine structure. 

CF  (C)ontinuity and (F)low 
degree. 

Degree to which structure styling is determined 
by continuity and flow for changes in scene. 

DP  (D)rama in the (P)resent 
influence. 

How much the need for a sense of drama in the 
present influences changes in structure which 
take place around it. 

RP  (R)epetition of (P)lot extent. Amount of repetition in structure where the 
same plot point is reached at more than one 
place. 

FS  (F)unnel-(S)haped' degree.  Degree to which structure is 'funnel-shaped' 
(higher density of detail at beginning, tailing off 
towards the end). 

 

4.2.2.6 Order of Writing 

This space has seven instances of how the creative writer styles the order in which they set down their 

writing as they develop it. The rules and their qualities are given below: 

 

Rule Formula Description Practice Reference 

6.1 P+ → [AD]+ Adhere to a plot when writing 
and ensure each plot point is 
complete before writing the 
next. 

Practice 31: ‘Jack and the 
Beanstalk’ 

6.2 G+ → [WI]+ Divide writing into set pieces 
with different independent 
settings and write and develop 
them together, i.e. out of 
sequence. 

Practice 32: ‘Jack and the 
Beanstalk’ 

6.3 T+, A+ → [PE]+ Only revisit writing and edit after 
all the drama and tension has 
been resolved, e.g. at a chapter 
or story ending. 

Practice 33: ‘Jack and the 
Beanstalk’ (revision) 

6.4 P+ → [WI]-, [PE]+, [CS]+ Post edit or globally revise to 
make the plot consistent. 

Practice 34 ‘White Collar 
Crime’ (revision) 
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6.5 I+ → [GB(imagery)]+ Allow imagery to guide 
development of a scene using an 
'above and below' technique, i.e. 
writing around it and developing 
outwards. 

Practice 35 ‘New City’ 
(rework) 

6.6 R+ → [WI]+, [PE]+ Move parts of writing around to 
reassemble it into a different 
order to increase pace. 

Practice 36 ‘Down But Not 
Out’ (rework) 

6.7 C+ → [WI(character)]+ Work on several pieces and 
develop them simultaneously 
when several character stories 
are developing independently. 

Practice 37: ‘Alien 
Capture’ (extension) 

Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

CS (C)ompleteness and (S)tability 
level. 

How complete or stable a piece of writing is 
versus the degree to which it is subject to 
change. 

WI (I)ndependence of (W)ords to 
plot level. 

Level of independence of words to plot. 

AD (A)dvance (D)etailing degree.  The degree to which the author resolves all 
details in advance of putting them into 
writing. 

GB (G)uided (B)y other level 
(imagery, atmosphere etc.). 

The level to which the order of writing is 
guided or driven by other elements such as 
imagery, atmosphere etc. 

PE (P)ost-(E)diting level. The level of post-editing used. 

 

4.2.2.7 Pace 

In this space, seven instances of traversal rule were found. These rules complied with the membership 

rule condition that they gave ways the creative writer could style the speed and timing of their writing, 

as listed below: 

 

Rule Formula Description Practice Reference 

7.1 A+, G+ → [TC]+ Use constant reference to place and 
atmosphere to hold an emotional 
connection such as 'jealousy', 
thereby maintaining pace. 

Practice 38: 'Down but not 
Out' (continuation) 

7.2 L+ → [FS(present tense)]+ Use the present tense to make a 
narrative seem more immediate 
and have greater pace. 

Practice 39: 'Jack and the 
Beanstalk' (development) 

7.3 T+, N+ → [FS(short 
sentences, active voice)]+ 

Use tension building effect such as 
active voice and short sentences to 
build pace. 

Practice 40: 'Caving In' 
(development) 
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7.4 P+ → [CF]+ Make constant reconnection with 
centre of story to ensure pace is not 
lost.  

Practice 41: ' The Honour 
System' 

7.5 C+ → [FS(intro character)]- Use a slow pace for introductory 
material such as character 
establishment. 

Practice 42: ' White Collar 
Crime' (introductory material) 

7.6 S+, T+ → [FS]+ Increase pace to achieve drama, 
particularly at endpoints. 

Practice 43: 'Alien Capture' 
(continuation) 

7.7 L+ → [LL]+, [FS(frags)]+ Use language fragments to increase 
the sense of pace. 

Practice 44: 'Alien Capture' 
(continuation) 

Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

TC  (T)ightness of 
(C)onnections to one 
feeling or action. 

Tightness of connections to one feeling or action. 

FS  (F)ast-pace versus (S)low 
pace balance. 

The balance of fast-pace versus slow pace sections. 

CF  (C)ontact with driving 
(F)orce degree for theme, 
plot etc.. 

The degree of contact with the driving force 
(theme, plot) 

LL  (L)anguage-based (L)evel 
for, e.g. brevity of 
sentences. 

The level to which language-based qualities such as 
brevity of sentences are used to indicate pace. 

ND  (N)arrative (D)etail level 
for, e.g. length of 
descriptions of character 
and scene. 

The level of narrative detail such as length of 
descriptions of character and scene. 

 

4.2.2.8 Tension  

In this space nine instances of traversal rule were found by the creative writer. These provided styles 

in their writing for creating tension as a sense of peril or excitement, as below: 

 

Rule Formula Description Practice Reference 

8.1 A+, G+ → [FL]+, [GT]- Use a structure consisting of 
disconnected fragments to 
create tension. 

Practice 45: 'Caving In' 
(precursor) 

8.2 L+ → [IL(overt desc.)]- Have an atmosphere in which 
there is less authorial or overt 
description to decrease the 
immediacy and tension. 

Practice 46: 'Caving In' 
(continuation) 

8.3 N+ → [ST(extra details)]+ Slow pace to build tension. Practice 47: 'No Entry' 
(rework) 

8.4 P+ → [SH]+ Alleviate tension by use of 
humour and light-heartedness. 

Practice 48: 'No Entry' 
(continuation) 
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8.5 P+ → [ST(compress 
storyline)]+ 

Increase tension by compressing 
the storyline. 

Practice 49: 'Making 
Connections' (alternative) 

8.6 C+ → [EC]+, [SH]+ Place characters in peril to 
achieve tension. 

Practice 50: 'No Entry' 
(continuation) 

8.7 C+, P+ → [IE]+, [IL]+ Make use of tension details to 
drive momentum in narrative 
and make it seem more 
immediate or tense. 

Practice 51: 'No Entry' 
(rework) 

8.8 L+ → [GT(verbless 
sentences)]+, [IL]- 

Use verbless sentences to 
relieve tension by reducing 
levels of action. 

Practice 52: 'No Entry' 
(continuation) 

8.9 S+ → [EF]+ Make tension ebb and flow by 
using a structure which has 
tense scenes in balance with 
relaxed scenes. 

Practice 53: 'No Entry' 
(continuation) 

Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

EC  (E)motional (C)onnection to fear 
strength. 

Strength of emotional connection to fear. 

FL  (F)ragmentation (L)evel for 
tension effect. 

Level of fragmentation of text for the effect 
of creating tension. 

GT  (G)rammar (T)ightness level. Adherence or tightness of rules of grammar. 

MS  (M)agnification of (S)ituational 
facets level.  

Magnification or heightening of situational 
facets to do with the level of danger (e.g. 
social deprivation magnifies danger of 
starvation, tension of poor health etc.). 

SH (S)eriousness (H)umour balance. Degree of seriousness in writing versus 
amount of humour in it. 

IE (I)nternal tension versus 
(E)xternal tension balance. 

Feelings of characters to do with fear 
(internal tension qualities) versus levels of 
conflict between one character and another 
or with their environment (external tension 
qualities). 

ST  (S)peed/(T)ime level (shorter 
time = increased tension) 

The level to which speed/time is used in the 
expression of a scene to create tension 
(higher speed or shorter time = increased 
tension) 

IL  (I)mmediacy (L)evel. The level of immediacy in a text (greater 
immediacy = greater tension) 

EF  (E)bb and (F)low extent. The extent to which tense scenes are 
preceded and followed by easy-going scenes 
(ebb and flow) 

4.2.2.9 Atmosphere 

This space has instances of how the writer accomplished styling atmosphere or the feeling of a piece. 

Six traversal rules were found and explored, as below: 
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Rule Formula Description Practice Reference 

9.1 G+ → [PE]+, [DA]+ Use 'rounded descriptions in 
place of adjectives' when setting 
the atmosphere. 

Practice 54: 'At the Beach' 

9.2 P- → [RD(repeat 
statements)]+ 

Make repetitive statements to 
increase the depth of 
atmosphere so that the story 
becomes more focused on it 
rather than events which are 
happening, i.e. slow the narrative 
to increase the atmosphere. 

Practice 55: 'Retiring to the 
Beach' (rework) 

9.3 L+ → [DN]+ Expand abstract nouns (e.g. joy, 
truth, misery, etc.) by use of 
longer descriptions to increase 
atmospheric depth. 

Practice 56: 'Caving In' 
(continuation) 

9.4 R- → [RD(extra nouns, 
adjectives and 
adverbs)]+ 

Use 'ritardando effect' (adding 
extra nouns, adjectives and 
adverbs) to make the reader 
dwell on what is happening and 
intensify the atmosphere. 

Practice 57: 'Retiring to the 
Beach' (additions) 

9.5 C+, G+ → [ST]+ Address the past or the future to 
create an atmosphere of 
permanence or one where there 
is an undercurrent of some 
ongoing atmosphere for a person 
or place. 

Practice 58: 'Retiring to the 
Beach' (additions) 

9.6 C+ → [PS]+ Use the 'modernist approach' to 
create atmosphere through 
character rather than abstract 
physical descriptions of place. 

Practice 59: 'Retiring to the 
Beach' (rework) 

 

Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

PE  (P)hysical (E)nvironment degree. The degree to which the physical 
environment determines atmosphere 

CF  (C)haracter (F)eeling extent. The extent to which character feeling is 
used to give the atmosphere of an 
experienced environment. 

ST  (S)patial (T)ime referencing 
depth. 

The depth of spatial referencing to past 
or future time as a way of increasing the 
sense of permanence in an atmosphere. 

FB  (F)oregrounding and 
(B)ackgrounding levels.  

The levels of foregrounding and 
backgrounding of atmosphere 
(undercurrent atmospheres). 

PS  (PS)ychology level.  The level for which psychology is used 
in the creation of atmosphere. 
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RD  (R)itardando) (D)egree. The degree to which repetition of 
adjectives and adverbs is used in the 
emphasis of atmosphere. 

DN  (N)ouns and longer (D)escriptions 
balance.  

The balance between the use of simple 
nouns and longer descriptions 
(extended descriptions) to achieve 
atmosphere. 

DA  Rounded (D)escriptions and 
(A)djectives balance. 

The balance between adjectives and 
rounded descriptions. 

 

4.2.2.10 Humour  

This space gave styles for humour, comedy and light-heartedness. Six traversal rules were found and 

are given below: 

 

Rule Formula Description Practice Reference 

10.1 A-, L+ → [SL]-,[IR]+,[PL]+ Make use of frivolity, irony, 
allusion and the use of puns to 
lighten the atmosphere. 

Practice 60: 'Retiring to 
the Beach' (rework) 

10.2 C+, T- → [PF]+, [PS]+, [EP]+ Put characters into a slapstick 
situation where all protocol and 
politeness is forgotten to show 
their lighter side. 

Practice 61: ' 
Examination Post 
Mortem' 

10.3 N+, C+ → [EP]+ Speed up dialogue to make 
characters appear quirky and 
funny. 

Practice 62 'More Exam 
Results' 

10.4 P+, C+ → [SL(characters)]- Use a light-hearted chase scene 
or allow characters to giggle and 
be playful during a key part of the 
plot. 

Practice 63 'No Entry' 
(continuation) 

10.5 C+, I+ → [EP]+ Over-exaggerate a person's 
characteristics or actions to 
inflate those parts of their 
personality which are unusual 
(caricature) and therefore 
humorous. 

Practice 64 
(continuation) 

10.6 M+ → [PI]+ Make a point about the absurdity 
of a situation by making a joke of 
it. 

Practice 65 'Caving In' 
(alternate ending) 

 Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

LD  (L)ogical (D)ecapitation level. Level to which logical contrast or absurdity 
('logical decapitation') is used as humour 
technique. 
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EP  (E)xaggeration of (P)ersonality 
flaws degree. 

Degree of exaggeration of flaws in 
personalities which is used to provide 
humour. 

SL  (S)eriousness versus (L)ight-
heartedness level.  

The contrast between levels of seriousness 
versus levels of light-heartedness. 

SR  (S)arcasm and (R)idicule extent. The extent to which sarcasm and ridicule 
are used to provide humour 

PS  (P)araody of (S)tereotypes extent.  The extent to which poking fun at officials 
and officialdom and stereotypes is used to 
provide humour. 

PL  (P)uns (L)evel. The level at which words and their 
meanings and double-meanings plays a 
role in providing humour. 

RC  (R)epetition for (C)omic effect 
level. 

Levels of repetition and its use for comic 
effect (comic exaggeration). 

OD  (O)utlandishness (D)egree.  The degree of outlandishness or how much 
a word or action is out of place. 

PF  (P)rat(F)alls extent.  Extent of portrayal of events as pratfalls or 
falls from grace as a way of showing 
humour. 

DE  (D)ramatic (E)xpectation 
debunking extent. 

Aamount of debunking with respect to 
dramatic expectation. 

IR  (IR)ony level.  Level to which irony (things which happen 
as a result of precautions taken to prevent 
them from happening) and sense of 
misplaced optimism is used to give 
humour. 

PI  (P)oint (I)llustration level. The level at which humour is used to 
illustrate a point. 

 

4.2.2.11 Narration  

Here eight instances of traversal rule were found. They gave styles of first, second and third person 

narration, as listed below: 

 

Rule Formula Description Practice Reference 

11.1 P-, C+ → [PV]-, [G1(avoid 
character events)]+ 

Use first-person narration ('I') so as 
to avoid having to write about 
events which do not relate to the 
character. 

Practice 66 'No Entry' (rewrite) 

11.2 A+ → [G1]+ Use first-person narration to make 
writing more compelling and 
intimate. 

Practice 67 'Painting a Sketch' 

11.3 C+ → [G1(enhance 
subjectivity)]+ 

If subjectivity is important, use FPN 
to maximise it. 

Practice 68 'Happy Writing' 

11.4 S+ → [G1(focus on self)]- Avoid FPN to make sure that there 
is not too much focus on self and 
repetitive or tiresome detail. 

Practice 69 'Painting a Sketch' 
(modification) 
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11.5 P+ → [CN(third person)]+ Decide which diegetic level to used 
based on the questions 'who 
speaks, who acts?' as an 
alternative to choosing 1st, 2nd or 
3rd person narration. 

Practice 70 'Computer Anti-
Virus' 

11.6 G+, C+ → 
[G2(universality)]+ 

Use 2PN to convey the universality 
of a situation. 

Practice 71 'Postcard of a 
Promenade' (alternative)  

11.7 R+, S+ → [G1(slow pace)]-  Avoid FPN and repetition of 'I' so 
as not to make writing tiresome 
and sap the pace of it. 

Practice 72 'Back to School' 
(rework) 

11.8  S+, G+ → [CF]-,[G1(slow 
pace)] 

Alternate between using FPN to 
describe the scene, and using 
other characters to describe it to 
achieve a more lively rendition of a 
story. 

Practice 73 'Snapshot from a 
Promenade' (alternative) 

 Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

OL  (O)mniscience (L)evels degree. The degree to which different levels of 
omniscience are used to provide varying 
levels of information within the narrative. 

PV  (P)erspective (V)ariety. The level of the variety of changes in 
perspective for narrative effect. 

CN  (C)haracter (N)arrator balance. The diegetic level – the degree to which 
the story is connected to a local character 
(character's story) or is global (primary 
narrator's story). 

G1 Extent of (G)rammar, (1)st person. The extent to which first person writing is 
used. 

G2 Extent of (G)rammar, (2)nd person. The extent to which second person 
writing is used. 

G3 Extent of (G)rammar, (3)rd person. The extent to which third person writing 
is used. 

UI  (U)niversal versus (I)ndividual 
balance. 

The extent to which situations are 
portrayed as universal versus individual 
perspectives. 

CF  (C)haracter (F)ocus level. The level of the mix between the focus on 
a single in character narration and 
narration which involves other 
characters, action or detail of setting. 

 

4.2.2.12 Imagery  

In the space Imagery, six instances of traversal rule were found. These show how the writer 

conceptualised imagery or figurative writing (representation) as part of their creativity with style, as 

below: 
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Rule Formula Description Practice Reference 

12.1 A+ → [ND(metaphor)]+ Make use of simple cross-
referenced sensory metaphors to 
create a deeper atmosphere (e.g. 
'warm colours', 'sweet voices', 
'sharp light'). 

Practice 74 'Disassembly' 

12.2 G+ → [IM]+, [CD]+ Make the image central to a 
setting to draw parallels and 
connections which make the 
present seem more immediate. 

Practice 75 'Cold Buttered 
Toast' 

12.3 G-, C- → [FU(unknown 
subject)]+ 

Make an unknown subject or 
character seem familiar by giving 
images which ground them in 
what is known. 

Practice 76 'Alien Capture' 
(continuation) 

12.4 C+, G+ → [FU(overly 
familiar)]- 

Make an overly familiar character 
or place seem different by using 
unusual imagery to describe 
them. 

Practice 77 'The Professor' 

12.5 L+ → [[ND(metaphor), 
ND(simile)](cross sensory)]+ 

Create 'hidden' analogies using 
metaphors or similes to heighten 
imagery with unusual cross-
references. 

Practice 78 'New City' 
(rewrite) 

12.6 M+ → [ME]+ When trying to make a point 
about something, instead of 
trying to drive it home using 
force, use imagery as a more 
subtle means of persuasion. 

Practice 79 ' Uncomfortable 
Rules' 

Quality Alphabet 

Mnemonic & 
attribute 

Derivation Description of Scale 

IM  (I)mmediacy and intensity of 
(M)oment degree. 

Degree to which immediacy and 
intensity of the moment are provided 
by imagery. 

AL  (A)nalogy (L)evel. Degree to which imagery is used to 
connect scenes via analogy. 

BL  (B)eautification (L)evel. Level of the use of imagery for the 
purposes of beautification. 

CD (C)onnections (D)egree. Level of diversity of connections with 
a subject, place or plot point via the 
use of imagery. 

AL  (A)bstraction (L)evel. Level of abstraction at which the 
scene is relayed. 

FU  (F)amiliar (U)nfamiliar extent. The extent to which imagery is used to 
make the unfamiliar familiar versus 
the opposite extent. 

ND(metaphor)  (N)arrative (D)evices level for 
metaphor. 

Levels of the narrative device of 
'metaphor' when employing imagery. 
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ND(simile) (N)arrative (D)evices level for 
simile. 

Levels of the narrative device of 
'simile' when employing imagery. 

ME  (M)eaning (E)xtent. How much imagery is used as a way of 
indirectly carrying meaning. 

  

4.2.2.13 Language  

This is where the concepts for a style of handling language were found. The ten instances of traversal 

rule explored are listed below: 

 

Rule Formula Description Practice Reference 

13.1 M+ → [FL]+, [PA]+ Make use of formal diction (i.e. no 
idioms or colloquialisms) when 
trying to appeal to the reason of the 
reader and make them sympathetic 
to the cause of the story. 

Practice 80 'A Phased 
Return to Normality' 
(rework) 

13.2 S+ → [DD(structure 
layout)]+ 

Have an even balance between 
dialogue and exposition so that 
neither dominates in the structural 
layout of the writing. 

Practice 81 'White Collar 
Crime (rewrite) 

13.3 S+ → [DD(break 
exposition)]+ 

Use dialogue to break long 
exposition pieces. 

Practice 82 'Time Heals' 
(rework) 

13.4 C+ → [FL]+ Use colloquialisms in dialogue to 
make it sound more natural. 

Practice 83 'Eavesdropping' 

13.5 I+ → [GL]+ Employ figurative language to 
embellish descriptions that would 
otherwise be flat. 

Practice 84 'Changing the 
Subject' (rework) 

13.6 M+ → [MH]- Make meanings plain by repeating 
the same message using alternate 
ways of expressing the same 
meaning. 

Practice 85 'Computer Anti-
Virus' (rework) 

13.7 A+ → [EI(alliteration)]+ Increase emotional intensity by 
choices of words which amplify the 
emotion (alliteration). 

Practice 86 'Cold Buttered 
Toast' (rewrite) 

13.8 H+ → [FL]- Choose words which are humorous 
or light to lower the level of 
formality in the text. 

Practice 87 'Computer Anti-
Virus (rework) 

13.9 R+ → [LS(pace)]- Use shorter sentences and 
increased punctuation to increase 
pace. 

Practice 88 'Alien Capture' 
(rewrite) 

13.10 C+, A+ → [UV]+ Bring immediacy and create a more 
powerful atmosphere by using and 
emphasising non-traditional verb 
moods, e.g. subjunctive (if it 
were…), imperative. 

Practice 89 'Survivors' 
(rework) 

 Quality Alphabet 
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Mnemonic & 
attribute 

Derivation Description of Scale 

FL  (F)ormality (L)evels. Levels of formality. 

MH (M)eaning (H)iding levels. Levels of meaning hiding. 

CL  Image (C)larity (L)evels. Levels of image clarity. 

EI (E)motional (I)ntensity levels. Levels of emotional intensity. 

PA  (P)ersuasiveness and (A)ppeal. How persuasive and appealling the 
language used is (i.e. reader 
empathy level). 

PH  (P)erformance and (H)armony levels Degree of harmony and 
performance (laboured versus 
leisurely). 

LV  (L)eanness or (F)atness balance.  Leanness or fatness of verb forms. 

DD  (D)ialogue and (D)escription levels. Levels or balance of dialogue versus 
description or non-diagetic content. 

TM  (T)ense to affect (M)ood degree. The degree to which tense is used to 
affect mood. 

LS  (L)ong words versus those (S)imple 
balance. 

The balance between using long or 
unusual words versus those with 
simple, plain meanings. 

SC  (S)entence (C)omplexity levels. Level of long or complex sentences. 

IT  (I)mmediacy given by (T)ense level. The sense of immediacy given by the 
use of the present tense versus 
other tenses and their lack of 
immediacy. 

GL  Fi(G)urative versus (L)iteral balance. Level of figurative words versus 
literal words. 

WC(humour)  (W)ord (V)ariations (humour) Degree to which humour is provided 
by different word choices for the 
same conveyance of story. 

WC(sincerity)  (W)ord (V)ariations (sincerity) Degree to which sincerity is provided 
by different word choices for the 
same conveyance of story. 

WC(vitality) (W)ord (V)ariations (vitality) Degree to which vitality is provided 
by different word choices for the 
same conveyance of story. 

WC(harmony) (W)ord (V)ariations (harmony) Degree to which harmony is 
provided by different word choices 
for the same conveyance of story. 

WC(pace) (W)ord (V)ariations (pace) Degree to which pace is provided by 
different word choices for the same 
conveyance of story. 

UV  (U)nusual (V)erb moods usage. Degree to which unusual verb 
moods (subjunctive, imperative etc.) 
are used for effect. 
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4.2.3 Transformation Exercises using Conceptual Blending 

In the following practical exercises, attention was given to conceptual blending and transformation of 

a conceptual space. Two pre-existing spaces and a traversal rule from each were taken to find a new 

rule. In the case where the new rule was one which was in either of the two input spaces, this is a form 

of bisociation. Here Koestler’s idea of disjoint planes of reference intersecting is reinterpreted in the 

language of conceptual spaces and conceptual blending. For new rules whose resultant space was in 

neither of the two inputs, the procedure was given the name ‘triassociation’ to highlight the 

involvement of three disjoint spaces in the blend.  

In examples 4,7,9 and 10 the new rules were found by bisociation because they are at the 

intersection of two spaces (the output space was one or other of the inputs). For the other examples 

the output space was different from either of the two input spaces, so the action was a more ordinary 

form of conceptual blending. In either case the quality attributes of each space were concatenated, 

with some foreign to the new space. These foreign qualities needed to be ‘cast’ (see section 2.2.2.1) 

so that they were sensible in the new space.  

The result of the exercises is given below, with writing examples illustrating instances of the styles 

created are found in Appendix B (as ‘Practice 2’).  

Exercise B1 

In this exercise Settings and Place was blended with Structure into Humour. The process and practice 

is summarised below, with more detail provided by the written example in Appendix B (example 90: 

‘The Dangers of Getting Old’): 

 

4.5 (Settings and Place)  

• A+, C+ → [PP]-, [LD(control pace]-  

• Allow a sense of place to develop using only a minimal description of spatial 
properties. 

• keys: A = Atmosphere; PP = (P)hysical (P)lace description extent, LD = 
(L)engthy (D)escriptions bias. 

+ 

5.6 (Structure) 

• N+ → [FS]+ 

• Create depth in a narrative by using a structure which sets out details in 
advance of a future focal point, i.e. a funnel structure. 

• keys: N = Narration; FS = (F)unnel-(S)haped' degree. 

= 

B1 (Humour) 

• A+, C+, N+ → [PPHumour] -, [LD(control pace)Humour]-, [FSHumour]+  

• Develop humour through minimal character development in a funnel-type 
structure. 
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Exercise B2 

In this exercise, Plot was blended with Language into Character. The practice and process are 

summarised below and detailed in the written example in Appendix B (example 91: ‘In the Witch’s 

Lair’): 

 

2.4 (Plot) 

• C+, T+ => [EM(action)]- 

• Have an exciting or action-packed part of the plot be followed by more 
sedentary exposition. 

• keys: C = Character, T = Tension; EM = (E)vents (M)ood steerage. 

+ 

13.10 (Language) 

• C+, A+, => [UV]+ 

• Bring immediacy and create a more powerful atmosphere by using and 
emphasising non-traditional verb moods, e.g. subjunctive (if it were…), 
imperative. 

• keys: C = Character, A = Atmosphere; UV = (U)nusual (V)erb moods usage. 

= 

B2 (Character) 

• T+, A+ => [EM(action)Character]-, [UVCharacter]+ 

• Have characters who uses unusual language (imperative, subjunctive) for a 
sense of immediacy in an action situation. 

Exercise 3 (B3) 

Here Narration was blended with Humour into Character. The practice and process are summarised 

below and detailed in the written example in Appendix B (example 92: ‘The Detective and It’): 

 

11.2 (Narration)  

• A+ => [G1]+  

• Use first-person narration to make writing more compelling and intimate. 

• keys: A = Atmosphere; G1 = Grammar in the (1)st person extent. 

+ 

10.3 (Humour) 

• N+, C+ => [EP]+ 

• Speed up dialogue to make characters appear quirky and funny. 

• keys: N = Narration; EP = (E)xaggeration of (P)ersonality flaws degree. 

= 

B3 (Character) 

• A+, N+ => ([G1Character]+, [EPCharacter])+ 

• Use fast paced first person narration for a compelling humorous character. 

Exercise B4 (*) 
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In this exercise Plot was bisociated with Order of Writing into Plot. The practice showing this process 

is summarised below, with more detail in the written example in Appendix B (example 93: ‘Doing Lego 

with my Dad’): 

 

2.5 (Plot) 

• M+ => [EM(subject matter)]+ 

• ‘Make plot decisions based on the subject matter so that it keeps returning 
to the subject as a guide.’  

• keys: M = Subject Matter and Theme; EM = (E)vents (M)ood steerage. 

+ 

6.5 (Order of Writing) 

• I+ => [GB(imagery)]+ 

• ‘Allow imagery to guide development of a scene using an 'above and below' 
technique, i.e. writing around it and developing outwards.’  

• keys: I = Imagery; GB = (G)uided (B)y other level (imagery, atmosphere etc). 

= 

B4 (Plot) 

• M+, I+ => [EM]+, [GB(imagery)Plot]+ 

• ‘Guide plot above and below according to subject in the order of writing.’ 

Exercise B5 

Here Character was blended with Atmosphere into Humour. The practice showing this process is 

summarised below and detailed in the written example in Appendix B (example 94: ‘Clumsy Graham’): 

 

3.6 (Character) 

• T- => [PS(humorous)]+ 

• Use humorous characters to relieve tension. 

• keys: T = Tension; PS = (PS)ychological character degree. 

+ 

9.3 (Atmosphere) 

• L+ => [DN]+ 

• Expand abstract nouns to longer descriptions to increase atmospheric depth 

• keys: L = Language; DN = Longer (D)escriptions and (N)ouns balance. 

= 

B5 (Humour) 

• T-, L+ => [PS(humorous)Humour] + [DNHumour]+ 

• Expand abstract (caricature) characters to increase comedic depth (similar to 
rule 10.5 (C+, L+ =>. [EP]+) : exaggerate personalities to increase humour). 

 

Exercise B6 

In this exercise, Order of Writing was blended with Plot into Pace. The practice showing this process is 

summarised below and detailed in the written example in Appendix B (example 95 'No Entry'): 
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6.6 (Order of Writing) 

• R+ => [WI]+, [PE]+ 

• Move parts of writing around to reassemble it into a different order to 
increase pace. 

• keys: R = Pace; WI = (I)ndependence of (W)ords to plot level, PE = (P)ost-
(E)diting level. 

+ 

2.3 (Plot) 

• C+ => [CN]+, [SP]+ 

• Allow characters, their motives and experiences to determine plot, i.e. 'seat 
of the pants' rule. 

• keys: C = Character; CN = (C)haracter (N)arrative determination extent, SP = 
(S)eat of the (P)ants extent. 

= 

B6 (Pace) 

• C+, O+=> [WIPace]+, [PEPace]+, [CNPace]+, [SPPace]+ 

• Increase pace by focusing on characters when post editing. 

 

Exercise B7 (*) 

Here Plot was bisociated with Character into Character. The practice showing this process is 

summarised below and detailed in the written example in Appendix B (example 96: ‘Analogue Tales’): 

 

2.1 (Plot) 

• S+ => [EM(beginning, middle & end)]+ 

• Have a structure with a beginning, middle and end and use this as the key to 
the plot. 

• Keys: S = Structure; EM = (E)vents (M)ood steerage. 

+ 

3.5 (Character)  

• G+ => [WI]+ 

• Create the character first, then insert them into the storyworld to see how 
they might respond to it. 

• Keys: G = Settings and Place; WI = (W)orld (I)nhabitance extent. 

= 

B7 (Character) 

• S+, G+ => [EMCharacter] +, [WI]+ 

• Have characters with established beginning ,middle and end storylines set to 
create a plot. 

Exercise B8 

In this exercise, Pace was blended with Settings and Place into Structure. The practice showing this 

process is summarised below and detailed in the written example in Appendix B (example 97: ‘Alien 

Encounter’): 
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7.6 (Pace) 

• S+, T+, => [FS]- 

• Increase pace to achieve drama, particularly at endpoints. 

• Keys: S = Structure; FS = (F)ast-pace versus (S)low pace balance. 

+ 

4.3 (Settings and Place)  

• A+ => [CT]- 

• Use details of setting and place to create an atmosphere where landscape is 
described as an abstract. 

• Keys: A = Atmosphere; CT = (C)haracter (T)iedness degree 

= 

B8: (Structure) 

• T+, A+ => [FSStructure]-, [CTStructure]- 

• Increase use of abstract landscape description as dramatic device. 

 

Exercise B9 (*) 

Here Structure was bisociated with Humour into Structure. The practice showing this process is 

summarised below and detailed in the written example in Appendix B (example 98: ‘Making a List’): 

 

 

 

 

 

 

 

  

5.1 (Structure) 

• P+ => [TP]+ 

• Make time central to how elements such as 'beginning', 'middle' and 'end' 
are connected and delivered — e.g. start in the past, progress towards the 
future. 

• Keys: P = Plot; TP = (T)urning (P)oints dependence extent. 

+ 

10.1 (Humour) 

• A+, L+ => [SL]-, [IR]+, [PL]+ 

• Make use of frivolity, irony, allusion and the use of puns to lighten the 
atmosphere. 

• Keys: A = Atmosphere, L = Language; PL = (P)uns (L)evel, IR = (IR)ony level. 

= 

B9: (Structure) 

• P+, A+, L+ => [TP]+, [SLStructure]-, [IRStructure]+, [PLStructure]+ 

• Use puns, humour etc. to lighten the atmosphere at the beginning, middle 
and end of a story to determine its structure. 



Posthuman Creative Styling — can a creative writer’s style of writing be described as procedural? 

109 

 

Exercise B10 (*) 

In this exercise, Subject Matter and Theme was bisociated with Imagery into Subject Matter and 

Theme. The practice showing this process is summarised below and is detailed in the written example 

in Appendix B (example 99: ‘In a Coffee Shop’): 

 

1.1 (Subject Matter and Theme) 

• G+ => [AD]+ 

• To render a theme indirectly, talk of places associated with them and 
describe them. 

• Keys: G = Settings and Place; AD = (A)bstract versus (D)irect. 

+ 

12.4 (Imagery) 

• C+, G+ => [FU(overly familiar)]- 

• Make an overly familiar character or place seem different by using unusual 
imagery to describe them. 

• Keys: C = Character, G = Settings and Place; FU = (F)amiliar (U)nfamiliar 
extent. 

= 

B10a (Subject Matter and Theme) 

• G+, C+ => [AD]+, [FU(overly familiar)Subject Matter and Theme]+ 

• Convey a theme using unusual (unfamiliar) abstract imagery. 

 

Summary 

The summary results given in this chapter show the conceptual spaces and traversal rules discovered 

as a result of two practice-informed investigations. The formulae in Practice 1 had no predetermined 

format to follow and their development in Practice 2 was the intuitive result of experimentation. This 

meant finding a meta-concept or abstract procedure to change and/or find new style rules. The 

procedure discovered was conceptual blending or bisociation, the latter being a special case of the 

former. 

In the next chapter there is a discussion of these results, with a particular focus on the 

transformational creativity exercises in Practice 2 (as summarised in Section 4.2.3). 
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5. Discussion — Analysis of Model and Creative Writing Practice  

Introduction  

This chapter discusses how well the results from the method provides convincing evidence that style 

has a creative procedure. The assessment is in the context of three supporting philosophies: style as 

elemental; creativity as an explicable process and posthumanism.  

The creative writing practice presented in the appendix serves the dual purposes of illustrating style 

by exploration and by transformation of a conceptual space. They are viewed alongside their symbolic 

format, where the rules of the space are formulated. This allows a side-by-side discussion to be made. 

The results reflect the indefinite and unpredictable nature of this dual approach, but the focus of the 

discussion is the central question: ‘can style creativity be explained?’  

The first section discusses the use of practice and how it added to the argument by developing a 

social, inter-related, model. 

5.1 Use of creative practice  

5.1.1 Relationships between conceptual spaces  

It was seen, in the Literature Review (Chapter 2), that the relationships between styles of writing is a 

societal, or inter-related, one. The results reflect this: for each style element, relationships with other 

style elements were seen. The mapping out of these relationships in the model formulae and the 

creative writing practices, is summarised by the diagrams below:  
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 Figure 6: Spaces T, A, H, N, L and I and their relationships  
 

  

  

Figure 7: Spaces M, P, C, G, S, O and R and their relationships  
  

Here conceptual spaces are illustrated in a way similar to an atomic model. Each space is inter-related 

to other spaces, with a kind of physics or mechanics underpinning them. The input lines of the space 

show other spaces influencing the concepts contained within it, whilst the output lines show how it, 

in turn, influences the concepts elsewhere.  
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An example of the physics of the spaces is the discovery that they can have foreign relationships. 

Foreign relationships occur when the rules in one space are activated whilst exploring a concept in a 

related, but different, space. For example, Figure 6 shows that the space T (Tension) has a negative 

foreign relationship with the space H (Humour), as indicated by the directed line from T to H. A writer 

seeking a style to relieve tension, can also consider rules in Humour which have tension amongst their 

inputs. For example, rule 10.2 gives:  

  

formula for rule:  C+, T- → [PF]+, [PS]+, [EP]+  
 

text summary:  Put characters into a slapstick situation where all protocol and 
politeness is forgotten to show their lighter side.  

  

This shows how the foreign space Humour might be invoked to add slapstick humour to the writing 

when looking to Tension for a negative concept to apply. It demonstrates that there is a kind of physics 

at work with an inter-related model such as the one used. The model is subject to rules which have a 

logical consistency.  

5.1.2 Creative Steps in model and written practice  

The model and practice give all three creative steps Boden describes in her book The Creative Mind 

(Boden, 2004): 

  

• Explorational creativity is using a conceptual space to step through or search for possibilities of 

culturally acquired rules to perform a creative action.  

• Combinational creativity is the step of combining two conceptual spaces together in the mode of 

conceptual blending and/or bisociation.  

• Transformational creativity is changing the traversal rules of a conceptual space. The step used 

here employed a type of combinational creativity. 

  

A discussion of these creative steps as they are implemented in the practice follows.  

5.1.2.1 Explorational creativity  

Explorational creativity is implemented via the traversal rules of the spaces, with full examples 

provided in Practice 1 (Appendix A). The practice before and after (or revision) pieces help illustrate it 

by demonstrating the difference in style with and without the rule’s application. An example is 

traversal rule 3.7, in space Character, as summarised below:  
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formula for rule: A+ → [SD]+  
 

text summary:  Create atmosphere by relaying sensory details of a 
character.  

  

In the creative writing example for this rule (Example 16: ‘Train Hopping’), the ‘after’ text shows the 

rule being implemented, and is compared with the first attempt (the ‘before’ text). The highlighted 

text shows the pertinent differences (see Appendix A). Rule 3.7 is to use more sensory detail (quality 

‘SD’) when styling characters. For example, the before piece writes of a train and its occupants, the 

second piece creates a deeper atmosphere by conveying details of heat and sound and vision as the 

character experiences them, as in the following highlighted excerpts:  

  

• “…the heat of the train wrapped around me like a comfort blanket.”  

• “The steady hum of the train’s engines was like listening to ambient music.”  

• “…my eyes dart like fast-switching camera angles in a movie. I feel dizzy and a headache is 

pulsing in my temples…”  

 

Here, exploring the space of Character gives the concept via rule 3.7. The subsequent implementation 

and comparison is made by another action — that of evaluating the space (see Sections 5.2.1.3 and 

5.2.2.4). Repeated evaluation is used as more of the sensory detail quality (as given by the excerpts 

above) is added to the piece. 

Another example is Example 35, ‘New City’. In this example, developed from Example 20, Order of 

Writing gives traversal rule 6.5:  

  

formula for rule:  I+ → [GB(imagery)]+   
 

text summary:  Allow imagery to guide development of a scene using an 'above 
and below' technique, i.e. writing around it and developing 
outwards.  

  

Here, the same alien city from Example 20 is redescribed using an order in which the paragraphs 

developed are guided above and below the central image of the city. Again, evaluation is a repeatedly 

applied procedure as the rule is actioned.  

The examples show how a conceptual space approach to creativity helps to answer the creativity 

question posed in the introduction. It is possible to see, via both model and written practice, that the 

creative steps taken are procedural, not ‘magical’. The practice (eighty-nine examples in total) shows 

how a repertoire of style grows. A kind of library of successfully styled writing is conceptually recorded 
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by the spaces and their evaluations. However, no new styles are obtained using this method. For these 

a different procedure is required, as explained below.  

5.1.2.2 Combinational creativity (Bisociation) and Transformational creativity  

In the method, a special case — with combinational creativity carrying out the transformation of styles 

— is used to automate the procedure. Examples 90-99 demonstrate how this is done (see Appendix B, 

Practice 2). The procedure works because of the atomic design of the existing spaces (via examples 1-

89). It ensures that each is mutually distinct from the others and allows two rules to be set against one 

another to create a new style rule.  

As an example, traversal rule B3 was created as follows:  

 

11.2 (Narration)  A+ => [G1]+ 

Use first-person narration to make writing more compelling and intimate. 

 

+ 

 

10.3 (Humour)  N+, C+ => [EP]+ 

Speed up dialogue to make characters appear quirky and funny. 
 

= 

 

B3 (Character)  A+, N+ => ([G1Character]+, [EPCharacter])+ 

Use fast paced first person dialogue for compelling humorous character. 
 

In this example, the spaces of Narration and Humour are conceptually blended by their respective 

rules (rule 11.2 and rule 10.3) into a third space (Character). This means abstracting the qualities of 

the two source spaces (Narration and Humour) so that they can be translated or ‘cast’ (made sensible) 

in the new space.22 The casting of the input space qualities, to turn them into useable or sensible 

qualities in the blended space, is where the creativity occurs.  

5.1.2.2.1 Casting 

Casting is a key result from the practice. It is a way of transforming the conceptual space in a 

procedural way. The procedure was discovered during the conceptual blending and/or bisociation 

exercises. It is a necessary process when performing transformation by combination of two spaces. 

The general form is given in (4) below: 

 

22 Note, in this case no common space or intersection is found — in the cases where the output space is one or 

other of the two input spaces, the blend is considered to be bisociation. Recall, the difference, as used in this 
thesis, is that bisociation means an intersection between the two input spaces is present. This intersection is in 
one or other of them and not in a third conceptual space. 
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TA + TB = CastC(Q(TA)) + CastC(Q(TB))    (4)  

 

where:  

 

  TA  =  A traversal rule in conceptual space A (the first input)  

  TB  =  A traversal rule in conceptual space B (the second input)  

  +    The combination operator for lists of qualities  

  Cast  =  The cast function for the specified conceptual space  

  C  =  The destination conceptual space  

  Q  =  A function which lists only the qualities of a traversal rule  

  

Casting is an invention of the practice. It is a way for the writer to make sense of the qualities in the 

blended or destination conceptual space. The procedure can be used to make sense of the qualities in 

a blended or destination space. This type of process is called a ‘cross space mapping’ (Eppe et. al, 2018:  

108). Casting involves reconsidering each of the qualities in an input traversal rule and reinterpreting 

them. By this method each quality has meaning in the destination space. 

The optimal case for casting is found when the input space matches the blended space.23 

Otherwise, casting is required to enable the two input space rules to be compatible, i.e. members of 

the destination space. Once casting is performed, the new rule can be created by merging together or 

concatenating the qualities of the two recast rules.  

From the example in section 5.1.2.2 above, putting TA = A+ => [G1]+ and TB  = N+, C+ => [EP]+, the 

joining of the two spaces using (4) above is: 

 

TA + TB  = CastC(Q(TA)) + CastC(Q(TB)) 

= (CastCharacter[G1])+, (CastCharacter(EP))+      

 

Here the qualities G1 and EP belong to the input spaces Narration and Humour respectively. However, 

the target or blended space is Character, meaning each of these qualities is cast as a quality which can 

be a member of Character. Quality G1 is a Narration rule which gives the extent to which first person 

grammar is used. This quality required reinterpretation for the conceptual space Character. This 

reinterpretation was to use first person dialogue, a quality which is intelligible in this space. A similar 

 

23 This is known as the ‘topology principle’ (ibid.), here used to mean that the qualities of the conceptual space 
to be blended do not need to be differently casted. 
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process took place for the second quality (though this was easier to cast due to the foreign space 

Character being part of its rule).  

Casting is a technique used to overcome the problem of joining two spaces with different 

membership rules (see section 2.1.8.2). In casting, conceptual spaces are thought of as kinds of classes 

(programming objects) in the OOP24 paradigm. The technique follows naturally from the concept of 

membership rules (see section 2.1.7 ‘Wiggins’ framework’). For qualities in rules in two different 

conceptual spaces to be joined, they all need to be members, i.e. conform to the membership rules, 

of the destination space. Wiggins’ framework gives that these rules determine the class of a space. 

They specify what can and cannot belong to it. When one class is turned into another in object oriented 

programming, the class casting syntax is given by: 

 

(otherclass)original_class 
 

A similar notation was discovered by the practice. When casting the qualities of a conceptual space so 

that they could be members of the blended space, the casting syntax uses subscripting.25 This is an 

abbreviated way to show the change of membership from the home space to the new one. The 

examples below show this syntax: 

  

G1Character — casting the quality G1 from the space Narration to the space Character  
EPCharacter — casting the quality EP from the space Humour to the space Character  

 

 

With the casting of the qualities made, the notation for the combination of the spaces is a 

straightforward matter of concatenation. This gives a more readable formula, as below: 

 

[G1Character]+, [EPCharacter]+ 

 

Arguably casting is where the creative development of the conceptual space is happening. It would be 

easy to say that casting is simply a reclassification. This would omit the creativity that is happening to 

find equivalent qualities in the destination space. There is nothing simple about this process. The 

challenge is to find new qualities which are effective, yet bear some similarity to their source space 

 

24 OOP = Object Oriented Programming 
25 Further explanations of the casting process and the implementation of Gärdenfors’ theory in the practice are 
given in section 5.2.2.2. 
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counterparts. This search to find fitting, counterpart qualities is at the hub of the transformation 

process. 

One way to automate casting might be the use of bisonets. If bisonets are able to join together 

large information networks from different domains, it may be possible to apply the same principle to 

cast qualities in this way. Examples of the qualities in their home spaces would first need to be 

assembled into the appropriate networks. This could be done by textual analysis (along the lines of 

the markup used in the practice). Then commonalities between these examples and those in the 

destination space would need to be found. This would give candidates for new and original qualities 

which could be tested for their compliance with the membership rules of the destination space.  

5.1.3 Use of posthumanism to combine research paradigms and practice  

Posthumanism in its philosophical form (see Ferrando, 2019), is used to provide a method which 

crosses the disciplines of artificial intelligence and creative writing. It enables description and 

experimentation by using a neutral language when identifying the creative writer. The two disciplines, 

when bound within a posthuman philosophy, enable the presentation of the case for program-like or 

procedural creativity in style.  

Philosophical posthumanism has this twofold appeal because it does not discriminate between 

computer and human writers. It gives a language and a context in which formulaic descriptions, more 

traditionally associated with computer science, can be interpreted as creative writing theory. Creative 

writing style and its theory is expressed in the computer science language of conceptual spaces.  

Posthumanism helps enable single-step explanations of creativity. In creative writing such 

explanations are not normally found, at least not in such a formal way. As seen in section 5.1.2.1, it is 

possible to achieve creativity by exploration of a space by searching it for a traversal rule which gives 

a creative style action. The success of a style is judged by optimising a point in the space given by its 

qualities (whose values are judged by comparing pieces before and after the rule’s application).  

Posthumanism allowed the method to provide the evidence that writers use transformation 

procedures such as casting. The changes to the conceptual space formulae could, at the same time, 

be viewed as the actions of any type of creative writer. Programming practice and creative writing 

practice were used side by side to give the casting procedure and the formulae, because the same 

writer (computer/human) could participate in the exercises.  

5.2 Use of Computer Theory & Wiggins’ Framework  

The discussion now turns to whether Wiggins’ arrangement worked in the application used. The 

question here is how far does such a framework go in being able to demonstrate that styling creative 
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writing can be encoded or described as procedural? The main way the framework helps is to avoid the 

kind of semantic issues which arise when prose is used to describe the steps used in creative actions. 

It does this by having different types of rules instead of one ‘rule’ used in different contexts.  

5.2.1 Distinguishing between rule types  

One of Wiggins’ criticisms of Boden’s early discussion on creativity and conceptual spaces is that her 

prose writing makes confusing reference to their different rule sets. He rectifies this by specifying three 

sets of rules — the primary of which are the rules of traversal. These are the rules a creative writer 

uses to explore their space(s) for known creative concepts. The two other rule sets are membership 

rules and evaluation rules. All three have important roles in making the case for conceptual space 

frameworks over prose writing when explaining how creativity is procedural.  

5.2.1.1 Traversal Rules  

Having traversal rules makes clear what qualities to look for to achieve a desired style effect. They 

make the process of styling creative writing a procedural one, by prescribing how content should be 

crafted.  

Theoretically, traversal rules determine the ‘search strategy’ or the dimensions of a point in the 

space which correspond to a concept within it (Wiggins, 2006:  452). Traversal rules can be summarised 

as formulae or as short textual descriptions. Styling creative writing is the conceptual equivalent to 

traversing a space. Formulae give measurable qualities which are sought in the writing, satisfaction of 

which is how a point in the space is identified.  

Conceptually, traversal rules can be thought of as establishing a vector along which the absolute 

maximum rule compliance is sought. As an example from the practice, rule 10.1 in the space Humour 

gave this concept:  

  

 Make use of frivolity, irony, allusion and the use of puns to lighten atmosphere.  
  

The corresponding formula was:  

  

A-, L+ → [PL]+, [IR]+, [SL]-   
  

with keys:  

  

A = Conceptual space Atmosphere 

L = Conceptual space Language 
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and qualities:  

  
PL = (P)uns (L)evel  
IR = (IR)ony level  
SL = (S)eriousness versus (L)ight-heartedness level  

  

The point in the space for this example is therefore identified, theoretically, along a vector whose 

dimensions are ‘pun’, ‘irony’ and ‘seriousness v. light-heartedness. What this meant in practice is 

finding or instancing these multi-dimensional qualities so that they gave a maximum rendition of the 

style as in Example 60: ‘Retiring to the Beach’.  

5.2.1.2 Membership Rules  

The rules of membership determine the kinds of concepts allowed in the space. An interesting 

relationship here is how qualities as dimensions connect membership rules to traversal rules. What is 

needed is for each quality to have a type, as determined by the space to which it belongs. Stated 

mathematically this is:  

  

∀q ∈ T, ∀T ∈ C, typeof(q) = typeof(C)  (3)  

  

where: 
 

T = a traversal rule  
C = a conceptual space  

  

This restates that qualities are specific to their conceptual space or that one of the rules of membership 

is that all of the qualities of any traversal rule in a space must conform to this condition. This proves 

important in conceptual blending because all input traversal rule qualities must first be cast to the 

destination space so that the new rule they make can be members of it.  

5.2.1.3 Evaluation Rules  

Evaluation is finding levels of the qualities in a traversal rule at which the style is felt satisfied. It is a 

way of assessing the benefit or otherwise of a concept. Each evaluation is effectively a measure of 

these levels versus an assessment as to whether the rule ‘works’ in the sense that it is of value to the 

creative writer. The combined total of the quality levels, with perhaps some weighting of their relative 

import, gives the overall assessment.  

As an example from the practice, in the traversal rule from section 5.2.1.1 (see previous), the story 

'Retiring to the Beach', about an elderly couple contrasting the holidays of their youth to those in 
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retirement, uses puns such as ‘bed-sitters’ substituted for ‘go-getters’ and ‘mobile scooters’ instead 

of ‘upwardly mobile’. It is the total of these phrases and their like (the puns level or PL) which give the 

value for this quality. Similar evaluations are made for the other humour qualities in the piece (the 

traversal rule indicates puns and irony). In addition to these there was an evaluation of the overall 

seriousness/light-heartedness of the piece (the SL quality value). The addition of all these values is the 

total evaluation. For the interested reader, the practice examples include a section which goes into 

further detail about the evaluation of each.  

5.2.2 Implications of Gärdenfors’ Theory  

Gärdenfors’ theory takes ideas from physics and applies them to conceptual modelling. A consequence 

this approach is that models which use it have mathematical or geometric properties.  

Geometry and mathematics are not natural cousins to creative writing — it is strange to think that 

their principles are at work in a creative writing practice. But the results did uncover a conceptual 

connection when using multi-dimensional, conceptual spaces with qualities. The process of reviewing 

in the practice examples meant ensuring multiple qualities were satisfied. It involves noting those 

areas where the qualities are thought to be, then marking and estimating their value. This review 

happens during and after the writing. Its mathematical equivalent is the optimisation of a vector 

defined by the qualities sought (see section 5.2.1.1 above). This example from the practice indicates 

how abstract ideas such as vectors can apply to creative writing practice.  

The shape-based principles of Gärdenfors theory might also prove to be a way of encoding the 

transformation of qualities from one space to another. It is possible, for example, that matching shapes 

between different types of conceptual space is one of the ways that casting could be coded. Indeed, 

this might be a procedure which could be used to find the commonalities in the BisoNet method for 

casting discussed in Section 5.1.2.2.1. This furthers the case that the entire creative styling process is 

one which is purely procedural. 

5.2.2.1 Quality Dimensions and Attributes  

Quality attributes are explained in detail in the Methodology chapter (see section 3.1.2.2.1). These 

additional features of the quality dimensions enable variety within a single, overarching quality. This 

means that a granular approach to styling is possible.  

An example from the practice is found in the space Character. A wide variety of styles can be found 

here as sub-qualities of certain character characteristics. Characters in the practice have psychological 

characteristics such as ‘audacity’, ‘courage’ and ‘outspokenness’ which can be grouped together into 
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the singular quality PS (the mnemonic for ‘Psychological’). A specific attribute can then be used to give 

the necessary granularity for the quality.  

The fine graining achieved by using quality attributes means that new traversal rules can easily be 

found, simply by altering the attribute. Another example from the practice in Character is the sensory 

details quality dimension (SD). For this, different subcategories, such as SD(pain), SD(anger) exist, 

offering a number of additional traversal rules with these qualities.  

In most cases the attribute can be readily swapped for another to create a new rule. For example, 

rule 3.1 in the space Character was:  

  

text summary: use the motivation of a character to determine their 
reaction given an obstacle in their way  

 

formula for rule: T+, P- → [AT(motivation)]+  
  

This rule had an overarching ‘action tightness’ quality (AT), with an attribute ‘motivation’, encoded as 

AT(motivation). This quality is used to measure how tight the relationship is between character 

motivations and their actions (see Example 10: ‘Caving with my Wife’ in Appendix A). However the 

attribute can easily be swapped for any of the other attributes (‘mood’ or ‘attitude’) to create a new, 

semantically correct, rule:  

  

If the attribute is changed to ‘mood’, the rule becomes:  

  

text summary: use the mood of a character to determine their reaction 
given an obstacle in their way 

 

formula for rule: T+, P- → [AT(mood)]+)  
  

If the attribute is changed to ‘attitude’, the rule becomes:  

  

text summary: use the attitude of a character to determine their reaction 
given an obstacle in their way 

 

formula for rule: T+, P- → [AT(attitude)]+)  
  

Although the variation is slight, transformational creativity is still occurring here, since a new style has 

been found by a simple procedural step.  
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In other cases, attributes mean a variation in the relationship given by the traversal rule. An 

example seen in the practice was rule 6.5 in Order of writing. This rule gives that the order can be 

guided by imagery, as: 

 

I+ → [GB(imagery)]+ 
 

Here the relationship with the foreign space Imagery, shown on the left side of the formula, necessarily 

alters the space represented by the attribute if it is changed to ‘atmosphere’, or one of the other 

attributes, as: 

 

A+ → [GB(atmosphere)]+ 
 

Sometimes attribute changes correspond to qualification or narrowing down of the related spaces in 

the traversal rule. An example from the practice is seen in rules 4.1 and 4.2 for the quality FD (Fictional 

Degree):  

rule 4.1 gave:  

formula for rule: P(crime)+ → [FD(real world settings)]-   
 

text summary:  when a plot is fact-based (e.g. a crime plot) use real settings 
and minor modifications  

  

 whereas, with a qualification of the influencing space to ‘science fiction’, rule 4.2 became:  

formula for rule: P(sf)+ → [FD(wild facet mix)]+   
 

text summary:  style a genre of science fiction with facets of real places in a 
wild mix, e.g. climate, laws, customs, cuisine etc.  

  

Here, the qualification of the input space (Plot) resulted in an attribute change (‘real world settings’ → 

‘wild facet mix’). It also caused the rule to be reversed (quality FD changing from positive to negative), 

meaning more use of fictionality and not less. This kind of rule reversal could also be seen as the source 

of its transformation, along the lines of image schemas (see section 2.1.8.1).  

Quality attributes allow sophisticated traversal rules to be built. An example from the practice is 

rule 12.5, Example 28, which shows how they allow the same quality to be used more than once in the 

same rule:  

formula for rule: L+ → [[ND(metaphor)]+, [ND(simile)]](cross sensory)]+  
 

text summary:  create 'hidden' analogies using metaphors or similes to 
heighten imagery with unusual cross-sensory references  
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In this example, the narrative device quality (ND) is applied multiple times with attributes ‘metaphor’ 

and ‘smile’, allowing measures with slight variations for the narrative device employed as part of the 

rule.  

In summary, the use of quality attributes adds to the argument for procedural creative styling 

because it shows that qualities can be granular. A creative writer can use attributes to fine transform 

known styles via simple, single step, substitutions.  

5.2.2.2 Casting and Dimensions  

As detailed earlier (see section 5.1.2.2.1) casting is the procedure used to transfer a quality from one 

conceptual space to another. What this means for qualities as dimensions is that each dimension 

becomes sensible in the new or foreign space as each quality is cast in turn. Essentially this is mapping, 

a part of the conceptual blending process (Fauconnier and Turner, 2002:  41–45). Mapping (the casting 

of all quality dimensions to the blended or destination space) is an essential requirement of dimension-

based spaces.  

An illustration from the practice is Example 95, which is summarised in the diagram below: 

  

Figure 8: Illustration of conceptual space mapping on a dimension by dimension basis  
  

The figure shows two input spaces (Order of Writing and Plot) being used to find a rule in a third space 

(Pace). The qualities WI and PE are part of a traversal rule in the input space Order of Writing. The 

qualities CN and SP belong to a rule in the second input space, Plot. To carry out the  conceptual 

blending to the destination space Pace, each of the qualities in the two input spaces are first cast so 
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that they are sensible or meaningful as Pace qualities. The subscripting notation (WIPace, PEPace, CNPace, 

SPPace) is used to show that casting has happened (for a fuller explanation of this particular blend, see 

Exercise B6 in Appendix B). 

5.2.2.3 Exploration, Transformation and Combination using Dimensions  

The quality dimensions of the spaces make it easier to find single-step constructions for traversal rules. 

The simplest example of this is quality concatenation, as found in any traversal rule with more than 

one quality. A writer who has assimilated a set of these rules can create a new rule by simply making 

a new, unordered, list of any of their qualities.  

For creativity by transformation, the consequence of adopting Gärdenfors’ idea for dimension-

based spaces means that the style changes are refined.  As a result, their steps are clearer. Rather than 

a radical altering of style, small changes to the traversal rules are made when they are transformed by 

combination of their cast qualities. An example in the practice is rule B4, which combined a rule in Plot 

with another in Order of Writing:  

  

2.5 (Plot): M+ => [EM(subject matter)]  

 
‘Make plot decisions based on the subject matter so that it 

keeps returning to the subject as a guide.’  
keys: M = Subject Matter and Theme; EM = (E)vents (M)ood 

steerage.  

+   
6.5 (Order of Writing): I+ => [GB(imagery)]+ 

 
‘Allow imagery to guide development of a scene using an 

'above and below' technique, i.e. writing around it and 
developing outwards.’  

keys: I = Imagery; GB = (G)uided (B)y other level (imagery, 
atmosphere etc).  

=   
B4 (Plot): M+, I+ => [EM]+, [GB(imagery)Plot]+ 

 
‘Guide plot above and below according to subject in the order 

of writing.’  

  

Here the resultant rule ‘guide plot above and below according to subject in the order of writing’ is not 

revolutionary in terms of style. The transform is minor, with only one quality changing in the bisociated 

blend (GB(imagery)).  

5.2.2.4 Evaluation and Dimensions  
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Any creative task not only requires originality, but also effectiveness (Corazza, 2016). A quality 

dimension approach to the conceptual spaces means that evaluation for this effectiveness is made via 

the style’s qualities. From the practice reflections on evaluation, the value of any point in the space is 

given by the absolute magnitude of the vector it makes with the space’s origin, or:  

  

E (r) = |p|  (5) 

 

where:  

E  =  The evaluation function  
r  =  The traversal rule with qualities q1, q2, q3, …  
p  =  The point whose dimensions are given by each of the 

qualities of the rule r (p = (v1q1, v2q2, v3q3, …))  
qi  =  a quality in the space  
vi  =  The value of the quality as measured in the creative piece  
p  =  The vector from the origin of the space to the point p  
||     the magnitude of the vector  

  

The application of vector geometry as in (5) above, provides further evidence for the case 

of programmatic creative styling. Using dimensions in traversal rules automatically gives 

multidimensional points as the source of evaluation calculations. It follows when conceptual spaces 

are considered as metric spaces, where notions such as distance are valid.  

From the practice the success of the level of creativity in each piece is seen by how all of the 

qualities in the traversal rule contribute. A comparison is made between plain styling, without the 

qualities present, and styling with them. The conceptual equivalent of this is the vector calculation 

above. An example is the excerpt below from Example 23 of Practice 1, a revision of Example 21 ‘Great 

Northern Greenway’:  

  

I’m tentative about this place because it’s one I’ve heard about but have yet to 
travel along. The frontage is blocked, forcing me to the right where I squeeze 
through. This is to ensure that only pedestrians can walk along here and that 
cyclists, but not motorcyclists, can get through. It’s one of the reasons I chose this 
route. I knew it was designed for the select few. I still don’t know what to expect 
on the other side though. It’s been trailed in the media and I’ve followed the 
reports about what is happening. In my youth I used to go cross-country running 
along some of the wild areas the new path crosses. There also used to be a railway 
bridge running along here somewhere, though that is clouded in the past. The 
surface is rough underfoot, I hope the gravel is thin enough not to puncture my 
tyres as it’s not ideal for a racing bike. Back in the saddle, I struggle to ascend the 
entrance pathway because I can’t get enough speed to get the toe clips on. Then 
I’m off into this hidden and exciting new world. It’s at once an artificial place and a 
natural one. The only wind I feel is the rush of it on my face as I accelerate. The 

(6)  
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place is devoid of people, maybe because it’s not sunny out, and this adds to the 
spooky feeling. Ten minutes later and I have reached the end. I dismount to be 
greeted with another narrow passageway which I negotiate carefully to avoid 
getting stung. It exits into the old bridle path where I used to do my cross country 
runs. My legs won’t take me to the top, so I dismount and my mind is full of images 
childhood friends I once knew so well but are now distant memories.  

  

Here the highlights show how one of the qualities of the rule is calculated. Traversal rule 4.5 in Settings 

and Place has formula:  

 

A+, C+ → [PP]-, [LD]-  
 

and its short text summary is:  

 

Allow a sense of place to develop through character with only minimal description of 
spatial properties. 

 

This rule minimises the (P)hysical (P)lace description quality ([PP]-) and use of (L)engthy (D)escriptions 

quality ([LD]-), in favour of descriptions which give a sense of place through the characters in the piece 

(as indicated by the influence of the Character (C+) and Atmosphere (A+) spaces). The rule’s vector or 

characteristic quality is the two qualities together and is identified by the highlighted sections.  

The comparison with Example 21, where the rule’s qualities are absent, shows where the difference 

calculation is. Traversal rule 4.3 is:  

 

A+ → [CT]- 
 

or: 

use details of setting and place to create an atmosphere where landscape is described 
as an abstract 

 

and provides a style where descriptions are not tied to the character, as the example’s markup 

highlights:  

  

The entrance to the cycle route is protected by a narrow stile. Its two steel plates shine 
at odds with the wildlife beyond. Encroaching on the space are nettles, the first sign that 
this is where nature is in control. Inside the path is of a rough-gravel type, worn down 
by the many travellers. Progressing along it there are pathways branching to the left and 
right. Some are hidden, with walkers disappearing down them and leaving no trace, 
others are marked as rights of way and divide farmer’s fields. Nature is losing the battle 
a third of the way along. The trees on either side cannot entirely shield what is 

(7)  
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happening. A new housing development dominates the hill here. One half is complete, 
stacks of concrete slabs, bricks and miscellaneous building materials fill the other half. 
Towards the middle of the pathway there is an open area for picnicking and the like. 
Here the adventurous youths and walking couples can stop and take a rest. The others, 
like the cyclists and the dog walkers, are quicker about their business. Further on there 
are mud-slides, places where the grass is worn down and signs that this place is used for 
snow-filled adventures in the winter. It’s not a long pathway but its views with dips into 
the valley on one side and tree-lined hills on the other make it a place out of time and 
out of sight.  

  

In the revised version (6) there is an absence of long descriptions of the physical setting. In the original 

(7) the opposite is the case. The process of comparison of the two pieces is the theoretical equivalent 

of identifying a point in the space. Applying equation (5) allows the calculation of the value of rule 4.5. 

In the above case, the sum of the counts of the occurrences of the qualities, with additional 

appropriate weighting, gives the vector’s absolute magnitude.  
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6 Conclusion and Future Developments  

This practice-informed thesis started out with a question: can the creativity involved when styling 

creative writing be described as procedural? Its answers came via a two-phase series of experiments 

involving conceptual spaces.  In Chapter 2 was the Literature Review. Section 2.1 of this review gave 

the creativity theory surrounding conceptual spaces. This theory informed a conceptual space model, 

based on the transformational creativity theory of Margaret Boden. It used Koestler’s theory of 

creativity by combination of conceptual spaces (bisociation) in the creation of new styles. One of the 

findings of the review (Section 2.1.3) was that, in the history of creative writing by computational 

authors, what has been lacking is the faculty for styling writing. More focus has been put on ensuring 

writing which is logically consistent and semantically correct than the way that the writer is creative 

with style. The model of conceptual spaces resulting from the review demonstrated how 

transformational creativity could be accomplished. The procedure used was to combine two spaces in 

the mode of creativity by combination.  

The model is set in the context of posthumanism to ensure that the language it used had a bilateral 

appeal. On the one hand it could be read as an encoding and action set for a human writer, on the 

other it could be one fit for using as the basis of a computer program (i.e. a machine writer). This is 

how the thesis made its case that a creative writer’s style of writing can be described as procedural. 

The procedures or creative steps used to transform the style were given by the model and it was left 

open to the reader to decide whether it applied equally to both types of writer.  

Section 2.2 gave a review of style in creative writing and introduced the term ‘styleme’ as a word 

to describe an irreducible unit of style. This was later used in splitting the conceptual space model into 

a number of distinct styling units, each with its own rules for membership and action. This was the 

point at which the rules for styling were culturally acquired by the writer. The sources found were 

texts with tips and tricks for styling creative writing, found in academic and other sources. These gave 

the ‘how to’ of creative writing. The practice which used these tips helped inform the process of 

converting stylemes to conceptual spaces. The idea that, no matter the attempt to isolate them, 

stylemes remain with inter-relationships to other stylemes, was transferred to the model. A conclusion 

here was that the conceptual procedures in creative styling have rules which contain cross-references 

to other concepts.   

Chapter 3 explained the steps taken to address the question. The process was an iterative one, with 

practice informing refinements to a model which was repeatedly changed as it progressed. Section 3.1  

described this development. It explained how, first, a conceptual space model would be formed 

(creativity by exploration) and then how this model would then be transformed using a combinational 
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creativity procedure.  These steps replicated the way a writer might acquire rules of style through 

cultural acquisition, then change them and create new styles based on the concepts they had already 

learned. The aim of the method was to set out a way of investigating the creative procedures 

underlying styling creative writing. The idea was to use a conceptual space model, set in the context 

of a posthuman creative writer, to carry out the investigation. The use of and changes in the model 

gave a way of discovering and recording these procedures. Section 3.2 justified this approach. The first 

necessity for a conceptual space model such as the one used is that style be considered as atomic. This 

was warranted on the grounds that creative writing shares with stylistics its propensity to have a range 

of styling options which can be compartmentalised. The conceptual spaces of the model share this 

characteristic of stylemes, their close conceptual neighbours. The use of conceptual space theory 

(section 3.2.2.2) was justified on the grounds that this is the theory best able to explain the steps which 

are happening in creative styling. Here, Wiggins’ framework helps bolster the argument because of its 

precision for its way of representing the concepts and creative actions of styling. The framework was 

extended with the additional use of philosophical posthumanism to ensure that it was suitable as a 

means of persuasive argument (as explained in section 3.2.2.3). 

Chapter 4, the Results chapter, examined the outcome of the method and its resultant model. The 

model was presented as formulaic representations showing thirteen conceptual spaces and their 

traversal rules. It was these formulae which allowed the procedures or creative steps taken to be put 

into plain view. The formula format, informed by the practice, was based on a prose description for 

the rule. It split each traversal rule (a rule which gives how a style should be actioned) into a series of 

qualities. These qualities were what were sought in order to apply the rule and its style.  

First the model was checked against Wiggins’ framework for its validity and conformance to the 

trivial axioms Wiggins asserts (section 4.1). This was helpful in enabling a more detailed report which 

shows how the framework was extended in section 4.2. The unique rule format and formulae encoding 

was discussed and the spaces and their traversal rules were presented to demonstrate this extension. 

The idea of qualities gave the spaces a rule format with dimensions. The first phase of the practice 

invented a shorthand quality alphabet for these. This alphabet consisted of two letter mnemonics, 

each denoting an axis for a sought for property of the style.  The transformation exercises of the second 

phase gave a dynamic operation for the conceptual spaces. This was in the form of conceptual space 

combination (conceptual blending or ‘bisociation’). The reference links to the practice in the appendix 

showed how this informed what resulted. These were also a useful record of one creative agent’s 

exploration and transformation of creative writing style. The markup in these exercises showed 

possible routes for future development of the work based on textual analysis and bisonets. Together, 

the practice and formulaic presentation gave evidence for the argument that creative styling can be 
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reduced to procedural steps. The formulae provided the basis for a description of these procedures in 

a symbolic form which can be read bilaterally (i.e. either by machine or a person).  

In chapter 5, the Discussion chapter, the model and the practice which informed it were assessed 

for how they have helped to answer the proposition of the thesis. Section 5.1 reviewed the use of 

practice to inform the way the research was performed. Here it was noted that the conceptual space 

model followed closely the model expected of stylemes (section 5.1.1), in that the practice showed 

how the spaces interrelated with one another. Section 5.1.2 explained how the practice also worked 

by showing the creative style steps used. One step was the exploration of a conceptual space. This kind 

of creativity was revealed when practice was used to show the before and after effects of applying a 

known style. The second step the practice informed was creativity by transformation of a conceptual 

space. Here the existing model had its rules changed by experimenting with the combination of rules. 

What was found in this step was that, when transformation of style rules is carried out using only 

concepts found within the same overarching space, the resultant new style is of a regular, 

unremarkable kind. Minor stylistic transforms are produced, perhaps because of the restrictive nature 

of combining space from the same domain (a limitation of the experimental scenario).  An interesting 

discovery made when analysing the second step was the casting procedure. When combining rules 

from two different conceptual spaces, the rules needed first to be cast so that they could be members 

of the destination space.  

A further important discussion in this chapter was how the posthumanist philosophy used in the 

practice helped develop the argument. Section 5.1.3 discussed how, because the argument the thesis 

addressed fell under the more general question of can machines be creative?, posthuman conceptual 

spaces were used. This meant that research from two different disciplines — computer science and 

creative writing — could be used to make the case for a shared concept of creative styling. No 

comparisons between human and machine creativity were used, allowing the practice evidence and 

conclusions to be applicable to either. Programming practice and creative writing practice were 

combined, resulting in a formula format which was both machine and  human readable. This meant 

that the same, substrate neutral, writer could participate in all the practice exercises. The question 

regarding procedural creative styling was resolved without reference to a computer or a machine. 

Instead, the experiments and examples exposed the creative procedures (exploration, transformation 

and combination) in a neutral context. 

An example of how this philsophy worked came in the second half of the Discussion chapter. It 

discussed the success of using computer theory. The use of computer theory enhances the argument 

for procedural creative styling firstly because it is based on Wiggins’ conceptual space framework. As 

explained in section 5.2.1, this framework made the debate more accurate by ensuring that, whenever 
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‘rules’ were referred to it was clear which rules were being discussed. Traversal rules are the rules of 

styling. These were at the core of the informing practice and were used to set their generative actions 

in the case of creativity by exploration. Membership rules are those which determine belonging to a 

conceptual space. Collated from the stylistics of creative writing theory, these said which kinds of 

traversal rules went into each space. Evaluation rules are those used to assess the creative 

performance of the style used. These were in the form of an evaluation function of a point in the space 

and showed how values or levels of creativity were assessed.  

The second way computational theory enhanced the argument came with the application of 

Gärdenfors theory. This added to the precision of the debate by turning the debate’s focus to 

dimensions with qualities and quality attributes. Section 5.2.2 explained how having conceptual spaces 

with dimensions allows evaluation, transformation and combination of them to be proceduralised. 

The procedures involved searching for the qualities these dimensions specified (exploration of the 

points in the space), and combining the rule qualities of two spaces to find a new rule (transformation 

of the space).  

Casting (changing qualities from one space to another) was a way that these procedures could be 

further broken down. It meant that transformational creative styling by combination could be done in 

a list additive way, once the individual qualities had been cast. Making the new styles which make 

sense in the new space was the most difficult part of the casting process. It was made easier when the 

output space turned out to be one of the two input spaces, with a resultant more subtle and less 

dramatic style produced. Casting means taking a quality which conforms to the membership rules of 

an origin space and changing it so that it obeys the membership rules of the blended space. It gave a 

key creative procedure required when conceptual blending with spaces with quality dimensions. Once 

the qualities for a traversal rule had been cast, a concatenation of all of the qualities from both input 

spaces gave the formula summary for a new rule. The interpretation of this rule was then 

straightforward because all of the qualities sought are sensible in the destination space. What might 

be overlooked is that, despite its step-by-step explanation, casting is where the creativity of the style 

change is happening. Because the change is small and because it has been explained clearly, does not 

mean that it is not a creative action. It is creative in the sense that it develops a new style which was 

previously was unknown. 

In section 5.2.2.4 the advantage of using a dimension-based model in evaluation was discussed. 

The qualities these dimensions represented showed how the effectiveness, or value of creative style 

experimentation, could be a mathematical calculation. By considering an origin as the place in the 

original text where none of the qualities are present, a vector could be made from this origin to a point 

in the space where the style is applied. The vector’s absolute magnitude gave the rule’s effective value. 
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This meant that, to find the effectiveness of any applied style, the writer could be said to be using a 

procedure to calculate an optimal point in the space. The calculation is carried out by comparing 

records of their practice where the qualities are absent to those where it is present in the new style. 

Using Gärdenfors’ dimension-based theory of conceptual spaces means that the qualities and their 

relative magnitudes can be calculated in isolation, evaluating each according to their presence in the 

style rule.  

6.1 Future developments  

This thesis has taken a unique, practice-informed, approach as to how tricky questions, such as those 

surrounding creativity and style, might be undertaken. These kinds of question require delicate 

handling because to put machines and people into the same fold is controversial. Issues ordinarily in 

the domain of psychology are put into open view. Whilst the domain chosen here was creative writing, 

there are any number of others where a study using a combination of practice and conceptual spaces 

might be worthwhile. The benefit to the practice is that it ‘holds the hand’ of the creative individual, 

giving them a prescribed method by which they can be creative. The benefit to theory is that it allows 

conceptual ideas a concrete instance to reflect on. This could apply to other domains in the field of 

the arts where the documentation of created concepts is rare.  

However, because creative writing theory, combined with theory from computer science, was used 

here, future developments in one or other (or both) of these types of study is what is considered 

below.  

6.1.1 Creative writing  

Creative writing studies are often undertaken by practice, not led by step-by-step instruction. This 

thesis’s research provides an alternative way of communicating how creative writing is styled. Its 

method is the basis for a model containing instructive techniques. Each of the conceptual spaces in 

the model operate over a category of style and contain style tips that a creative writer might use. Aside 

from simply referencing such a model, the method itself is a means of documenting and researching 

creative writing style. An experienced creative writer could encode their own styles using the same 

model as a means of communicating their practice. This is a useful diary technique and one which can 

help record and hone skills which might otherwise never be.  

The key to producing style rules in this thesis was the use of style qualities. These kinds of qualities 

in creative writing are frequently mentioned, as in those found in the Literature Review, but it is rare 

to find them collated as such. Instead, creative writing handbooks and guides might be in the form of 

‘how to’ tips which generalise a particular style, rather than say what qualities it brings out in the 
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content of the writing. The breakdown of style rules into qualities from their summaries is a useful one 

in itself, as it shows the conceptual juggling act that a creative individual does in their practice. The 

second phase of the practice, where qualities are cast into foreign spaces is also a challenging exercise 

because it forces the stylist to work ‘outside of the box’. Uncharacteristic, new and experimental styles 

can be produced by using the bisociation or conceptual blending techniques used and outlined here. 

As a form of experimentation, this kind of mechanism for style generation might produce unorthodox 

styles which have, as yet, not been documented anywhere.  

A considerable portion of this research is its innovative conceptual space model of styles. This 

originated from Practice 1 and was transformed in Practice 2. The combination technique used in the 

second practice was limited to conceptual spaces within the domain of creative writing. Future 

developments might consider a similar model format but set against spaces from non- creative writing 

domains. These might lead to more striking transforms than those the practice exercises produced. 

One example is the spaces of primitive motor function concepts, as mentioned in the Literature 

Review. These ‘image schema’ spaces have concepts such as Path, with movement and spatial rules 

like reversing along pathways, rotation and touching. Such spaces have the potential to be more 

transformative in terms of the originality and effectiveness of the styles produced. The 

transformational creativity hypothesis (see Introduction) was not specifically tested, since it was more 

about making the case for procedural styling. The problem with such wild combinations this hypothesis 

promotes is that they might be so original as to be unappealing. The real challenge it gives for the 

writer is to produce new styles which they value but others have, so far, not valued. How such 

innovational value judgements might be calculated is beyond the scope of this thesis.   

6.1.2 Computer Science and other disciplines  

There are intriguing and exciting future research possibilities for the field of computer science and 

creativity (computational creativity) using the methods and representations presented here. The 

potential is for creative machines with customised modes of using and manipulating data. In particular, 

machine writers might deliver more than their current, rather dour and predictable prose. A focus on 

style, rather than rote production, might be what the field of computing needs to extend the potential 

of these types of writer. Algorithms which tailor the style of a program’s output could be based on 

evaluation functions of vectors of points in conceptual spaces, as detailed in the discussions chapter 

(section 5.2.2.3). The metrics employed to measure the quality values would need to follow a similar 

technique to those given in the practices, comparing this origin point with the generated content. 

Once acquired, a base set of conceptual spaces could be transformed to make the output of the 
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algorithms uniquely styled. The machine writer’s development would rely on how much its 

experiments with its own output are evaluated positively.  

6.1.3 Combined Practice  

The posthumanist dual-practice approach used here could be replicated elsewhere. Here its use has 

been to carry arguments which apply equally to creativity by machines and creativity by people. Other 

arguments where humanity promotes itself above machine endeavours, could also benefit from such 

an approach. The benefit is clear: ideas previously solely the province of artistic domains like creative 

writing and those restricted to scientific domains like computing can be shared within a singular 

posthuman research method. As was done in this thesis, the joining together of such disciplines can 

prove fruitful. By discarding previous conceptions on limited machine potential and human creative 

superiority, the focus instead would be on the undoubted potential of a posthuman creative writer.  
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Appendix A. Creative Practice 1 — Creative Style by Exploration of Conceptual Spaces 

This is the first half of the handwritten practice. It shows a method of creativity by conceptual space 
exploration. There are eighty nine examples in total, some with ‘before’ and ‘after’ pieces. For details 
of how these correspond to the spaces of the creative writer, see section 4.2.2. 

The purpose of this first series of practical exercises was to investigate how style could be 
represented. The spaces correspond to a creative individual working in the field of creative writing. 
The creative individual uses evaluation as part of the space. It is used to assess if the space had 
improved as a result of adopting the rule. What is measured is the qualities in each of the rules and 
their levels.  

For each rule, certain levels are required to be calculated. These values provide an assessment by 
the writer as to the value given of their application in terms of the atmosphere, levels of tension, 
narrative value and so on. The qualities for each space are the means by which these values are moved 
either up or down (the idea being that positive application improves the style, and hence the quality, 
of writing).  

When it comes to assessment, the rules are evaluated to see whether they improve the space or 
make it worse. If they improve the space then the rule receives a higher weighting, if not it gets a lower 
one. The success of the rule is made against the magnitude of the vector whose dimensions are given 
by its qualities. The way that the qualities are designed is such that they can each have a measure or 
value. Assessing these values is akin to an analogue to digital conversion. 

Notes on the Formula Formatting  

The report on rule encoding, i.e. the formulae format, is found in section 4.2.1 of the Results chapter. 
The format is a simple one which can be read easily by substituting the alphabetic characters and 
mnemonic descriptors for their summary descriptions.  

1. Conceptual Space M: (Subject Matter and Theme) 

Traversal Rule Instances 

1.1 G+ → [AD]+  

Description 

To render a theme indirectly, talk of places associated with them and describe them. 

Keys: 

G = Conceptual space 'settings and place' 
AD = (A)bstract versus (D)irect. 

Explanation 

In the first piece the theme of ‘freedom’ is addressed directly same thing such things as ‘the cursing 
was over’, ‘I felt carefree’, ‘I felt innocent and reborn’. With the second piece (the revised draught), 
the same theme is carried indirectly by talking about ‘fitted carpets’, ‘last night's beer glass’, ‘children 
playing in the garden’, ‘warm concrete slabs’ and so on. The theme is seen through these snippets, 
rather than the more direct method used in the first piece.  

Example 1: ‘Freedom’ 

a) Before: 
I was feeling calm. At last I had managed to put my mind at rest. The cursing was over, there was no 
need to feel frustrated anymore. The house had been put on the market and the sale had gone through 
in a short matter of months. In the new house I felt carefree. Surrounded by the new people in my life, 
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my old life and all the worries surrounding it had vaporised. I felt innocent, reborn. My steps were 
lighter, I looked forward to the new day with a sense of anticipation and excitement at the possibilities 
that lay before me. All the efforts had been worthwhile and I realised that, without going through 
those bad times, I would never have reached this new-found feeling of liberty and relaxation. The truth 
had set me free.  
b) After: 
The carpets in the room smelt fresh, their brush against my bare feet reminding me of the days when 
I’d worked fitting carpets with my Dad in my youth. I noticed that the sofa was at an odd angle so I 
straightened it. My mind drifted to the TV show ‘Monk’, where the detective is always straightening 
things in an obsessive way. The glass top of the coffee table had a mark where last night’s beer glass 
had rested on it. I ignored it and walked over to the patio window to watch the children playing in the 
garden. They were taking turns running down the small incline and doing a tumble: forward rolls, 
cartwheels and handstands. I opened the door and slipped on the sandals which were resting on the 
warm concrete slabs I had helped Mary lay when I’d sold my old house and moved in with her. There 
she was, sitting in a deckchair by the flower bed she’d been tending all afternoon. I went to the shed 
and got the spare deckchair. “Mind if I join you?” I said.  

Evaluation Notes 

Evaluation identifies if the concept of ‘theme’ is improved as a result of using this rule. The measure 
of how direct/indirect it is is given by the magnitude of AD. This gives the extent to which the rule is 
applied. 

1.2 A+ → [PQ(unsettling)]+  

Description 

Use unusual or extreme aspects of atmosphere to make a theme of horror more unsettling, e.g. 
extreme coldness, impenetrable darkness, etc. 

Keys: 

A = Conceptual space 'atmosphere' 
PQ(unsettling) = (P)sychological (Q)ualities (unsettling). 

Explanation 

In the first draft below, the theme of horror is relayed in direct statements such as 'filled him with 
terror'. The alternative rendition describes the atmosphere which creates this terror. In the after piece. 
Each sentence here is intended to intensify the feeling of horror and terror. The theme of horror is less 
explicit, with fear being described by the atmospheric effects which unsettle the person experiencing 
it. 

Evaluation Notes 

Evaluation notes where atmosphere is being described in unsettling terms and their absence in the 
case when the theme is relayed more directly, as in 'the idea filled him with terror'. This gives a 
measure of the PQ(unsettling) quality. If the space is improved as a result of the rule’s adoption, it is 
more valued in future and becomes more prominent in it. 

Example 2: ‘Zero Escape’ 

a) Before: 

For once Janson couldn’t think of a quick retort. It was a do or die situation, or maybe a do and die he 
thought to himself. If he went first then Sandra might still refuse to cross. How could he convince her 
that the bridge was safe? The dramatic idea that then came to him filled him with terror. He’d backed 
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himself into a corner, there was only one possible way forward. Without further ado he turned around, 
gave Sandra a quick grin, saluted, then fell backwards into the thin stream of air.  

b) After: 

The wind blew in harsh drafts across Janson’s face. He wanted to turn his back on it and step way but 
forced himself to look at the air bridge. It shimmered in the bright daylight like shards of broken glass. 
The distance to the other side was no more than a hundred meters but whenever he tried to focus on 
it his head went cold. He felt dizzy without looking over the cavernous drop. The features of the place 
were keeping him rooted to the spot. To go forward meant trusting himself to the insubstantial bridge. 
If he looked at it he could imagine falling through its ghostly substance and to the ground below. If he 
closed his eyes he felt himself teetering with dizziness because the image of the bridge remained in 
his mind. There was only one way to remove the fear which held him so paralysed. With a swift turn 
he saluted, then fell backwards into the source of his fear. 

1.3 I+ → [FP]+  

Description 

Use imagery and poetic language for themes which are esoteric such as a theme of 'time' to increase 
feeling of time as fleeting or intangible. 

Keys: 

I = Conceptual space 'imagery' 
FP = (F)ragility versus (P)owerful. 

Explanation 

In the before piece the sense of time passing is only described by first describing what happens in one 
time, then comparing it to the other. The sense of time passing is described in terms of time itself ('the 
rush of time appeared to have slowed') without giving any sense of it. In the after piece the sense of 
time passing is compared to other events in poetic imagery. The theme of time passing is clarified by 
these poetic images. 

Evaluation Notes 

A measure of how 'poetic' the language is with respect to the theme is used. A count of the use of the 
word 'like' is an example. This gives the FP measure and the extent of the rule. If the result is an 
improvement in the handling of theme as a concept, the rule is given a greater weight for future use. 

Example 3: ‘Time Heals’ 

a) Before:  

I looked back over my life and couldn’t see where all the years had gone. I thought of my youth and 
the games I had played as a child. Then I switched to my teenage years and remembered how awkward 
I’d felt during my adolescence. University went in a flash, with only the highlights bright in my mind 
such as the day I had rung my mother with shouts of joy from the phone box on that bright summer’s 
day when I had received my graduation result. Then the difficult years, the years of my illness. Hard to 
remember now what it had felt like to be so ill all the time and how it had drained me. Still, I had been 
fit enough to enjoy sports and go on long cycling rides with my sister. The post-op years were closer 
to home, though I now realise that was twenty years ago. Only now does all that rush of time appear 
to have slowed. What is it about today that makes me so inwardly focused? 

b) After: 

My memories come back to me like waves lapping the shores of my conscious mind. The games I had 
played as a child are echoed in the shadows of the children I spot playing outside my window when I 
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break from my work to see what all the fuss is about. Halcyon days that I struggle to recapture in the 
harshness of my more mature years. Now I spend my time and efforts erecting the skyscrapers of hope 
and confidence in others which I once shared. I train them for a life which I remember in flashes of 
days where the sunshine always beckoned to pull me from my books. That phone box atop the hill 
where I phoned my mother with my results is like the finishing line in a marathon run. It is not a real 
memory but one I reconstruct from Lego bricks of sunshine and optimism. Then the sparks of pain and 
the scars of my illness jab at me softly to ensure I don’t forget how lucky I am to be alive. How did I 
survive those surgeries? The illness seems like only a vapour now, but at the time is was like a hand 
that wound the elastic tension in my guts. The happy times and the sad, like passing strangers in an 
endless dance. 

1.4 L+ → [MM]+  

Description 

Make the same point repeatedly but in different ways to drive a subject home. 

Keys: 

L = Conceptual space 'language' 
MM = (M)eaning (M)easure. 

Explanation 

Here the subject is freedom through confession as in 'the truth sets you free'. The point is made only 
once in the original draft at the end of the piece. Here it is made three times. 

Evaluation Notes 

The meaning measure (MM) can be evaluated by a count of how many times the meaning is made 
plain (e.g. 'the truth sets you free'). If the space is improved as a result of this MM level, the writer 
prefers the rule with it at this level in future use. 

Example 4: ‘Confession’ (rework of Example 1b 'Freedom') 

I’d always felt trapped in that old house. It had been the lie that had kept me there. Sally didn’t deserve 
that. “It’s much better now isn’t it?” I said to her as I handed her the drink. She looked up from the 
deckchair and smiled. The smile released something inside of me. I drew in a deep breath and returned 
it as I sat in the chair next to her. “Do you still think about it?” I said. 

“Every day,” Sally said. “It was hard at first, but I’m getting used to it now. Besides, we have all this 
to be thankful for.” She waved her glass towards the children who were playing handstands on the 
lawn. 

“Yes,” I said. “It’s hard to think that we would be here now if we hadn’t faced up to the facts.” 
“It’s something we did together,” Sally said, pulling on my arm to draw me closer to her. It was true, 

but I hadn’t realised it before. The truth had set me free. 

2. Conceptual Space P: Plot 

Traversal Rule Instances 

2.1 S+ → [EM(beginning, middle and end)]+  

Description 

Have a structure with a beginning, middle and end and use these events as the key to steering the 
plot.  

Keys: 
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S = Conceptual space 'structure' 
EM = (E)vents (M)ood steerage. 

Explanation 

In the first piece the plot is told without a beginning and is set around a moment in time. In the second 
version the plot is told in a linear way. The beginning is established, the middle is where the Princess 
is cursed and falls asleep, the end is where she is kissed by the Prince and is saved from her curse. Each 
section is identified by its own paragraph. 

Evaluation Notes 

The EM value is given by assessing the level of the presence of events which delineate the plot into a 
beginning, middle and end. The evaluation can then gauge the extent of the rule from this value versus 
the effectiveness of plotting this way. 

Example 5: Sleeping Beauty 

a) Before: 

Pulling her from the depths of what seemed like a vast ocean of darkness was a feeling she had never 
felt before. The princess stirred as something stirred inside her. That feeling — one of warmth and 
tenderness, a closeness of connection pulling her ever upwards. She reached up with her hands to 
pierce the surface of what had been containing her. Her hands clasped around an anchor, a body. She 
opened her eyes and the prince stared back at her, his lips still locked on hers. For what seemed like 
hours that magical moment continued as the princess became alive once more.  

b) After: 

When the princess was born, the witch could not stand the fact that one child would grow to have 
everything she desired. So, she set a curse upon the child: when she reached the age of sixteen she 
would die an unnatural death. The fairy, seeing the cruel curse the witch had set used all her powers 
of goodness to alter the curse. She could not erase it, for that was beyond her powers. Instead she 
altered the curse so that the Princess would fall asleep.   

The princess led a full and happy life, blissfully unaware of the curse which hung over her head. 
With the approach of her sixteenth birthday only one day ahead, she made plans for how she would 
spend the rest of her life in her diary. She wrote about the prince she would marry, the children she 
would have, the beautiful, if modest, cottage she would raise them in. Tired and content, she put the 
diary under her pillow and fell asleep. She did not wake up the next day or the next. When the king 
discovered what had happened, he sent messengers around the kingdom to try to find a cure.   

The prince heard tales about the beautiful sleeping princess. He made his way to her palace and 
secretly crept into the room where she was sleeping, avoiding the guards by climbing the tower 
outside of her room. The rumours of her beauty were not exaggerated. How could such a great beauty 
be trapped by so evil a curse? he thought. He kissed her and, to his amazement she awoke. From that 
day onwards the prince and the princess were never to be separated.  

2.2 S+ → [CN]-  

Description 

Use key events in plot as points to aim for in writing.  

Keys: 

S = Conceptual space ‘Structure’  
CN = (C)haracter (N)arrative determination extent. 

Explanation 
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The plot unfolds without directed points. For example, the fact that Jack went to the market is not 
mentioned here. The first piece has been written ad hoc with no particular points to aim for. It starts 
with Jack with the beans in his hand, the scene at the market is omitted. Because the second piece has 
points to aim for, it has more structure (the points to aim for are detailed below). The author is forced 
to render the piece in the different scenes which cover the separate plot points. This gives a style in 
which there is a greater sense of linear progression, perhaps making the plot easier to understand for 
the reader. 

Evaluation Notes 

The writer knows what the plot is and can choose to be explicit about it by breaking it into plot points. 
The magnitude of the negative value of CN is a measure of the extent of this explicitness. The 
evaluation of the rule is made against this magnitude versus how the writer judges that the rule 
improves plotting. 

Example 6: ‘Jack and the Beanstalk’ 

a) Before: 

Jack looked down at the beans in his hand. He hoped that they were all that the man had told him they 
were. Magical beans, what might they do? He was full of excitement as he skipped home to tell her 
about the great trade he had made for their cow. His mother slapped his face hard. “How could you 
be so stupid Jack?” she said. In his room Jack sulked, rubbing his sore face. He still believed in the magic 
of the beans but his mother had made it clear she did not. He remembered the words of the market 
trader “Just plant them and you will see wonders like you’ve never seen before…” He snuck out of his 
room whilst his mother wasn’t watching and planted the beans in the dusty ground of the small 
farmyard garden where nothing had been growing. He went back to his bedroom and fell into a 
wonderful dream. The adventures which followed showed him that he was right to follow his own 
inner feelings. Climbing down from the giant beanstalk with his prized crock of gold he presented it to 
his mother who greeted him with a smile and a warmth that he’d never seen before. 

b) After: (points to aim for: Jack goes to the market. He exchanges the cow for some beans. He returns 
home to his mother where he is rebuked. The beans grow into a giant beanstalk. He climbs the 
beanstalk and finds the giant and his castle. He steals the giants gold and returns down the beanstalk. 
He chops it down and saves the day). 

Jack’s head is low as he heads towards the market. The cow is the last of their prized possessions but 
he’d always lacked confidence when it came to selling things.  

At the market he feels uncomfortable in the hustle and bustle of the busy traders. None of them 
seemed interested in Daisy. In the end he settles for the beans which the seller had convinced him 
were magical and would grow to hundreds of feet tall.  

Bolstered by the good news, he runs home to tell his mother about the sale. “Jack, how could you?” 
his mother says. “These beans are worthless, you’ve been conned and sold Daisy for nothing.” She 
throws the beans to the farmyard floor and Jack goes to his bed crying.  

In the middle of the night he is awoken by a curious tapping sound against his window. He sees the 
leaves of a giant beanstalk scratching the window as it shoots up into the sky at enormous speed.  

Quickly he dresses and climbs the beanstalk. “Fee fi, fo fum, I smell the blood of an Englishman,” 
he hears a deep voice bellow. Out of a huge castle at the top of the beanstalk steps a giant. Jack skips 
around him and into the castle. He heads to the cellar and there he spots a pot filled to the brim with 
gold coins. The giant is close. Jack picks up the pot and dodges between his legs as he heads back down 
the beanstalk.  

Dropping the pot, he runs to get his mother’s axe and chops the beanstalk down before the giant 
can descend after him. The beanstalk withers and dies, then evaporates into dust as if it had never 
been. Jack picks up the pot of gold and carries it to his bedroom where he puts it under his bed. 
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Tomorrow he will tell his mother the good news, he thinks as he dreams the most beautiful dream of 
reconciliation. 

2.3 C+ → [CN]+, [SP]+  

Description 

Allow characters, their motives and experiences to determine plot, i.e. 'seat of the pants' rule. 

Keys: 

C = Conceptual space 'characters' 
CN = (C)haracter (N)arrative determination extent. 
SP = (S)eat of the (P)ants extent. 

Explanation 

In the first version the plot rolls out without any planning. The event which is central to the telling of 
the story is the encounter, and all details follow from this. In the second version there is more 
information about the motives and background for the boy. Instead of the encounter being central to 
the plot, it is these details which drive the story. By doing this the story ends differently. 

Evaluation Notes 

What is evaluated is the style of plotting, not the text per se. The need to have levels of character 
detail noted and the extent to which it is written ‘seat of the pants’ rather than preplanned gives the 
quality values. These values say the degree to which the rule is used. 

Example 7: 'Boy Meets Girl' 

a) Before: 

“So what’s your name?” he said. The girl smiled. He noticed that she had perfectly white teeth which 
rendered the kind of smile usually reserved for Hollywood stars.  

“It’s Kelly,” she said. 
“Warren,” the boy said. He already knew the shop assistant’s name, but he felt it only polite to ask. 

He’d overheard one of the other assistants call to her one day and committed the name to memory. 
He continued packing his shopping into his bag. “I took your recommendation and tried those prawn 
cocktail crisps by the way. They weren’t as bad as I remembered.” 

Again the smile, this time slightly coy when their eyes met. Her glasses didn’t put him off, nor did 
the baggy supermarket uniform she was wearing. If anything he found her down-to-earth appearance 
more appealing. It kind of toned down her beauty. Any adulteration would have ruined the effect. Like 
a hidden gemstone or a treasure that was best kept secret. The less that people knew about her, the 
better his chances. Or so he calculated. First he had to move the conversation away from the kind of 
small talk he’d already tried the last six or seven times he’d visited the shop. The thudding of his heart 
was palpable, like he’d just been on a five mile run. The next few words came out in a blur. Afterwards 
he’d packed the rest of the shopping and paid in a daze which only cleared when he reached his car. 
She’d said ‘yes’. 

b) After: 

Their eyes met across the floor. He quickly looked away and went back to his shopping. Now it was 
becoming awkward. He knew her name and that she liked prawn cocktail crisps and that was all. Yet 
why was it that every time he walked in the shop they somehow met? Once he’d been standing at the 
back of a queue and had switched to another queue when the tannoy had announced its opening. It 
had been Kelly (the name he’d memorised after overhearing another assistant call to her) who was 
serving at the new checkout. And the way he’d discovered her name. The first time he’d heard it he’d 
forgotten it. Then a second assistant had called her whilst she was seated in her checkout chair and 
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just as he was about to get served. It was as if fate was playing tricks so that he couldn’t forget it. The 
meetings were now becoming embarrassing. He tried shopping at other shops to avoid the 
awkwardness of their encounters. Maybe she just a friendly person? he thought to himself. But no, 
there was more to it than that. Why did she look away so shyly when their eyes met? Was there a 
secret rule about not fraternising with the customers which made her seem so shy? He noticed that 
she had moved from stocking the shelves back to her checkout position. The till light blinked green. 
For a moment he hesitated. Then he turned away and proceeded toward the other checkout so that 
the checkout girl that he fancied had her back to him. As he walked out of the store he wondered why 
he couldn’t remember her name.  

2.4 C+, T± → [EM(action)]-  

Description 

Have an exciting or action-packed part of the plot be followed by more sedentary exposition. 

Keys: 

C = Conceptual space 'characters' 
T = Conceptual space 'tension' 
EM = (E)vents (M)ood steerage. 

Explanation 

The first story is not action packed, but rather it details what has happened to the man. The events 
themselves determine the mood, detailing a man in the depths of depression through the loss of his 
wife, home and security etc. In the second story the mood is less determined by events, it is the tension 
due to the situation the character finds themselves in which gives the mood. The mood breaks when 
the plot turns to what happens after the man turns the corner. The lowered tension is what determines 
the plot and how plot is managed. 

Evaluation Notes 

Estimation of EM is to do with the level at which plot changes due to tension felt by the character as 
opposed to that based solely on exposition about, say, events in the character's past. Evaluation gives 
the effectiveness of this method in the space of Plot.  

Example 8: ‘Down But Not Out’ 

a) Before:  

Never had he been so down on his luck before. With his benefits stopped for a ‘review’, he’d been 
kicked out of his home because he’d been unable to pay the rent. He consoled himself that it wasn’t 
really home. Home was the place he’d once shared with his wife. He remembered what home felt like 
— security, a place to go to at the end of the day and relax from your troubles. That place had been as 
much like home as a prison cell and it was the thought of prison which played heavily on his mind now. 
Sleeping rough and relying on foodbanks for sustenance, he still managed to smile. His main demon 
had been conquered. A man without money couldn’t gamble. The irony of the situation brought him 
some solace but that solace faded in the light of his latest challenge for survival. Doris had been a 
wonderful woman of advancing years. She’d spent her twilight years organising and financing the 
foodbank entirely from her own resources. Her death was like a blow to the stomach. Not only had 
she been one of the few people who seemed to have some empathy with his plight, she was his only 
means of getting one solid meal per day. He felt the old gambling urges rise again as he considered his 
next move. The shop was packed with food, but he was not a thief, he was a gambler. With his basket 
full of expensive goods he stepped through the barrier hoping that this, the third attempt would be 
the one that he would be jailed for. 
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b) After: 

They were at his back and he was running. He threw down a black bin as he sped through the narrow 
back alley. Gambling is a terrible addition, the most terrible thing about it being the beating you get 
for not paying up. Not daring to look back, he jumped a wall and ran through someone’s back garden. 
The voices of his pursuers drove him on when his aching legs were telling him to stop. He ignored the 
protests of the woman hanging her washing as he dashed through yet another garden and ran up the 
hill. At the top he turned the corner and stopped. With his heart pounding he listened intently as he 
tried to control his breathing for fear he’d be overheard. There were no pursuing footsteps, no calls of 
‘where did he go’ or shouts of ‘this way’. He walked on, crossing the road and taking a twisting and 
turning route down several pathways towards the church. Now, more confident that he was not being 
pursued, he began to relax and walked on past the church and across the field behind it in the direction 
of the shopping centre.  

This couldn’t go on. Gamblers at his back and a rumbling, half-empty stomach propelling him 
forward, he eyed the shopping mall with a sense of trepidation. He knew that he was about to 
exchange one bad situation for another, but the thought of three-square meals a day and a chance to 
relax was more than tempting. He’d have to make sure he chose something expensive that couldn’t 
be ignored with a slap-on-the-wrist sentence like the previous two times. It wasn’t a problem. The 
jewellery shop looked like a good bet. He caught himself in the shop window as he entered and saw 
his reflection smiling back at him.  

2.5 M → [EM(subject)]+  

Description 

Make plot decisions based on the subject matter so that it keeps returning to the subject as a guide. 

Keys: 

S = Conceptual space 'structure' 
EM = (E)vents (M)ood steerage. 

Explanation 

In the before piece the subject is 'making sense of loss'. In the before piece the plot meanders around 
memories of the watch, what the watch was associated with and how it came to be lost and then 
refound. In the after piece, it is the making sense of loss theme which is returned to over and over. 
The author uses this as a means of telling the story, rather than focusing on the watch's history and 
the events which detail its loss. The logic behind loss (and the events and moods of this) and how a 
person comes to terms with it (i.e. the theme) which steers the plot.  

Evaluation Notes 

The subject needs to be assessed, then referred to as part of calculation the EM value (the frequency 
with which subject is returned to determines the amount of influence it has on events and mood to 
steer the plot). The space is then evaluated at the level of this measure to see if the style produced by 
the rule is a good style technique. 

Example 9: 'Making Sense of Loss' 

a) Before: 

The watch had been one of his favourites so when he’d lost it, it felt like he’d lost an important part of 
his past. A heavy piece with an ornate face, there were many happy memories associated with that 
watch. Like Joy, the woman he’d met in his evening classes. “Is that watch big enough?” she’d said. It 
was like a summary of their three terms together, a memento of the fun times they’d shared. When 
the classes had finished they’d set up a private group, held in the houses of the various members. Joy’s 
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house had been impressive, in a secluded neighbourhood occupying a whole corner of prime real-
estate. The experience of visiting the other members of the group’s houses had been like a dream. 
He’d seen how the other half lived and felt connected to that world if only for a brief moment. The 
group had ultimately faded out and he’d moved on, losing contact with Joy and his other friends. But 
he still remembered her quip about his watch and the days they’d exchanged banter waiting for the 
tutor to arrive in the corridors of the school were the evening classes had been held.  

He also associated the watch with his old house and the sports car he used to drive. They all seemed 
to go together like a souvenir box of, for want of a better word, ‘joy’. So it was with some distress that, 
after much frantic searching, he realised he’d lost it. He suspected his brother. A kleptomaniac who 
couldn’t tell the truth if his life was at stake, he could write a whole volume about that relationship. 
Later had followed a much more detailed search around the phone table where he last remembered 
seeing the watch. Nothing. No amount of furniture upturning or interrogating his brother caused the 
reappearance of the watch. After months of hoping it would resurface, like his ‘lost’ mobile phone and 
his ‘missing’ ten books of Christmas card stamps, he resigned himself to his loss and called the 
insurance company to make a claim under his ‘personal possessions’ policy. Many years past until, one 
day, his father was helping him clean out the old shed. There in one of his old boots was the watch, 
making a magical reappearance like a golden treasure found at the end of a rainbow. How it had ended 
up in his boot he could only make sense of by inventing a scenario. He imagined the shoe rack under 
the phone table (though he knew it had been by the stairs) and the watch dropping into the boot. He 
thought of his brother feeling guilty about one theft too many and putting it into his boot in the hopes 
that, when it resurfaced, his guilt would be assuaged. All of these ideas and more he invented over the 
months thinking about the watch and how it had reappeared. The truth would never be known.  

b) After: 

When I lost my watch I couldn’t make sense of it. Prize possessions I am always careful with. I don’t 
make mistakes about where I put them. I don’t forget or misplace them because I know how much it 
irks me when I do. The first few hours are the worst. Trying to make sense of it. First I ask if anyone 
has moved it (though not my brother, since obviously that would be a waste of time). Since I was 
forced to sell my house, I’ve moved back in with my parents. My mother helps me look, my father 
repeats his regular response ‘where did you have it last?’ If I knew that then I wouldn’t need to ask, 
but I let it pass. He’s getting on in years and he’s earned a fixed mindset. There is no logic to my 
brother’s stealing habit, which is why I put it last in my list of possible happenings to my watch. I check 
the floor and even upturn the shoes in the shoe-stand, which are an unlikely prospect since they are 
some distance from the phone shelf where I am sure I put the watch the previous day. Then come the 
old doubts. I’ve put it on the shelf so many times, could I have been remembering a previous occasion 
when I put it there? I check other locations, my room, the dresser, my pockets, my coat…nothing. In 
the end I relent to the illogic of the situation.  

I’ve learned to become philosophical about such happenings. Once my mother had lost a distinctive 
emerald broach. It had been pinned to her jumper one minute, the next it was gone. We had searched 
high and low for it — down the sides of the chair where she had been sitting, in her pockets, in her 
handbag, anywhere it might have fallen by bouncing off the furniture. The next day she had been 
sitting on the same chair when she heard a clatter on the wooden floor. She screamed out for my 
attention. There was the broach on the floor. It had appeared magically as if from nowhere. It made 
no sense at all, but the lesson I learned was that the missing sometimes find themselves. Another piece 
of philosophy I console myself with is the logic of not looking too hard. The more you look, the less 
likely you are to find whatever it is you are looking for. It’s something to do with making the same 
mistakes, not looking properly or some rule of physics which says that you can’t see everything all of 
the time.  

The laws which govern missing things, like their rediscovery, are hard to fathom. If you relax and 
look another day, or even simply wait, the missing item will return. Such was the case with my watch. 
My father found it in the shed inside a boot which had been stored there to remove the clutter in the 
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hallway. I didn’t bother to try to figure out how it had become lodged in the toe of an old boot, I was 
simply grateful to have it back. 

3. Conceptual Space C: Character  

Traversal Rule Instances 

3.1 P-, T+ → [AT(motivation)]+  

Description 

Use the motivation(s) of a character to determine their reaction given some obstacle in their way, i.e. 
adversity.” 

Keys: 

P = Conceptual space ‘plot’ 
A = Conceptual space 'atmosphere' 
AT(motivation) = (A)ction (T)ightness (motivation) 

Explanation 

In the first text, the character George takes an action to carry on digging. Because his character 
background is largely empty, the decision he takes is one the author makes without any knowledge of 
how he might react, given the circumstances. In the second text, George has a fuller background. When 
it comes to making a decision. 

Evaluation Notes 

The character's motivations are listed, then their collective input to a decision turn in the plot is what 
is measured for the AT quality. The space is then reassessed to see if this level for AT is better for 
plotting than the previous level, and this assessment sets the probability that the rule will be used 
again in future. 

Example 10: ‘Caving with my Wife’ 

a) Before: 

“We’ve been in worse situations than this before, we’ll simply have to press on,” George said.  
Hélène gave him a withering look. “That’s easy for you to say, I’m exhausted. Why don’t we simply 

wait here until someone comes to rescue us?” 
“We could be waiting for a long time. I don’t believe in relying on other people. You either do it 

yourself or it doesn’t get done.” 
“The sign of a poor leader,” Hélène mumbled. 
“What’s that you say?” 
“I mean, Winston Churchill wouldn’t have won the war on his own would he?” 
“Winston Churchill didn’t win the war, the people fighting it did.” 
“Exactly,” Hélène said. “So why don’t we wait for some of those people with more fighting spirit 

than we have to rescue us.” 
George turned around to look at his wife. Her face was drained and pale, her eyes half-closed. They 

both had had only sips of water and a few biscuits to keep them going. He turned back to examine the 
narrow tunnel. A chink of light promised freedom but it would be a struggle. “Okay,” he relented, 
turning to sit down in the cramped space next to where the tunnel had collapsed. “You’re right, it 
won’t be too long until someone comes to our rescue. Why don’t you close your eyes and rest.” 

“I know you George, we have been married for ten years. I know what your planning…” She closed 
her eyes. 
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George checked that she was okay before turning back to the narrow opening to resume his 
digging. 

b) After: 

George had always been an independent and adventurous youth. Caving had been one of his favourite 
past-times. There was something about it. Where others saw it as dangerous or frightening, he saw it 
as escape and a challenge. He’d taken the same attitude to life. Challenges had been there to be 
conquered, the greater the test to his individual prowess the more the temptation. Anything to get 
away from home. His parents always rowing, his brother a bullying ape, his sister finding her escape in 
books. Now, here he was, faced with a different kind of adversity. He’d suggested caving to Hélène 
with the promise that he’d be there by her side. She was slightly claustrophobic but never one to 
refuse a challenge like himself. That was one of the aspects of her character which had attracted him 
to her. When the tunnel had collapsed it wasn’t fear which was the source of his anxiety but guilt. It 
had been his constant encouragement which had cause Hélène to relent, his assurances that the 
Devil’s Bowl was no more dangerous than any other caving expedition. Those final words which had 
convinced her about Peru rang in his ears. He knew he was being selfish by over-exaggerating the 
safety side and ignoring her worries. 

Looking at Hélène now he could see that she was scared, but more than that she was tired, hungry 
and thirsty. He checked the small opening. There was no doubt that he could make it but feared what 
would happen if he left Hélène alone. What was the point of surviving all this if he were to lose her? 
The thought that he was literally stuck between a rock and a hard place didn’t comfort him. The hard 
place was what would happen if they stayed where they were and neither of them made it out. At 
least if he struck it out alone he stood a chance of arranging a rescue. But he had changed since those 
days of his youth. All that striving to be free, those risks and challenges he’d taken, they’d all stopped 
when he’d met Hélène. She was his safety, his security. He didn’t need to be independent anymore 
and, in truth, hadn’t been enjoying the caving adventure as much as he’d hoped. He didn’t feel free 
here under the ground, but didn’t feel trapped either. “The guys who run these caves will have already 
started the search for us,” he said. “We’ll stay here and wait for the rescue team.”  

3.2 P+, A+, S+, I+ → [SD]+  

Description 

Relate events happening to a character via familiar sensory detail.  

Keys: 

P = Conceptual space 'plot' 
A = Conceptual space 'atmosphere' 
S = Conceptual space 'structure' 
I = Conceptual space 'imagery' 
SD(other) = (S)ensory (D)etail other. 

Explanation 

In the first text, Hélène's anxiety is highlighted by reference to what she is feeling through her senses 
of taste, touch etc. In comparison to the original text, the character is much more central to plot, 
atmosphere, structure and imagery. In this rewrite the plot is predetermined by the author There is a 
sign saying 'no entry' and the group are going to transgress the rules and enter. 

Evaluation Notes 

Evaluation requires judging how often the senses are used to carry the story (SD) and whether the 
space is improved as a result of this frequency value. 
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Example 11: 'Caving In’ (from Example 10 ‘Caving with my Wife') 

Hélène was scared. The taste in her mouth was dry like chalk. She took another sip from the bottled 
water and the icy liquid brought no relief. She swept her hand across the rough surfaces of the rocks 
to feel for somewhere to sit. George had said it would be unwise to remove her gloves but the darkness 
combined with the padded fingers meant she couldn’t tell if there was anything sharp. She slid off one 
glove, fumbling to put it in her pocket. She had been right to go against George’s advice. Tiny shards 
of pointed rock pricked her fingers. She brushed them away and sat down on one of the bigger 
boulders from the rockfall. The harsh surface pushed into her bones and was uncomfortable but she 
didn’t care. The shock of the fall had made her feel light-headed. Even now, sitting on the boulder, she 
was finding it hard to focus. She didn’t want to add to the drama of the situation by feinting. Feeling 
the cold already biting at her fingers, she turned on the light on her helmet briefly so that she could 
put her glove back on. “What’s that smell?” she said. “It tastes like chalk.” 

“It’s probably just the dust from the fall,” George said. “This is a natural cave, not a mine. It’s a 
common misconception that there are lots of poisonous gases…” 

“Please, spare me another lecture about how safe it is down here,” Hélène said in a light voice 
which, in the amplified confines, came out harsher than she had planned. “I can take the cold and the 
darkness, the constant feeling that I’m about to fall over and the penetrating silence of it all, but what 
I can’t take is you telling me that this is still a holiday.” 

George laughed, “At least you’ve kept your sense of humour,” he said. 

3.3 T+, P- → [AT(mood)]+  

Description 

Allow moods of characters to lead the way when deciding how the plot turns.  

Keys: 

T = Conceptual space ‘tension’ 
P = Conceptual space 'plot' 
AT = (A)ction (T)ightness 

Explanation 

The ‘before’ piece is a new story in which there are a number of characters introduced. In the revision 
Alison and Jenny are nervous, Jacob is frustrated by his feeling of being a prisoner. These moods are 
what the author uses to determine where the plot goes, the two women's anxiety outweighing Jacob's 
intention to break the rules and enter. 

Evaluation Notes 

The AT level is estimated from the amount of steering of the plot by the mood of the characters.  

Example 12: ‘No Entry' 

a) Before: 

“The rules say we can’t go in there,” Jenny said. 
“If everyone obeyed the rules all the time then we really would be living in a police state,” Jacob 

replied. 
“Maybe Jenny’s right,” Alison said. “We’ve been pushing our luck lately.” 
Jacob glanced first at Jenny then at Alison. He’d never known the girls to be this timid, but then 

these were strange times. Before the happening they’d both been easy-going. Now, it seemed, they 
had to fight the urge not to fret over every little transgression. This morning he’d swatted a fly against 
a window in the house and then pondered whether he should simply have opened it to let it leave of 
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its own accord. “And that’s another thing, since when did we all get so superstitious? Alison, you’re 
the scientist, surely you don’t believe we’ve all been cursed do you?” 

Alison looked at the door. The red and white tape was still fresh. Jacob had hit a nerve. All her life 
she’d been the rational one, arguing for proof when others hailed old wife’s tales and relied on gossip. 
“There haven’t been any deaths reported in this area, but the rules are based on science. My mind 
says its okay, I suppose I’m feeling a little pre-programmed.” 

“And that’s down to the propaganda, which you know all about Alison so you must realise it.” 
“Just because I’m in media doesn’t mean I can separate myself from the story,” Alison replied. “But 

I do remember that we all used to take more risks than this.” 
“And we used to have a lot more fun,” Jacob encouraged. 
Jenny sighed. Jacob always did have a way of making them change their minds. She broke the tape 

and pushed on the handle of the door. 

b) After: 

The days after the happening had been ones filled with paranoia and superstition. Instead of a 
welcoming smile, people stared suspiciously at one another and new friendships were next to 
impossible to establish. Then there were the tapes. Red and white banners which proclaimed that this 
area or that was off-limits. Jacob hated all of it. He didn’t sit in the denier’s camp. Despite the fact that 
he did not have any direct experience, he was in no doubt that the incident was real. But life had to go 
on. Everything was a gamble, from taking the decision to walk out of the door in the morning to 
crossing the road. No amount of no-go areas could prevent others from dying. Besides, he hated rules 
and the feeling that someone else was controlling his actions. Freedom was a basic human right and 
one not easily recaptured if lost.  

Alison hung at the back of the group, watching the streets with a cautious eye. She had been 
counting the cameras and drones on the way down and noticed that their number had dwindled the 
more they had stepped out of the safety zone. She looked nervously at Jenny and Jenny’s wide eyes 
echoed her own nervousness.  

“I feel a bit scared,” Jenny said, turning her focus to Jacob. 
“I won’t say that there’s nothing to worry about, but what’s the alternative?” Jacob replied. “To 

live out our lives in that safety zone like prisoners in a prison camp being told what to do and where 
to go all the time?” 

“I’m worried too,” Alison said, adding her support to Jenny. 
“You two can stay here if you like,” Jacob said, “I’m going in.” 
“No one’s stopping you,” Alison said. 
“Come on Al,” Jacob said, “You’ve always been the rational one. Whatever happened to ‘there’s 

nothing to fear but fear itself’?” 
“That’s one of my sayings,” Jenny said. “Only now I’m beginning to reconsider.” 
“Shall we go back then?” Jacob said, feeling the same way he had last October when no one had 

remembered his birthday. 
Jenny put her arm in his. “Don’t look so glum,” she said, giving him a reassuring hug. “There’s always 

another day…” 

3.4 G+ → [WI]-  

Description 

Create characters from scratch by building up attributes suitable for the world they inhabit. 

Keys: 

G = Conceptual space 'settings and place' 
WI = (W)orld (I)nhabitance extent. 
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Explanation 

In the first piece the author's character is relayed through the experiences he has. It is the world he 
inhabits which allow the author to give away traits of his character. In the 'after' piece, the character's 
background is more detailed. He is wealthy but a criminal, well-educated but a self-admitted liar. The 
character is shown, not through the world he inhabits, but from characteristics the author describes 
prior to him being put into that world. 

Evaluation Notes 

The WI measure is to do with how well-established the character is prior to putting them in the world 
setting.  

Example 13: ‘Welcome to Lynchgate’ 

a) Before: 

The sign read ‘Welcome to Lynchgate Prison’. Alex didn’t feel welcome. All his life he’d struggled with 
temptation. The temptation to do wrong, to fall by the wayside. Like a battle with some inner demon 
he’d always chosen the right way. So how had it come to this? The deeper he entered the more 
depressed he became. It was as though clouds had moved over the sky of a sunny day. Inside. The 
word now had a new meaning: ‘home’. After a strip search and the issuing of new clothes and his 
prison number, he was moved into his cell in what he later discovered was the first-night wing. He 
noticed the difference when he was moved into the general population. The first difference was that 
he was sharing a cell. His fellow inmate hadn’t been chosen because the authorities thought they might 
get along. There were no preference tick boxes in prison. Jimmy ‘Nails’ Whitlow was so named because 
he was as hard as. The first few days I tried to get him to open up so that I could learn about what to 
expect. But I was also cautious as I didn’t want it to appear that I was fresh meat. The question of what 
we were both in for was always one of the first when meeting someone new in the prison. I told him 
about my false-accounting. At that he’d raised an eyebrow. “And they sent you here for that, what 
was it a million pounds or somat?” he said. When I told him the actual number it was the first time I’d 
seen anything on his face which told he might be half-human after all. He smiled. 

b) After: 

I am a wealthy man bought low. My crime was plain: I tried too hard to keep up and broke the cardinal 
rule: ‘thou shalt not get caught’. Inside the prison the first thing I do is change my vocabulary. Never 
use three syllables when one or two will do. My talent for being dishonest comes in handy in a place 
like this. Granted, I am more likely to find more of my own kind in Lynchgate yet I am pleased to see 
that most fit into the stereotypes I had expected to find. The brawler type is one I met early on — my 
cellmate Jimmy Nails. His surname isn’t really ‘nails’, it doesn’t take much imagination to figure where 
it comes from. Jimmy is a big man but also an earnest one. Turns out that he is a good friend to have. 
I’ve had twenty-three hours a day of lockdown to get to know him well. Like many of the men inside 
he comes from an underprivileged background. His is the kind of story they never print in the 
newspapers or detail on the news sites. Put into care at an early age, his learning difficulties made him 
a prime target to fall in with the wrong sort. I like Jimmy. At least I’ve grown to like him. He watches 
my back and I keep him entertained with my tall tales. He always starts by asking me how we both 
ended up in the same place, as if it’s a question that he can never work out. The first time he asked, I 
told him the truth. “Mine is a fall from grace,” I told him “I had it all once but made one big mistake.” 

“What was that?” he’d asked in his throaty no-nonsense voice. 
I had tried to read his face. His cheeks were hollow and grey, his eyes deadpan. Prison does that to 

you after a time, I find. Even my own reflection now looks like a black and white version of the face I 
remember. “I got greedy,” I said. 
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3.5 G+ → [WI]+  

Description 

Create the character first, then insert them into the storyworld to see how they might respond to it. 

Keys: 

G = Conceptual space 'settings and place'. 
WI = (W)orld (I)nhabitance extent. 

Explanation 

Similar to the last piece (13a), in this new piece the character is built by the world he inhabits. It is the 
events which occur in this world which allows the author to detail who he is. 

Evaluation Notes 

Same as 3.4. Here the world setting is more influential on detailing the character, so a positive bias is 
what is calculated for WI.  

Example 14: ‘Back to School’ 

I’ve always been shy, that’s why my first experience of college was an eye-opener. The first problem I 
encountered was that there was nowhere to lock my bike securely to. The cycle area was cram-packed 
with bikes, all of the obvious places such as lampposts and trees were taken. There were no special 
facilities. I checked my watch. I had arrived in plenty of time since I was armed only with a campus 
map and my timetable and so would need the extra time to find my way around. The hustle and bustle 
of the place was overwhelming. People were walking down staircases in herds to the right and 
overhead whilst others were streaming in upwards on the opposite side like a scene from an 
impossible staircase. I clutched my introductory information papers which were ready-prepared at the 
timetable page. I had circled my first lesson in red biro, now all I needed to do was find room C468 
which I knew was in Charlie block. I felt nondescript amongst the crowds of busy students. At school I 
had known the faces of virtually everyone in my year, I had grown up with most of them from primary 
school. Here the faces were all strangers and I felt the strangest of them. When I reached the maths 
class, the bright-as-a-pin teacher took the roll call, reading out exam grades alongside the names. The 
class was packed — maybe thirty of us — and my grade A soon paled into insignificance in a pool of 
other As. The lessons that day passed in a blur, I felt completely out of my comfort zone, made no 
friends and learned nobody’s name. At the end of a headache inspiring timetable I made my way back 
to the exit area where I had stored the brand-new Sun bike my Dad had brought for me only the week 
before. There was no sign of it. Its disappearance coincided with that of my self-confidence. The next 
day I asked my parents to telephone my old school to see if there were any sixth form places left. 

3.6 T- → [PS(humorous)]+  

Description 

Use humorous characters to relieve tension.  

Keys: 

T = Conceptual space 'tension'. 
PS(other) = (PS)ychological character (other) 

Explanation 

In the before piece the author uses humour to show the farcical nature of lockdown. The tense 
situation is first detailed with ideas such as captivity ('zoo animals'), ever-present evil and people 
reacting in horror to simple actions such as stepping into each others spaces. The after piece makes 
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the events more comical, thus relieving the tension. The author uses the idea that supermarkets are 
the new dance halls (sarcasm?) and follows this up with silly dance moves (slapstick) and death chants. 

Evaluation Notes 

A measure of things such as levels of sarcasm, slapstick and poking fun is needed to estimate the PS 
value. 

Example 15: ‘Lockdown Blues’ 

a) Before: 

I found that the best way to cope during the lockdown was to visit the supermarket as soon as it 
opened. There queues were to be expected. We stood, lined up at our regulatory two metre distances, 
the lines marked in spray paint on the ground. It seemed that even the sun was reluctant to poke its 
head outdoors but the cold morning air couldn’t shake the optimism I had woken to. I had been 
ignoring the newscasts and their doom-laden messages, instead focusing on the statistics. The 
newscasters had a way of twisting any positive news to negative. When the death-rate had begun to 
fall, they had switched to an infection rate, when this had fallen too, they’d moved to ‘global deaths’ 
and ‘total deaths’ to inspire fear into the general public. The fear was palpable in the queuers who 
were keeping rigidly to their safety distances and shuffling forwards when beckoned by the boy with 
the clicker at the entrance like well-trained zoo animals. A police car patrolling the car park and driving 
past us impressed the feeling of being in an alien world where all freedoms had been banished. Inside, 
the shop also felt tense. My list was gripped in my hand like some kind of cross against evil, eye contact 
was kept to a minimum and those that weren’t wearing gloves were busily sanitising themselves at 
the entrance. When I finally reached the front of the long queue for the checkout, I glanced back to 
check to see if the bread shelves had been filled yet. The bakery was always the last to get fresh stock. 
Immediately the woman behind me stepped back in horror. I had committed the ultimate sin and 
inadvertently stepped into her two-metre space. I grinned, trying to defuse the situation. “You won’t 
be grinning when you die,” the woman said, bitterly. 

b) After: 

‘Lockdown’, it has such depressing connotations doesn’t it? Not for me. I like to imagine it as a dance, 
like a hoe-down or a get-down-and-boogie. When I put on my plastic gloves, I’m really getting ready 
for the dance floor, the finishing touch to my outfit. Some have come ready for a masked ball, but 
that’s not my style. I like my face to be seen, so that I can use my charms to find a dance partner. The 
new dance halls are a bit different from the old ones. Gone are names like ‘The Pink Coconut’, 
‘Zanzibar’ and ‘The Ritzy’, now they have wonderfully inspiring names like ‘Lidl’, ‘Tesco’ and ‘Asda’. 
The dances have changed too. I’ve always had a freestyle approach to dancing, following years of being 
glued to dance videos with my dance instructors Mr Heineken and Mrs Budweiser, but the new dance 
style has become sort of compulsory so it’s the one I follow.  

They call it ‘social-distancing’. It’s a kind of coordinated group dance, like the line dancing you used 
to do at school. It starts off kind of slow with The Shuffle. Everyone is lined up against a wall standing 
between these chalked squares they have marked out on the floor outside. This is a chance for you to 
get warmed up, because it can get quite cold out there. Some choose to jump up and down and do 
some flexing exercises, others (particularly those wearing their masks) prefer to stand still like statues 
so that they can gather all their energies for the big moves ahead. When the whistle blows (or 
sometimes the young dance director will simply wave you on) everyone shuffles forwards one square. 
It’s a great game as long as you stick to the rules. Anyone caught overstepping their chalked box gets 
penalised by the others in the dance line chanting ‘death, death, death’. I think its based on some kind 
of voodoo ritual, but I’m not sure. Then we move on to The Mingle. This is where things really begin 
to heat up, mostly because we finally get to move out of the freezing cold and into the warm. I won’t 
spoil the surprise of what happens inside the dance hall. Suffice it to say, a merry time is had by all. 
There’s lots of jumping to the side, fast-paced backward steps and skipping around. Everything’s 
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carefully coordinated and, if you really throw yourself into it and make sure that you obey all the rules, 
you’re in for a treat. The last time I went my treat included a bottle of milk, a loaf of bread and a packet 
of plain crisps, but its different every time.  

3.7 A+ → [SD]+  

Description 

Create atmosphere by relaying sensory details of a character.  

Keys:  

A = Conceptual space ‘atmosphere’ 
SD(other) = (S)ensory (D)etail other. 

Explanation 

In the first text the author simply describes the events as they happen. Apart from the heavy rucksack, 
there is little in the way of sensory information and what is happening to the protagonist's body as 
events unfold. The second text opens with the sense of warmth and the sounds of the train's engines 
to relay the feeling of being safe. When the fear of missing their connecting train starts, the feeling is 
explored through darting eyes and dizziness. 

Evaluation Notes 

The degree to which sensory information is used is estimated when evaluating the effect of this style 
rule. This estimate gives the SD value. 

Example 16: ‘Train Hopping’ 

a) Before:  

I was staring out of the window of the train, the regular beat of strangers staring back at me causing 
me to doze. With a jolt, I realised I'd fallen asleep. The train had stopped. I panicked, checking a sign I 
did not recognise, I assumed I'd made one stop too many and leapt to my feet, pulling my heavy 
rucksack onto my back as I scrambled to get to the doors before the train started moving again.  

No sooner had my feet hit the platform when the tannoy broke through. I heard the mention of my 
destination, its platform number and the words “about to depart” and ran. The signs directed me up 
a two-storey flight of stairs. The pain stumped through my feet as I crossed the bridge and hurried 
down the opposite steps. I jumped aboard and fell into the nearest seat.  

b) After: 

I was staring out of the double-glazed window, the heat of the train wrapped around me like a comfort 
blanket. I started to doze, struggling against the desire to close my eyelids. The steady hum of the 
train’s engines was like listening to ambient music. The music video on display? — a series of broken 
images of strangers staring back at me through the train’s window. The feeling of being safe and secure 
inside the train was like that of lying on the couch after a full meal and watching the sport on TV. I fell 
asleep, dreaming of a hot Sunday roast and Formula One racing. The jolt as the train applied its brakes 
and stopped, startled me. For a moment I was back in my childhood and being chivvied awake by my 
mother to get ready for school. I checked through the window for the station name. The alien sounding 
village name jarred with my nerves. The sounds of my city’s villages were like family names ‘Long 
Eaton’, ‘Ashbourne’, ‘Beeston’, ‘Castle Donington’ all have memories of visiting the National Trust 
parks, attending race-car meetings or going on shopping trips. This place reads like a new vocabulary 
word in a German lesson that the teacher hasn’t told us how to pronounce yet. I grab my rucksack off 
the luggage shelf. It’s as heavy as a sack of potatoes and strains my wrist as I put it over my shoulder 
and dash to the train’s exit. The tannoy announcing the departure of the train to my home town 
inspires my heart to race even faster, if that were possible. I note the platform number as my eyes 
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dart like fast-switching camera angles in a movie. I feel dizzy and a headache is pulsing in my temples 
as I search for the sign to direct me. When I spot it, the dizziness stops and I am sober once more. The 
sweat seeps through my shirt as I follow the sign’s direction and run up the steps to the far platform. 
I’m back cross-country running, only there’s no PE teacher urging me on. Along the unforgiving 
concrete surface, my footsteps echo as the pain of running in thin-soled shoes jars through my legs 
and body like hammer blows. I catch the departing train seconds before its doors close automatically 
and collapse into the nearest seat, gasping for breath. The cross-country run is over, I’ve made it to 
my class on time, I’m home safe after a night on the tiles, all of these feelings rush through me at once 
as I start to relax in safety once more. 

3.8 P- → [WV(optimism)]+  

Description 

If the character is optimistic, let the plot turn in a positive way.  

Keys: 

P = Conceptual space 'plot'. 
WV(optimism) = (W)orld(V)iew filtering (optimism). 

Explanation 

In the first example, the plot ends with the captives seeing no future to their capture. The character is 
not detailed sufficiently to judge either pessimism or optimism, aside from the final conclusion that 
they are doomed. In the second example the character whose perspective it is is more rounded. Their 
optimism explains their later choice to escape. It is the optimism of this character which determines 
how the plot is shaped. The author makes this decision based on the character trait, rather than any 
preset idea he might have had. 

Evaluation Notes 

The writer judges if the character has 'optimism' in his character set. Another judgment used is if the 
plot is going to be negative or positive in terms of its outcome for the character. Together these give 
the WV(optimism) quality level. 

Example 17: ‘Alien Capture’ 

a) Before: 

The cries coming from the other rooms were distorted by the walls of the prison cell. I looked over at 
my companions, all of them strangers. The youth in the red jumper was rocking backwards and 
forwards with his hands clasped around his knees. The young woman sitting next to him look more 
sage. She seemed unfazed by the rhythmic beating sounds and the peculiar otherworldly screeching. 
Then we felt a jolt and a familiar pulling sensation which told us the machine had launched from the 
ground. The silence was palpable as we all wondered what would happen next. With gravity and 
accelerating forces pulling us down it will be difficult to react. When the door opened and the alien 
appeared, the woman screamed and I reckoned we were all doomed.  

b) After: 

I try to remain calm, remembering the adages that my father had raised my to believe. Those adages 
have served me well in the past, made me the woman I am, helped me in adversity and driven me 
when I’ve felt like giving up. “Make sure you always do your homework,” is one of his best. If you’re 
well prepared for a situation, it can throw you fewer suprises.  

An older man is staring at me from his vantage point in the corner of the cell. When I catch him 
looking at me, he shifts his glance to Charlie who is rocking backwards and forwards with the sleeves 
of his red jumper pulled over his hands. My father died four years ago on my sixteenth birthday. Since 
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then I’ve been my own boss. When the aliens arrived with their huge flying machines it seemed as 
though the past had been erased. Nothing has ever been the same since, my daily routines of working, 
going to the gym and attending my art classes have been replaced with one solitary and more sobering 
activity: staying alive. The spaceship lifts off the ground, I know from word-of-mouth accounts that the 
aliens will waste no time. I am confident that I too will have a story to tell at the end of this. I flex my 
fists and go through the plan in my mind. The middle-aged man looks like he might be useful in a fight, 
Charlie will be a passenger in the upcomming struggle. High-frequency sounds put them off balance, 
so that will be my opening move. I glue my eyes to the door and, when it opens and the alien appears, 
I scream as loud as I can. Then I dash forwards, punching it to the right of its midriff where I know one 
of its essential organs is housed from reading the alien autopsy reports on the secure net. I grab 
Charlie’s arm and pull him along with me as I make my escape, noticing Corner-Man following us. “The 
escape pod launch bay cannot be far, we will get through this,” I tell him, noticing the suprise on his 
face.  

3.9 M+ → [CP]+  

Description 

Let the characteristics of an invented character be determined by the point attempted to be put 
across.  

Keys: 

M = Conceptual space 'subject matter and theme'. 
CP = (C)haracters (P)oint making extent. 

Explanation 

The point trying to be put across is that there are connections everywhere. In the first text there is not 
much said about the character as to why they are concerned about making the connection between 
himself and the strange events happening around him. In the second story, the protagonist is stressed 
out by his day's work. There is some background information about how being at the centre of 
attention is a stressful process for him and that the job is one which doesn't suit his character. These 
characteristics are determined by the point about making connections, he is the sort of personality 
which is introverted and always seeking answers. 

Evaluation Notes 

The writer makes an assessment of how closely the subject matter is influencing their character’s 
background detail. They can use this estimate as they write to influence the CP value up or down. 

Example 18: ‘Making Connections’ 

a) Before: 

The previous day he’d been to Coventry to make a pitch at a factory. The sales meeting had gone well. 
He spent the rest of the day driving to his next destination, booked into the hotel and celebrated with 
a night in the bar. Work would pick up the bill. He’d had a hot bath, filled to the top with steaming hot 
water and left soap-sud marks on the rich carpet as he’d fell onto the bed. This morning he rose to a 
sore head. He went down to the restaurant and picked one of the free papers from the rack to read 
whilst he waited for breakfast to be served. The headline on page seven startled him ‘Three dead in 
stabbing attack in Allesley Park’. He’d remembered driving past the park on his way to the sales 
meeting. Curious how stories seem more intimate when you have a connection with them, he thought. 
After he’d finished, he finished his third cup of strong coffee, pocketed the bottle of complementary 
orange juice and made his way to his car. Outside the weather was glorious, the rain had stopped and 
he was filled with a sense of optimism. Today he was visiting a supermarket who had expressed an 
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interest in the new ‘checkoutless’ RFID-based labelling system his company had been working on. The 
supermarket’s head office was based in a remote village which reminded him of a trip to Switzerland 
he’d once been on. The buildings in the leafy suburban streets were like the adverts from a glossy 
architecture magazine, replete with solar panels and eco-friendly wind-generators. He expected to be 
impressed by the supermarket’s management team and he wasn’t disappointed. Their decision to 
relocate their head office to a village that was so remote that he’d never heard of it before was a sign 
that they would be forward-looking. He managed to secure a trial of thirty units – not bad for a half-
day’s work he congratulated himself. The meeting over, he headed back to the hotel where he would 
stay one more night before returning home. This time he avoided the bar. He didn’t want a repeat 
hangover and, besides, a quick glance showed that there was a paucity of company (i.e. nice-looking, 
single women) in there. Instead he decided to relax by reading a book on his bed with the TV playing 
in the background. At ten o’clock the news came on and he broke from his book to catch the latest. 
After the politics had given way to the more interesting stories his attention was drawn by the image 
of a supermarket burning from top to bottom. He turned up the volume, hoping to hear more detail. 
It was the Manchester branch of a Bugdens, one belonging to the group that he’d been meeting earlier 
that day. Well I never, he thought to himself as he turned off his video game and prepared for bed.  

b) After: 

Gabriel ordered another drink as the alcohol began to take effect. This was his way of relaxing after a 
long and stressful day. As a child he’d always hated being the centre of attention. That had been Ray’s 
job. Anybody who stood up to Ray was immediately put in their place by one of his lieutenants, his 
second line of command in the school hierarchy. In those same rankings Gabriel was well down the 
order, where he’d hoped to hide and remain inconspicuous. Sure, it had led to a few beatings by the 
gang members but Gabriel calculated that it was an acceptable risk. Nowadays his job was the 
opposite. Standing up in the centre of a room, giving long presentations whilst attempting to appear 
charming and informative. The whole process made him physically sick, the preparation involving a 
trip to the gents before every one. He’d thought of having a hip flask as a means of preparing, but that 
wouldn’t do. He had to be sharp in those meetings. They wanted to know figures, forecasts, 
predictions. Those things he’d always been good at. Working out the way things worked was his forte, 
so it was to everyone’s surprise, including his own, when he’d gone into sales.  

He stared at the TV above the bar, hoping for some topic well away from RFID scanners and their 
advantages. The story about an attack in Allesley Park made him sit upright in his seat. He’d passed by 
that way only the other day. But then he was always seeing connections in things. He saw it as his 
special talent, and it was what had made him decide to switch career tracks. The problem was it could 
sometimes prevent him from relaxing. Take today in the sales meeting. The muscular-looking guy with 
the moustache had asked him how the tags could calculate all the prices at once in a single scan. The 
man’s name ‘Parker’ made him think about car parks and immediately a car-park analogy had sprung 
into his mind. Parker reminded Gabriel of Ray. People in charge always needed someone else to do 
their thinking for them. He was that person, a thinker. Inadvertently the details of the day, spurred by 
the image of Parker and his stupid-looking moustache, were seeping back into his mind. He was meant 
to be relaxing and the bar wasn’t working. He made his way to his room and poured himself a nice hot 
bath. 

In the morning he awoke with a headache, so at breakfast he made sure that he stocked up on 
strong coffee. Once he’d tried exercise as a means of controlling the stress of the job. Running was 
another of his talents. He’d been a cross country runner at school and cycling had been a way of getting 
there and back without being beaten up by the gangs who hid behind the bushes on the way. The 
word ‘Budgens’ in one of the paper’s headlines drew his attention. Apparently one of their 
supermarkets had burned to the ground on the very day of his visit to their HQ. Strange that they had 
said nothing about it at the time, he thought. 
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4. Conceptual Space G: Settings and Place 

Traversal Rule Instances 

4.1 P(crime)+ → [FD(real world settings)]-  

Description 

When a plot is fact-based (e.g. crime plot) use real settings and minor modifications.  

Keys: 

P = Conceptual space 'plot'. 
FD = (F)ictional (D)egree. 

Explanation 

For this story the setting is a real one. By starting with a real-world location, the author is able to 
quickly give the spatial arrangement and put the players in appropriate places, leaving them to focus 
on the plot rather that its more trivial details. 

Evaluation Notes 

The writer draws on a list of real-world settings and the evaluation of FD involves the level to which 
this list is used in the description of the setting. 

Example 19: ‘White Collar Crime’ 

I don’t really think of myself as a criminal. I don’t really think that what I’m doing is a crime. Some call 
it ‘white collar crime’, but to me it's just another kind of enterprise. When you’ve lived a little, like I 
have, you begin to realise that corruption is so widespread that there are few places where it's not 
happening. Businesses are committing fraud every day, you only get to read in the papers and watch 
on TV those that get caught. In my latest job I’m in a trusted position but not trusted enough to be 
allowed in on the company’s tax scams. There’s no need for me to detail them, everyone knows about 
ghost employees and false accounting. The problem is I’m never in on the scam. They trust me enough 
to have access to the financial ledgers and to watch the money flow around its twisted routes, but not 
enough to include me in their corrupt schemes. That’s why I decided to divert the funds from the 
computer system to my own account. I’m based on the top floor of the company, my role as head of 
IT involves regular trips to the finance office which is on the same floor (along with that of the senior 
directors). To plan my crime correctly I need to have access to the finance office, which is split into 
two parts: one room for the CFO and another where the accountants do their data processing. Friday 
is the best day to hatch my plan. It's the day everyone goes off down the pub for a midday meal and a 
pint. I can’t access the office while they’re all out because it is locked as it should be and, besides, I’m 
a regular at the pub too. The reason I choose Friday is because of the CFO’s bladder problem. He’s in 
and out of the gent’s loo on the top floor to the right of his office like a rat scurrying after cheese. 
Friday afternoon means that his bladder will be full and his office will be open. I wait with my door ajar 
to listen for him to leave his office, then I’m off at speed. I hurry past the director’s offices and sneak 
into his room. It takes me only seconds to install the hidden camera atop of the comms cabinet, then 
I’m back in my office, heart pounding. I pull up the image on my screen. My office is arranged so that 
my back is to a wall and those that enter have to cross the length of the room, giving me plenty of time 
to hide the camera image. Once I have the CFO’s admin password I will be able to hack the finance 
database. The ‘crime’ committed, all I have to do is relax and play the waiting game but I’m filled with 
guilt and nerves. As soon as I hear the CFO returning to his office, I rush to the toilet block to relieve 
myself. 
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4.2 P(sf)+ → [FD(wild facet mix)]+  

Description 

Style a genre of science fiction with facets of real places in a wild mix, e.g. climate, laws, customs, 
cuisine etc.  

Keys: 

P = Conceptual space 'plot' 
FD = (F)ictional (D)egree. 

Explanation 

Here there are regular features of real places mixed with strange rules such as fully automated 
constructions sites, bars with decontamination scanners, skylines with two moons and wild low-gravity 
hairstyles. 

Evaluation Notes 

The wildness of the mix is what is evaluated for FD. The assessment as to whether the style should be 
preferred in future application is the effectiveness of this technique in creating a science fictional 
setting.. 

Example 20: ‘New City’ 

The sun shines with a blistering heat. I stand at the top of the hill and look down at unimaginatively 
named ‘New City’ below. To the right the dozers are clearing a new stretch of ground, on the left the 
cranes are already pulling the pre-fab units together. There is not a soul in sight as the machines run 
their clever dance. I’m not a programmer, so I don’t know how they manage it all. A technical chap 
once tried to explain their cleverness as ‘more than a recipe but less than a chef’, but that didn’t make 
it much clearer. One thing I do know is that in this place I’m going to have to learn a lot more. There 
are new rules here and everyone is signed up to them. Who’d have thought it would be illegal to enter 
a bar without first going through a decontamination scanner? 

I jump down from the hill in three giant low-gravity hops, my feet producing plumes of red dust at 
each jump. In the distance is base camp. The sight of it makes me think of home if I close one eye and 
ignore the second moon flickering in the dusky skyline. The camp is arranged in an array of towers, 
with dots of light showing a hive of activity in each of their floors. It’s not all work though. The bars 
and other social meeting places may be ultra-careful about releasing an unknown alien bacteria into 
the general population but that doesn’t mean we don’t have fun. Tonight I’m going to dinner with 
Carol, which is the reason for my haste at the end of a long supervision shift. What first attracted me 
to her? It was that crazy hairstyle of hers. Carol’s a station worker, spending equal amounts of her time 
in orbit and on planet. She told me she was so tired of trying to flatten her hair that she decided to 
exaggerate the effect instead. “I’m only five foot three,” she’d said, “Besides, it got your attention 
didn’t it?” 

4.3 A+ → [CT]-  

Description 

Use details of setting and place to create an atmosphere where landscape is described as an abstract. 

Keys: 

A = Atmosphere 
CT = (C)haracter (T)iedness degree. 

Explanation 
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The landscape in this piece is described as abstract (i.e. separate from the character), to create an 
atmosphere where features such as nettles, rough-gravel and branching pathways are described as 
abstract from the protagonist (i.e. do not relate to them directly). 

Evaluation Notes 

A measure of how closely the setting is tied to the protagonist (its 'abstract' atmospheric description) 
is used to find the CT value. 

Example 21: ‘Great Northern Greenway’ 

The entrance to the cycle route is protected by a narrow stile. Its two steel plates shine at odds with 
the wildlife beyond. Encroaching on the space are nettles, the first sign that this is where nature is in 
control. Inside the path is of a rough-gravel type, worn down by the many travellers. Progressing along 
it there are pathways branching to the left and right. Some are hidden, with walkers disappearing 
down them and leaving no trace, others are marked as rights of way and divide farmer’s fields. Nature 
is losing the battle a third of the way along. The trees on either side cannot entirely shield what is 
happening. A new housing development dominates the hill here. One half is complete, stacks of 
concrete slabs, bricks and miscellaneous building materials fill the other half. Towards the middle of 
the pathway there is an open area for picnicking and the like. Here the adventurous youths and walking 
couples can stop and take a rest. The others, like the cyclists and the dog walkers, are quicker about 
their business. Further on there are mud-slides, places where the grass is worn down and signs that 
this place is used for snow-filled adventures in the winter. It’s not a long pathway but its views with 
dips into the valley on one side and tree-lined hills on the other make it a place out of time and out of 
sight. 

4.4 N+ → [PP]+, [LD]+  

Description 

Provide lengthy descriptions of place prior to filling it with characters when setting a scene which will 
be a lasting setting.  

Keys: 

N = Conceptual space 'narration'. 
PP = (P)hysical (P)lace description extent.  
LD = (L)engthy (D)escriptions bias. 

Explanation 

The alien scene here, unlike the piece on which this is based, is described more fully. The walls and 
ceiling are described and the sounds in the room are given. 

Evaluation Notes 

Assessment of how much a scene is described before characters are introduced is used here. The PP 
value gives this for how much the physical place is described, whilst LD gives the length of such 
descriptions. Evaluation then sets these values against their benefit in the concept of setting, the space 
of which is adjusted to prefer the rule in future if this is positive. 

Example 22: Alien Capture (reworking of Example 17) 

The walls were sturdy and had motifs on them which looked like intertwined serpents. They were cold 
and unresisting to the touch. The light was filtered with a green haze and the air tasted bitter, like the 
air on a long-haul flight. There was nothing to sit on except the floor. It’s amazing the detail you can 
pick up from a place when you’re in confinement. The ceiling, I notice, is the combined source of both 
the air and the lighting. A fine mesh grid covers the illuminating panel beneath. The light source is 
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bright enough to illuminate the dust motes of air, casually floating in from the right and departing to 
the left. A humming sound like that of a motorbike engine waiting at a traffic light pervades the tiny 
room. The door ahead is securely locked. There are no handles on it and no panels to activate its 
mechanism. It looks like we are all going nowhere until whoever or whatever is on the other side 
determines our fate.  

4.5 A+, C+ → [PP]-, [LD]- 

Description 

Allow a sense of place to develop through character with only minimal description of spatial 
properties.  

Keys: 

A = Conceptual space 'atmosphere'. 
PP = (P)hysical (P)lace description extent.  
LD = (L)engthy (D)escriptions bias. 

Explanation 

In this reworking, instead of the place being described in an abstract way, it is closely tied to the 
character's perspective of it. The sense of size of the entranceway is given by their need to squeeze 
through it, its sense of being a wilderness pathway is given by the character's history, and its enclosure 
is given by the lack of wind of the protagonist's face. 

Evaluation Notes 

This is the opposite of 4.4. The atmosphere created is estimated by the LD level for short descriptions 
(i.e. its magnitude on the negative axis) involving short descriptions, combined with the level to which 
it is not tied to the physical place ([PP]-). These values together give a point in the space which will be 
aimed to be returned to in future writing if the rule gives a preferable result. 

Example 23: (Rework of Example 21 ‘Great Northern Greenway’) 

I’m tentative about this place because it’s one I’ve heard about but have yet to travel along. The 
frontage is blocked, forcing me to the right where I squeeze through. This is to ensure that only 
pedestrians can walk along here and that cyclists, but not motorcyclists, can get through. It’s one of 
the reasons I chose this route. I knew it was designed for the select few. I still don’t know what to 
expect on the other side though. It’s been trailed in the media and I’ve followed the reports about 
what is happening. In my youth I used to go cross-country running along some of the wild areas the 
new path crosses. There also used to be a railway bridge running along here somewhere, though that 
is clouded in the past. The surface is rough underfoot, I hope the gravel is thin enough not to puncture 
my tyres as it’s not ideal for a racing bike. Back in the saddle, I struggle to ascend the entrance pathway 
because I can’t get enough speed to get the toe clips on. Then I’m off into this hidden and exciting new 
world. It’s at once an artificial place and a natural one. The only wind I feel is the rush of it on my face 
as I accelerate. The place is devoid of people, maybe because it’s not sunny out, and this adds to the 
spooky feeling. Ten minutes later and I have reached the end. I dismount to be greeted with another 
narrow passageway which I negotiate carefully to avoid getting stung. It exits into the old bridle path 
where I used to do my cross country runs. My legs won’t take me to the top, so I dismount and my 
mind is full of images childhood friends I once knew so well but are now distant memories. 

4.6 R± → [LD(control pace)]±  

Description 

Determine pace by brevity/length of description of place and setting.  
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Keys: 

R = Conceptual space 'pace' 
LD = (L)engthy (D)escriptions bias. 

Explanation 

In the first piece the PE teacher gives instructions, setting the pace at the beginning, then the pace 
quickens when events change. The pace dips in the middle when the runners hit the bridle path, then 
picks up at the final sprint finish. All of the pace changes are handled by describing events such as the 
padding of the trainers or the description of the steepness of the pathway. In the changed version, 
lengthy description sets a slow pace at the beginning. After the initial run, where description is brief, 
the slower pace at the road junction is told by longer descriptions such as the view of the green rolling 
hills and the view of the pub and bridle path. The slow pace on the bridle path incline is handled in a 
similar way. Quick descriptions at the end show the pace increasing. 

Evaluation Notes 

Assessing the qualities for the rule involves estimating how much place and setting are used in 
descriptions to control pace. If application of the rule gives a better style, it has a greater chance that 
it will be used again in future (i.e. the writer will aim to return the point in the space represented by 
the quality levels). 

Example 24: ‘Competitive Cross Country Running’ 

a) Before: 

I’d never heard of ‘cross country running’ until I came to this school. Like a lot of experiences here it is 
new and I am out of my comfort zone. We line up on the playing field on a cold late autumn day, 
shivering to keep warm. I’m replaying the route in my mind which Tommo, the PE teacher, had 
sketched out on the chalkboard in the changing room. More properly ‘Mr Thomlinson’, he is an 
intimidating figure as he stands in front of us giving us our final instructions. “I’ll be timing every one 
of you,” he says in that drawling, imperious way of his, “so no slacking!” Then we’re off, our feet 
squelching in the mud of the damp field and around to the rear of the school. Years later the route we 
are running along will be transformed into a new housing development which I will buy a house in. 
Now it is a series of mud paths, worn down by teams of school cross country runners. I’m amid the 
front group, the pace is fast. We eat up the ground and I get into a rhythm, watching those in front to 
see how it is done.  

When we emerge onto the main road we are opposite the Windmill Pub. The route branches to 
the right here as I follow the leaders. Terry is well out ahead, I can just see him in the lead. Glynn is 
not far behind and I am in third place. We snake to the right, the rubber soles of our trainers providing 
the ‘pad’, ‘pad’, beat to our dance. The village is in a kind of valley which we dip down into. The line is 
stretching out now, Terry further in front and behind I can see only one other runner – Nige. Terry and 
Glynn seem to know where they are going. Its only years later, as I’m writing this, that I figure out how, 
as I realise that both boys live in houses just off the main road so must know this area well. At the 
midpoint we turn up into the bridle path. This had brought groans amongst the class when it had been 
mentioned in the changing room and now I realise why. It is a very steep hill, one where just keeping 
one foot in front of the other is a struggle. At the top it feels like we have climbed Mount Everest and 
there is welcome relief at being on flat territory again. Terry is now well out of sight but I don’t mind 
as I know the way back. Nige comes running alongside of me, encouraging me on. We run in tandem 
along the main road and turn into St Andrews View for a final uphill run and back towards the school. 
At the school’s entrance, Nige picks up the pace, dashes past me and beats me to the line where 
Tommo is waiting and recording our times. Terry and Glynn are there clapping as the others come in 
in dribs and drabs as I put my hands on my knees and gasp for breath, feeling the pain of defeat. 

b) After: 
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We walk from the changing room to be met with the cool morning breeze of a late Autumn day. The 
clouds are spread thinly across a clear blue sky as we cross the large football pitch where the white-
painted lines are still fresh and clear. The grass of the pitch is wet and soggy with a crisp and deep 
shade of green as we step across it, being careful not to disturb the fresh paint. We assemble on the 
far side of the pitch by the wooden goalposts which are bereft of any netting. Mr Thomlinson gives us 
our final instructions as we stand shivering amid divots in the mud where studded football boots have 
left their marks. When the race begins there is a rush towards the front. The mud squelches, ‘splat’, 
‘splat’, ‘splat’. I struggle to catch the leaders who had started at a brisk pace. The pitch is left behind 
as we head towards the trees. No leaves, I notice, my head glancing at them, then back to its focus on 
the leaders. My eyes are narrowed on Glynn’s shirt as I notice the ground change from grass to 
pavement. I take deep breaths as I adjust to the pace. Glynn is a fast runner, I will not catch him. I 
settle for third place as we approach the main road and our running is suddenly interrupted as we 
cross against the flow of traffic.  

To the right and in the distance I see nothing but green rolling hills. It’s like a different world, a far 
cry from our housing estate. To the left the view disappears around a tight bend, whilst slightly to the 
left and over the road is the old Windmill Pub. The pub runs alongside the bridle path, which I 
remember from the map drawn on the chalkboard in the changing room. It’s a white-painted affair 
criss-crossed with thick, Tudor style beams and latticed windows. A thick hedge runs along its right, 
dividing it from the bridle path. I cross the road safely and am running again. Glynn has opened up a 
bigger lead, Terry is well ahead. I round the corner to the village. Running downhill is faster, I try not 
to let the incline control my speed as we head towards the base of the bridle path. Nige is not far 
behind. Going up the path I push hard to make sure he stays well back. I’m on for third place, I don’t 
want to give ground. The path is wide at the entrance then narrows. There are boundary hedges either 
side which seem to stretch to the sky. Its dark and the pathway is tricky. It’s the kind of surface which 
is a mixture of tar and tiny stones, worn down by excessive use and little maintenance. Instead of 
looking ahead, I focus on the steep incline, grateful only that the breeze has dropped here and it seems 
warmer. An occasional stream of sunlight breaks through the leaves of the hedges, guiding the way 
until, after a gruelling climb, I emerge back onto the main road. My legs are stubborn to get going 
again. Around the bend in the road, I cross over and speed up. Nige runs alongside me, encouraging 
me as we make the turn up a final hill and back towards the school. The school entrance passes in a 
blur. Gates, bike shed, bollards are quickly negotiated. Right, then left, then right again. Nige overtakes 
me on the final straight stretch as I collapse once past the finishing marker and receive the news that 
I have finished fourth, much to my dismay. Next time will be a different story. 

5. Conceptual Space S: Structure 

Traversal Rule Instances 

5.1 P+ → [TP]+  

Description 

Make time central to how elements such as 'beginning', 'middle' and 'end' are connected and delivered 
— e.g. start in the past, progress towards the future.  

Keys: 

P = Conceptual space 'plot'. 
TP = (T)urning (P)oints dependence extent. 

Explanation 

Here the storyteller has structured their writing by the time events in a character’s life. The story starts 
with background information about the character's past, setting the scene of someone who didn't 
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exercise much as a youth. The middle of the structure is when the character then becoming sick in his 
mid-twenties, having several operations. The end of the structure is the character becoming fit again 
and determined to make the best of a second chance. 

Evaluation Notes 

The evaluation determines how much time is central to the way that the turning points are connected 
together in the structure (the TP extent) and assesses if this improves the structure. 

Example 25: ‘A Second Chance’ 

Where do I start? I suppose the beginning is as good a place as any. Fit and healthy I could run for 
hours and never get tired. And I was active. Playing sports, cross-country running, cycling, you name 
it, I was signed up for it. It all began to change when I switched schools. The new school had a grand 
name which it completely failed to live up to. Instead of the multitude of physical activities that were 
on offer in my first secondary school, Livingstone school offered a feeble programme of sports with 
the emphasis on non-competition and minimal supervision. Table-tennis was about as exerting as a 
home-made knockabout on the dining room table, cricket was a sedate affair spent mostly watching 
from the sidelines. There was no running, no gymnastics, nothing. Even badminton was a sedate affair, 
with only those signed up to the leagues from the old school taking it seriously. Guided by a jaded, 
chain-smoking PE teacher who never bothered to change out of his tracksuit, I became weak and soft. 
Only I wasn’t aware of it at the time. I began to get drawn into the lazy life. Not having to run five miles 
across muddy fields had its appeal, not needing to face my fears in all those dangerous gymnastic 
moves was the safer option I convinced myself. Instead of growing into adulthood as a fit and healthy 
individual my adolescent self remained my adult self.  

Then, in my mid-twenties, I became sick. Not the kind of sickness you could shrug off with a quick 
trip to the GP, a long and drawn out illness that didn’t go away no matter the treatment. I spent two 
weeks in hospital for ‘respite’ care. I came out the other side exactly the same. Nothing worked. I 
entered an experimental trial and it was the trial leader who eventually quit, not me. The pills that 
were meant to help control the symptoms didn’t. The stronger pills, which were so dangerous they 
came on three pages of densely typed text, had to be doubled then quadrupled. Still nothing. After 
ten years I’d had enough. I couldn’t envision carrying on life this into middle age. The option I’d been 
putting off was the only option remaining: surgery.  

Coming out the other side of several corrective operations, my body was emaciated. I looked at 
myself in the mirror at the end of it and saw a nine-stone weakling in the reflection. But the illness was 
gone and I felt good. Alongside this healthy feeling was a welcome return of appetite. As the weight 
returned I made sure to focus on regular exercise. I joined a gym, took up swimming, jogging and 
cycling. This time I’d do it right I told myself. This was to be my second chance at life. The lazy option 
is not the easy option, it’s the hardest option of all. 

5.2 P+ → [CS]+  

Description 

Use character and character development as the centrepiece as marker points for how the story 
should be plotted.  

Keys: 

P = Conceptual space 'plot' 
CS = (C)haracter (S)tatus influence.  

Explanation 

The fairy tale is told by showing how Jack's character has developed, how people came to perceive 
him as stupid due to him missing school though sickness. His naivete and lack of social contact leads 
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to him making the purchase in the market. The author of the tale uses the plot as a means of drawing 
out the character and the reasons why the plot events should happen the way they do. 

Evaluation Notes 

The plot influences the way character is extrapolated. The writer measures the tightness of this 
influence when character exposition is used. This gives the CS level. If the rule improves the structure’s 
style, the writer will be more disposed to seek the same level again via use of this rule or another 
which gives the same level.  

Example 26: 'Jack and the Beanstalk' 

People think of me as stupid. What they don’t know is how I grew up. You see, when the others were 
at the village school, learning how to do their additions and how to make marks on paper for 
remembering things to say, I was lying in my cot with a fever. For a whole year I was sick then, when I 
did get back on my feet, I was sickly and weak and prone to illnesses all the time. I missed schooling, I 
struggled to keep up on building and farming days, I didn’t know how to use tools and I wasn’t even 
confident about speaking, finding it hard to find the right words for things the others all knew the 
names of. But I’m not stupid. I think like everyone else, I wonder about things like the sky and the stars 
and how flowers seem to grow when no one is looking. My mother says ‘Jack, you’ll never learn,’ but 
I am always learning. Today in the market I learned about trust. Those market people are quick with 
their words and they do something called ‘lying’, which mother told me is where people say the wrong 
thing but do not care that it is wrong. ‘Lying’ is such a difficult word because you never know when it 
is happening. There is no way of telling if someone is telling the truth or not, especially those people 
who work in the market who mother says have more practice at it than others. She gave me a sound 
beating for selling the cow for those beans. I can still feel the pain as I am climbing the beanstalk. 
Mother was wrong about the market trader. He wasn’t lying, so the lesson I learned was that I am 
good at working at when to trust people and when not to. You see learning is my secret power. Whilst 
others think they know everything, I know I have much to learn, so take more notice with things. Like 
now, at the top of the beanstalk. I see a castle in the distance, who would have known? Maybe 
everyone else knows about giant beanstalks and what lies at the top of them, it’s all a surprise to me.  

5.3 T+ → [DP]+  

Description 

Maintain a 'dramatic present' around which the structure revolves.  

Keys: 

T = Conceptual space 'tension'. 
DP = (D)rama in the (P)resent influence. 

Explanation 

This piece is structured into four paragraphs. Each paragraph serves to centre a dramatic present of 
'waiting in the wings'. The first paragraph opens with the present situation, the second and third are 
the narrator's memory of similar events and the fourth returns to the present. The structure is shaped 
by the need to maintain the tension of narrator's story as they are waiting. 

Evaluation Notes 

The valuation of DP measures how much the piece is divided into sections which keep the dramatic 
present. This value is set against whether this improves the structure and therefore gives a preferred 
point in the space.  

Example 27: ‘The Performance’ 
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How is it I came to this? It’s not in my character. I’ve always been a shy child, yet here I am quivering 
at the knees and repeating my opening over and over as though my very life depends on it. I suppose 
it does. I’m the kind of person who likes to have options, with the caveat that they have to be equal 
options. My job pays a good wage, I have certain commitments. This gig is what I enjoy, but will it pay 
the rent? I must have both. I cannot go though life doing a job I hate, so this is a big chance for me. It 
must go well if I’m going to make a living out of it.  

I listen at the wings, but I’m not paying attention. I’m back at school, standing outside the door of 
‘2 Miss Bradshaw’s’. That day taught me about preparation. I’d tried to do the coin on the head trick, 
but had remembered the details backwards. “Would anyone else like to do a performance?” Miss 
Bradshaw had asked. I had volunteered and it took me years to recover from the embarrassment of 
not remembering that blood flowing down the arm makes the hand go pale, not dark. In fact, thinking 
back on it, I’d been shy at standing in front of crowds ever since. I hear some boos, I hope they are 
intended and not the audience being mean. Was that a heckler I hear? That’s one of my biggest fears. 
Miss Bradshaw’s class were quite forgiving, even though I remember being extremely embarrassed at 
the time.  

The last occasion I’d been up in front of a huge crowd like this was at training college. The three of 
us had been asked to give a presentation. I’d seen my role as organising everyone so that, when it 
came to it, I’d kept in the background for much of the event. “Any other questions?” Julia had asked, 
“Yes,” one smart alec had piped up, “What does that guy at the back do?” 

No time to be a shrinking violet anymore. A round of applause and a brushing of shoulders with the 
departing act means its my turn. I step into the bright lights and deliver my opening joke to a roar of 
laughter. 

5.4 P+ → [RP]+  

Description 

Use a cyclical structure as a means of emphasising a plot which is centred on a primary message. 

Keys: 

P = Conceptual space 'plot'. 
RP = (R)epetition of (P)lot extent. 

Explanation 

Here the piece starts by talking about being the centre of attention in family photos and ends with the 
same note about how this used to be a habit for the author. A style of using a cyclical structure by 
repeating the same plot point at beginning and end enables the author to carry home their message. 

Evaluation Notes 

The assessment is the value of repeating the plot at beginning and end (the RP level). The rule is judged 
at this level for its effectiveness in emphasising the plot. 

Example 28: ‘The Show Off’ 

I hate to be the centre of attention precisely because I used to love it so much. Whenever there’d been 
the opportunity in the past, I would photo-bomb any family photo. You would always see me there, at 
the edge of the picture or lingering in the background with a wide grin. I carried the same attitude with 
me to school, showing off with my drawings which were exhibited in the school foyer and the 
handstands I performed in the school playground. At maths I was always the first to finish and 
therefore the first to get the privilege of going outside to play in the sunshine as a reward. I was up on 
a pedestal and that, as I discovered, meant that I was a target. The bullies were just waiting to knock 
me to the ground. After a few playground fights, I withdrew. And so it continued into adult life, where 
I would never be the first to proffer an opinion and was always hesitant to volunteer or stand out from 
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the crowd. I recognised the habit for showing off in others. In meetings I would sit quiet, barely able 
to contain myself with the nonsense that was spouted by those in charge. Amid the milieu it’s possible 
to see how easy it is for these individuals to be knocked down. They are felled by their own egos, easily 
undermined by the conversations which take place when they have left the room. I sometimes long to 
be the centre of attention again, then I come to my senses. No one likes a show off, precisely because 
it puts everyone else in a bad light. It’s become as much a habit with me now as it was when I was 
photo-bombing those family photos, only now you’ll struggle to find me in any of them. 

5.5 R+ → [PT]+  

Description 

Alternate between a fast paced and slow paced plot to give a sense of structural change.  

Keys: 

P = Conceptual space 'plot' 
PT = (P)ace and (T)ime quality bias.  

Explanation 

The pace here is slow at the beginning. The pace picks up in the second paragraph in the morning 
when Jack awakes, then slows down again when he comes back down from the beanstalk in the third 
paragraph. The changes in structure are thus given by the pace of the plot. 

Evaluation Notes 

Estimates whether the pacing/timing is fast or slow in different structural sections for the PT. value. 
This is set against the perceived benefit to the structure to determine the rule’s value in the space. 

Example 29: ‘Jack and the Beanstalk’ 

At the house I hesitate before opening the door. It gives a loud creak despite my opening it as slowly 
and carefully as possible. Not that it would have made any difference. Mother interrogates me for ages 
and ages. What had already been a long day is twice as long. The beating is the worst. I stare at the 
knots in the wood of the wall as they blister my backside. Despite it all, I plant the beans in the fallow 
field, taking great care to give each one a good amount of space as the seller directed. I sleep fretfully 
in the night, both sore from the beating and the bruises to my ego. Thoughts spin round and round in 
my head as I try to erase the day from my mind. “I would not lie to you, these seeds are magic!” the 
seller says, to be replaced with the image of my mother saying “You have been lied to, these seeds are 
worthless”, over and over till eventually I fall asleep. 

In the morning I rub my eyes twice when I see three giant beanstalks out of the window. I rush to 
get dressed, hopping on one foot as I put on my second boot, the out of the front door with a sprint. 
The wind rushes in quick gusts against my face as I climb the biggest of them, jumping two or three 
branches at a time. My heart is full of glee as I race to the top in what seems like seconds. At the top 
my head pokes through the clouds. What wonder is this? I think as I emerge into a world of brilliant 
sunshine and fields full of flowers. In the distance I espy a castle which I run to in a dream-like state. 
There follows a series of rapid-fire events. A giant, a cache of gold, imprisoned, stealing the gold, 
running away and back down the beanstalk. At the bottom I run for my trusty axe, chopping through 
one, then two then all three beanstalks. Collapsing on the floor in an exhausted heap I lie on the ground 
laughing at the thrill of it all. 

Mother comes from the house, a serious look on her face. “Jack, what is all this mess? she asks. 
Slowly I explain it all to her. She can see the evidence with her own eyes, the chopped down beanstalks 
lying like huge fallen oaks on the ground, the collection of gold trinkets, including precious rings and 
ornamental crowns. The look on her face changing from one of doubt to belief is one I will treasure 
more than the gold I have discovered. We take our time walking back to the house as I soak in the 
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glory of her words. Words that I haven’t heard her say before, words of praise and encouragement 
which fill me with warmth and happiness like a hot winter’s fire on a cold evening.  

5.6 N+ → [FS]+  

Description 

Create depth in a narrative by using a structure which sets out details in advance of a future focal 
point, i.e. a funnel structure.  

Keys: 

N = Conceptual space 'narration'. 
FS = (F)unnel-(S)haped' degree. 

Explanation 

The structure here is a series of paragraphs with details leading to an event which occurs in the final 
few paragraphs when Sally and Steve recognise each other. This is what is meant by a 'funnel-shaped' 
structure, the detail paragraphs early on set up information needed for the latter paragraphs. 

Evaluation Notes 

A measure of the correlation between the detail in earlier paragraphs/sections and the later sections 
is used. This value gives the 'funnel shape' of the narrative (setting the FS dimension for a point in the 
space). This point can then be noted against the better style of structure or otherwise it gives. 

Example 30: ‘Broken’ 

Sally had felt bereft at the loss of her close school friend. She’d wandered in and out of many 
relationships but had thought Steve would be the one. Their on/off relationship had faltered to the 
point that she only heard about his accident several months after it had happened. It felt like it was 
too late to send a ‘get well soon’ card and she knew none of his other friends well enough to inquire 
about his recovery. She spoke to her father, asking his advice. He told her to forget about him and that 
was what she did. At the age of thirty five she became a single mother. Always choosing the wrong 
guy, a series of bad decisions had led to one choice she hadn’t made. She gave her son Mark her own 
surname and turned to the singles columns, determined to find the right man to help raise her son. 

When Steve woke from the coma, her remembered little of the accident. Slowly the memories 
returned as the pain of his injuries subsided. The doctors warned him that he would have a long 
struggle ahead. He set his mind to it, first learning to walk again then, with that mastered, forcing 
himself to walk without the limp his oddly-angled foot was causing. The scarring down his abdomen 
took much longer to get over. It meant that his stomach muscles were completely shot and left him 
with unseen internal injuries which were even more difficult to get his head around. All of these paled 
into insignificance when it came to the mental trauma. Outdoor spaces provoked panic attacks, he 
couldn’t bear to be inside any kind of moving vehicle and needed constant reassurance from his family 
members. Years of therapy followed. Gradually he ventured out, easing his way out of the mental 
barriers which had held him fast. Ten years past until he was finally ready to face the world again. Too 
embarrassed by his predicament, he had failed to keep up with any of his old relationships and 
struggled to find new friends. He decided to join an evening class to test his newly-regained social 
skills. Despite his new-found confidence he struggled to make the same kind of tight friendships he’d 
had in his youth. He couldn’t seem to trust people anymore. The friends he made stayed in the evening 
class, he didn’t meet them socially. He consoled himself to being single as middle age beckoned and 
the years ebbed away. 

Sally’s mother had told her about seeing Steve in the coffee shop that Sunday lunchtime. “He was 
there again today,” she said.  
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Steve saw Sally’s mother in the coffee shop. She had not changed that much, maybe a little thinner, 
but still the same old Jane. He couldn’t summon up the courage to talk to her, instead he grabbed one 
of the papers from the rack and set about doing the cryptic crossword in the back pages. In between 
puzzling he checked Facebook and did a search for Sally. She had a child, though she was not married 
but ‘in a relationship’. He closed the app and went back to his puzzle. 

Sally’s new boyfriend was a stayer, just as she had imagined. She didn’t love him, but that was okay. 
She bought her mum a bunch of flowers, dressed in one of her sexiest outfits and set off alone to the 
coffee shop. 

In the coffee shop queue, Steve could hear Sally’s voice behind him. He’d spotted her first in the 
car park and then again as she presented a bunch of flowers to her mother. He smiled at the coffee 
shop girl as he felt his nerves rise. It was just like that very first time when they’d ceased being 
strangers at school. He paid for his coffee and took the paper to his table alone. Nothing could explain 
where he’d been and what he’d been through these past twenty years. 

As Sally left a half-hour later, he glanced at her through the window and she glanced back at him 
without a flicker of recognition. She was still as attractive as he remembered her. 

Sally glanced Steve through the coffee shop window as she left. He was as handsome as ever but 
looked different. He was thicker-set than in the photos she’d kept and the smile that had always 
greeted her in the past had been replaced with a stony coldness. It was as though his face had been 
reconstructed and something had been left out. The reflection in the window reminded her that she 
was not the same person either. She rarely spoke about the traumatic way that Mark had been 
conceived, and with good cause. How could she explain to Steve what she’d been through when she 
could barely bring herself to say the word itself? 

6. Conceptual Space O: Order of Writing 

Traversal Rule Instances 

6.1 P+ → [AD]+  

Description 

Adhere to a plot when writing and ensure each plot point is complete before writing the next.  

Keys: 

P = Conceptual space 'plot'. 
AD = (A)dvance (D)etailing degree.  

Explanation 

Here the plot is what guides the detailing in advance of the plot points. The plot points follow in 
sequence and the author writes these plot points as they occur, i.e. in a linear way. 

Evaluation Notes 

The AD quality indicates the level at which advance detailing is used in one plot point before moving 
on to the next. For example, in the rule given, all detailing should be in advance, so that plot points 
are written in the order in which they occur in the narrative. In this case AD will have a high, positive 
maximum value. 

Example 31: ‘Jack and the Beanstalk’ 

Jack awoke to a bright sunny day. It was market day. He put on his best coat and went to the shed to 
get the cow. On his way to the market he daydreamed about teatime. It was a Friday, they would have 
fish for tea. Market day was a big event for Jack. His mother had put her trust in him, he wouldn’t let 
her down. With the deal done, he returned home. ‘Magic beans’, mother would be pleased. It turned 
out that she wasn’t. There was no fish supper that night. With a sore backside and an empty stomach, 
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he planted the seeds despite his mother’s protestations that they were useless. In the middle of the 
night he was awoken by a curious crackling and creaking sound. His hunger was quickly forgotten when 
he saw the giant beanstalk. Up he climbed, right to the very top. There he saw a castle, which he made 
great haste towards. The giant was none too pleased to have his gold stolen so, as soon as Jack 
returned down the beanstalk he used his best axe to chop it down. He put the gold cache on the 
kitchen table and waited for mother to wake. 

6.2 G+ → [WI]+  

Description 

Divide writing into set pieces with different independent settings and write and develop them 
together, i.e. out of sequence.  

Keys: 

G = Conceptual space 'settings and place'. 
WI = (I)ndependence of (W)ords to plot level. 

Explanation 

The pieces in the original assembly are written out of sequence, each in their own setting. The 
subsequent revision shows how the assembled pieces are re-ordered to give the final piece. 

Evaluation Notes 

What is measured for the WI quality is the level to which a section of words relating to the plot is 
dependent on the setting or place, i.e. how tied the setting and place is to the way the plot is given. 
This measure is what allows for independent sections to be written out in any order, ready for 
subsequent reassembly into a narrative whole in a possibly different order. 

Example 32: ‘Jack and the Beanstalk’ 

Original assembly: 

(1) Inside the castle it wasn’t hard to find the cache of gold. It was hidden in the place he would 
have stored his own treasures — in the basement. Emerging with the treasure in a sack on his 
back, he made his way back up to the kitchen where he’d found the cellar door. He rushed to 
find a hiding place when he heard the voice. “Fee, fi, fo, fum, I smell the blood of an 
Englishman,” the giant pronounced in a deep rumbling voice. Jack cowered under the kitchen 
table with his eyes closed. 

(2) Jack’s mother hung out the washing on the line. This was her regular routine, looking after 
Jack, since her husband had died. In many ways Jack was like her late husband, Arthur. He had 
the same strong hands and the same tenacity when it came to work. But Jack was backward, 
whereas Arthur had been as sharp as a needle.  

(3) Adventures were a new experience for Jack, so he wasn’t sure if the pounding in his heart was 
good or not. Running and a pounding heart he was used to, hiding under a table with a huge 
giant searching for him and the gold he had stolen was not. After a while the heart beats 
subsided to a more regular pace and his focus instead turned to the bellow-like breaths of the 
giant. 

(4) When Jack returned from the market she gave him a clip round the ear. Magic beans indeed! 
The boys foolishness knew no bounds. She sent him to bed without any supper and retired to 
her room. By her bedside was her book of sketches with her most favourite drawings. Nearly 
every page was filled with an image of Arthur. A tear dropped from her eye as she closed the 
book and carefully tied the red ribbon back around its pages. How can I make the boy see 
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sense Arthur? Should I have taken the strap to him? She closed her eyes and dreamed of her 
wedding day.  

Jack woke up in the middle of the night at the sound of a curious wind-like tapping at his 
window. The branch of a giant beanstalk was brushing against the house, the beanstalk itself 
still growing at a rapid pace. He pulled his trousers on over his nightclothes, too excited that 
what the market seller had told him was true. Should he wake mother and tell her the good 
news? He rubbed his ear where she had hit him. Maybe not, he thought. He peered up at the 
beanstalk. It was so high he couldn’t see the top. 

(5) When the giant began snoring, Jack made his move. Round the legs of the chairs as big as 
houses, up the staircase whose steps were each the size of a boundary wall, he finally 
emerged to the grand lawn leading to the castle gate. It was as long as three fields so Jack put 
his head down as he ran. This was the most dangerous part, he couldn’t afford to trip or run 
out of breath. Pausing only to slip through the gap between the wide wooden slats, Jack made 
his way to the top of the beanstalk. In minutes he’d reached the bottom, chopping down the 
beanstalk with his axe. Looking at the treasures in his sack, he smiled. His mother wouldn’t 
think he was so stupid anymore. 

(6) Each branch of the beanstalk was an effort to climb. Some branches were so high above the 
previous branch, he could only reach them by jumping. When he finally reached the top Jack 
was out of breath. His exhaustion was quickly forgotten by the sight that greeted him. A castle 
as big as ten houses dominated the horizon. I wonder what riches lie beyond those gates, he 
thought.  

 

Post assembly: 

(2) Jack’s mother hung out the washing on the line. This was her regular routine, looking after 
Jack, since her husband had died. In many ways Jack was like her late husband, Arthur. He 
had the same strong hands and the same tenacity when it came to work. But Jack was 
backward, whereas Arthur had been as sharp as a needle.  

(4) When Jack returned from the market she gave him a clip round the ear. Magic beans 
indeed! The boys foolishness knew no bounds. She sent him to bed without any supper 
and retired to her room. By her bedside was her book of sketches with her most favourite 
drawings. Nearly every page was filled with an image of Arthur. A tear dropped from her 
eye as she closed the book and carefully tied the red ribbon back around its pages. How 
can I make the boy see sense Arthur? Should I have taken the strap to him? She closed her 
eyes and dreamed of her wedding day.  

Jack woke up in the middle of the night at the sound of a curious wind-like tapping at 
his window. The branch of a giant beanstalk was brushing against the house, the beanstalk 
itself still growing at a rapid pace. He pulled his trousers on over his nightclothes, too 
excited that what the market seller had told him was true. Should he wake mother and tell 
her the good news? He rubbed his ear where she had hit him. Maybe not, he thought. He 
peered up at the beanstalk. It was so high he couldn’t see the top. 

(6) Each branch of the beanstalk was an effort to climb. Some branches were so high above 
the previous branch, he could only reach them by jumping. When he finally reached the 
top Jack was out of breath. His exhaustion was quickly forgotten by the sight that greeted 
him. A castle as big as ten houses dominated the horizon. I wonder what riches lie beyond 
those gates, he thought.  

(1) Inside the castle it wasn’t hard to find the cache of gold. It was hidden in the place he 
would have stored his own treasures — in the basement. Emerging with the treasure in a 
sack on his back, he made his way back up to the kitchen where he’d found the cellar door. 
He rushed to find a hiding place when he heard the voice. “Fee, fi, fo, fum, I smell the blood 
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of an Englishman,” the giant pronounced in a deep rumbling voice. Jack cowered under 
the kitchen table with his eyes closed. 

(3) Adventures were a new experience for Jack, so he wasn’t sure if the pounding in his heart 
was good or not. Running and a pounding heart he was used to, hiding under a table with 
a huge giant searching for him and the gold he had stolen was not. After a while the heart 
beats subsided to a more regular pace and his focus instead turned to the bellow-like 
breaths of the giant. 

(5) When the giant began snoring, Jack made his move. Round the legs of the chairs as big as 
houses, up the staircase whose steps were each the size of a boundary wall, he finally 
emerged to the grand lawn leading to the castle gate. It was as long as three fields so Jack 
put his head down as he ran. This was the most dangerous part, he couldn’t afford to trip 
or run out of breath. Pausing only to slip through the gap between the wide wooden slats, 
Jack made his way to the top of the beanstalk. In minutes he’d reached the bottom, 
chopping down the beanstalk with his axe. Looking at the treasures in his sack, he smiled. 
His mother wouldn’t think he was so stupid anymore. 

6.3 T+, A+ → [PE]+  

Description 

Only revisit writing and edit after all the drama and tension has been resolved, e.g. at a chapter or 
story ending.  

Keys: 

T = Conceptual space 'tension' 
A = Conceptual space 'atmosphere' 
PE = (P)ost-(E)diting level. 

Explanation 

In this piece, the text has been written all in one go (from the earlier piece). The revision marks show 
how it has been subsequently edited after all the text has been put in place. 

Evaluation Notes 

Finding the level of the quality PE is based on how much post editing is done in order to achieve the 
effects of both tension and atmosphere. 

Example 33: ‘Jack and the Beanstalk’ (Revised edit of Example 31 above) 

a) Showing edits 

Jack’s mother hung out the washing on the line. She was optimistic about the future. She felt she had 
reached a turning point with Jack. This was her regular routine, looking after Jack, since her husband 
had died. In many ways Jack was like herWhen her late husband, Arthur had died, she’d assumed the 
role of both mother and father. Jack reminded her of Arthur H— he had the same strong hands and 
the same tenacity when it came to work. But Jack was backward, whereas Arthur had been as sharp 
as a needle and that was what made him a handful.. 

Her optimism was shattered Wwhen Jack returned from the market with a bag of beans which he’d 
exchanged for the prize cow. sShe gave him a clip round the ear. Magic beans indeed! The boys 
foolishness knew no bounds. She sent him to bed without any supper and retired to her room. By her 
bedside was her book of sketches with her most favourite drawings. Nearly every page was filled with 
an image of Arthur. A tear dropped from her eye as she closed the book and carefully tied the red 
ribbon back around its pages. How can I make the boy see sense ArthurI thought he was getting 



Posthuman Creative Styling — can a creative writer’s style of writing be described as procedural? 

175 

 

cleverer Arthur, but I was wrong? Should I have taken the strap to himWhen will he become the man 
that you were? She closed her eyes and dreamed of her wedding day. 

Jack woke up in the middle of the night at the sound of a curious wind-like tap-tapping at his 
window. The branch of a giant beanstalk was brushing against the house, the beanstalk itself still 
growing at a rapid pacethrusting up shoots in twists and turns of rapid growth. He pulled his trousers 
on over his nightclothes, too excited that what the market seller had told him was true. Should he 
wake mother and tell her the good news? He rubbed his ear where she had hit him. Maybe not, he 
thoughtHe thought twice about waking his mother, then decided against it. His sore ear reminded him 
of what she thought of him. He peered up at the beanstalk. It was so high he couldn’t see the top. 

Each branch of the beanstalk was an effort to climb. Some branches were so high above the 
previous branch, he could only reach the furthest of them by jumping. When he finally reached the 
top Jack was out of breath. His exhaustion was quickly forgotten by the sight that greeted him. A castle 
as big as ten houses dominated the horizon. It was of the kind of grand design that he imagined only 
Kings would live in. I wonder what riches lie beyond those gates, he thought. 

Inside the castle Jack discovered a sleeping giant. Giants had a very bad reputation. All of their 
riches came from stealing from the poorer villages around. iIt wasn’t hard to find the cache of 
goldgiant’s hiding place where he kept his stolen goods. It was hidden in the place he would have 
stored his own treasures — in the basementcellar. Emerging with the treasure in a sack on his back, 
he made his way back up to the kitchen where he’d found the cellar door. He rushed to find a hiding 
place when he heard the voice. “Fee, fi, fo, fum, I smell the blood of an Englishman,” the giant 
pronounced roared in a deep rumbling voicevoice so deep it made Jack’s ribs shake. Jack cowered 
under the kitchen table with his eyes closed and wishing that his father were here to rescue him. 

Adventures were a new experience for Jack, so he wasn’t sure if the pounding in his heart was good 
or not. Running and a pounding heart he was used to, hiding under a table with a huge giant searching 
for him and thea gold bag of treasure he had stolen was not. After a while the heart beats subsided to 
a more regular pace and his focus instead turned instead to the bellow-like breaths of the giant. 

When the giant began snoring, Jack figured that the lazy giant had fallen asleep once more. He 
made his move, his legs stiff and aching from crouching under the table for so long. Round the legs of 
the Under chairs as big as houses and over, up the staircase whose steps were each almost as tall as 
he wasthe size of a boundary wall, he finally emerged to the grand lawn leading to the castle gate. It 
The lawn was as long as three fields so Jack put his head down as he ran. This was the most dangerous 
part, he couldn’t afford to trip or run out of breath. Pausing only to slip through the gap between the 
wide wooden slats, Jack he made his way to the top of the beanstalk. In minutes he’d reached the 
bottom, and pelted for his axe, fearing that the giant would wake and come running after him. 
Chopping down the beanstalk with his axe. Lookinghe looked at the treasures in his sack and, he 
smiled. His mother wouldn’t think he was so stupid anymore. 

b) After Revision  

Jack’s mother hung out the washing on the line. She was optimistic about the future. She felt she had 
reached a turning point with Jack. When her late husband, Arthur had died, she’d assumed the role of 
both mother and father. Jack reminded her of Arthur. He had the same strong hands and the same 
tenacity when it came to work. But Jack was backward, whereas Arthur had been as sharp as a needle 
and that was what made him a handful. 

Her optimism was shattered When Jack returned from the market with a bag of beans which he’d 
exchanged for the prize cow. She gave him a clip round the ear. Magic beans indeed! The boys 
foolishness knew no bounds. She sent him to bed without any supper and retired to her room. By her 
bedside was her book of sketches with her most favourite drawings. Nearly every page was filled with 
an image of Arthur. A tear dropped from her eye as she closed the book and carefully tied the red 
ribbon back around its pages. I thought he was getting cleverer Arthur, but I was wrong? When will he 
become the man that you were? She closed her eyes and dreamed of her wedding day. 
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Jack woke up in the middle of the night at the sound of a curious wind-like tap-tapping at his 
window. The branch of a giant beanstalk was brushing against the house, the beanstalk thrusting up 
shoots in twists and turns of rapid growth. He pulled his trousers on over his nightclothes, too excited 
that what the market seller had told him was true. He thought twice about waking his mother, then 
decided against it. His sore ear reminded him of what she thought of him. He peered up at the 
beanstalk. It was so high he couldn’t see the top. 

Each branch of the beanstalk was an effort to climb. Some branches were so high above the 
previous branch, he could only reach the furthest of them by jumping. When he finally reached the 
top Jack was out of breath. His exhaustion was quickly forgotten by the sight that greeted him. A castle 
as big as ten houses dominated the horizon. It was of the kind of grand design that he imagined only 
Kings would live in. I wonder what riches lie beyond those gates, he thought. 

Inside the castle Jack discovered a sleeping giant. Giants had a very bad reputation. All of their 
riches came from stealing from the poorer villages around. It wasn’t hard to find the giant’s hiding 
place where he kept his stolen goods. It was hidden in the place he would have stored his own 
treasures — in the cellar. Emerging with the treasure in a sack on his back, he made his way back up 
to the kitchen where he’d found the cellar door. He rushed to find a hiding place when he heard the 
voice. “Fee, fi, fo, fum, I smell the blood of an Englishman,” the giant roared in a voice so deep it made 
Jack’s ribs shake. Jack cowered under the kitchen table with his eyes closed and wishing that his father 
were here to rescue him. 

Adventures were a new experience for Jack, so he wasn’t sure if the pounding in his heart was good 
or not. Running and a pounding heart he was used to, hiding under a table with a huge giant searching 
for him and bag of treasure was not. After a while the heart beats subsided to a more regular pace and 
his focus turned instead to the bellow-like breaths of the giant. 

When the giant began snoring, Jack figured that the lazy giant had fallen asleep once more. He 
made his move, his legs stiff and aching from crouching under the table for so long. Under chairs as 
big as houses and over steps were each almost as tall as he, he finally emerged to the grand lawn 
leading to the castle gate. The lawn was as long as three fields so Jack put his head down as he ran. 
This was the most dangerous part, he couldn’t afford to trip or run out of breath. Pausing only to slip 
through the gap between the wide wooden slats, he made his way to the top of the beanstalk. In 
minutes he’d reached the bottom, and pelted for his axe, fearing that the giant would wake and come 
running after him. Chopping down the beanstalk with his he looked at the treasures in his sack and 
smiled. His mother wouldn’t think he was so stupid anymore. 

6.4 P+ → [WI]-, [PE]+, [CS]+  

Description 

Post edit or globally revise to make the plot consistent.  

Keys: 

P = Conceptual space 'plot' 
CS = (C)ompleteness and (S)tability level. 
WI = (I)ndependence of (W)ords to plot level. 
PE = (P)ost-(E)diting level. 

Explanation 

This piece revises an earlier ficiton to fix some of the plot inconsistencies. So, for example, detail is 
added about what the CFO does on a Friday, and how explains the absence of the CEO and his 
subordinate. The first piece shows the edits as they appear in a review from Microsoft Word, the 
second piece shows it as plain text or the final draught. 

Evaluation Notes 
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The rule is evaluated by working out how much the post/global revision (as measured by estimating 
the levels of the respective qualities) improves the plot.  

Example 34 ‘White Collar Crime’ (revision of Example 19)  

a) Showing Edits 

I don’t really think of myself as a criminal. I don’t really think that what I’m doing is a crime. Some call 
it ‘white collar crime’, but to me its just another kind of enterprise. When you’ve lived a little, like I 
have, you begin to realise that corruption is so widespread that there are few places where its not 
happening. Businesses are committing fraud every day, you only get to read in the papers and watch 
on TV those that get caught. In my latest job I’m in a trusted position.  

They call me in when things go wrong with the Payroll system, but I’m not trusted enough to have 
a password. Therefore I know about their but not trusted enough to be allowed in on the company’s 
tax scams but I’m not in on them. There’s no need for me to detail them, everyone knows about ghost 
employees and false accounting. The problem is I’m never in on the scam. They trust meI’m trusted 
enough to have access to the financial ledgers and to watch the money flow around its twisted routes, 
but not enough to include me in their corrupt schemes.so much that I get a slice of the greedy pie. 
That’s why I decided to divert the funds from the computer system to my own account. I’m based on 
the top floor of the company, my role as head of IT involves regular trips to the finance officefinance 
department which is on the same floor (along with that of the senior directors). To plan my crime 
correctly I need to have access to the finance office where the computer is. It is not on the network. For 
some reason the bosses don’t trust that someone won’t hack into it. The department ,-which is split 
into two parts: one room for the CFO and another where the accountants do their data processing. 
Friday is the best day to hatch my plan. It’s the day everyone goes off down the pub for a midday meal 
and a pint. I can’t access the office while they’re all out because it is locked as it should be and, besides, 
I’m a regular at the pub too. The reason I choose Friday is because of the CFO’s bladder problem. He’s 
in and out of the gent’s loo on the top floor to the right of his office like a rat scurrying after cheese. On 
Fridays his trips to the loo are more frequent, assisted by several pints of beer. Friday afternoon means 
that hisIn the afternoon his bladder will beis full and his office will be open. Everyone’s guard will be 
lowered by the effects of a post-luncheon alcoholic fugue. I wait with my door ajar to listen for him to 
leave his office, then I’m off at speed with my box of tricks. I hurry past the director’s offices. The CEO 
will be asleep and his subordinate is having an affair with his secretary Carol which usually absorbs 
most of his time. -andI sneak into the CFO’s-his room. It takes me only seconds to install the hidden 
camera atop ofinside the new comms cabinet. Weeks before I managed to create a space for it with a 
hole and everything, just for this very purpose., tThen I’m back in my office, heart pounding. I activate 
the software and check the feed from the camera.-pull up the image on my screen. My office is 
arranged so that my back is to a wall and those that enter have to cross the length of the room, giving 
me plenty of time to hide the camera image of my nefarious activities. It’s his keyboard I have it focused 
on. Everyone says you should use a keylogger but keyloggers can be traced. The last thing I want is the 
theft to be traced back to me. Once I have the CFO’s admin password I will be able to hack the finance 
database. So Tthe ‘crime’ is committed, a l l  I have to do is relax and play the waiting game. Bbut I’m filled 
with guilt and nerves. Whatever it is that is causing the CFO’s bladder problem appears to be catching. 
As soon as I hear the CFO returning to his office, I rush to the toilet block to relieve myself. 

b) After  

I don’t really think of myself as a criminal. I don’t really think that what I’m doing is a crime. Some call 
it ‘white collar crime’, but to me its just another kind of enterprise. When you’ve lived a little, like I 
have, you begin to realise that corruption is so widespread that there are few places where its not 
happening. Businesses are committing fraud every day, you only get to read in the papers and watch 
on TV those that get caught. In my latest job I’m in a trusted position.  

They call me in when things go wrong with the Payroll system, but I’m not trusted enough to have 
a password. Therefore I know about their but not trusted enough to be allowed in on the company’s 
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tax scams but I’m not in on them. There’s no need for me to detail them, everyone knows about ghost 
employees and false accounting. I’m never in on the scam. They trust me. I’m trusted enough to have 
access to the financial ledgers and to watch the money flow around its twisted routes, but not so much 
that I get a slice of the greedy pie. That’s why I decided to divert the funds from the computer system 
to my own account. I’m based on the top floor of the company, my role as head of IT involves regular 
trips to the finance department which is on the same floor (along with that of the senior directors). To 
plan my crime correctly I need to have access to the finance office where the computer is. It is not on 
the network. For some reason the bosses don’t trust that someone won’t hack into it. The department, 
which is split into two parts: one room for the CFO and another where the accountants do their data 
processing. Friday is the best day to hatch my plan. It’s the day everyone goes off down the pub for a 
midday meal and a pint. I can’t access the office while they’re all out because it is locked as it should be 
and, besides, I’m a regular at the pub too. The reason I choose Friday is because of the CFO’s bladder 
problem. He’s in and out of the gent’s loo on the top floor to the right of his office like a rat scurrying 
after cheese. On Fridays his trips to the loo are more frequent, assisted by several pints of beer. In  the 
afternoon his bladder is full and his office will be open. Everyone’s guard will be lowered by the effects 
of a post-luncheon alcoholic fugue. I wait with my door ajar to listen for him to leave his office, then I’m 
off at speed with my box of tricks. I hurry past the director’s offices. The CEO will be asleep and his 
subordinate is having an affair with his secretary Carol which usually absorbs most of his time. I sneak 
into his room. It takes me only seconds to install the hidden camera atop ofinside the new comms 
cabinet. Weeks before I managed to create a space for it with a hole and everything, just for this very 
purpose.Then I’m back in my office, heart pounding. I activate the software and check the feed from 
the camera. My office is arranged so that my back is to a wall and those that enter have to cross the 
length of the room, giving me plenty of time to hide the image of my nefarious activities. It’s his 
keyboard I have it focused on. Everyone says you should use a keylogger but keyloggers can be traced. 
The last thing I want is the theft to be traced back to me. Once I have the CFO’s admin password I will 
be able to hack the finance database. So the ‘crime’ is committed, al l  I have to do is relax and play the 
waiting game. But I’m filled with guilt and nerves. Whatever it is that is causing the CFO’s bladder 
problem appears to be catching. As soon as I hear the CFO returning to his office, I rush to the toilet block 
to relieve myself. 

6.5 I+ → [GB(imagery)]+  

Description 

Allow imagery to guide development of a scene using an 'above and below' technique, i.e. writing 
around it and developing outwards.  

Keys: 

I = Conceptual space 'imagery'. 
GB = (G)uided (B)y other level (imagery, atmosphere etc.). 

Explanation 

The scenes here are written out of sequence, starting with paragraph 1. The scene is then developed 
outwards, paragraph 2 follows beneath it, then paragraph 3 has been written above that. This allows 
a style in which imagery to develop outwards, enabling it to be expanded whilst the piece is being 
written. 

Evaluation Notes 

The writer estimates the strength of imagery in guiding the order of writing to get a level for GB. They 
set this level against the benefit to the style of the completed piece so as to determine the value of 
the rule in the space. 
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Example 35 (reworking of Example 20 ‘New City’) 

5.  When I reach the top of the hill my breath is taken away by the awe-inspiring sight. I feel giddy 
with excitement, though it may be low oxygen levels in my suit. I tap the gauge on silvered and 
wrinkled arm, notch the heating level up a degree or two, then sit down on a convenient boulder 
to enjoy the view.  

1.  New City seen from the outside is like three giant golf-balls stacked side by side.  
8.  Hundreds of windows replace dimples in an ant-nest of teeming life. 
3.  Set in a valley swept clear of rocks it the city has a virgin beauty all of its own. Like the first 

homestead of an early American settler, it has a romantic aura about it.  
6.  I wonder how many others have sat on this same boulder to take in the sights. A sense of guilt 

washes over me. I suddenly have an image of my back garden where I’m sitting on the patio 
chair instead of doing my chores. Back in the present I see another side to the development. 
Machines do not rest.  

3.  It also speaks of the future.  
2.  The cranes with their sophisticated claws are dancing to the rhythm of a far-away programmer.  
4.  They remind me of the sim programs I used to play in my youth, like hands of God grabbing at 

the prefabs and assembling them in delicate manoeuvres that are less robotic and more like a 
child playing with toy bricks.  

7.  I think to myself, is this how it all works? Do computer games turn into real-life simulations? The 
passing whimsy is a sign that I have too much time on my hands. Those early settlers didn’t have 
time to sit and take in the view. Picturesque views are for history books read on a lazy Sunday 
afternoon. The future here needs to be built before it can be appreciated. I snap out of my 
reflections, sweep the fine-powdery dust from my leggings, and get back to my work. 

6.6 P+ → [WI]+, [PE]+  

Description 

Move parts of writing around to reassemble it into a different order to increase pace.  

Keys: 

P = Conceptual space 'plot' 
WI = (I)ndependence of (W)ords to plot level. 
PE = (P)ost-(E)diting level. 

Explanation 

Here the blue strike pieces have been moved to the blue underline locations and the red text indicates 
text changes. The author has used this cut and paste technique to make the pace seem faster in the 
earlier parts of the piece. The plain text version afterwards shows the result of the edits. 

Evaluation Notes 

A measure is taken as to which parts of the text can be moved independently and placed elsewhere 
to increase pace. This gives the WI level to be used, alongside the PE value, as part of the evaluation 
of the rule’s use in the space. 

Example 36 (from Example 8b ‘Down But Not Out’) 

a) Showing edits (Blue strike through = cut from, blue underline = cut to)) 

The voices of his pursuers drove him on. Not daring to look back, he jumped a wall and ran through 
someone’s back garden. They were at his back and he was running. He threw down a black bin as he 
sped through the narrow back alley. This couldn’t go on. Gamblers at his back and a rumbling, half-
empty stomach propelling him forward., Gambling is a terrible addition, the most terrible thing about 
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it being the beating you get for not paying up. Not daring to look back, he jumped a wall and ran 
through someone’s back garden. The voices of his pursuers drove him on when Hhis aching legs were 
telling him to stop. He ignored The protests of the woman hanging her washing didn’t slow him. as 
hHe dashed through yet another garden and ran up the hill. At the top he turned the corner and 
stopped. With his heart pounding, he listened intently as he tried to control his breathing for fear he’d 
be overheard. There were no pursuing footsteps, no calls of ‘where did he go?’ or shouts of ‘this way’. 
Now, more confident that he was not being pursued, he began to relax and walked on past the church 
and across the field behind it in the direction of the shopping centre. He crossed the road, taking a 
twisting and turning route down several pathways towards the church. Now, more confident that he 
was not being pursued, he began to relax and walked on past the church and across the field behind 
it in the direction of the shopping centre. This couldn’t go on. Gamblers at his back and a rumbling, 
half-empty stomach propelling him forward, he eyed the shopping mall with a sense of trepidation. 
The jewellery shop looked like a good bet. He knew that he was about to exchange one bad situation 
for another, but the thought of three-square meals a day and a chance to relax was more than 
tempting. He caught himself in the shop window as he entered and saw his reflection smiling back at 
him. He’d have to make sure he chose something expensive that couldn’t be ignored with a slap on-
the-wrist sentence like the previous two times. It wasn’t a problem. The jewellery shop looked like a 
good bet. He caught himself in the shop window as he entered and saw his reflection smiling back at 
him. 

b) Plain Text  

The voices of his pursuers drove him on. Not daring to look back, he jumped a wall and ran through 
someone’s back garden. They were at his back and he was running. He threw down a black bin as he 
sped through the narrow back alley. This couldn’t go on. Gamblers at his back and a rumbling, half-
empty stomach propelling him forward, his aching legs were telling him to stop. The protests of the 
woman hanging her washing didn’t slow him. He dashed through yet another garden and ran up the 
hill. At the top he turned the corner and stopped. With his heart pounding, he listened intently as he 
tried to control his breathing for fear he’d be overheard. There were no pursuing footsteps, no calls of 
‘where did he go?’ or shouts of ‘this way’. Now, more confident that he was not being pursued, he 
began to relax and walked on past the church and across the field behind it in the direction of the 
shopping centre. He crossed the road, taking a twisting and turning route down several pathways 
towards the church. This couldn’t go on. Gamblers at his back and a rumbling, half-empty stomach 
propelling him forward, he eyed the shopping mall with a sense of trepidation. The jewellery shop 
looked like a good bet. He knew that he was about to exchange one bad situation for another, but the 
thought of three-square meals a day and a chance to relax was more than tempting. He caught himself 
in the shop window as he entered and saw his reflection smiling back at him. He’d have to make sure 
he chose something expensive that couldn’t be ignored with a slap on-the-wrist sentence like the 
previous two times. It wasn’t a problem.  

6.7 C+ → [WI(character)]+  

Description 

Work on several pieces and develop them simultaneously when several character stories are 
developing independently.  

Keys: 

C = Conceptual space 'characters'. 
WI = (I)ndependence of (W)ords to plot level. 

Explanation 
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Here there are two pieces: Charlie's and Jim's. The writer switches writing from one piece to the author 
in the order of the numbers of the paragraphs, allowing both fictions to be developed in parallel. 

Evaluation Notes 

The writer evaluates the benefit of working on more than one character piece at the same time. The 
extent of the style is given by the WI level, which here has an additional attribute to recognise its 
different context. 

Example 37: (set in the storyworld of Example 17a, b and Example 22 ‘Alien Capture’) 

Charlie's Practice 

1.  I pull the sleeves of my jumper over my hands. My mother always did knit them too big. In these 
times you make do with what you can scrabble together. Mum was the best of us. There were 
never any leftovers that didn't get reconstituted. Potatoes got sliced or mashed into a fried 
breakfast, even the bones she makes use of in soups and broths. Not that there are many 
leftovers. We were lucky that we have the chickens and a big vegetable plot. Since the aliens 
arrived most of us have been living hand-to-mouth, those that aren't are in cahoots with the 
monsters. They're running things now, and woe-betide anyone who tries to stand against them.  

3.  I'm lucky, I have Sam. She's more than an older sister. Since Dad died she's taken charge. But 
she sometimes makes some bad decisions. That's why she needs me. I told her that station 
wasn't safe. We were tired, it was raining and Sam, for all her strengths, has always had one big 
weakness. She has to have a good nights' sleep or she gets ratty. It's chaos if we're woken early 
or she doesn't get to bed on time. She never used to be like that, or maybe she did. These are 
strange times, who can remember what it used to be like to sleep in a comfy bed and have the 
luxury for a lie in? 

5.  When the ship shudders for a second time I know something is amiss. Sam takes the initiative 
when the door opens. She screams and floors the alien and then grabs my arm. I'm still in a state 
of shock as we make our way to the escape pods. We both remember the story the traveller 
told us. Sam made me draw a map in case we were ever captured. I guess she was right, you 
never can be too prepared in times like these.  

Jim's Practice 

2.  I gather my equipment. The others will meet me at Central Station. It's been abandoned for 
some time. We use it only as a meeting point. It's too obvious as a place of refuge. Many a 
wanderer has sought to hide there only to be caught in their sleep. Today is another big step in 
our fight back. We know exactly where and when to strike. The aliens are nothing if not 
predictable. It's as though they've become lazy with power. What can tiny minions like us do to 
fight back? We're like insects to their mighty intellects. Except we don't think of ourselves like 
that. 

4.  Today we're going to try something we've never done before. The aliens don't expect us to strike 
back, they don't think we're up to it. I set off towards the station with a renewed sense of 
purpose. My teammates will be waiting. We're all young, fit and healthy and ready to take the 
fight back to the invaders. Richie had managed to get hold of a decent vehicle, Janice has 
sourced the battery charger and Rammy the weapons, so we're all set. I'm almost there when I 
notice the car coming speeding towards me. Instinctively I jump to the side of the road to take 
cover, then notice Rammy at the wheel. "Jump in," he says, "We've got a live one, it's just picked 
up a couple who were napping down at the station." 

7. Conceptual Space R: Pace 

Traversal Rule Instances 
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7.1 A+, G+ → [TC]+  

Description 

Use constant reference to place and atmosphere to hold an emotional connection such as 'jealousy', 
thereby maintaining pace.  

Keys: 

A = Conceptual space 'atmosphere'. 
G = Conceptual space 'settings and place'. 
TC = (T)ightness of (C)onnections to one feeling or action. 

Explanation 

Here the theme of jealousy is emphasised by repeatedly turning to it in the context of what is in the 
supermarket and the atmosphere of being surrounded by goods when not having any oneself. 

Evaluation Notes 

The writer assesses the level at which an emotional connection is being repeatedly attached to place 
and atmosphere (TC) and the value this gives as a style in the space Pace. 

Example 38: (Continuation of Example 8 'Down but not Out') 

He couldn't help but be envious of what other people had. It wasn't their possessions that made him 
jealous, though that was part of it. He strolled through the supermarket, adding an item here, another 
there, not paying much attention to what he was adding. Jewellery had never appealed to him. The 
ownership of it seemed rather crass to him. When he'd read in the paper reports about a famous 
footballer or a multi-millionaire having their watch stolen he'd recognised the crime at the same time 
as he'd recognised the greed. A watch worth £5000 and you wear it on your wrist? Some people were 
jealous of such things, he preferred the kinds of material goods that were more bolted down, like 
houses and cars. So, he'd decided against the jewellery shop in favour of the supermarket. It wouldn't 
be hard for the store detective to spot him stealing the odd item or two. He didn't make it obvious but 
he didn't go out of his way to hide the fact that he was pocketing more items than he was putting in 
his basket. No, when it came to jealousy, what he was really jealous of was the companionship that 
money and wealth bought. Nobody loved a loser, at least that was his experience. Why had Sally left 
him if not for his money troubles? As he made his way past the checkout and out of the shop he felt 
the expected hand on his shoulder. He paid no attention as the store detective spoke to him, it was 
the sleeve of his suit which caught his eye. Pure wool, he used to have a suit like that. He remembered 
the day he'd bought and how it had made him feel on top of the world. The suit was tailored, just like 
his had been, right down to the neat sleeves, ending just so above the cuffs of the crisp linen shirt. And 
the pièce de résistance? A gold ring on the man's wedding finger — how he'd love to have a ring like 
that! 

7.2 L+ → [FS(present tense)] 

Description 

Use the present tense to make a narrative seem more immediate and have greater pace. 

Keys: 

L = Conceptual space 'language'. 
FS = (F)ast-pace versus (S)low pace balance. 

Explanation 
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In this piece the present tense is used to add immediacy. The present tense suits itself to simpler 
sentences such as 'she smiles' and 'she is full of vim and vigour', since there is no need to say anything 
other than what is happening at that moment. 

Evaluation Notes 

The FS level measures the sense of immediacy given by use of present tense. One way to calculate this 
is to keep count of the use of short sentences in the present tense which express a simple feeling. FS 
is then set against how well this style improves the rendering of atmosphere and so establish the value 
of the rule. 

Example 39: (from Example 33 'Jack and the Beanstalk') 

Jack’s mother hangs out the washing on the line. The sun is shining warmly above as she sets about 
her work, humming a tune. She feels good about Jack's progress. In many ways he plugs the hole in 
her life which Arthur left. It is hard work. On days like this that hard work is paying off and puts a spring 
in her step. Jack is at the market at this very moment. She imagines him making the deal, the coins in 
his hand, his money pouch full. She smiles. Jack is more and more like his father every day. With the 
washing hung, she skips to her next task and the next. She is full of vim and vigour. Clouds hasten 
across the sky and the day draws in. In no time at all, Jack is back. She rushes to meet him at the gate. 

Her optimism is shattered when Jack shows her the bag of beans. She gives him a clip round the 
ear. Magic beans indeed! The boy's foolishness knows no bounds. She sends him to bed without any 
supper and retires to her room. By her bedside is her book of sketches with her most favourite 
drawings. Nearly every page is filled with an image of Arthur. She flicks through the images. No more 
drawings to add, only memories. She closes the book and carefully ties the red ribbon back around its 
pages. How can I make the boy see sense Arthur? I wish you were here to help me. She turns in her 
bed to face the empty pillow. Arthur lies there gently sleeping as tears form in her tired eyes. 

7.3 T+, N+ → [FS(short sentences)]+, [FS(active voice)] 

Description 

Use tension building effect such as active voice and short sentences to build pace.  

Keys: 

T = Conceptual space 'tension'. 
N = Conceptual space 'narration'. 
FS = (F)ast-pace versus (S)low pace balance. 

Explanation 

The first sentence is both short and in active voice. Other examples are 'she is right' and 'she doesn't 
care', whilst some are slightly longer, e.g. ' She squeezes her eyes and shakes her head'. The effect it 
to build tension by increasing the pace of the narrative. 

Evaluation Notes 

The qualities are measured as the increase in tension achieved by the count of short and active voice 
sentences. If this evaluates to a good technique for pacing the text, the rule is preferred or favoured. 

Example 40: (from Example 11 'Caving In') 

Hélène is scared. The taste in her mouth is dry like chalk. She takes another sip from the bottle. The 
icy liquid brings small relief. She sweeps her hand across the rough surface beneath her. Ignoring 
George's advice, she slides off one glove. She fumbles as she puts it in her pocket. She is right. Tiny 
shards of pointed rock prick her fingers. She brushes them away to sit. The boulder has room for two, 
but George stays standing. The harsh surface pushes into her bones. It is uncomfortable. She doesn't 
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care. Her light-headedness from the fall means it is still hard to focus. She doesn't want any more 
drama. She squeezes her eyes and shakes her head. She will not feint. The cold is already biting at her 
fingers. She turns on the helmet light, puts her glove back on, then switches it off. “What’s that smell?” 
she says. “It tastes like talcum powder." 

“It’s probably just dust,” George says.  
His asthma is playing up. She's worried about him. 
“This is a natural cave, not a mine," he continues. "Poisonous gases…they're not common." 
Hélène goes easy on him. She hates a lecture, now's not the time to complain. “Next year we go to 

Portugal and sit by the pool all day getting sunburned," she says. 
George laughs, then coughs from the effort.  

7.4 P+ → [CF]+  

Description 

Make constant reconnection with centre of story to ensure pace is not lost.   

Keys: 

P = Conceptual space 'plot'. 
CF = (C)ontact with driving (F)orce degree for theme, plot etc.. 

Explanation 

The first piece is about honour, showing how a person has taken an oath on two occasions, yet feels 
let down by what such honesty and dedication brings. The second piece keeps returning to the driving 
idea of the story (the value 'CF') so that the pace of the message is not lost amid the telling of the 
story. The cub scout story and the job story are intertwined to keep the concept of 'honour' at the 
centre of the story. 

Evaluation Notes 

The CF level is calculated as the level at which the centre of the story is being reconnected or repeated 
and is evaluated as a pace-preserving technique.  

Example 41: ' The Honour System' 

Before: 

It was about the sixth or seventh time we had to give the oath that I decided to leave. It had all started 
so well. A new adventure, something exciting to look forward to. A chance to meet new friends. There 
were badges we could earn, trips we could make. The badges were on a chart with a whole host of 
activities from camp making to hill climbing, mechanics and sports. And indeed I did earn some badges. 
I collected newspapers and earned the fundraising badge, I made a model robot in Lego and earned 
the mechanics badge. For the circus skills badge I put on a gymnastics display. Except that, after the 
thrill of it all had died down, it resolved into repeating that damned oath over and over 'till I was sick 
of it. It wasn't that I didn't take the oath seriously. The cub scouts had given me a sense of belonging 
and a place in life. At an early age I had learned what it felt like to belong. In later life I would exchange 
that simple uniform ,which my parents must have spent a great deal on buying, for a business suit and 
a tie. It was the same feeling of fitting in, knowing my place in the team and promising to do my best. 
Just like the promise in the oath.  

Three years into my job and the routine is beginning to get me down. Does it say something about 
me that I always get itchy feet after the first few years of a new job? I pored over that job description 
and ticked every box in my application. Yes, I am an excellent communicator. Am I a team player? Of 
course I am, here is an example of the time when… And so on. The manager had shook my hand. There 
was a lot of work to do, together we would succeed. It was a promise I'd made which was more than 
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the contract I'd signed. I had felt honour bound to do my best but the feeling was slowly faded like the 
sharp crease in the trousers of the new suit I'd bought when I'd started. When Jill got promoted ahead 
of me the unfairness of it all struck home. I'd done well and kept my promises. I'd implemented a 
server farm, managed the implementation of a new network and helped develop the new bespoke 
software systems. What had Jill done except crawl up to the manager so much that it made me sick at 
the sycophancy of it all? The man had no honour and mine had about expired. Whilst the team tripped 
down to the pub for another boozy lunch, I stole into the manager's office and went through the filing 
cabinet. It didn't take me long to find the contract. I glanced over the words. They'd meant so much 
to me once, now they were meaningless. I took it out and put it into my rumpled suit jacket pocket to 
dispose of later. From now on I wouldn't be keeping my promises. 

After: 

Three years into my job and the routine is beginning to get me down. Does it say something about me 
that I always get itchy feet after the first few years of a new job? It reminds me of when I joined the 
cub scouts. It was about the sixth or seventh time we had to give the oath that I decided to leave. It 
had all started so well. A new adventure, something exciting to look forward to. A chance to make new 
friends and escape the humdrum of home life. It was the same when my job was new. It was exciting 
to meet all the people that worked there, find out what each department did and learn how all the 
individual contributions fitted together to make the whole place work. The job contract was a bit like 
my cub scout's oath all those years ago. I'd made promises that I would keep and made claims about 
myself I would have to adhere to. Yes, I am an excellent communicator. Am I a team player? Of course 
I am, here is an example of the time when… And so on. The manager had shook my hand in a way 
which sealed the contract like the scout sign I had learned whilst taking my oath. I promise to do my 
best, to do my duty to God and the Queen…  

When the job began I felt honour bound to keep the promises I'd made. There was a lot of work to 
do, together we would succeed. The promise was more than the contract, it was who I was, who I'd 
said I would be. I had a lot to live up to. Like being in the cubs, I would earn my badges and climb the 
career ladder of success. I imagined my rise like the chart on that cub hut wall with its host of activities: 
camp making, hill climbing, mechanics, sports. There where new avenues for me to pursue in the job, 
I could only dream what new skills I would be taking on and where they would lead me. I scoped it all 
out and chose my badges. We could use a new server farm, I suggested, a complete rewiring of the 
office, a residential booking system, some bespoke software for our property management. I threw 
myself into the new projects. Jill, my coworker, stayed with the legacy systems whilst I shined and 
earned my badges. I promise to do my best, to do my duty to God and the Queen… I worked hard, just 
as I had done collecting newspapers for my fundraising badge, making my Lego models for my 
mechanics badge and performing a gymnastics display for my circus skills badge.  

However there were no grand rewards and no badges given. Jill was a political animal, spending 
days locked in 'meetings' with our line manager, claiming credit for 'our' new systems when it was me 
who had done all the work. My feelings of being honour-bound to do my best slowly faded like the 
sharp creases in the trousers of the new suit I'd bought when I'd started the job. The thrill of a fresh 
new job with new challenges faded into a boring routine. Turn up, clock in, go through the motions, 
go home. I remembered what had happened at the cubs and why I had left. It was that damned oath! 
Repeating it over and over until I was sick of it. It was all we seemed able to do on those rainy winter 
days and Akela was stuck in a loop. That oath was for newbies, not cubs like me with three badges to 
their name.  

When Jill got promoted ahead of me the unfairness of it all struck home. I'd kept my promises, 
fulfilled my obligations. What had Jill done except crawl up to the manager so much that it made me 
sick at the sycophancy of it all? Our boss had no honour and mine had about expired. Whilst the team 
tripped down to the pub for another boozy lunch, I stole into his office and went through the filing 
cabinet. It didn't take me long to find the contract. I glanced over the words. They'd meant so much 
to me once, now they were meaningless. I took it out and put it into my rumpled suit jacket pocket to 
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dispose of later like the electronic copy I'd erased from the personnel system. Oaths and promises are 
for cub scouts. In the commercial world there is no honour. 

7.5 C+ → [FS(intro character)]-  

Description 

Use a slow pace for introductory material such as character establishment.  

Keys: 

C = Conceptual space 'characters'. 
FS = (F)ast-pace versus (S)low pace balance. 

Explanation 

Here the pace is kept slow at the beginning as the character's medical history is introduced. This allows 
for a style where character information is given before actions are taken, rather than simply telling a 
crime story as in the previous version, which enables some understanding of why the character is in 
the position they are in. 

Evaluation Notes 

Evaluation is on the benefit of having introductory material (the level of which is given by FS(into 
character)) against the lower pace introduced. The value to the space is the value of establishing (e.g. 
character) before events and actions happen for the concept of Pace. 

Example 42: ' White Collar Crime' (introductory material for Example 19) 

The doctor diagnosed it as 'ulcerative colitis', an inflammatory disease of the lower intestine. I suppose 
it's what you would call a 'hidden disease'. The way it disables you is not visible to anyone else but it's 
as much of life-changer as any more visible disability. I can't go out for walks for fear of ever being too 
far away from a toilet. I can't go on dates — what would my date say about my constant trips to the 
loo? And, worst of all, I can't apply for the kinds of jobs I would like to apply for.  

Take this job, for example. When I applied for it, the first thing I checked was where the toilet block 
was. It was on the same floor as the office, I could get there in twenty steps or so. Enough time for me 
to keep the illness at bay until my bowels exploded. It was a small company and it didn't take me long 
to get promoted to the top job. But it wasn't my ideal job. It isn't going anywhere, I'm not going 
anywhere. On top of that I know that there is no meritocracy at work. Blackmail is the way everything 
works here. I can work that way if I really want to, but do I want to change and be like the rest? All the 
senior managers are on the take. If I take the next step and join them I feel I will spend the rest of my 
life here. Not paid because of my results, but extremely well remunerated because if not, I would 
inform the tax inspector about the nefarious goings on. If I have the operation for my illness I will need 
to admit that I have it. It's my own fault that I didn't include that tiny detail on my application. Instead 
I will hack the payroll system and divert the necessary funds so that I can have it done privately. It 
means that I can hand in my notice and have the operation whilst still paying my mortgage and nobody 
will be any the wiser. Oh yes, I have it all worked out. Now all I have to do is summon up the courage 
to go ahead with it all.  

7.6 S+, T+ → [FS(drama at endpoints)]+  

Description 

Increase pace to achieve drama, particularly at endpoints.  

Keys: 

S = Conceptual space 'structure'. 
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FS = (F)ast-pace versus (S)low pace balance. 

Explanation 

This piece is an action piece which follows from the scene where the three characters are being held 
captive. The structure is such that, at the end of the piece, the pace is a lot quicker to satisfy the 
author's intent to increase the drama. 

Evaluation Notes 

The writer assesses the value to the space of having more drama at the end of a piece (the level for 
which is given by FS(drama at endpoints)), i.e. whether this achieves a faster/better pace where 
required. This assessment gives the value of the rule. 

Example 43: 'Alien Capture' (continuation of Example 17b) 

I glue my eyes to the door and, when it opens and the alien appears, I scream as loud as I can. Then I 
dash forwards, punching it to the right of its midriff where I know one of its essential organs is housed 
from reading the alien autopsy reports on the secure net. I grab Charlie’s arm and pull him along with 
me as I make my escape, noticing Corner-Man following us. “The escape pod launch bay cannot be far, 
we will get through this,” I tell him, noticing the suprise on his face.  

The pod cannot be far, I repeat to myself. The corridors rush by in a maze. I feel Charlie tug at me. 
I pull back, then remember he knows the map. "This way," Charlie says. Corner Man stumbles. "Keep 
up!" I yell. I have no time for him as me and Charlie plough our way through the corridors. Corner man 
is running along with us now. I'm feeling out of breath. "Jim," he says, holding out his hand as we run. 
"Sam," I say. 

Then we're there. Some more screams and Jim helps disable the second guard as I overpower the 
first. We jump in the pod. The thud of my heart won't settle. I punch the big red button. Nothing 
happens. I bang it five times with my fist. Where is the release switch? Charlie puts the key in the 
opening. "Where?" I ask, though the word doesn't leave my mouth. The pod lurches, then we are 
plummeting towards the ground. 

7.7 L+ → [LL]+, [FS(frags)]+  

Description 

Use language fragments to increase the sense of pace.  

Explanation 

This piece uses short sentences or fragments to help make the reader's eye glide over the text quicker, 
giving a faster sense of pace. The shortness of the sentences enables changing actions to be relayed 
at a faster reader pace. 

Evaluation Notes 

Evaluation assesses the effectiveness of using short sentences (or ‘fragments’) to achieve the sense of 
pace when lots of actions are happening in a short amount of time. The measure of the extent of the 
rule’s application is what the writer estimates for FS(frags). 

Example 44: 'Alien Capture' (continuation of Example 43) 

Bump. I'm jolted to one side. 
"Sammy, I'm scared." 
"You're okay Charlie," I mean we'll be okay but that would sound less convincing. The man who 

said his name was Jim echoes the nerves I'm feeling in his face. "It won't be long now," he says. 
We hit the ground. Rolling, spinning, turning. Elbows hit knees, heads bang against walls. 
"We're rolling," 
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"I figured." 
"The boy…" 
"He's out cold." 
"We might not make it." 
"I know." 
The rolling continues. I'm not counting. If I had been I would have reached over twenty, maybe 

thirty revolutions. With each turn there is an accompanying bruise. I try to shield Charlie from the 
worst of it.  

"The button." 
"What?" 
Now I see it. 

8. Conceptual Space T: Tension 

Traversal Rule Instances 

8.1 A+, G+ → [FL]+, [GT]- 

Description 

Use a structure consisting of disconnected fragments to create tension.  

Keys: 

A = Conceptual space 'atmosphere'. 
G = Conceptual space 'settings and place'. 
FL = (F)ragmentation (L)evel for tension effect. 
GT = (G)rammar (T)ightness level. 

Explanation 

The paragraphs in this piece don't flow as in more regular exposition. Instead the flow contains 
fragments or short paragraphs, which are interspersed in the text to add tension whilst the story is 
being told. 

Evaluation Notes 

Evaluate if the addition of short paragraphs (the levels of which is measured by the magnitudes of the 
two qualities) gives a better style of increasing tension. 

Example 45: 'Caving In' (precursor to Example 10 and Example 11) 

"What was that?"  
"Relax Hélène, remember there used to be an underground stream running through here. What 

you're hearing is the sound of water moving through the rocks." 
Hélène put her hand against the cold wall of the cave. Dark. She'd never experienced darkness like 

this. George had demonstrated it to her by turning off his helmet lamp. She hadn't even been able to 
see her hand in front of her face. 

Drip. 
Drip. 
Drip. 
"It's spooky," Hélène said. "It's almost like this place is alive." 
George stopped for a moment. He turned to face his wife. In the quite of the cave they could hear 

each other breathing.  
Bump. 
"I heard it that time," George said. "You're right, there's something not quite right here…". He 

reached forward and held her in her arms. 
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Bump. 
Hélène welcomed the warmth of her husband's embrace but couldn't shake the feeling that 

something terrible was about to happen. 

8.2 L+ → [IL(overt description)]- 

Description 

Have an atmosphere in which there is less authorial or overt description to decrease the immediacy 
and tension.  

Keys: 

L = Conceptual space 'language'. 
IL = (I)mmediacy (L)evel. 

Explanation 

The intent here is to use less overt description to decrease immediacy and therefore tension. The 
narrator is largely absent, the two protagonists carry the atmosphere. 

Evaluation Notes 

Evaluate if making description less overt to decrease tension (as measured by the IL quality) is an 
effective way of styling tension. A side by side comparison of pieces with and without the quality and 
the levels of tension in them would provide this. 

Example 46: 'Caving In' (continuation of Example 11) 

“What’s that smell?” Hélène said. “It tastes like chalk.” 
“It’s probably just the dust from the fall,” George said. “This is a natural cave, not a mine. It’s a 

common misconception that there are lots of poisonous gases…” 
“Please, spare me another lecture about how safe it is down here,” Hélène said in a light voice 

which, in the amplified confines, came out harsher than she had planned. “I can take the cold and the 
darkness, the constant feeling that I’m about to fall over and the penetrating silence of it all, but what 
I can’t take is you telling me that this is still a holiday.” 

George laughed, “At least you’ve kept your sense of humour,” he said. 
Hélène looked at her husband. She never could stay cross with him for too long. She drew a deep 

breath. "I guess we'll just have to figure a way out of this," she said.  
"Positive thinking," George said. 
"Positive thinking," Hélène replied. 

8.3 N+ → [ST(extra details)]+  

Description 

Slow the pace to build tension.  

Keys: 

N = Conceptual space 'narration'. 
ST = (S)peed/(T)ime level  

Explanation 

In this piece the pace is slowed by adding extra details such as Allison counting the cameras and drones 
on the way down. Details such as Jacob carrying a cold steel blade in his pocket add to the tension. 

Evaluation Notes 
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Evaluation determines if tension is increased by slowing the pace. The quality ST allows for the level 
at which the rule is applied to be judged. 

Example 47: 'No Entry' (reworking of Example 12b) 

Alison hurried to join the group, watching the streets with a cautious eye. She had been counting the 
cameras and drones on the way down and had fallen behind. The aggressive beggars at the sides of 
the road were picking on solitary walkers. "There's less drones around here, we should be more 
careful," she said. She noticed Jenny was shivering. "You should have worn a thicker coat," she said, 
as if explaining the nervousness she saw reflected in her friend's eyes.  

Jacob had one had in his pocket. The cold steel blade brought him some comfort. He was wondering 
if he would have the courage to use it if one of the street lurkers attacked. "I can't say I'm not scared," 
Jenny said, interrupting his dark thoughts. "Just because we're outside the safety zone, doesn't mean 
we haven't got right on our side," he said, hoping to reassure her.  

Jenny smile weakly. 
"Your morality theory won't protect us if we get caught," Alison said. 
Jacob tried to backtrack. Keeping a balance between Jenny's fiercely religious views and Alison's 

strictly scientific reasoning was a struggle at the best of times. These weren't the best of times. Since 
the incident he was fighting to make sense of the rights and wrongs of situations. Was the whole of 
society cursed because of what had happened? How had it led to this? "I'm just trying to say that we 
shouldn't not venture out simply because everywhere is marked off as off-limits. I'm telling you, there's 
more to this than meets the eye." 

They reached the doorway. The choice was plain, they could continue their lives living in fear or 
find out what was really happening. They each knew its significance, stepping beyond this point would 
be an act of faith, no matter their religious persuasions. 

8.4  P+ → [SH]+  

Description 

Alleviate tension by use of humour and light-heartedness.  

Keys: 

P = Conceptual space 'plot'. 
SH = (S)eriousness (H)umour balance. 

Explanation 

Here there is a light-hearted scene inserted where Jenny imitates a mummy. The effect of this is to 
alleviate tension in the scene. 

Evaluation Notes 

The writer works out if tension is alleviated when humour is inserted into the narrative. The level of 
this technique is given by estimating the quality SH. 

Example 48: 'No Entry' (continuing Example 47) 

“You two can stay here if you like,” Jacob said, “I’m going in.” 
Jenny sighed. "Jacob, there's a reason why we all came together, no one's doing anything on their 

own." She stepped forward. "Besides, without me you'll never get rid of the curse." 
"What?" Jacob began. Alison smiled and Jacob cottoned on to the tone in Jenny's voice.  
"The Curse of the Mummy," Jenny continued, her arms raised straight in front of her in a mock 

imitation as she waddled on the spot from side to side. 
"Nobody can save us except ourselves!" Alison said, shaking her hands either side of her head. 
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"I'm beginning to have second thoughts about you two," Jacob said as he stepped back to admire 
the acting spectacle. "Now, can we get on with this?"  

"Yes master," Jenny said, giggling. She reached forward and broke the tape, then pushed on the 
handle of the door. 

8.5 P+ → [ST(compress storyline)]+  

Description 

Increase tension by compressing the storyline.  

Keys: 

P = Conceptual space 'plot'. 
ST = (S)peed/(T)ime level (shorter time = increased tension) 

Explanation 

Here the word count is 384 words (compared to 489/587 = word count for Example 18a/b). The idea 
is that, by telling the story more concisely, the tension is increased in the narrative. 

Evaluation Notes 

A measure is made of the 'compactness' of the story (ST(compress storyline)) and whether this is 
effective in increasing the drama/tension. 

Example 49: 'Making Connections' (Alternative to Example 18) 

Gabriel ordered another drink. The alcohol soothed his fevered mind. Standing at the centre of a room 
giving long presentations went completely opposite to his natural character. Doing the maths was 
easy, knowing the figures and making the forecasts he could do standing on his head. Sales was much 
harder. 

Above the bar a TV blared the news. At the mention of the words 'Allesley Park', his heart jumped. 
He was familiar with the park, had drove past it only the other day. His mind was still making 
connections. The attack had nothing to do with him. He took another long draught from his drink, filing 
away the fact that the park was a dangerous place to visit.  

In the morning he awoke with a headache. The alarm clock read '8:30am', he'd have to rush if he 
wanted to make his next meeting. He dressed without showering, hastened to the lift and made it just 
in time for the last serving of breakfast. Grabbing a paper from the newsstand and folding it under his 
arm, he helped himself to the offerings in the buffet. The paper's headline drew his attention. Bugdens' 
premier outlet had been burned to the ground. Another connection — Bugdens was the client he had 
seen yesterday. On the way out to the car park he checked the sky. Were the thunderclouds going to 
follow him around today like they had yesterday? Onto the main road, he pressed his foot on the pedal 
urging his car to get him to the meeting on time. He checked his watch, momentarily taking his eye off 
the road. The steering wheel lurched in his right hand as the car passed through a pool of water. 
Gabriel cursed himself for not paying attention. Should have had more coffee, he thought, winding 
down the driver's window for some air. When he put on the car radio a feeling of dread seeped through 
his body from head to toe. "…the motel was caught in the blast, though so far the number of casualties 
is not known. A police spokesperson would not confirm that an act of terrorism was involved." He 
waited for the name of the motel to be repeated again, hoping against hope that he had misheard and 
it wasn't the one he'd just checked out of. 

8.6 C+ → [EC]+, [SH]-  

Description 

Place characters in peril to achieve tension.  
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Keys: 

C = Conceptual space 'characters'. 
EC = (E)motional (C)onnection to fear strength. 
SH = (S)eriousness (H)umour balance. 

Explanation 

The idea here is that, by adding more drama and putting the characters in a dangerous situation, 
tension is increased. This tension is achieved by the scene where Jenny is pincered and taken by the 
machine. 

Evaluation Notes 

A value is calculated based on the level of tension achieved when characters are endangered (as 
estimated by the EC and SH levels). This value can then be used as a weight in future decisions as to 
which of the possible rules to increase tension to choose. 

Example 50: 'No Entry' (continuing Example 48 and Example 12) 

The door opened and the trio stepped through into a stairwell. It wasn't what Jacob had expected. The 
scene on the other side of the makeshift door looked very much like the view from the so-called 'safe 
side' only darker. Alison was fiddling with the controls on her machine. "No readings yet," she said. 

"This isn't going to make a great story," Jenny said, stepping forward and leading the way with her 
torch. 

"This is our best lead so far," Jacob said. "If we want to find out what caused the incident, all the 
signs point to somewhere around here." 

"Slow down Jenny," Alison said, "I haven't done a full scan yet." 
Jenny span around, waiting impatiently for the others to catch up. "Come on you two slowcoaches, 

you're too frightened of your own shadows. How did you ever get to be reporters?" 
"Jenny, look out!" Jacob said. He was too slow. The machine pincered Jenny around the waist in its 

giant claw hand, whisking her up the stairwell and out of sight. Alison dropped her machine. It 
shattered as it fell to the concrete floor. The machines inched forward and into view, their claws 
clicking open and closed like crabs seeking out prey. 

8.7 C+, P+ → [IE]+, [IL]+  

Description 

Make use of tension details to drive momentum in narrative and make it seem more immediate or 
tense.  

Keys: 

C = Conceptual space 'characters'. 
IE = (I)nternal tension versus (E)xternal tension balance. 
IL = (I)mmediacy (L)evel. 

Explanation 

In this adaption of the earlier piece, extra details such as the beeping of Alison's device in the otherwise 
quiet of the stairwell, Jacob draping his jacket on Alison's shoulders and Jacob feeling the hard surface 
of the wall on his back, have been used to increase the external tension and bring a greater sense of 
immediacy to the piece. 

Evaluation Notes 
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Measure if, by adding extra details to the external scene (as calculated by the IE and IL levels) there is 
a greater and more immediate sense of tension. The point in the space represented by the quality 
levels can then be recorded as the tension value. 

Example 51: 'No Entry' (rework of Example 50) 

The door opened. Jacob almost retched at the dank smell inside the stairwell beyond. "Anything?" he 
said to Alison. 

Alison turned the controls on her device. There was a loud beep and then it went quiet. "I think it 
was just a power spike," she said, her voice trembling. 

"Are you okay," Jenny asked. 
"It just seems so cold in here," Alison said. 
Jacob took off his jacket and draped it over Alison's shoulders as she concentrated on the readout. 

"I've never heard that machine even buzz before, I don't think it was an anomaly." 
Jenny stepped forward. She could barely see anything in the dim light and flicked on her torch. 

"Can't see anything," she said. 
"What was that?" Jacob said. "I thought I heard movement back there." 
Jenny span around. "I didn't hear anything," she said. "Is this going to be a ghost story, or can we 

move on from being frightened at every odd sound?"  
"Jenny, look out!" Jacob said. He was too slow. The machine pincered Jenny around the stomach. 

She squealed as she was pulled off her feet and whisked up the stairwell. Alison's machine started 
going haywire as she let it go. It hung beeping and flashing in the darkness from the strap on her neck. 
Jacob pushed her backwards away from the advancing machines which were inching forward into 
view. Their crab-like claws snapped open and closed with a click-clicking sound. He felt the hard surface 
of the wall with the door against his back. He glanced at the stairwell where Jenny had been taken, 
summoning up the courage for what to do next. 

8.8 L+ → [GT(verbless sentences)]-, [IL]-  

Description 

Use verbless sentences to relieve tension by reducing levels of action.  

Keys: 

L = Conceptual space 'language'. 
GT = (G)rammar (T)ightness level. 
IL = (I)mmediacy (L)evel. 

Explanation 

Verbless sentences such as 'a victory' and 'no bolts…' and 'it was a wonderful achievement' are used 
here to take action out of the story and so relieve tension. Instead of the characters being actively 
involved in a drama, there is an opportunity for reflection afforded to the reader. 

Evaluation Notes 

A calculation is made as to the benefit (value) of adding verbless sentences to reduce levels of 
immediacy (action) and relieve tension. Experimentation with the two qualities is used to assess how 
the new levels of them alter the calculation. 

Example 52: 'No Entry' (continuation of Example 51) 

Jacob spotted the spade by the side of the door. Grabbing it with one hand and Alison's hand with the 
other, he ran towards the stairwell. The clawing machines were easier than he expected to beat away. 
Running up the stairwell he could see the soles of Jenny's shoes above them as he hurried to catch up 
with her. The machine was in no hurry to depart. Having stowed Jenny's prone form inside its shell, it 
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scuttered around the top-level of the building. Jacob had his eyes on it the whole time. He glanced at 
Alison, who nodded she was okay. Then he attacked with the spade, striking at what he thought were 
the machine's vulnerable spots. His efforts paid off. The machine collapsed in a heap of lifelessness. A 
victory. Jacob calmly stepped over to the belly of the beast and used the spade to pry open the door.  

"Is she okay?" Alison prompted. 
Jacob leant inside and checked Jenny's unconscious form. He gave Alison the thumbs up. Now to 

those other matters… Putting Jenny's inert form in the care of Alison, he set about examining the 
machine. There was nothing that was familiar about its construction. No bolts, no welds, no wires. It 
was a wonderful achievement.  

"She's coming to," Alison said.  
Jenny moaned. "My head!" she said. 
Jacob finished up his notes.  
"Found out anything," Alison asked when he returned. 
Jacob smiled. It would be the biggest news story of their careers. 

8.9 S+ → [EF]+  

Description 

Make tension ebb and flow by using a structure which has tense scenes in balance with relaxed scenes. 

Keys: 

S = Conceptual space 'structure'. 
EF = (E)bb and (F)low extent. 

Explanation 

This piece starts off with a slow section, as Jacob is helping Jenny up after he and Alison have rescued 
her and the three are discussing events. Then the structure changes to a more tense scene with the 
abrupt arrival of the helicopter. 

Evaluation Notes 

Measure the effectiveness of applying tension when it appears in contrast to low tension. This 
technique/style rule will get a higher score if the contrast is deemed effective. 

Example 53: 'No Entry' (continuation of Example 52 (a tense scene)) 

Jacob helped Jenny to her feet. "I bet you have a story to tell too," he said. 
"A first person perspective," Alison encouraged. 
Jenny smiled weakly. "I didn't have chance to make notes," she joked.  
They made their way back down the stairwell. Jacob asked Alison about the readings on her scanner 

device. They discussed a strategy for its future use. The power spike that she'd noticed would come in 
handy as a warning should they encounter future machines like the ones they'd found here.  

Jenny clung on to Jacob's shoulder for support. Her ribs ached where she'd been clawed at by the 
machine. "The thing is, the government must already know about them," she said. "Ouch." 

"Are you okay?" Alison asked. 
"Still a bit sore," Jenny said. 
Jacob agreed with Jenny. The machines were a secret that had been well kept. Now Alison had the 

evidence to tie the mysterious readings to some real science instead of the thousands of rumours 
which were circling the social media. "We can't be the first that have been brave enough or stupid 
enough to ignore all the warnings about radiation and disease," he said.  

They exited through the door they had come into. Before any of them could get their bearings in 
the sudden inrush of bright light, there was a clattering sound of rotor blades. The helicopter hovered 
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menacingly above. "This is a restricted area," the voice on the megaphone said. "We are authorised to 
use deadly force on any who transition through this zone." 

9. Conceptual Space A: Atmosphere 

Traversal Rule Instances 

9.1 G+ → [PE]+, [DA]+  

Description 

Use 'rounded descriptions in place of adjectives' when describing a place.  

Keys: 

G = Conceptual space 'settings and place' 
PE = (P)hysical (E)nvironment degree. 
DA = Rounded (D)escriptions and (A)djectives balance. 

Explanation 

Here there are longer descriptive sentences instead of short adjectives used to describe a beach scene. 
Instead of saying 'a long beach' or 'comfortable chairs', the sentences ‘The sand stretched out...’ give 
more rounded descriptions than a simple adjective could provide. 

Evaluation Notes 

A judgement is needed which assesses if there is an improved atmosphere when rounded descriptions 
are used instead of simple adjectives. The measurement of this style is made by estimating the values 
of PE and DA. If the atmosphere is improved, the rule gets a higher weight in the space and will be 
preferred in future. 

Example 54: 'At the Beach'  

The coffee shop chairs were set out in pairs in three rows along the promenade. Ahead of them were 
benches where people could get a good view of the beach. We'd tried sitting on the benches before, 
but they'd proved too hard for any prolonged stay. The sand stretched out in front and below them as 
a playing field for the young and adventurous. In the far distance were the most adventurous of all. 
Tiny dots of swimmers risking the coldness of the sea by taking a swim on a day that was not overly 
warm. The sky overhead was clouded as I selected one of the coffee shop seats with my bag. The arms 
and legs of the chairs were cold, chrome-plated aluminium, the backs and seats plaited in strips of 
leather. They were much more comfortable than the benches ahead of us. I waited for my friend to 
take her seat then walked to the few paces to the coffee shop which was our regular haunt. The shop 
was a small affair, divided in two with an ice-cream parlour to the right and a huge coffee machine 
directly opposite the door. All the back-shop areas were shielded with plastic sheeting, with a hole cut 
through the shielding to the left to allow for payment. I chatted briefly with the owner. She was in her 
late thirties, with frown lines showing the onus of running a small business. Business was picking up, 
she assured me as I collected my cups. It was true, she had a steady flow of customers and the shop 
was in a good position for passing trade, right at the start of the entrance to the beach. The frothy 
white milk in the black paper cups was topped with chocolate sprinkles. The brown of the chocolate 
set against the white frothy milk gave the milk a surgical whiteness. My friend was sitting in her chair 
staring at the passers by when I returned. From here we had a good vantage point to people watch, 
our favourite activity. Snippets of other people's lives were duly recorded as we read our newspapers. 
The young couple and their children, the father complaining, the youngest child showing herself to be 
the wisest of the bunch by providing counsel to her parents; the cyclist decked in lycra and fully 
absorbed with her mobile phone in one hand and her coffee cup in the other; families gorging on flake-
topped ice-creams in a seemingly endless supply. The wind blew the pages from our hands, making it 
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difficult to retain our composure. Draining our cups of coffee until only traces of froth remained in the 
paper cups, we held onto the empty vessels and relaxed to the rhythm of life passing us by. 

9.2 P- → [RD(repetition)]+ 

Description 

Make repetitive use of adjectives to increase the depth of atmosphere so that the story becomes more 
focused on it rather than events which are happening, i.e. slow the narrative to increase the 
atmosphere.  

Keys: 

P = Conceptual space 'plot' 
RD = (R)itardando (D)egree  

Explanation 

Here descriptions are drawn out so that the pace is slowed and the atmosphere is deep and. For 
example, the section which talks about the arrangement of the shop chairs and the section which gives 
a detailed description of those chairs, are intended to intensify the atmosphere by focusing on detail. 

Evaluation Notes 

After the rule has been applied, the writer judges whether or not it has been effective. If atmosphere 
is improved by deepening the description (as measured by RA) then the rule is preferred in future use 
(i.e. is weighted positively). 

Example 55: 'Retiring to the Beach' (rework of Example 54) 

The coffee shop chairs were set out in pairs and in three rows. One pair, then a gap, another pair at a 
slight angle to the first, then a third pair against the wall of the shop; the second row mirroring the 
first and the third set against the wall at the back. They gave an excellent view of the beach and the 
passers-by. On a day like today, they were the most comfortable way to take in the sights. The day had 
been a long one, with an early start and lots of travel. Exhausted after a long car journey, it was the 
most we could do to sit down somewhere with a bit of comfort. The seats of the coffee shop chairs 
were made of leather with a criss-crossed woven design that provided some padding, unlike the harsh 
benches further towards the beach. Those benches may have looked tempting but we had found to 
our cost that they gave a significant backache if sat on for more than a few minutes. That was when 
we'd made the decision to up-sticks and depart from our prized sea-front view to a more comfortable, 
if not as optimal, a view. We intended to see the afternoon out and that required a little more 
refinement for our aging bones. Too tired to bring along the portable chairs we had packed, we'd 
espied those of the coffee shop with the eager eye of the preying pensioner. The seats offered 
somewhere to sit and relax, a place with a good view of the goings on combined with a set-back 
position of relative obscurity. No one would be overlooking us or observing our habits, whilst we could 
take our time in observing theirs: the ideal pensioner's habit. 

In front of us the sand stretched from one corner of our vision to the other. To the left the donkey 
rides were in full progress, to the right the beach continued endlessly to the horizon. Queues of young 
children were waiting patiently in line, their hands held by their equally patient and equally young 
mothers. Children with children, an atmosphere of fun and frivolity overlooked with a wistful eye. The 
wind made it cooler than it might otherwise have been so we had coats and jumpers at the ready 
should it turn too cold. Summer was late this year. It was predicted to get warmer as the week 
progressed but this kind of wind meant that a coat was needed to ward of the chills. We didn't let the 
wind put us off. Promising to rip the pages of our newspapers and magazines from our hands, we stuck 
resolutely to our ambition not to waste any time stuck indoors. This was day one of our staycation 
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break and we weren't going to waste the half-day or so remaining from our journey by sitting inside 
somewhere.  

The air was clean, there were no traffic fumes or city smells to distract from the clarity of the 
picturesque scene. In the far distance the sea was withdrawing in an easy tide which was still attracting 
swimmers. The swimmers were like dots on the horizon, we were barely able to make them out from 
our set-back vantage point. We weren't tempted to join them. Arthritis isn't all bad when you get to 
our advancing years but it does restrict your enthusiasms on a bad day. Whilst driving is manageable 
with all the modern tricks such as cruise control and lane steering, walking any great distance can be 
a strain. That's why we decided to simply stop and stare at the energies of those younger than us. 
These were our retirement years and we were determined to make the best of them. What could be 
better than the soothing scene before us to salve our aches and pains? 

9.3 L+ → [ND]+  

Description 

Expand abstract nouns (e.g. joy, truth, misery, etc.) by use of longer descriptions to increase 
atmospheric depth.  

Keys: 

L = Conceptual space 'language' 
ND = (N)ouns and longer (D)escriptions balance.  

Explanation 

The nouns ‘spirits’ ‘love’ ‘happiness’ ‘relief’ ‘fear’ ‘religion’ and ‘optimism’ are here replaced in the 
second piece of writing with longer descriptions in order to increase atmospheric depth. For example, 
in the rewriting of the first piece the word ‘love’ is replaced by a long section which talks about 
Hélène’s relationship with George and the feeling of solidarity and so forth that she has with him. 

Evaluation Notes 

The writer assesses whether atmosphere is deepened by the use of longer sections in place of their 
abstract noun alternatives. The measure of the level of the use of this style is given by ND. 

Example 56: 'Caving In' (continuation of Example 46) 

a) Before (nouns: spirits, love, happiness, relief, fear, religion, optimism) 

When Hélène saw the chink of light ahead her spirits rose. The light was accompanied by the smell of 
fresh air. George's efforts had paid off. She felt a love for him in that moment which transcended all 
the feelings she'd had for him before — including the day of her marriage. Happiness and relief swept 
through her body. Her fear at being trapped in the cave forever dissipated with each further step that 
George took to widen the gap. Inwardly she'd always known he would succeed. Her religion was the 
Book of George, he was her rock, fiercely independent — George could claw, dig and punch his way 
out of any situation.  

The feeling of optimism rose further when a huge chunk of the obstacle fell down on the other side. 
"Is it the way out?" she asked. 

"I recognise the cave," George said, shining his torch around the new opening. "We should be able 
to make it back from here." 

b) After  

When Hélène saw the chink of light ahead she felt a fluttering in her heart. It was a sign of progress, a 
new hope for her to cling to. Life would go on, the cave was a temporary pause, a moment to reflect 
on the value of life. The coldness in her arms and legs would pass, normality would be resumed. The 
light was accompanied by the smell of fresh air. George's efforts had paid off. Her faith was renewed 
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by the accomplishment. She'd known it from the day they'd been married. Here was someone who 
could be relied upon in a crisis, someone who would never give in and never falter in his commitments. 
The feeling of solidarity made the inrush of air more intense, as though the two were bound together 
in some ethereal way. It was more than love, it was unity. A force that could no calamity except death 
could break. That feeling was like hunger. She craved its intensity and felt empty in its absence. Her 
body felt light, the tiredness and despair forgotten and replaced with other feelings. It wasn't quite 
elation, more the edge of anticipation of such. She couldn't put her finger on the word, but George 
was at the centre of it. The light bought with it a more notable absence. The total darkness was 
banished. She could see the edges of rocks, the outline of George's body, her own hands in front of 
her. Albeit in black and white rather than full colour, the return of her faculty of sight dismissed 
another of her worries that she might never see again. George was widening the gap and making good 
progress. There it was — George. Her centre. Her thoughts were always returning to him or starting 
with him. There was no escaping the fact that he was the answer to her prayers in every sense. Fiercely 
independent, George could claw, dig and punch his way out of any situation.  

A huge chunk of the rockface suddenly fell down on the other side. Instead of being startled, Hélène 
breathed more steadily. It was okay to breathe more deeply, the air was fresh and there were no limits 
on its supply. The scene beyond the rockfall looked oddly familiar. Wasn't that the tall pillar down 
which they descended at the beginning? She was certain it was as she stepped eagerly through the 
newly opened gap to join George on the other side. "Isn't this the way out?" she said. 

"I reckon it is," George said, shining his torch around the entranceway.  

9.4 R- → [RD(nouns, adjectives, adverbs)]+  

Description 

Use 'ritardando effect' (adding extra nouns, adjectives and adverbs) to make the reader dwell on what 
is happening and intensify the atmosphere.  

Keys: 

R = Conceptual space 'pace'. 
RD = (R)itardando) (D)egree. 

Explanation 

In the first piece there is better attention to detail. Details of the bike and its owner are skipped over 
in one or two sentences and the story is told rather quickly. In the second piece there is extra narrative 
detail which aims to deepen the atmosphere. The bike is described as streamlined and eye catching 
and the details of its wheel rims and its treadless tyres are drawn out. In particular there are extra 
nouns and adjectives to describe the bikes racer handles. The cumulative effect is to slow the reader’s 
eye. 

Evaluation Notes 

The value calculated is whether slowing the readers eye and use of extra nouns, adjectives and adverbs 
(the ‘ritardando’ effect) is a better way to deepen the atmosphere. The RD quality measures the extent 
of the style. 

Example 57: 'Retiring to the Beach' (additions to Example 55) 

Before: 

The woman was in her late thirties or early forties. She parked her bike against the lamppost and 
walked to the coffee shop. I was fascinated by its construction. It was part mountain bike, part racer 
with inch-think black wheel rims made of some exotic material which I imagined to be carbon-fibre or 
some such. The handles were in the racer bike mould but had an additional pair of grips set in a narrow 
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configuration like those I'd seen in the time trials of the Tour de France. When the women returned 
with her coffee my attention was torn between her lycra-clad outfit and her racer bike. I wondered 
where she'd come from and where she was going. Was that a foreign accent I detected? I began to 
construct a whole life story for this mystery stranger, though the moment had long passed for me to 
introduce myself and ask her about her remarkable bicycle.  

After: 

The woman was in her late thirties or early forties. Her body was lean and muscular, athletic you could 
say. Her lycra shorts showed efficient, well-trained muscles on legs which were tanned and hardened 
to the atmosphere. She parked her bike casually against the broad black lamppost outside the coffee 
shop, black against black, then walked inside to get her coffee. The lamppost with its sleek rounded 
design complemented the bike's streamlined form as it rested fragile and inertly against its sturdy 
anchored support. Abandoned so casually and carelessly as if it had no value, every detail of it 
screamed newness and expense. My first thought was that it was a mountain bike. It had wide black, 
eye-catching rims like those of a mountain bike which temporarily drew my attention away from its 
tyres. Both rim and tyre seemed to blend into one fused unit, as though straight from the pages of a 
designer's draughtboard. "They've no tread on them," my companion remarked. I looked again. She 
was right. Though the tires appeared wider than a traditional racer's because of the way they flowed 
gracefully from the wheel-rims, they were bald and treadless, sleek and aggressive. If they had been 
on an automobile they would have failed an MOT. But they weren't a result of carelessness on the 
rider's part. They were designed for speed and power, exercise and thrust on a summer's day like 
today, not to disperse rainwater. The bike's racer handles confirmed it. There were two pairs of 
handles. The first were in the classic U-shaped racer formation, snaking below the horizontal grips that 
might otherwise be used to steady an upright rider. The second pair sat in the centre of the handles, 
forking forwards with upturned grips at the end covered in thin grey pads of foam. These were the 
time-trial handles, the grips which corresponded to those well-trained thigh muscles I had spotted. 
When the women returned with her coffee my attention was torn between her and her sporty, 
expensive bike. But she was entranced by the contents of her shiny-new mobile phone and I had my 
ancient, wrinkled newspaper to contend with. Conversation was out of the question. 

9.5 C+, G+ → [ST]+  

Description 

Address the past or the future to create an atmosphere of permanence or one where there is an 
undercurrent of some ongoing atmosphere for a person or place.  

Keys: 

C = Conceptual space 'characters' 
G = Conceptual space 'settings and place' 
ST = (S)patial (T)ime referencing depth. 

Explanation 

This piece situates the previous pieces about the retirement at the beach by giving some background 
information about the two people sitting in the chairs and drinking cappuccinos. By giving some 
historical information about the couple, it creates an atmosphere where there is a sense of 
permanence about the beach scene. 

Evaluation Notes 

If the writer wishes to create a sense of permanence atmosphere then this rule is experimented with, 
then measured to see if it is effective. If the atmosphere is improved by use of such a rule then the 
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rule is preferred in later writing. The extent of the rule’s use is given by the magnitude of the quality 
ST. 

Example 58: 'Retiring to the Beach' (additions to Example 54 / Example 55) 

We'd been holidaying to Mablethorpe for many years. The passing of those years were marked by the 
stages our declining health. Starting as adventurous caravanners at the beginning of our retirement, 
we'd moved on to a posh motorhome when our aging arms could no longer push the caravan into 
place and cope with all the packing and unpacking. The motorhome had been ditched with its 
inconvenience and our losing fight against bodily functions. A quick trip to the toilet block was no 
longer on the cards when a demanding bladder requests your full attention. So we'd sold the 
motorhome and used the savings we'd made to opt for B&B holidays to fill the void. Two small 
suitcases had replaced the need for the hauling of water and gas bottles and the stocking of endless 
food and supplies.  

Our journey to the beach had become curtailed just like our camping ambitions. No longer could 
we take our time with long treks to the beach, our legs were simply not up to it. But once on the 
pavilion we could relax amid happy memories of times gone by. The beach was the same, the coffee 
shop just as pleasantly convenient. Like Miss Marple solving mystery puzzles whilst pretending to do 
her knitting, we pretended to read our papers whilst people watching. To those passers-by we were 
invisible. In past years, not that long ago, we'd been in their place, chatting gaily, eating ice-creams 
and even venturing along the sand. A walking stick doesn't work on a soft sandy surface and an arthritic 
knee cannot cope with what seems like a marathon distance to the seashore line. Instead we were like 
TV viewers watching the soap-opera lives of younger and fitter families than our own. Yes, we were at 
home in those coffee shop chairs. The chairs were new, offering much greater comfort than the 'free' 
benches further forward. The price for our new-found prime position along the seafront? A bargain 
price of two cappuccinos for a stay which would stretch well beyond the emptying of the paper cups 
we were drinking from. 

9.6 C+ → [PS]+  

Description 

Use the 'modernist approach' to create atmosphere through character rather than abstract physical 
descriptions of place.  

Keys: 

C = Conceptual space 'characters' 
PS = (PS)ychology level.  

Explanation 

This piece takes time to relay as much information as possible through the senses of the protagonist. 
The place and its atmosphere is described through what the protagonist feels rather than abstract 
descriptions of what it contains. This modernist approach aims to draw the reader in and share the 
experience with the author making them feel part of the scene. 

Evaluation Notes 

The writer can compare this approach with the approach of using abstract physical descriptions ([PS]+ 
versus [PS]-) to see which renders atmosphere better. 

Example 59: 'Retiring to the Beach' (modernist reworking of Examples 54, 55 and 58) 

The coolness of the aluminium armrests of the beach chair sting my arms. I can feel the burning of the 
sun on my face as I relax and observe the passers-by. This is the definition of comfort and relaxation. 
The breeze flowing over my face is tailored to keep me cool, the seat has just the right amount of 
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padding to make me want to stay beyond the last dregs of my coffee cup. I take another sip of the 
cappuccino. The chocolate offsets the bitter taste of the coffee as I sip through the foamy whirls of 
frothy milk. I notice that lots of the people walking along the promenade are clasping ice-creams. I 
content myself with my lukewarm coffee — bitter-sweet inert water in exchange for ice-cold calories 
in a cornet. I have to keep my weight down. Old age means making life choices not delighting at every 
temptation. I can't afford to add diabetes to my growing list of ailments. It's a marathon rather than a 
short-distance sprint.  

I move my left leg, swinging up and down from the knee to do the exercise I used to keep my 
arthritis at bay. The knee makes a clicking sound at each repetition. Five should be enough, any more 
and I'll attract too much attention. Here, just outside the sunlit shadows of the promenade café, I can 
sit and watch the world pass by. I feel the tensions in my body float away like forgotten dreams as I 
pretend to read my newspaper whilst secretly observing all the busy holidaymakers. A light sprinkling 
of sea spray peppers my face, though it could be the onset of rain. The sun dashes in and out of the 
scattered rainclouds above, which is why I haven't used any sun-tan lotion to protect my fair skin. I 
burn easily, but not that easily. My legs are protected by my jeans, though I'm feeling a little hot and 
bothered and they are starting to cling heavily to my skin. Tomorrow I will wear my shorts, this 
afternoon I'm a little unprepared. It's the first chance I've had to relax after a long day's travel and a 
busy schedule at home. My aching legs are still tired from the drive, even with the benefit of cruise 
control. My right elbow is still tender from the arthritic pain of painting the fences around my house. 
Turning the pages of my newspaper reminds me that the pain will take some time to fade. Relaxation 
is the key and this Mablethorpe promenade is the cure. I will sit here for as long as it takes to soak up 
the sun-rays and enjoy my retirement at the beach. 

10. Conceptual Space H: Humour 

Traversal Rule Instances 

10.1 A-, L+ → [SL]-,[IR]+,[PL]+ 

Description 

Make use of frivolity, irony, allusion and the use of puns to lighten the atmosphere.  

Keys: 

A = Conceptual space 'atmosphere' 
L = Conceptual space 'language' 
PL = (P)uns (L)evel. 
SL = (S)eriousness versus (L)ight-heartedness level.  
IR = (IR)ony level.  

Explanation 

This piece includes puns and comedic imagery to make the atmosphere lighter. For example instead 
of seeking a fix of sunshine the author gets his fix from a cup of tea and a biscuit. There is lots of Mickey 
taking over more traditional holidays where the focus is on sunbathing and getting a tan. 

Evaluation Notes 

Assessment is made on the benefit of using humour (at levels judged by the qualities PL, IR and SL) to 
lighten the atmosphere. A style of humour at the point determined by these values in the space 
becomes more prevalent if this rule proves effective. 

Example 60: 'Retiring to the Beach' (humorous version of Examples 54, 55, 58 and 59) 

Holidaying in Mablethorpe is like a regular holiday only minus the glamour and sunshine. The buildings 
are old and decrepit, the town centre looks like a bedraggled ageing hipster struggling to come to 
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terms with the idea of a twenty-first century. That's because, unlike the modern, the pretentious and 
the posh, this place has character. Character means embracing the old and decrepit, which is probably 
why I feel right at home here. This is no place for the go-getters and the upwardly mobile. It's more 
for the bed-sitters and those reliant on mobile scooters. You can see why I like it here. Or maybe you 
can't. Maybe you're one of those perma-tanned sunseeker who has to travel thousands of miles for 
their next fix. The only fix I need is a cup of lukewarm coffee and the occasional biscuit. I've no desire 
to see my face age prematurely or to develop some cancerous lesion from sitting on a baking beach 
all day.  

I tried it once — going to Spain for a holiday that is. I remember sticking to the shadows the whole 
time for fear I would melt, it was so hot. I tested my mettle against the oven that was the local beach 
and found myself wanting. Shrivelled up sunseekers with their semi-naked bodies were browning like 
dried-up sausages on a barbecue that had been forgotten. Walking on the beach was like walking on 
hot coals, the sun so intense I felt like burying a hole to try to escape it. Not for me, thank you. My 
body is not designed for such extremes of temperature and when I sit down I want to tune-in to what's 
going on around me not tune-out. I do enough tuning out stuck at home I can assure you. I'm a past 
master at sitting in a chair and falling asleep. 

Yes, you can't guarantee the sunshine in Mablethorpe, but you can guarantee that you won't feel 
like an alien from the planet Mars. All types are welcomed from all social backgrounds and of all body 
types. Pale-skinned people without tans who would be looked on as pariahs in the Balearics are 
allowed to bare their pallid skins without fear of having stones thrown at them. Fat people devouring 
masses of ice-cream are encouraged to display their pot bellies flopping over too-tight trousers 
without a disapproving stare. Jogging bottoms hold sway over swimming trunks and only the very 
brave strip down to their swimwear. The freezing cold sea offers an afterthought for activity rather 
than the main attraction. That's why I love relaxing here for an hour or so outside the various coffee 
shops and eateries. The food and drink won't empty your wallet on the first visit, there's no early 
morning battle for sun loungers or deckchairs. It's just pure relaxation — the kind you don't need to 
brag about because then everyone would be coming here! 

10.2 C+, T- → [PF]+, [PS]+, [EP]+  

Description 

Put characters into a slapstick situation where all protocol and politeness is forgotten to show their 
lighter side.  

Keys: 

T = Conceptual space 'tension' 
C = Conceptual space 'characters' 
EP = (E)xaggeration of (P)ersonality flaws degree. 
PS = (P)araody of (S)tereotypes extent.  
PF = (P)rat(F)alls extent.  

Explanation 

Here the characters are in a tense situation — exiting an examination and performing a post mortem 
on how well they have done. The characters begin throwing water at one another to show their playful 
side in contrast to the tenseness of the situation. 

Evaluation Notes 

The writer assesses the balance between characters who are in a tense situation and the use of 
humour to counteract this. This assessment is given by a calculation involving EP,PS and PF. If humour 
is useful in providing better characterisation in this respect of this balance, the rule is preferred in later 
writing. 
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Example 61: ' Examination Post Mortem' 

The exam had been draining. Tim walked out of the hall with his shirt armpits wet with sweat and his 
eyes defocused from straining at the paper. The faces on the other students told the same story. "How 
did you get on Janey?" he asked. 

"Urrgh! I feel like someone has scooped out my brains with a suction pump," Jane said. 
Tim smiled. Janey was always mixing her metaphors. "How about you Paul. Did you get the answer 

to number 7?" 
"What? I thought there were only six questions," Paul said. 
"It was on the last sheet," Jane said. "After the blank pages for number 6. I nearly missed it too." 
"Oh God, I feel like dying," Paul said, his face looking pale. 
Tim collected his satchel from his locker whilst the others handed in their textbooks. "Look at it this 

way Paul, you won't need to read any of these any more." He threw his revision notes up into the air. 
The papers showered over Jane like wedding confetti.  

"Heh!" Jane protested. She walked over to the water fountain and filled a plastic cup. "You need to 
cool down!" She threw the contents to Tim but he dodged and the water went over Paul's shirt, 
soaking him to the skin. 

Paul pulled at his shirt, giving Jane the evil eye. He looked around the hallway. The fire extinguisher 
beckoned. Tim was unscrewing a bottle of water from his satchel. 

"Don't you dare!" Jane said, running and giggling to escape the chasing duo. 

10.3 N+,C+ → [EP]+  

Description 

Speed up dialogue to make characters appear quirky and funny.  

Keys: 

N = Conceptual space 'narration' 
EP = (E)xaggeration of (P)ersonality flaws degree. 

Explanation 

In this piece funny voice is used for the character of Kenny who is meant to sound hyperactive. A 
narrative technique of running lots of words together is used to create this effect. 

Evaluation Notes 

The rule is judged to see if it is effective (at the level applied as estimated by EP) as a way of increasing 
the level of humour for a character. If so it is more likely to be used in future. 

Example 62 'More Exam Results' 

Josh was the first to receive his results. They were lower than expected. He turned to Kenny. Kenny 
always made him laugh when he was feeling low. "How did you do Kenny?" he said. 

"'Spos-I-did-alright," Kenny said, splattering his words without taking a breath. "What's up with 
you. You look like you've been run over with a steamroller, trashed by a trasher compactor thingy, 
smoked by a…" 

"Yeah, okay Kenny," Josh said, smiling, "I get the idea." 

10.4 P+, C+ → [SL(characters)]- 

Description 

Use a light-hearted chase scene or allow characters to giggle and be playful during a key part of the 
plot.  
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Keys: 

P = Conceptual space 'plot' 
SL = (S)eriousness versus (L)ight-heartedness level. 

Explanation 

Here characters are seen in a lighter light, by being allowed to be playful in the face of adversity. This 
atypical reaction gives a more rounded characterisation. 

Evaluation Notes 

Assessment is made on how lightheartedness in characters can carry a plot more effectively than a 
more deadpan approach for characters. The magnitude of the quality SL(characters) gives the extent 
or degree to which the style is applied.  

Example 63 'No Entry' (Continuation of Example 53) 

"Run!" Jacob shouted. 
The trio ran around the corner of the nearest building. "Who were those guys?" Jenny asked as 

they maintained a steady jogging pace.  
"The goon squad," Alison said in a flat voice. 
"Don't make me laugh, it hurts my ribs," Jenny said, giggling. 
"They were certainly more mouth than action," Jacob said, leading the way through the twists and 

turns of the narrow alleyways. "Did you see the state of that helicopter? My granny could move quicker 
than that old thing." 

"And they didn't have any guns, I noticed," Alison said. "I'm already writing the by-line: 'toothless 
cops in fatal decay'" 

"Stop it!" Jenny insisted. 
Alison smiled, turning to check on Jenny. "You know I love my puns." 
"Well put a sock in them," Jenny said. "Or you can be one that gets grabbed by an alien machine-

crab next time." 
"It'll be a grabbling headline, then," Jacob said, joining in the fun. 
"You two are terrible," Jenny laughed, then instantly regretted it as the pain in her ribs jabbed at 

her once more. 

10.5 C+, I+ → [EP]+  

Description 

Over-exaggerate a person's characteristics or actions to inflate those parts of their personality which 
are unusual (caricature imagery) and therefore humorous.  

Keys: 

C = Conceptual space 'characters' 
EP = (E)xaggeration of (P)ersonality flaws degree. 

Explanation 

In this scene, humorous exaggeration of the characteristics of a new character help bring the character 
to life using more lively imagery. 

Evaluation Notes 

What is evaluated is whether the use of this kind of humour (as measured by EP) improves the writer’s 
style.  

Example 64 'No Entry' (Continuation of Example 63) 
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When they reached the edge of the zone they looked skyward for signs of the helicopter. 
"I can still hear the blades spinning," Alison said. 
"There might be more of them," Jenny suggested. 
"You three are hot targets," a strange voice, high-pitched voice prompted. 
Jenny expected to see a woman but it was a tall, skinny young man. Standing in a doorway, he 

beckoned them inside. "You'd best get out of sight," he said. 
They followed his prompt, Jenny taking the initiative. "He looks harmless enough," she whispered 

as an aside before stepping forward. 
Jacob followed next. Jenny was right. The man was tall and thin, wearing prescription glasses which 

magnified his eyes and made him look like a frog. He was no threat to any of them, though when his 
eyes moved Jacob felt as though he was a specimen under a microscope.  

Alison brought up the rear. Inside the house the hallway was dark. "I'm Adrian," the man said, 
leading them up a set of stairs to a room where a group of people were sitting at tables behind 
computer screens.  

"Who've you got there Pacman?" one of the seated group said. 
"Pacman?" Jenny asked. 
"Hi, I'm Charlie, this is Jeff and Sky," the speaker introduced himself. "Pacman, like the character in 

the ancient computer game." 
"We wanted to call him Frogger," the woman called Sky said. "We're all kinda geeks you see. Old 

games, emulators and what not. My call sign is 'Tempest'." 
Jacob looked confused. The woman had on a mismatched top and trousers and a tousled haystack 

of gold-brown hair that looked like it hadn't been combed in a week. She looked like she'd been in a 
storm rather than the cause of one.  

"Because of my skills with vectors," she continued. 
Jacob's confusion doubled. It was like being in some kind of Shakespearean comedy where all the 

characters had odd names and no one knew why. The one called Jeff had a similarly nerdy look. He 
had a long, hooked nose offset by a wide, reddened face that made his eyes appear too close together. 
His lips were thick and rubbery, the lower one much thicker than the upper. The word 'fish' sprang 
into his mind. Jacob was too polite to say anything. 

"It's nothing horrible," Jeff insisted.  
"What's that," Jacob said, coming out of his musings. 
"Charlie's nickname," Jeff said. "Old Pacman here has one helluvah kick." 
"And he's a kick-ass alien buster," Charlie continued. "Show them your moves Adrian." 
"Hey, yah!" Adrian said, raising his bony, skeleton-like leg well above his head and twisting his foot 

horizontally whilst at the same time pulling his upward fisted hands to his side. "The crane pose," he 
explained as he stood there wobbling on one leg. 

Jenny, still fresh from her giggling episode in the helicopter chase, was struggling to keep a straight 
face. The young man did look like a frog, with his long spindly legs and goggle-eyes. She didn't know 
what 'Frogger' was but she couldn't get the image of a giant cartoon frog out of her mind. Still, there 
was something adorable about Adrian. His posing and bravado belied his obvious physical 
diminishments. His arms were as thin as rakes, his chest inverted where muscles should have been. 
He looked like a stick man drawing with clothes. His karate pose looked genuine enough, yet she felt 
she could blow him over with a single breath and was tempted to push him so that he over-balanced 
to prove her point. She felt awful about herself for the comedy scenes that were playing in her mind 
but couldn't help herself. She hid her guffaw by pretending to have a coughing fit.  

"Are you alright Jen?" Alison said, feigning concern. She knew Jenny was struggling to keep her 
laughter under control. It was contagious. She stifled her own laughter by averting her gaze from 
Adrian and asking the question that no one in her group had yet asked. "So who are you guys?" she 
said, "and what are you doing out here in the Forbidden Zone?" 
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10.6 M+ → [PI]+  

Description 

Make a point about the absurdity of a situation by making a joke of it.  

Keys: 

M = Conceptual space 'subject matter and theme' 
PI = (P)oint (I)llustration level. 

Explanation 

Here a little humorous section has been added to the end of the piece to show the absurdity of the 
situation of being trapped in a cave after being told it was safe. Usual humour techniques such as irony 
are used (green highlight). 

Evaluation Notes 

See if this kind of humour (i.e. pointing out the absurd), as measured by the quality PI, helps in relaying 
the subject matter. If it is of value then the rule is more highly valued (‘weighted’), and therefore more 
likely to be a future part of the writer’s style, when handling subjects which might otherwise be too 
serious. 

Example 65 'Caving In' (alternate ending for Example 11) 

"I only came on this 'holiday' of yours because you convinced me it was so safe. Safe! Safe for who? I 
suppose it's safe for bats who can see by sonar or safe for bears to keep their larder of food in. The 
one time you convince me to overcome my fear of claustrophobia and I end up trapped in a confined 
space with no way out. What is this, fear therapy? You might as well have locked me in a tiny box and 
thrown away the key. I might have been able to cope with that, at least I wouldn't have been a hundred 
feet underground with no one to yell out 'help' to." 

George laughed, “At least you’ve kept your sense of humour,” he said. 

11. Conceptual Space N: Narration 

Traversal Rule Instances 

11.1 P-, C+ → [PV]-, [G1(avoid character events)]+  

Description 

Use first-person narration ('I') so as to avoid having to write about events which do not relate to the 
character.  

Keys: 

P = Conceptual space 'plot' 
PV = (P)erspective (V)ariety. 
G1 = Extent of (G)rammar — (1)st person. 

Explanation 

This piece is written solely from a first-person perspective. It allows the development of a single 
character rather than having to include details thoughts and speeches from other characters. 

Evaluation Notes 

Assess the value of a variety of perspectives and use of first-person narration in producing a better 
narration style. It is seen in a more focused character description at the expense of a narrower plot. 

The extent of the rule is given by the absolute magnitudes of the PV and G1 qualities.  
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Example 66 'No Entry' (rewrite of Example 63) 

I heard Jacob's warning almost a little too late. At his command of 'run', I ran despite the pain. We 
headed for the corner of the nearest building. "Who were those guys?" I asked, maintaining a steady 
jogging pace.  

Alison made me laugh. "It's the goon squad," she said, in that flat mocking voice of hers. 
"Don't make me laugh, it hurts my ribs," I said, trying to control my giggles. 
We followed Jacob. I noticed him and Alison chatting but I was too busy focusing on myself to hear 

what they were saying. I wanted to get in on the conversation so upped my pace. I caught the end of 
Alison's words: "…writing the by-line: 'toothless cops in fatal decay'" 

"Stop it!" I said. The pain in my ribs wouldn't countenance any more laughing. She told me she 
loved puns. I told her to put a sock in them, trying to come up with a pun of my own and failing. That's 
why I always left the headlines to Alison, she was witty like that. I had tried to think of something to 
do with the alien's crab arm but only ended up telling her that she could go first and get grabbed by 
one of the machine crabs next time. Jacob said something about a grabbing headline and that got me 
started again. "You two are terrible," I said, nursing the pain jabbing in my ribs. 

11.2  A+ → [G1(compelling & intimate)]+  

Description 

Use first-person narration to make writing more compelling and intimate.  

Keys: 

A = Conceptual space 'atmosphere' 
G1 = (G)rammer in the (1)st person extent 

Explanation 

In this piece the writing is more intimate. Are using first person narration it is possible to tell the tale 
with extra details such as the warmth of the air and the screams of children in the background. The 
experience of time passing relayed in first person narration is more intimate than it would otherwise 
be. 

Evaluation Notes 

Assess whether the use of this kind of use of the first-person makes for a better style of narration in 
terms of a more compelling and intimate atmosphere. G1(compelling & intimate) gives the extent of 
the rule’s use. 

Example 67 'Painting a Sketch'  

I had no idea of what to expect of only my second meeting of the sketching club. My companion 
introduced herself as 'Rowena' and we were soon chit-chatting away. We made our way to The Old 
Silk Mill and began our drawings. The day was drifting hot and cold. I took off my jacket and let the 
warm breeze wash over me as I focused on the tower of the building. It was a feeling of being solitary 
yet surrounded by people. As I concentrated on the drawing my vision was narrowed in on the vertical 
lines and angled windows to the exclusion of everything else. In the background I could hear the 
screams of children playing and snatches of conversation of people passing by. The sounds were 
broken by the occasional bus hissing its pneumatic brakes to stop not far behind me. Every quarter 
hour the bells of the cathedral rang, marking the time as I endeavoured to make the drawing as 
accurate as I could. Criss-crossed outlines of glass became thickened squares of panes, traces of bricks 
were dotted in and shaded. Time moved slowly as the cold wind returned and I put my jacket back on. 
My companion told me about her career and how she'd worked for the Royal Academy in London after 
a thirty-year long career at the local university. "I just became bored and wanted to see how things 
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were done somewhere else. My children had left home, but financially it made no sense," she said. I 
glanced at her drawing, mine paled by comparison. 

At the end of nearly two hours my parking ticket was about to expire. I made my excuses and said 
goodbye, stretching my limbs to prepare myself for my afternoon shift. I could have stayed there all 
day but I didn't have the luxury of being retired. One day I would return. A day when time was no 
longer so pressing. 

11.3 C+ → [G1(enhance subjectivity)]+  

Description 

If subjectivity is important, use FPN to maximise it.  

Keys: 

C = Conceptual space 'characters' 
G1 = (G)rammer in the (1)st person extent 

Explanation 

First person narration is important to this tale because it is relaying the experience of a person who is 
free of a disease after years of suffering. Without telling this tale using first person narration it is not 
possible to get the sense that humdrum activities, such as taking a sip of tea without having to worry 
about going to the toilet, are miraculous. 

Evaluation Notes 

Evaluation is against the use of first-person narration in improving the way a character’s story is 
narrated. The magnitude of G1(enhance subjectivity) allows an estimate of how much the rule is used. 

Example 68 'Happy Writing' 

It's hard to describe what it feels like to get rid of a disease. The after-shocks of it still affect me in 
some ways. Sometimes it's hard to remember what it was like, especially on days like these. I'm sitting 
with Rachel in a pub. It's a writing club that never really got its feet off the ground. We are the only 
two regulars, the others have moved on to brighter paths. The thing of it is, I'm simply content to be 
able to sit here and pass the time with someone. Before the surgery I couldn't have sat still without 
wondering where the nearest toilet was and how quickly I could get there. Rachel has no idea about 
my old illness and I've never told her. She's much younger than me, very pretty and good company. 
Our paths kept crossing during the course we did together and we ended up trying to make a go of a 
postgraduate writing club. As I take a sip from my cup of tea I can't help but marvel at how the simplest 
of activities can be the most valued. I can laze, take my time, chat about nothing and not once have to 
think about the pools of blood pressing to explode their way out of my body. It's no exaggeration to 
say that it's some kind of miracle. Yet it's a miracle I understand. It's simply being alive, existing. A 
humdrum activity that most of us take for granted. I don't. I can take pleasure in the simple fact that I 
can stay seated here with Rachel for more than an hour without her being aware that I'm in any way 
different from her. That's because I'm not different any more, I'm the same, or almost. I'm not impelled 
to move if I sit anywhere for too long, I don't have to rush back to the building I've just left to have 
'one more visit' to the loo and I don't have to avoid open spaces where there are no toilets.  

Rachel is getting married soon. Whilst her life is speeding by, mine is in the slow lane. I know I 
should be making such efforts myself but I've still some way to go. I have to get to grips with normality 
all over again and its going to get some getting used to. If it means sitting and whiling away the hours 
writing sketches that no one will ever read and no publisher will ever publish, then so be it. It's practice 
— practice at being disease-free and alive. In other words 'healthy living'. I never realised before just 
what an accomplishment that was.  
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11.4 S+ → [G1(focus on self)]-  

Description 

Avoid FPN to make sure that there is not too much focus on self and repetitive or tiresome detail. 

Keys: 

S = Conceptual space 'structure' 
G1 = (G)rammer in the (1)st person extent 

Explanation 

In this piece there is no first person narration, meaning that there is more focus on the other characters 
such as David and Rowena. This makes the piece less repetitively focused on the self and potentially, 
therefore, less boring. 

Evaluation Notes 

The writer makes an assessment as to whether first person narration focusing on the self is a good 
style of narration to use for this kind of piece. makes too much of the piece self-centred. This rule then 
has extra weight if it achieves a better style. 

Example 69 'Painting a Sketch' (modification of Example 67, removing FPN) 

David is the leader of the outdoor meetings for the sketching club. All indoor meetings are cancelled, 
tentative steps are being taken to meet outdoors and keep the club going. Arriving by bicycle, he 
enthusiastically points out the highlights and everyone sets off in different directions. The Old Silk Mill 
is a popular spot to draw from. A couple of members have ended up there by mutual agreement. With 
a sweeping view of the River Derwent, despite the scaffolding for its renovation, it still makes for an 
interesting piece to sketch. Rowena is one of the longer-serving members of the club. It's a hobby she 
took up after retiring. Johnny has only recently joined. One month into his membership Coronavirus 
happened and he hasn't done any drawing or painting since. "It's odd isn't it?" he says. 

"What's that?" Rowena asks. 
"People can meet in pubs, beeches are crowded out, yet the club remains closed." 
"They were going to make it a ticketed event," Rowena explains, "but the long-serving members 

wanted priority." 
Johnny goes back to his sketching. After an hour or so his back is aching. Rowena regales him about 

her working life, how she worked at the local university from the late 1980s to the early 2010s. "Then 
I worked for the Royal Academy in London," she says, "though financially it didn't make sense." 

Johnny shares some of his working life with her, but not all. He tells her of his studies and his part-
time work. He still isn't used to the idea of sharing everything about himself, especially in a new group 
where most people are still strangers to him. He finishes up his drawing and is pleased with the result. 
He glances at Rowena's work. She's a very skilled artist, her work wouldn't look out of place in a 
professional gallery. "I have to get back to work," he says, "enjoy the rest of your day."  

"I've just about had enough too," Rowena says. "See you next time!"  
Johnny packs up his bag and heads to the car park. When he drives back down the road, Rowena is 

still there finishing her drawing as the cathedral bells ring out their midday tune.  

11.5 P+ → [CN(third person)]+  

Description 

Decide which diegetic level to used based on the questions 'who speaks, who acts?' as an alternative 
to choosing 1st, 2nd or 3rd person narration.  

Keys: 
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P = Conceptual space 'plot' 
CN = (C)haracter/(N)arrator balance. 

Explanation 

In this piece a number of people are speaking (‘acting’) and therefore third-person narration is used. 
Here, the type of narration chosen is based on the plot which needs to be carried rather than deciding 
on a type of narration and then relaying the plot. 

Evaluation Notes 

This is a style where the judgement is based on how to approach narration when the plot is known in 
advance. The rule is preferred if the CN(third person) level chosen is a more effective approach. 

Example 70 'Computer Anti-Virus' 

Penelope pops up in one of the squares on the screen. "Hello, can you hear me?" she asks. The square 
image wobbles in and out of focus. 

Adrian's image is not much clearer. It looks like he's doing a version of Blair Witch Project — 
deliberately shaking the camera for artistic effect. "Yes, we can hear you Penelope. I think you need 
to adjust your focus." 

Geoff get's up off his bed and sits cross-legged on the mattress. His camera is turned off so that 
only his still portrait appears along the top row of the screen. Some haven't bothered to do even that. 
Their initials take some working out, but he finds if he hovers his mouse he can see a pop-up of who is 
who. 

Himanshi is yawning, seemingly unaware that her camera is capturing her every move. 
"How's everyone getting on during this lockdown?" Adrian asks. 
"Nothing's changed," a bored, disembodied voice says. 
Geoff works out it is Arthur who is speaking. "Same here," he says, "I use video-conferencing all the 

time in my day job." He moves Carrie and Himanshi to the centre of his screen alongside Adrian, the 
host. The two young women make the most interesting faces to observe, he finds. Another image pops 
up on the screen, spoiling his perfect arrangement. 

"Hi, I'm Georgia," a voice says, the image taking a while to come through. The scene behind her is 
a back garden with a fence. The midday sun is bright, despite the fact that the weather outside Geoff's 
window is dark and miserable. "I'm dropping in from California. I wanted to see what you guys get up 
to over there in the UK. My classes have been cancelled and I saw that you had this Skype thing going." 

The voices perk up at the arrival of the interloper. Suddenly everyone is interested in California, the 
football teams, stories they've heard about what's happening there and Adrian is particularly vocal 
about an unsolved murder mystery he's heard about on the internet.  

Geoff listens in silence, waiting for his moment to speak. It's been like this for months now. The 
internet meetings are a poor substitute for the more lively social occasion down at the local pub. He 
finds it hard to join in, particularly when two people get into a long chat, leaving the others with little 
alternative but to listen as there can be only one conversation at a time. Before the lockdown the club 
had been finally finding its feet he feels. He scribbles on his notepad and dreams of the day when an 
anti-virus will be found so that things can go back to normal. 

11.6 G+,C+ → [G2(universality)]+  

Description 

Use 2PN to convey the universality of a situation.  

Keys: 

G = Conceptual space 'settings and place' 
C = Conceptual space 'character’ 
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G2 = (G)rammer in the (2)nd person extent 

Explanation 

This piece shows the events outside a coffee shop and an ice cream shop from the perspective of a 
second person who is never identified. This gives the appeal to universality mentioned in the style rule. 
Although the second person is clearly a young child, there is universal appeal for a childhood memory 
of being at the seaside. 

Evaluation Notes 

If the use of 2nd person narration improves the way settings and people’s experiences are universally 
expressed (as measured by G2(universality)) then this rule is preferred in matching circumstances.  

Example 71 'Postcard of a Promenade' (alternative of Examples 54, 55 and 57 – 60) 

You suck on your ice-cream. You are being pulled along by your mum who has a double-cone for 
herself. "Slow down," she yells between licks. 

A handsome man walks towards you. You watch as he sets his rucksack down on one of the comfy 
leather chairs and pulls out some wet-wipes. It’s called Corona something, you remember. Everyone 
uses wipes or gloves. You watch as an old lady follows behind and takes a seat. Then then man goes 
into the ice-cream shop. You see the old lady pull a magazine from the rucksack and smiles as she rubs 
her leg.  

Dad is at the front of your group. He is leading your family past the seated area of the promenade. 
You wince as he stops to argue with mum. It's not too bad this time you think, as you continue to suck 
on the cool, yummy ice cream. You like Mum more than Dad. “I'm not having one, I have to watch my 
weight," you hear Dad say. 

"Cheeky!" Mum says, pulling at the stretchy material of her waistband. You don’t really understand 
why. 

A cyclist is walking her bicycle along the promenade. You think she looks like a superhero in one of 
your comics. You like the look of her bike. Why doesn't she lock it? you think. Then you see the all the 
other people sitting outside the coffee shop, which is next door to the ice cream shop. They are also 
watching the bike. They're like your neighbours who look after your bike when you leave it out on the 
path.  

You can see their beady eyes peering out from the back of the seating area. You think that their 
eyes look like ping pong balls in the shadows. They remind you of cinemagoers sitting watching a 
movie. You can just imagine that their coffee cups are tubs of popcorn. Suddenly you smell fish and 
chips. You watch enviously as a couple carry their delightful packages to a nearby bench. Now that 
you've eaten your ice cream, you feel hungry again.  

You feel a cool breeze on your face from the sea front as you look up to the blue sky. You feel 
content. You wish that you had your phone so that you could take a picture of your holiday.  

11.7 R+ → [G1(avoid for pace)]+  

Description 

Avoid FPN and repetition of 'I' so as not to make writing tiresome and sap the pace of it.  

Keys: 

R = Conceptual space 'pace' 
G1 = (G)rammer in the (1)st person extent 

Explanation 
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This piece is shorter than the piece on which it is based showing that avoidance of first-person 
narration reduces the amount of detail used. This shows that the use of first person narration can slow 
the pace of a text, whereas avoiding it can make the events seem to pass more quickly. 

Evaluation Notes  

This rule receives more weighting if the avoidance of first-person narration is useful in making the text 
less tiresome (i.e. lacking in pace), as measured by the negativeness of the G1(slow pace) quality. 

Example 72 'Back to School' (rework of Example 14) 

Robert had always been shy. This, his first experience of college, is an eye-opener. Feeling rushed, he'd 
left his bike locked to itself. It wasn't an ideal start, he preferred to attach it to something. Inside the 
hustle and bustle of the place is overwhelming. People are walking down staircases in swathes like 
football crowds or the market on a busy day. He finally gets to room C468, carefully marked out in red 
pen on his introduction manual. He's swimming against the tide. The teacher reads out each name 
along with their grade. Suddenly his 'A' grade is no longer special. The lesson passes in a blur. The smell 
of the room, the closeted feeling of being insignificant in such a large class, all makes the experience 
an alien one. More lessons pass equally quickly. He can't wait to return home, having made no friends 
and spotted no one he'd like to make friends with. Another disappointment awaits as he sets off home. 
His brand new bike is gone. His heart pounds. He rings his dad with the bad news, knowing how much 
their family could ill afford another. The next day he makes enquiries at his old Sixth Form. Running 
away from his problems is not the solution.  

11.8 R+, S+ → [CF]-, [G1(alternate for pace)]+ 

Description 

Counter excessive use of FPN by describing the scene, action and other characters to achieve a more 
lively rendition of a story (i.e. increase it pace).  

Keys: 

R = Conceptual space ‘pace’ 
S = Conceptual space 'structure' 
CF = (C)haracter (F)ocus level. 
G1 = (G)rammer in the (1)st person extent 

Explanation 

This piece counters the excessive use of the first person pronoun ‘I’ and instead includes sections of 
action and details of other characters. The effect is too reduce overemphasis on the first person. For 
example the structure is broken when the narrator talks about the posse of the skinny man his portly 
wife and their children. 

Evaluation Notes 

The use of this rule to cure the problem of first person narration slowing the pace is assessed. The 
extent of the style is given by a calculation of the magnitude of the vector given by the point in the 
space at the CF, G1 coordinates. 

Example 73 'Snapshot from a Promenade' (alternative of Example 71) 

The girl is sucking on her ice-cream as I walk towards the coffee-shop area. She's being pulled along 
by her mother who has a double-cone for herself. "Slow down," the mother yells between licks, then 
the pair disappear down the promenade. I set my backpack down on one of the comfy leather chairs 
and pull out some wet-wipes. Nobody blinks an eye. My mother takes her time to catch up. I check 
that she is seated comfortably and hand her her magazine from the rucksack. Back outside the shop 
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again I notice a man in his thirties leading his posse of a family. Whilst he is skinny, she is more portly. 
Their children surround them, the youngest preferring her mother's side. The children look nothing 
like their parents, being neither too skinny nor too robust. The family are arguing about ice-creams. 
The man relents and disappears into the other half of the shop where the ice-creams are served. 

A cyclist is walks up to our little cluster of chairs. She picks a free chair and leaves her expensive 
bike propped against a lamppost. I notice her sturdy, self-confident athleticism. The appeal of cycling 
alone must be liberating I think. We watch over her bike until she returns, then she's lost in the 
fascinating content of her phone, not once taking in the sights.  

In the shadows at the back of the seating area are the long-stayers. Every now and then I glance 
back at them. They look comfortable sitting ensconced in their back-row vantage points. My curiosity 
is how it is that they can make a single cup of coffee last so long. The shadows protect them from both 
the sun and any casual observation. They look out but most don't look back. I chat to my mother. 
"They're not drinking coffee," she notes. 

As I return to my seaside view, I notice a couple pass by clutching small prized bundles of fish and 
chips in their hands. They manage to get a proper seat up by the beach front and smile as they dig in 
to their foody treat. I suddenly feel hungry, even though its only eleven thirty. There's nothing like the 
taste of fresh fish at the seaside.  

A cool breeze blows from the seafront, the sky is mostly blue, the sun is mostly warm. It's a perfect 
day as far as I'm concerned. Like a picture postcard that no photographer has ever thought to capture. 

12. Conceptual Space I: Imagery 

Traversal Rule Instances 

12.1 A+ → [ND(metaphor)]+  

Description 

Make use of simple cross-referenced sensory metaphors to create a deeper atmosphere (e.g. 'warm 
colours', 'sweet voices', 'sharp light').  

Keys: 

A = Conceptual space 'atmosphere' 
ND(metaphor) = (N)arrative (D)evices level for metaphor. 

Explanation 

This piece makes use of cross reference metaphors. For example, the ‘peppered concrete seat’, the 
‘crusty dark’ walls and hushed carpeting. Here sensations such as texture taste and visual clues are set 
against one another to give the metaphor. This has the effect of enhancing the atmosphere of the 
piece by deepening the sensory references. 

Evaluation Notes 

If the evaluation gives that the atmosphere is improved by cross mixing sensory metaphors (the 
measure of which is given by |ND(metaphor)|26), then this rule is preferred. 

Example 74 'Disassembly' 

In the mute half light of the cathedral's shadow I made my way down towards the city centre. The 
streets were not yet back to their usual throbbing hubbub. For one I'd been able to park easily, 
whereas before parking had been a push. I was excited, I hadn't seen any of my friends from my new 
art club for many months. Rowena sat alone waiting outside the Quad. I sat down beside her on the 

 

26 || denotes magnitude of a quality 
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peppered concrete seat. We passed the time chit-chatting whilst waiting for the others to arrive. 
Opposite our seating position was the Assembly Rooms. It sat like an implant from the late 1970s in 
the centre of what once had been a busy market place. Its crusty dark walls shouted makeover.  

"I hear it's going to be demolished soon," Rowena said.  
"It won't be rebuilt here," I said. 
"Oh," Rowena said, "I didn't know that. It's a Hugh Casson isn't it?" 
I felt like a schoolchild who had skipped a lesson. "What?" I said. 
"Hugh Casson, the architect," Rowena explained, her bright speckled tones adding to the effect 

that I was back at school. I shifted upright in my seat, determined not to be outdone. "You know the 
fire started in the air-conditioning block of the adjacent building. It's completely undamaged inside." I 
looked at the building anew, seeking some evidence to support my theory that it was still viable as an 
entertainment venue. I had always thought of it as modern and luxurious. I'd watched the world 
championship snooker there back in the day and inside it had been full of hushed carpeting and loud 
brass furnishings. Despite my golden memories I knew that the Assembly Rooms was doomed. I let my 
eyes drift over its features one last time, making sure I had a note of them in my memory. Its Star Wars 
glamour was still there under its silent grey exterior. The world had moved on and it had not moved 
with it, or maybe I hadn't. "I don't think anyone else is coming," I said. "Shall we go?" 

12.2 G+ → [IM]+, [CD]+  

Description 

Make the image central to a setting to draw parallels and connections which make the present seem 
more immediate.  

Keys: 

G = Conceptual space 'settings and place' 
IM = (I)mmediacy and intensity of (M)oment degree. 
CD = (C)onnections (D)egree. 

Explanation 

This piece uses the imagery surrounding cold buttered toast as the centre for its tale. The text is linked 
to images in the present and images in the past. By making the toast and its imagery central to the tale 
it brings a sense of immediacy to it. The smell and tasted the toast brings back memories and past and 
present are tied more closely together by this imagery. 

Evaluation Notes 

This rule is evaluated to see if giving a greater sense of immediacy to events by making central 
connections to imagery is a better way of using imagery. 

Example 75 'Cold Buttered Toast' 

There's nothing like the smell of cold buttered toast and chlorine. An unusual combination, I'll grant. 
I'm reminded of it now as I clean the shower. It's one half of the memory but not the whole. I make 
my way downstairs and begin preparing my breakfast. It's not cold but the smell of toast and butter 
(now margarine) are almost the same. Combined, the two smells put me in only one place — in the 
queue outside the swimming baths, waiting to go home. The toast has been packed by my mother like 
a relief package for a prisoner of war. How I hated those school swimming lessons. Because I couldn't 
swim the 'instructor' used to get the other boys to hold me under the water. Today I'm a practised 
swimmer, having overcome my school-inspired fears. I'm heading out for my first swim after lockdown. 
The memory in my mind of those horrible events makes me wonder how I overcame my fear of 
swimming. Now I realise that it was that cold-buttered toast which pulled me through. Its smell offset 
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that distinct chlorinated atmosphere that would otherwise have put me off swimming forever. The 
love of my mother packaged in a tiny parcel of wordless support.  

12.3 G-, C- → [FU(unknown subject)]+  

Description 

Make an unknown subject or character seem familiar by giving images which ground them in what is 
known.  

Keys: 

G = Conceptual space 'settings and place' 
C = Conceptual space 'characters' 
FU = (F)amiliar (U)nfamiliar extent. 

Explanation 

Here the character of the alien in the piece is made to seem more familiar by comparing it to everyday 
things. Its body is like that of an oversized frog, its height is similar to that of a person only shorter, 
and its breath is like that of fresh-mown grass. This has the effect of giving solid imagery to what 
otherwise might have been strange or unfamiliar. 

Evaluation Notes 

If the writer finds that use of imagery to bring familiarity to an unknown character works as a 
technique, then the rule is given a higher weighting than other rules in the space of imagery. 

Example 76 'Alien Capture' (continuation of Example 17) 

When the door opened and the alien appeared, the young woman screamed and I reckoned we were 
all doomed. I'd seen pictures of them before but to see one up close was different. It had a body like 
an oversized frog with long arms and legs. Standing about three quarters the height of a person, it 
made up for its lack of height with its girth. Its skin was leathery and wrinkled and a deep tanned 
colour. I could smell its breath almost the minute the door opened, a sweet and not entirely 
unpleasant smell like that of fresh mown grass. The young woman's scream shocked me more than 
the alien's appearance. Up to that point I'd been thinking of it as a kind of Spitting Image puppet with 
its exaggerated facial features clearly showing nostrils, a mouth and ears. “The escape pod launch bay 
cannot be far, we will get through this,” the woman said. Then she punched it underneath the balloon-
like area where a human stomach might have been. Its stomach, or whatever that area corresponded 
to collapsed, and the alien folded in on itself like a deflating air bag. I hurried after the woman as she 
grabbed the arm of the young boy. I almost felt sorry for the alien as it squealed in pain like an angry 
pig. 

12.4 C+, G+ → [FU(overly familiar)]-  

Description 

Make an overly familiar character or place seem different by using unusual imagery to describe them. 

Keys: 

G = Conceptual space 'settings and place' 
C = Conceptual space 'characters' 
FU = (F)amiliar (U)nfamiliar extent. 

Explanation 
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Here the familiar character of an academic professor has made to seem more lively by using vivid and 
unusual descriptions and adjectives. The professor is tall ‘like a pitchfork stuck in grass’ and looking 
into his eyes is like ‘looking into the headlights of a sports car’. This kind of unusual imagery is in 
contrast to what might be rendered by a more plain portrayal and helps bring the flat, stereotypical 
image of a professor alive. 

Evaluation Notes 

The evaluation of this rule gives a greater value if the use of imagery in this way is successful in helping 
bring to life an overly familiar character. The extent of the application of the rule is given by the 
magnitude of FU (written |FU|). 

Example 77 'The Professor' 

The professor looked much different than his photograph. It seemed that the university had aged him. 
His beard was like wire wool, his hair as grey as a used brillo pad. His eyes were the same, though. That 
bright, steel-grey twinkle was what made his face. It was like looking into the full-beam headlights of 
a sports car in a dark country lane. And his stature was undiminished, but then it's difficult to make an 
assessment of such things from a still on a website. He stood tall, like a pitchfork stuck in grass. When 
he walked it was as though pistons of an industrial robot powered his movements. His outstretched 
arm of greeting was military-like in its precision and grace, like a computer program with all its errors 
debugged. "Professor Grinder, hello," I introduced myself in a confident voice I didn't feel inside. He 
stared at me with a wizard's eye as he shook my hand. The pressure felt like getting my fingers trapped 
in a door jamb. I tried not to shake them as he released his grip.  

12.5 L+ → [[ND(metaphor)]+, [ND(simile)]](cross sensory)]+  

Description 

Create 'hidden' analogies using metaphors or similes to heighten imagery with unusual cross-sensory 
references.  

Keys: 

L = Conceptual space 'language' 
ND(metaphor) = (N)arrative (D)evices level for metaphor. 
ND(simile) = (N)arrative (D)evices level for simile. 

Explanation 

This piece makes use of metaphors and simile which cross-reference the senses. For example The 
sensation of heat is cross referenced with the stinging sensation of nettles, the coordination of the 
machines is compared to the flavours of a three course meal And the dots of light in the camp sparkle 
like a chorus sounds. This unusual cross referencing draws attention to the analogy, bringing greater 
life to the imagery in the piece. 

Evaluation Notes 

The effectiveness of using unusual language (analogies which cross reference the senses), as assessed 
by ND(metaphor) and ND(simile), in bringing heightened imagery is what is evaluated. 

Example 78 'New City' (Rewrite of Example 20) 

The sun shines with a heat which stings like nettles. I stand at the top of the hill and look down at 
unimaginatively named ‘New City’. To the right the dozers are clearing a new stretch of ground, on the 
left the cranes are already pulling the pre-fab units together. They’re coordinated like the flavours of 
a three-course meal. The starter moves the pieces into place, setting the palette. The main are the 
scaffolding assemblers, creating a fully flavoured superstructure for the desert covering which tops it 
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off with a creamy finish. There is not a soul in sight as the machines run their clever routines. I used to 
think driverless cars were fascinating as a boy. These are a step up from those. They're single minded 
like bees pollinating plants — they know what they need to do and just get on with it. If I'm going to 
get along up here I'm going to have to work out my own drone routine. There are new rules for 
everyone, we all have our place in the grand algorithm. Who’d have thought it would be illegal to enter 
a bar without first going through a decontamination scanner? I feel like a robot must feel when its first 
switched on — I know all the rules, I just have to find a way to stay within them.  

I jump down from the hill in three kangaroo hops, my feet producing spicy cinnamon plumes of 
powder-paint dust at each jump. The fingers of the base camp look tiny. The sight of it makes me think 
of home if I close one eye and ignore the skyline, which is like a baby's mobile with moons and planets 
I'm still struggling to remember the names of. The dots of light from the camp sparkle like a coral 
melody, showing tuneful activity in each of their floors. It’s not all work though. The bars and other 
social meeting places may be ultra-careful about releasing an unknown alien bacteria into the general 
population but that doesn’t mean we don’t have fun. Tonight I’m going to dinner with Carol, which is 
the reason for my haste at the end of a long supervision shift. What first attracted me to her? It was 
that crazy electric shock hairstyle of hers — all painful knots and white-hot spikes. Carol’s a station 
worker, spending equal amounts of her time in orbit and on planet. She told me she was so tired of 
trying to flatten her hair that she decided to go the other way. “I’m only five foot three,” she’d said, 
“Besides, it got your attention didn’t it?” It certainly did. 

12.6 M+ → [ME]+  

Description 

When trying to make a point about something, instead of trying to drive it home using force, use 
imagery as a more subtle means of persuasion.  

Keys: 

M = Conceptual space 'subject matter and theme' 
ME = (M)eaning (E)xtent. 

Explanation 

In the first version of the piece a point is attempted to be made about how everybody is uncomfortable 
with the new rules for the coronavirus situation and how it is making their lives a misery. In the second 
version, imagery is used instead of trying to crowbar in the uncomfortable feelings around coronavirus. 
The imagery of the Marina is used to say that people are testing the water whilst others have their 
boats firmly anchored; imagery of ghosts and drawings and paintings is used to give an uncanny 
impression; The virus itself is compared to an ‘invisible thief’. All this imagery is aimed at encouraging 
a negative perception of the coronavirus and its restrictions rather than giving literal criticism of them. 

Evaluation Notes 

This rule receives a higher value if it is assessed that using imagery in this way to produces a better 
means of driving a point home. 

Example 79 ' Uncomfortable Rules' 

a) Before: 

We met at the marina. There were more canal boats there than I imagined. Tens upon tens, maybe a 
hundred or more in total. Surrounding the marina were coffee shops and Designer Outlet type stores. 
The weather was muggy and overcast. We waited as the others joined. Jackie and her husband were 
two of the last. Whilst her husband went off for a walk to explore, she stayed behind to paint and draw 
with the rest of us.  
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"I still get out of breath," Jackie said, "I can manage about twenty minutes now." 
"She's had the wotsit, you know, the virus," David explained. 
I thought about the club treasurer. He'd been fit and healthy in the AGM back at the beginning of 

the year. Two months later the news had come back that he was in intensive care on a ventilator with 
pneumonia. A month after that he'd died.  

"I found it so hard," Jackie said. "I almost cried when I saw people again for the first time after three 
months of isolation. When I tell them they give me a funny look, but I'm not contagious." 

"And have you noticed how people cross the street to avoid walking past you," I say, trying to relate 
my own experience. 

"Yes, they don't seem to want to hang around," Jackie says, taking my comment personally rather 
than as the general observation I'd meant. 

They'd all bought with them their own camping chairs. I eyed the free bench enviously then 
remembered something. "I've left my mobile phone in the car," I told David. "I won't be long." 

Walking back I could see that Jackie had grabbed the bench, despite having her own camping chair. 
It meant I would have to sit next to her if I wanted to have a perch from which to draw. As I got closer 
I could see that she had all her materials spread out on the bench, leaving no room for anyone else. 
Grateful that I didn't have to make her feel awkward by not sitting next to her, I sat on a nearby 
wooden box and began my drawing. 

b) After  

We met at the marina. The space was wide open and made a picture of peace and tranquillity. But 
danger abounded. Signs littered every walkway like the 'do not feed the animals' signs in a zoo. 
"Narrow Walkway, No Passing,", "Route Altered, Maintain Distance," "Please Use Sanitisers," were 
ones which stood out. I felt as though I was back in an examination hall and undergoing some kind of 
test. The weather was muggy and overcast, the sun failing to bring its regular brightness. We waited 
for the group to assemble with our shields down and our coats at the ready. There were a few more 
faces this time. People were testing the water, others had their boats firmly anchored at home. Jackie 
and her husband were two of the last to arrive. When David introduced them he did so under their 
honorary titles of 'Coronavirus Survivors'.  

"I still get out of breath," Jackie said, as her husband left for a walk around the marina's environs. 
"I can manage about twenty minutes now." 

Jackie reminded me of the club treasurer, Alan. We'd discussed the club website at length at the 
AGM back in January. By March he was on a ventilator, struggling for his life. Then he was gone. Only 
his ghostly portrait remains on the website. I wondered if there was an ethereal painting or drawing 
of her somewhere waiting to be posted.  

"I found it so hard," she said. "I almost cried when I saw people again for the first time after three 
months of seeing no one but Donald. When I tell them I'm clear now they give me a funny look, but 
I've had the antibody tests." 

I put my hand in my pocket and felt my face mask resting inside. "Sometimes they cross the street 
to avoid you like you're an alien," I said, relating my own experience of social distancing. 

"Yes," Jackie nods enthusiastically. She thinks I am still talking about her isolation. The virus is like 
an invisible thief. It has robbed her of more than her ability to walk distances. "They don't seem to 
want to hang around," she says. 

They'd all bought with them their own camping chairs. They're ideal for social distancing. Ones 
instead of twos, they set themselves up like singletons without a date. The solitary bench became free. 
It was my chance to grab it. Then I remembered I'd left my phone in the car. By the time I'd returned, 
I discovered Jackie sitting on the bench. Her art materials were scattered in front of her like little signs 
of aversion. "Keep away," the paintbox said. "No sitting," the jar of water pleaded, "Do not touch," the 
array of brushes yelled. I heaved a sigh as I sat on a nearby wooden sign base whose sign had yet to 
be planted. The surface was narrow and uncomfortable. Next time I'll bring my own chair, I thought. 
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13. Conceptual Space L: Language 

Traversal Rule Instances 

13.1 M+ → [FL]+, [PA]+  

Description 

Make use of formal diction (i.e. no idioms or colloquialisms) when trying to appeal to the reason of 
the reader and make them sympathetic to the cause of the story.  

Keys: 

M = Conceptual space 'subject matter and theme' 
FL = (F)igurative versus (L)iteral balance. 
PA = (P)ersuasiveness and (A)ppeal. 

Explanation 

This piece makes no shortcuts when it talks about the coronavirus and its effects on returning to 
normality. Whereas in the previous piece the virus was referred to as a ‘whatsit’, in this piece it is given 
its full title. Colloquialisms such as saying ‘having a perch from which to draw from’ have been 
removed. Instead the virus and its social effects are explained in full sentences with clear meaning. For 
example, instead of saying ‘they don't seem to want to hang around’ it says ‘they were reluctant to 
expose themselves to viral transmission from others’. This lends a more austere, scientific or newsprint 
type of rendering which increases the appeal to those who are more accustomed to this kind of 
reporting, where clarity of expression is key to them being sympathetic to the story. 

Evaluation Notes 

Evaluation would result in greater weight given to this rule if it is a more effective use of language in 
carrying the cause or message of the story. 

Example 80 'A Phased Return to Normality' (rework of Example 79) 

We met at the marina. The space was wide open and looked like a picture postcard, full of colourful 
boats, sparkling new shops and quaint little coffee shops. Warning signs about the consequences of 
spreading coronavirus tempered my pleasure at being there. I was outside but there were still extra 
rules to be followed. The expression 'a phased return to normality' sprang to mind. It was one I'd heard 
the prime minister use earlier in the week. The weather was muggy and overcast, the sun not as bright 
as yesterday when temperatures had reached 33 degrees. We waited for the group to assemble. There 
were no signs of either masks or gloves. This was outside, they were reserved for the supermarkets 
and the museums, one reason why I preferred these outdoor meetings. There were a few more faces 
this time. The club had a lot of retired and elderly members who I figured were reluctant to expose 
themselves to viral transmission from others.  

Jackie and her husband were two of the last to arrive. When David introduced them he told us that 
they'd had the virus early on. Jackie explained how they both were still easily tired, but were gradually 
recovering their fitness. "It really takes it out of you," she said. Her words reminded me of the club 
treasurer, Alan. He'd not been diagnosed with coronavirus but I'd drawn my own conclusions. March 
had been a time when the virus had been in wide circulation and few hospitals were aware of what 
they were dealing with. His symptoms, the suddenness of his illness and his rapid decline with 
pneumonia and being put on a ventilator in an intensive care unit, were all characteristic of what we'd 
all later learned were the path of having the virus took.  

The conversation moved on to social isolation and antibodies. Jackie had said she'd suffered from 
not having seen anyone other than her husband and they were both extremely relieved when their 
isolation had ended. "The doctor said to me 'how do you know you had the virus?', and encouraged 
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me to have a test. I knew I'd had it, I didn't need his test to tell me that, but I had it anyway because it 
was a way of measuring residual antibodies," she said. "It showed that I had the antibodies, so did 
have the virus — no surprise!" 

I found this interesting. Maybe Jackie had more information about antibody and immunity duration 
rates. But when I asked she wasn't forthcoming. I tried to lighten the mood by mentioning the comical 
way that people cross over to the opposite pavement when you're walking towards them. However, 
when I said it, it didn't seem so comical after all and made me think that there might be some wisdom 
to it. 

"People just don't seem to want to hang around," Jackie said, as she finished her story. 
They'd all bought with them their own camping chairs. I realised that the chairs are good 

coronavirus tools. With a portable chair you don't risk getting an infection from a seat or a bench, they 
don't pass transmission on to others and they allow you to sit apart and maintain a discrete social 
distance. I didn't have one, which meant that the only seat available was the bench overlooking the 
marina. Then I remembered I'd left my phone in the car. By the time I'd returned, I discovered Jackie 
sitting on the bench. Her art materials were scattered in front of her. I wondered if it had been a 
deliberate act on her part. She'd spread out the materials so that no one could sit next to her. I found 
a wooden frame with a canvas covering and a hole in the top. It looked like the base for a signpost but 
there was no sign erected in it. Then I relaxed as I did my drawing and all thought of coronavirus 
evaporated and my phased return to normality continued. 

13.2 S+ → [DD(structure layout)]+  

Description 

Have an even balance between dialogue and exposition so that neither dominates in the structural 
layout of the writing.  

Keys: 

S = Conceptual space 'structure' 
DD = (D)ialogue and (D)escription levels. 

Explanation 

In this piece the previous piece has been altered so that there is an interspersion of dialogue snippets. 
This has the effect of breaking up the structure of the text on the page so that it is not rendered as 
flatly. Instead of one long paragraph there are multiple shorter paragraphs which add to the readability 
and balance of the layout. 

Evaluation Notes 

This rule would have a higher value if its use of language in this way (i.e. making the visual appeal of 
the structure greater) proves more effective. 

Example 81 'White Collar Crime (rewrite of Example 19) 

I don’t really think of myself as a criminal. I don’t really think that what I’m doing is a crime. Some call 
it ‘white collar crime’, but to me it's just another kind of enterprise.  

"Nice car," I say to the deputy director as I meet him on the stairs. His gleaming white BMW 7 series 
can be seen from the top-floor window. 

"Not as sporty as yours, but I like it," he says, begrudgingly, making me wish I'd not said anything. I 
don't know what the title of 'deputy director' means in terms of running the place but I assume that 
he's in on the corruption like all the rest of the senior management. In my latest job I’m in a trusted 
position but not trusted enough to be allowed in on the company’s tax scams and not-so-hidden 
bonuses. Later that day I attend an appointment I've made with the MD.  
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"We've considered your request, but cannot sponsor your university studies," he says. "Maybe a 
master's degree in something else more closely tied to your job?" 

I hate my job, but cannot tell him that. Working with computers has always seemed hard for me. I 
only studied the subject at university by accident. I'd asked to do a management degree as a way of 
moving up the business side of the firm.  

When I returned to the office I decide that Plan B has to go in effect. When the phone rings it is 
Leslie from accounts. 

"Are you coming to lunch Kieran?" she asks. 
I'm half-tempted, but decline. "Need to work through," I say apologetically. "Maybe next time." 
Plan B involved diverting the funds from the computer system to my own account. My role as head 

of IT involves regular trips to the finance office which is on the same floor as me and the senior 
directors. To plan my crime correctly I need to have access to the finance office, which is split into two 
parts: one room for the CFO and another where the accountants do their data processing. I don't trust 
any of them. The senior managers all have shifty eyes and poker faces. I wait until the top floor is clear, 
passing John the Finance Manager who is scurrying towards the loo. 

"Aren't you joining us?" he says in that rushed way of his which gives no time for an answer. 
Five minutes later and the route is clear. I have only a short window of opportunity. I hurry past the 

director’s offices and sneak into John's room. Gail, the senior administrator keeps the key in her purse. 
I'd managed to make a note of the key type and number weeks ago and had made a copy. I set up the 
hidden camera and make my escape. Back in the office my two juniors have returned from their early 
lunch break.  

"Boss," Stefan says, not questioning where I've been. 
"Kieran," acknowledges Darren. Of the two, he shows the least deference. I'm not overly flustered 

as I take my seat at the back of the room. My screen faces the wall and cannot be seen by anyone but 
me. Hours later and I have the Finance Manager's password. From here it will be a simple step to hack 
into the payroll system and organise the regular automated BACs transfers. The program will cover its 
own tracks, deleting the details on the accounts reports and running in the background until its expiry 
date when it will delete itself. 

"I have some news for you boys," I say, addressing the room. "I'm handing my notice in at the end 
of the day and will be leaving next month." Then I pick up the phone and dial Leslie's number to ask 
her out on a date. 

13.3 S+ → [DD(break exposition)]+  

Description 

Use dialogue to break long exposition pieces.  

Keys: 

S = Conceptual space 'structure' 
DD = (D)ialogue and (D)escription levels. 

Explanation 

In this piece there is a short interspersion of dialogue which breaks up the structure halfway through. 
This has the effect of breaking up the exposition layout on the page allowing the eye to be able to 
differentiate between the first half and the second half. 

Evaluation Notes 

Assess if the rule allows a better use of language (by giving a layout for longer exposition pieces with 
no break in the lines of the text) in the space. 

Example 82 'Time Heals' (rework of Example 3) 
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I looked back over my life and couldn’t see where all the years had gone. I thought of my youth and 
the games I had played as a child. Then I switched to my teenage years and remembered how awkward 
I’d felt during my adolescence. University went in a flash, with only the highlights bright in my mind 
such as the day I had rung my mother with shouts of joy from the phone box on that bright summer’s 
day when I had received my graduation result.  

"It's a two-one Mum," I'd yelled, to the sound of joyous screams on the other side of the line.  
Then the difficult years, the years of my illness. Hard to remember now what it had felt like to be 

so ill all the time and how it had drained me. Still, I had been fit enough to enjoy sports and go on long 
cycling rides with my sister. The post-op years were closer to home, though I now realise that was 
twenty years ago. Only now does all that rush of time appear to have slowed. What is it about today 
that makes me so inwardly focused? 

13.4 C+ → [FL]+  

Description 

Use colloquialisms in dialogue to make it sound more natural.  

Keys: 

C = Conceptual space 'characters' 
FL = (F)igurative versus (L)iteral balance. 

Explanation 

In the first piece the dialogue is rather stilted with all the characters speaking in complete, 
grammatically correct sentences. In the second piece the dialogue contains colloquialisms. For 
example in the first piece the dialogue ‘thank you very much what about your drawing?’ is replaced 
with ‘ta very much what about you?’ The effect is to give the piece and more natural feel, with the 
characters talking naturally rather than speaking the lines on a page. 

Evaluation Notes 

When this rule is evaluated it gets a higher score if it results in a better use of language (by providing 
a more natural dialogue, suitable for the piece). 

Example 83 'Eavesdropping' 

Before: 

The two women were sitting behind me on the log frame, allowing me to eavesdrop. 
"Where do you think we should head to next?" said the first. 
"We need to pace ourselves," the second said, "How far is it to return?" 
"It is approximately ten miles. We should be able to return by two o clock," the first replied. 
I stood up to stretch my legs and walked over to where David was sitting. "How is your drawing 

progressing?" I said. 
"I am working with pastels today," he replied. "They can be rather messy." 
I started talking about his work. I am not an art expert, but this worked to my advantage. All the 

time I was glancing over at the two women, whom I had been sitting behind. The first was much 
younger than the second. They were both tucking into their packed lunches. 

"The colour is remarkable," I said. "The contrast creates a kind of three dimensional effect." 
David seemed pleased. "Thank you very much," he said. "What about your drawing?" 
I showed him my efforts. "I like your tiles," he said. "What about the watercolours?" 
"My seat is too uncomfortable," I said. "Maybe I will try those next time." 
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I returned to my seat. Now I could put faces to the voices sitting behind me. I repopened my 
drawing pad and prepared to enjoy the rest of my people watching under the pretence of completing 
my sketch. 

After: 

The two women were sitting behind me on the log frame, allowing me to eavesdrop. 
"Where next?" said the first. 
"Need to pace ourselves," the second said. I could hear her munching on something. "How far 

back?" 
"'Bout ten miles. Back by two," the first replied. 
I stood up to stretch my legs and walked over to where David was sitting. "How's it going?" I said. 
"Just oil pastels," David said, showing me his efforts. "They're a bit messy like." He showed me the 

stains on his fingers. I started talking about his work. I'm no art expert, but this worked to my 
advantage. All the time I was glancing over at the two women, who had been sitting behind me. The 
first was wearing shorts and was much younger than the second who had on a tracksuit.  

"The colour's great, good contrast," I said. "It's like a kinda 3D." 
David seemed pleased. "Ta very much," he said. "What about you?" 
I showed him my efforts. "Nice tiles," he said. "No watercolours?" 
"Maybe next time, my seat is as hard as rock," I said, as if that explained my lack of effort. 
I returned to sit behind the two women. Now I'd seen them I reckoned they could make the return 

walk with ease. My curiousity satisfied, I repopened my drawing pad and prepared to complete my 
observations. 

13.5 I+ → [GL]+  

Description 

Employ figurative language to embellish descriptions that would otherwise be flat.  

Keys: 

I = Conceptual space 'imagery' 
GL = Fi(G)urative versus (L)iteral balance. 

Explanation 

This piece raises the flat tone of the piece on which it's based by adding colourful little snippets of 
description. Poetic or figurative language is used in place of more staid language. For example storm 
is described as ‘pregnant’ and the clouds are described as ‘depressing’. The character of Jackie is made 
more rounded by describing her bespectacled face as that of a crossword solver’s. The effect is to 
render the story more vivid and colourful. 

Evaluation Notes 

This rule is evaluated to see if its use of figurative language to make the images of a piece more 
colourful, is a more effective use of language. 

Example 84 'Changing the Subject' (rework of Example 80) 

We met at the marina. The space was wide open like an oasis in the middle of a desert. It looked like 
an artist's painting with such a rich array of colour. There were floating splashes of vermillion, dabs of 
crimson and splodges of azurite set amid a border of aluminium and brick. The shops sat in gleaming 
Lego-like assemblies, the old and the new dividing water and land. Warning signs about the 
consequences of spreading coronavirus signalled civilisation's pressing pulse to survive amid the 
disease which was plaguing it. Nature was king. The weather was muggy and overcast, a pregnant 
storm was looming, the sun fighting to stave off the depressing clouds overhead. 
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At the meeting point there were a few more faces. They were all smiling with anticipation of a 
friendly and engaging few hours. Ernie looked like Father Christmas as he rolled up later than the 
others and we'd just begun chatting when David introduced two people I hadn't met before — Jackie 
and Oscar. Jackie was the more conversational of the two. She was so keen to tell us her story it was 
like listening to a documentary voiceover. Her bespectacled face held a crossword solver's puzzled 
expression as she spoke. "The doctor said, 'how do you know you've had it?' I said 'I don't need to have 
a test to know that I've been ill.' 

Whilst she was talking I was taking note of everyone's preparations. Along with their drawing and 
painting materials, they had each bought with them a camping chair, like hikers or scouts preparing 
for an assault on Ben Nevis. The absence of my own made me feel naked. I looked enviously at the 
occupied bench a few feet away. It was in an ideal spot. Then its occupant departed and I left Jackie 
to her documentary report. I tested the seat. The view split marina and shops in a perfect panorama. 
I was just about to set out my materials when I remembered I'd left my phone back in my car on the 
far side of the marina. Dodging in and out of the one-way signs, it was a long walk back. Returning I 
could see that the bench in the distance. It was occupied once more, the sitter a dot in a Lowry 
painting. The dot became a splodge and morphed into Jackie. She'd taken both seats with her painting 
materials spread out like tiny parcels. Disappointed, I found a wooden frame with a canvas covering 
which looked vaguely comfortable. The hours passed painfully slowly as I sat watching the scene then 
Jackie alternatively. My disgruntlement was interrupted when two walkers approached and sat behind 
me. I started to relax as I tuned in to their conversation, thankful that they had more to say than talk 
about viruses. 

13.6 M+ → [MH]-  

Description 

Make meanings plain by repeating the same message using alternate ways of expressing the same 
meaning.  

Keys: 

M = Conceptual space 'subject matter and theme' 
MH = (M)eaning (H)iding levels. 

Explanation 

Language is used in four different ways in this piece to reiterate the same message over and over. First 
method uses language of an emotional nature, appealing for empathy with the reader. The second 
method repeats the same message using the analogy of actors on a stage. The host of the online 
meeting is the compere, whilst the protagonist is a ventriloquist act. The third method users dialogue 
language to reiterate the same point. The fourth method users language which is plain and clear where 
the meaning is literal. Each method tries to make the point that using video conferencing is not the 
same as meeting people in person. 

Evaluation Notes 

The evaluation of this rule is its effectiveness in using this language style to make a point more clear. 

Example 85 'Computer Anti-Virus' (rework of Example 70) 

Method 1: Emotional appeal 

A sense of anxiety washes over me as I turn on the computer. Another socially distant event. Before 
this all started I didn't have an extensive social life but I didn't live behind a computer screen. I used to 
feel as though I was connected to the world, could touch it, stand next to it, be inside it. The computer 
screen has changed all that. It is yet another barrier to be overcome by those of us who can work from 
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home all day but don't want to. You can't touch anyone through it and what you see on it is a broken 
facsimile of the real thing. It's a hollow, somehow incomplete way of communicating, almost the same 
as watching tv or listening to the radio. The host's voice is calm and familiar, you feel at home listening 
or watching your favourite show, but you're still disconnected from it because you're not there in the 
room whilst the programme is being made. What makes it slightly different is the performance 
aspect… 

Method 2: Same message using analogy 

The session begins and the characters arrive on stage. There is Linda, the newcomer to the stage. This 
is her first time performing and she's having trouble finding her voice. "Toggle your microphone," 
shouts the assembling audience. "Make sure your camera has the right permissions," heckles another. 
Adrian is the compere. Sometimes he forgets his lines, but we're happy enough. This is not a 
professional performance, we're all amateurs here, both actors and spectators alike. My name's Geoff, 
by the way. You might have seen my name in the programme. I've projected a more handsome and 
younger image of myself on the stage. I'm one of several ventriloquist acts — you'll never see my lips 
move. I watch the rest of the cast assemble: Himanshi, Carrie, our two star performers, Georgina who's 
dropped in from LA to do a support performance, and others from the regular cast are lurking in the 
background.  

Method 3: Shift to using dialogue to get the message across 

"How've you all been getting on?" Adrian asks. 
"Still off work," Kim says. 
"Working from home again," Tony says simultaneously. 
I try to decipher the cross talk. Usually one or the other will continue until the second gives in to 

let them speak.  
Himanshi gives a close-up yawn to the camera. It's not her best look.  
I speak up when I sense dead air. "I've been spending my time painting," I say, moving Himanshi's 

image to one side and replacing it with the more composed features of Carrie. 

Method 4: Make meaning plain using literal language 

Georgina's on a time-lag, but no one seems to mind as she takes of the role of speaker. Before I would 
use eye contact to try to get Adrian's attention. That particular social power is now lost to me. Even 
with a camera it simply isn't practical and is far too nuanced to work. 

As the session continues I remain silent for most of it. Over a certain number of people and there 
are just too many voices trying to compete at the same time. We rely on Adrian to keep us all involved. 
During the drawing exercises I sketch quickly and fluently, then leap on the opportunity to volunteer 
to go first to show my work. The response is deafening by its muteness. It's like playing to an audience 
where you don't know if anyone is paying attention. I usually thrive on praise. In this environment I 
am wilting. I return to my silent musings as the rest of the session passes. Maybe one day there will 
be an anti-virus to this computer screen way of living. It cannot come soon enough for me. 

13.7 A+ → [EI(aliteration)]+  

Description 

Increase emotional intensity by choices of words which amplify the emotion, using techniques such as 
alliteration.  

Keys: 

A = Conceptual space 'atmosphere' 
EI = (E)motional (I)ntensity levels. 
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Explanation 

This piece makes use of alliteration and other poetic techniques to emphasise the emotion of certain 
sections by using types of words which resonate with one another. The effect is to intensify the 
emotion of such pieces. For example phrases such as ‘my heart hammered’, ‘vicious vice’ and 
‘rumbling along the roof’ make the feelings given and sensations related during these sections more 
intense. 

Evaluation Notes 

If this rule is assessed to be a better use of language (by increasing the intensity off feelings and 
emotions) then its weight is increased and the space so modified. This means it will be preferred in 
future texts. 

Example 86 'Cold Buttered Toast' (rewrite of Example 75) 

There's nothing like the tastes and smells of toast and chlorine. Toast tantalises the taste buds, 
rumbling along the roof of the mouth with its gentle deliciousness. Chlorine is the opposite, it is clean 
and clear, powerful and penetrating. Toast is pleasure, chorine is pain, it's that simple.  

Both can bring individual memories to me, but when combined there is only one: that of being 
drowned under the instructions of a PE teacher. That clawing, gagging feeling of being tortured and 
trapped. I remember that day as if it were yesterday. We were lined up in a row in the water. One by 
one the teacher instructed us to hold our noses and drop under the surface. I am buoyant by nature. 
By that I don't mean in an emotional way, I mean my body floats in water and doesn't sink under its 
own weight. The PE teacher was neither a tolerant nor patient person. When my turn came my heart 
hammered. No matter how I tried, I stayed afloat. Then arms grabbed me, gripping me in a vicious 
vice, and pinned me powerlessly to pull me under. The sterile stench of chlorine ripped into my nose, 
pushed at my eyelids, tormented my lips and seeped into my ears.  

Cold buttered toast is what saves me from the memory. It's what I used to eat when the torture of 
the swimming lesson was over. It smells of my mother, caring and comforting, trustworthy and 
reliable. Maybe it explains my preference for toast each morning at breakfast? When cold, the butter 
on the toast is thick and salty, the bread moist and moreish. It doesn't sting the eyes in the way that 
burnt toast can because its cold and inert, comforting and welcoming. Chlorine means rejection. There 
is no love in chlorine because its purpose is to repulse the germ swimming in its midst. The two are at 
opposite ends of a spectrum of sensation. In this rainbow of feeling there is a glorious golden slice of 
cold buttered toast at one end of the frequency range and the miserly, miserable, choking and stinging 
pain of chlorine at the other. That's why I always remember my cold buttered toast when I go 
swimming nowadays. 

13.8 H+ → [FL]-  

Description 

Choose words which are humorous or light to lower the level of formality in the text.  

Keys: 

H = Conceptual space 'humour' 
FL = (F)ormality (L)evel. 

Explanation 

Although this piece is about a serious topic (the coronavirus and its social impact), it makes use of light 
and humorous phrases such as ‘bunny hop’, ‘bouncing and bopping’ and ‘squiggly’ to make the text 
seem less serious. The use of a familiar voice rather than a dictatorial or academic voice is the way the 
word choices have been made. 
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Evaluation Notes 

This rule is preferred if it is successful in its use of language to provide greater appeal, in a less formal 
way. If it succeeds in this endeavour then it is weighted positively and subsequently becomes more 
likely to be chosen. 

Example 87 'Computer Anti-Virus (rework of Example 70) 

Linda's image bunny hops on to the screen. She has trouble keeping her camera straight.  
Effy giggles.  
"Hello, can you hear me?" Linda asks.  
Adrian provides more slapstick. He's bouncing and bopping like a new version of Blair Witch. "Yes, 

we can hear you Linda. I think you need to adjust your focus." 
Geoff gets up off his bed and sits on his mattress like a Disney frog. His camera is turned off, a 

cartoon version of him replaces his video feed. Some haven't bothered to do even that, their squiggly 
initials beckon like puzzles. Their names only pop when he hovers his mouse on them. 

Himanshi is yawning, her face ballooned and bloated because she's too close to her camera.  
"How's everyone getting on during this lockdown?" Adrian says, his eyes half-closed. 
"Nothing's changed," drawls a southern bumpkin sounding voice.  
Geoff recognises Arthur's drawl. "Same here," he says, "I use Zoom for my day job." He moves 

Carrie and Himanshi, the two young women he fancies, stage centre alongside Adrian, the host. An 
interloper spoils his fantasy. 

"Hi, I'm Georgia," a dubbed voice says. The scene bores Geoff. Could've shown us something other 
than a fence, he grumbles. He envies the California sunshine though. Outside his window, it's glum 
and gloomy.  

"My classes have been cancelled and I saw that you had this Zoom thing," Georgina sparkles. 
The voices flurry and flutter. Suddenly everyone is an expert on California. Arthur talks football, 

Adrian has heard about a murder mystery, Janice knows about Prince Harry and his new house. 
Geoff groans. His mike's off so no one can hear. He used to look forward to the pub meetings. Part 

forum, part booze-up, they were always a chilled affair with a good mix of lads and lasses. Now he 
feels like he's amongst strangers, foreigners even! It’s like he's in church and doesn't know the hymns. 
He burps at the screen. The chat window is full of jokes. Geoff laughs despite himself. He scribbles 
little snakes and wiggles on his notepad, then writes the words 'ANTI-VIRUS' and 'SAVE ME' in bold 
letters underneath. 

13.9 R+ → [LS(pace)]-  

Description 

Use shorter sentences and increased punctuation to increase pace.  

Keys: 

R = Conceptual space 'pace' 
LS = (L)ong words versus those (S)imple balance. 

Explanation 

In this piece the sentences have been made a lot shorter, chopped up by full stops and dashes. This 
gives a feeling of greater pace because the reader processes small chunks of information or events. A 
lot of unnecessary information (that is, information which doesn't contribute to the progress of events) 
has been deleted. This adds to the terror of the situation when the alien appears. The increase in pace 
mirrors the adrenaline rush of the people who been captured. 

Evaluation Notes 
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This rule is evaluated to see if the style of using language it gives is a good one. This measure is made 
by assessing if gives the increase in pace required (the LS(pace) quality). 

Example 88 'Alien Capture' (rewrite of Example 76) 

a) Showing edits 

When tThe door opened._ and tThe alien appeared — the young woman screamed, and I reckoned 
we were all doomed. I’d seen pictures of them before. but tTo see one up close was different. It had a 
body like an oversized frog. -with- long arms, -aftdlong legs and a short body — Standing about three 
quarters the height of a person, it made up for its lack of height with its girth it was wide instead of 
tall. Its skin.-a was tanned, leathery and wrinkled anad-a deep tanned colour. I could smell its breath 
— almost the minute the door opened, a sweet and not entirely unpleasant smell like that of fresh 
mown grass. The young woman's scream shocked me more than the alien's appearance. Up to that 
point I'd been thinking of it as a kind of Spitting Image puppet with its exaggerated facial features 
clearly showing nostrils, a mouth and oarsto reality. "The escape pod launch bay cannot be far, we will 
get through this," the womanshe said. Then she punched it._ underneath the balloon like area where 
a human stomach might have been. Its stomach, or whatever that area corresponded to collapsed. 
and the alien folded in on itself like a deflating air punctured air bag. I hurried after the womanher. -
She grabbed the arm of the young boy. I almost felt sorry for the squealing alien. as it squealed in pain 
like an angry pig.  

b) Plain 

The door opened. The alien appeared. The young woman screamed. I reckoned we were all doomed. 
I’d seen pictures of them before. To see one up close was different. It had a body like an oversized frog 
- with long arms, long legs and a short body. It was wide instead of tall. Its skin was tanned, leathery 

and wrinkled and I could smell its breath — a sweet smell like fresh mown grass. The young woman's 
scream shocked me to reality. "The escape pod launch bay cannot be far, we will get through this," 
she said. Then she punched it. Its stomach collapsed like a punctured air bag. I hurried after her. She 
grabbed the arm of the young boy. I almost felt sorry for the squealing alien. 

13.10 C+, A+ → [UV]+  

Description 

Bring immediacy and create a more powerful atmosphere by using and emphasising non-traditional 
verb moods, e.g. subjunctive (if it were…), imperative.  

Keys: 

C = Conceptual space 'characters' 
A = Conceptual space 'atmosphere' 
UV = (U)nusual (V)erb moods usage. 

Explanation 

This piece plays with unusual word forms to make the text seeing more striking and different. The 
unusual word choices are like an unusual taste in the mouth and strike as being different and therefore 
make the atmosphere of the scene seem unusual. For example, the story opens with ‘hey listen up’ 
(imperative) then ‘pay attention’ (subjunctive), bringing an extra power or urgency to the atmosphere 
which wasn't there before. 

Evaluation Notes 

The assessment here is to whether the use of non-traditional verb moods (as measured by the UV 
quality) is successful in improving the use of language in the piece. 
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Example 89 'Survivors' (rework of Example 84) 

Hey, listen up! I have a story to tell you here. It's important, so pay attention. It's a story about a marina 
and a pleasant morning spent drawing. If it were up to me I'd be there now. That marina, it's kind of 
idyllic you see. So peaceful, pleasant and relaxing. What makes it more so is that it's a break from all 
this coronavirus stress. Yes, there are signs there about it telling you you can't do this and that, but if 
you stick to the rules you can have a really relaxing time. Now you might say that a morning spent in 
a marina doing some drawings is not important, but I'd argue it is. You see there's so much written 
about how bad things are, so much doom and gloom on the news, so much negativity. If it were all to 
come true we'd all be in a real pickle. Except it's not going to come true, and the marina proves that. 
Because on this morning I escaped it all and you can do the same.  

Our art club has had its problems, now it is fighting back. We're here, we're survivors. Take Jackie 
for instance. She's a survivor, she's had 'it'. Yet here she is and she's doing a wonderful block relief of 
the canal boats in their harbour. She told me it was necessary for her to begin again. I believed her. 
For three months she was out of it, yet now she's here. That's how to do it. Well done Jackie! Then 
there's Ernie. You should see him, he's like a friendly Father Christmas. He's shown some gumption to 
be here after his best friend Jack, our treasurer, died of it. But he's here, and that says something about 
him. I wish it were more. Yet our spirits are thriving despite our low numbers. David, the outdoor 
events organiser tells me he fell down the stairs and banged his head and bruised his ribs yesterday. 
He still managed to cycle here though. We all have our stories. You wouldn't believe what I've had to 
go through to get here (that's another story in itself). And that's the point of this little story. It's a tale 
of survival, about us all making a commitment to get back to our regular lives. You should come here 
too. The marina, you see, is a place of rejuvenation. You can come and draw and paint like the survivors 
in our club or you can simply come to pass an hour or two watching the canal boats floating in and out 
of their docks. I suggest you come here, not because of you're love of art, but because you might just 
find there's more to life than what you read and watch on the news. It is imperative that the art club 
begin again, just like your life.  
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Appendix B. Creative Practice 2 — Creativity by Transformation and Combination  

The following practical exercises demonstrate a procedural form of creativity using transformation of 
existing conceptual spaces. The purpose of these ten examples is to show that new rules of style can 
be created by conceptual blending (Fauconnier and Turner, 2002). For each example, two of the spaces 
from the exercises in Appendix A are selected at random (using a random number generator) and 
crossed together to blend them. The result is a new rule of style for the creative writer to explore, as 
in the handwritten examples. 

Exercise B1  

Conceptual Space: Humour 
Formula:   A+, C+, N+ → [PPHumour] -, [LD(control pace)Humour]-, [FSHumour]+  
Rule summary:   Develop humour through minimal character development in a funnel-type 

structure. 

Example 90: ‘The Dangers of Getting Old’ 

My husband has become very forgetful of late. I put his shoes in the hall. “Your shoes are in the hall 
dear,” I said. “Okay dear,” he acknowledged. Minutes later he was asking me where his shoes were. 
Today he’s off doing his voluntary work at the stately home up the M1. I busy myself while he’s away. 
I like to listen to the news. Keep in touch with current affairs and so on. And even though we both are 
getting on in years, we both like our gadgets.Though sometimes I fear we’re getting too dependent on 
them. Jerry loves his SatNav. Uses it all the time. Straight on, as soon as he leaves the driveway. My 
Alexa’s the best gadget in the house. “Alexa, play Radio Two,” I say. The traffic news is playing. “An 
urgent announcement, a car is driving the wrong way down the M1, Junctions 25 to 26.” I call Jerry to 
warn him. “It’s not just one driver, there’s hundreds of them!” he says. 

Explanation  

This style has been made from two input spaces: Settings and Place and Structure. A rule (strictly, a 
rule of traversal) has been taken from each (4.5 and 5.6) and conceptual blending of the spaces 
performed by combining them together. In the piece, the characters develop in a funnel-type structure 
towards the punchline. The humour is built predicated on the husband’s forgetfulness (highlight 1) 
and both husband and wife relying on gadgets (highlight 2). This is an example of ‘tri-association — 
where the output space is different from either of the two input spaces. Note that the qualities are 
alien to the new space and therefore need to be cast to this space in order to make sense in it. This is 
indicated by the subscript ‘humour’ applied to each. 

Evaluation notes 

A calculation is made on the extent of the funnel shape of the pattern of humour development in the 
narrative. This is made alongside how much this is done in short character descriptions instead of their 
physical placing. This gives the magnitude of the vector whose coordinates are given by the quality 
values. 

Exercise B2 

Conceptual Space:  Character 
Formula:   T+, A+ => [EM(action)Character]-, [UVCharacter]+ 
Rule summary:   Have characters who uses unusual language (imperative, subjunctive) for a 

sense of immediacy in an action situation. 

Example 91: ‘In the Witch’s Lair’ 
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“We’re ‘ere, I would go if I were you.” 
I looked at Carl. Usually he was so eloquent, now he had been reduced to short, direct phrases. I 

felt the panic in his voice. It wasn’t that he or I were short of breath. We hadn’t been running. We’d 
arrived at our destination but Carl didn’t want me to stay, that was plain. All our efforts had resulted 
in us reaching this point. 

“Really, you should go.” 
It was too late. The witch had returned to her lair and we were both trapped. “You wouldn’t believe 

it, just our luck!” Carl said. Quickly I grabbed my silver bullet loaded gun. Then all hell broke loose. 
“Duck!”  

I ducked. The witch had attacked with a lightning bolt. It hit the relic in Carl’s hand. Our adventure 
had been for nought. It looked like we’d need to begin again. “Come with me Carl.” I’d seen that look 
before and knew what he had in mind. “Don’t try to save me,” he ordered. 

I ignored him. “You can sacrifice yourself another time,” I said. 
“If it were anyone else…” he said. 
He knew what I had in mind. I pointed the gun and fired at the witch’s staff. “That was the right 

shot to take,” Carl said. Then we ran. 

Explanation 

Two rules from the space of Plot and Language have been combined using conceptual blending into a 
third space Character (another example of triassociation). In the piece, the action is determined by the 
use of unusual verb moods (imperative and subjunctive). This could be followed by a section where 
these verb moods are absent to contrast. Note that the [EM] quality needs to be cast into the character 
style space. 

Evaluation notes 

Evaluation is similar to that in the source spaces, except there is a cast to the new space (Character) 
to measure the effectiveness of each quality in rendering the appropriate sense of immediacy. 

Exercise B3 

Conceptual Space:  Character 
Formula:   A+, N+ => [G1Character]+, [EPCharacter]+ 
Rule summary:   Use fast paced first person dialogue for a compelling humorous character. 

Example 92: ‘The Detective and It’ 

“Well Mr Thinhymajig, what do I call you, Alexa perhaps?” 
“I-am-a-thirty-two-gigabyte-autonomous-acting-self-reorganising-artificial-agent,” the android 

said in a machine gun burst of words. 
“The only thing I need to know is if you’re going to be any help on this case,” Detective Falls said, a 

quizzical look crossed his face. “For example, can you explain this?” 
“I am processing. I see a deceased body. I see signs of forced entry. I detect the smell of 

gunpowder…” the machine clattered without pausing for breath between sentences. 
“It’s all about you, eh? The detective muttered. 
“I also detect low amplitude modulations allowing one to be critical without being overt, that is, 

dry humour,” the android said in a blur of words. 
“I think I’ll call you Andy,” Detective Falls said, kneeling down over the corpse. 
“There are currently eighteen hundred and sixty two androids assigned the name ‘Andy’ in the 

registry database, forty eight of which I am aware are accredited police officers, whilst a further 
nineteen I notice…” 

“Monosyllables,” the detective prompted. 
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The android stopped talking, his eyes dashing left and right alternately as if considering how to 
respond. 

“I am aware that I talk rather a lot, my intention is to convey as much of what I am processing at 
any one time. It’s partly due to a lack of short term memory. You see, when I…” 

The detective tuned out the android’s voice. It was rather humorous to let him prattle on, knowing 
that the odd word slipped in here and there could stop him in his tracks. 

Explanation  

Here two rules from the two spaces of narration and humour are cast and combined into a third space 
(Character). The use of first person narration becomes first person dialogue through the process of 
casting. This is then merged with the idea of speeding up the dialogue to exaggerate this aspect of the 
character’s personality (another casting), to achieve a humorous characterisation. The highlights show 
the samples of speech used to achieve this and the android’s use of a ‘blur of words’. 

Evaluation notes  

To evaluate the effectiveness of this rule, the qualities G1 (extent of first person grammar) and EP 
(exaggeration of personality flaws) are combined, after casting, into a new quality: ‘Extent of fast 
paced first person narration’. This process of combination is represented by the multiplication sign ‘x’. 
It is this new quality and its measure which is assessed for its effectiveness or otherwise in making a 
‘compelling humorous character’. 

Exercise B4 (*)27 

Conceptual Space:  Plot 
Formula:   M+, I+ => [EM]+, [GB(imagery)Plot]+ 
Rule summary:   ‘Guide plot above and below according to subject in the order of writing.’ 

Example 93: ‘Doing Lego with my Dad’ 

Order Paragraph  

4 My Dad never let me down. I’m nearing the end of a complex set of building instructions. 
The pieces are getting fewer an fewer. Easier to find, but will they all be there? Will my 
Dad have lost any during his construction of the same robot? Where is that tiny blue peg 
that fits the final instruction? 

2 Picking out the pieces, so carefully packed away and sorted by my Dad. I feel a sense of 
connection with him, holding the pieces he held, categorising and fixing them into place as 
he would have done. Meticulous and organised, these strengths had come to the fore 
when his giant physical strength had faded. 

1 I bought the kit for myself but presented it to my Dad because I never got around to 
assembling it. It’s called ‘Lego Mindstorms’ – the idea of combining a favourite toy from 
my childhood with robotics and computing appealed to me. The pristine box lay unopened 
and unused, so when my Dad retired I gave it to him as something that he could occupy 
his time with. 

3 I’m picking up the pieces where my Dad left off. He left me a neat legacy – packed away in 
boxes, sorted by size, type, colour… I wear his shoes when I do the gardening in the garden 
that he helped landscape by the house that he once lived in. The things that I touch and 
feel are ones he once touched and felt (in similar, but not identical ways). 

 

27 Exercises marked with an asterisk (*) are ones where the conceptual blending is a type of bisociation. In this 
thesis bisociation is interpreted as the case when there is a crossover or intersection between the input spaces, 
i.e. the output space is one of the input spaces. 
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5 All the pieces are there, I want for nothing. A full set of pieces. The robot has all its wheels, 
A1 colour detection and ultra sonic vision. Like me, all of its parts are present and created 
in full mechanical order. There is only one problem — the programs are missing. These are 
the only way I can prove that the models have been built correctly. To rectify this deficiency 
I need to dig through old laptops and old memories… 

Explanation  

Here the style used is to write about the subject (the father), developing the writing above and below 
the initial paragraph in an alternating fashion. The numbers in the boxes show the order the 
paragraphs were written in. The completed piece reads linearly from top to bottom. This style was 
created by bisociating the two rules from Plot and Order of Writing. In this example the intersection 
of the planes of reference represented by the style spaces gives a resultant rule which could be said 
to belong to either space. The choice that the resultant rule is in the space Plot is arbitrary. 

Evaluation notes  

In the evaluation of this rule, the effectiveness of plotting using the unusual method indicated is 
assessed. The focus of the evaluation is how well the technique is able to deliver a representation of 
the subject as compared to using a linear development (or other plotting style) of the plot. 

Exercise B5 

Conceptual Space:  Humour 
Formula:   T-, L+ => [PS(humorous)Humour] + [DNHumour]+ 
Rule summary:   Expand abstract (caricature) characters to increase comedic depth (similar to 

rule 10.5 (C+, L+ =>. [EP]+) : exaggerate personalities to increase humour). 

Example 94: ‘Clumsy Graham’ (Expansion of Fiction 64) 

It would be simple to say that Graham is clumsy, but that does not adequately describe his personality. 
His main problem is gravity. Gravity always wins with Graham. It’s like a constant battle with him and 
gravity wins more often than not. He puts the last teaspoon of Horlicks into his cup. Just as he reaches 
for the milk, the empty Horlicks jar begins to roll towards the edge of the kitchen bench. He is topping 
up the milk jug as he sees the jar roll at the corner of his vision. The milk misses the jug. Simultaneously 
he reaches to catch the jar but, because he’s still wearing his reading glasses, his hand clatters into 
one of the cups so the cup falls and smashes to the ground. The drip, drip, drip of milk splashing on 
the floor taunts him as he contemplates the upset. Gravity, he thinks, it’s always gravity that’s to 
blame. 

Explanation 

Here the caricature or abstract of a clumsy character is expanded with details about his vision, lack of 
coordination and what it is like to be frustrated by being so clumsy. The intention is to increase the 
depth of the humour in such a way that it overcomes more traditional portrayals of clumsiness which 
do not contain such details. As an example of ‘triassociation’, this created style’s cast to the space of 
humour is made possible because one of its qualities has an attribute (PS(humorous)) which is easily 
cast to this space. The DN quality has been similarly been cast into the space Humour (indicated by the 
subscript labels in the new rule). 

Evaluation notes  

The magnitude of the quality vector gives the degree of contribution of the qualities for the sought for 
effect of increasing comedic depth. 
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Exercise B6 

Conceptual Space:  Pace 
Formula:   C+, O+=> [WIPace]+, [PEPace]+, [CNPace]+, [SPPace]+ 
Rule summary:   Increase pace by focusing on characters when post editing. 

Example 95: 'No Entry' (post edit of Fiction 64) 

When they reached the edge of the zone they looked skyward for signs of the helicopter. 
"I can still hear the blades spinning," Alison said. 
"There might be more of them," Jenny suggested. 
"You three are hot targets," a strange voice, high-pitched voice prompted. 
Jenny expected to see a woman but it was Aa tall, skinny young man. Standingstanding in a 

doorway,p he beckoned them inside. "You'd best get out of sight!”," he said. 
They followed his prompt, Jenny tooktaking the initiative. "He looks harmless enough," she 

whispered as shean aside before steppeding forward. 
Jacob followed next. Jenny was right. The man was tall and thin and wore, wearing prescription 

glasses which, magnified his eyes and made him look like a frog. He was no threat to any of them, 
though, when his eyes moved, made Jacob feellt as though he was being minutely examined. a 
specimen under a microscope.  

Alison brought up the rear. Inside the house the hallway was dark. "I'm PacmanAdrian," the man 
said, leading them up a set of stairs to a room where a group of people were sitting at tables behind 
computer screens.  

"Who've you got there Pacman?" one of the seated group said. 
"Pacman?" Jenny asked. 
"Hi, I'm Robotron Charlie, this is PhoenixJeff and Tempest Sky," the speaker said, making the 

introductions.introduced himself. "Pacman, like the character in the ancient computer game." 
"We wanted to call him Frogger," Tempestthe woman called Sky said. "We're all kinda geeks you 

see. Old games, emulators and what not. My call sign is 'Tempest'." 
Jacob looked confused. The woman had on a mismatched top and trousers and a tousled haystack 

of gold-brown hair that looked like it hadn't been combed in a week. She looked like she'd been in a 
storm rather than the cause of one.  

"Because of my skills with vectors," she continued. 
Jacob's confusion doubled. It was like being in some kind of Shakespearean comedy where all the 

characters had odd names and no one knew why. The one called PhoenixJeff had a similarly nerdy 
look. He had a long, hooked nose offset by a wide, reddened face that made his eyes appear too close 
together. His lips were thick and rubbery and not at all bird-like., the lower one much thicker than the 
upper. The word 'fish' sprang into his mind. Jacob was too polite to say anything. 

"It's nothing horrible," PhoenixJeff insisted.  
"What's that," Jacob said, coming out of his musings. 
"Pacman’sCharlie's nickname," PhoenixJeff said. "He packsOld Pacman here has one helluvah 

punchkick." 
"And he's a kick-ass alien buster," RobotronCharlie continued. "Show them your moves 

PacmanAdrian." 
"Hey, yah!" PacmanAdrian said, raising his bony, skeleton-like leg well above his head and twisting 

his foot horizontally whilst at the same time pulling his upward fisted hands to his side in a classic 
karate. "The crane pose which left him," he explained as he stood there wobbling unsteadily on one 
leg. 

Jenny, still fresh from her giggling episode in the helicopter chase, was struggling to keep a straight 
face. The young man did look like a frog, with his long spindly legs and goggle-eyes. She didn't know 
what 'Frogger' was but she preferred it too ‘Pacman’ which sounded like a someone who carried your 
luggage.couldn't get the image of a giant cartoon frog out of her mind. Still, Therethere was something 
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adorable about Pacman/Frogger Adrian. His posing and bravado belied his obvious physical 
diminishments. His arms were as thin as rakes, his chest inverted where muscles should have been. 
He looked like a stick man drawing with clothes. His karate pose looked genuine enough, yet she felt 
she could blow him over with a single breath despite his karate skills.and was tempted to push him so 
that he over-balanced to prove her point. She felt awful about herself for the comedy scenes that were 
playing in her mind but couldn't help herself. She tried to hide hid her fresh onset of giggles guffaw by 
pretending to have a coughing fit.  

"Are you alright Jen?" Alison said, feigning concern and . She knew Jenny was struggling to keep 
her laughter under control. It was contagious. She stiflinged her own laughter by averting her gaze 
from Pacman. Adrian and asking the question that no one in her group had yet asked. "So who are you 
guys?" she said, "and what are you doing out here in the Forbidden Zone?" 

Explanation  

The yellow highlights represent a focus on the characters. The post edit of Fiction 64 concentrates on 
these parts to enhance the pace of the writing. The two planes of the spaces Plot and Order of writing 
have been combined by adding together the two rules from each of their spaces. The resultant rule is 
a bisociation of the two concepts into the third space of Pace, which is made possible because Pace is 
one of the spaces influencing the first rule. This is an example of ‘triassociation’, a neologism created 
to describe two concepts combining to add to a rule in a third concept.  

Evaluation notes 

Evaluation is based on how effectively pace is managed by this style of post-editing. If the rule gives a 
better way of increasing the pace than other rules in the space, then it is preferred (i.e. has a higher 
weight) to other rules in it. 

Exercise B7 (*) 

Conceptual Space:  Character 
Formula:   S+, G+ => [EMCharacter] +, [WI]+ 
Rule summary:   Have characters with established beginning ,middle and end storylines set to 

create a plot. 

Example 96: ‘Analogue Tales’ 

Kirk Beadleman (The Businessman) Built up his IT business from scratch. Starting out in his working 
life as a programmer, he had successfully created a company which dominated his specialist sector. 
When the virus struck his business naturally fell apart. On the last day of his life he ate a hearty meal 
of stew, made fresh from the squirrel bought in by his grandson from his first hunting forage. 
Alison Keenway (waitress) Alison had just started to settle into life when the computers stopped 
working. The computer crash zeroed her bank balance, meaning she could no longer afford the rent 
on the flat she shared with her new boyfriend, Cain. When Cain killed their landlord in an argument 
about the rent, Alison and he started a new life where might ruled over right. Cain died in the 
culmination of the block wars, leaving Alison to rule as Queen, which title she retained till he death by 
an assassin at the age of sixty two. 
Adwoa Bantu (sex worker). Adwoa was orphaned as a child and fell into the sex trade after an 
argument with her foster parents left her alone and hungry in a digital world she did not understand. 
When the disaster happened Adwoa found herself in a level playing field and gained a new confidence 
in herself. She gave up her old life and started a religious order, founded on her belief that the disaster 
was a message from God. When she died at the age of ninety nine, the Adwoarians were one of only 
very few civilised societies remaining. 
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It was during her last shift of the week that the calamity happened and Alison’s life changed forever. 
The restaurant was empty that evening, apart from one ill-matched couple. She was serving at their 
table when it happened. The exotic-looking woman with the excessive jewellery noticed it first. “It still 
hasn’t gone through to my account,” she grimaced. Alison figured her for a sex worker, the man 
obviously a businessman of some kind, fresh from the IT Consult conference as so many others she’d 
served during the week. “Now the connection’s not working,” she added. 

The grey-haired man snatched the phone from the woman’s hand. All the colour in his face drained 
as he checked first her phone, then his own. “It’s a virus,” he announced. “It’s on the servers and the 
clients, everything is failing…” 

Alison recognised the authority in the man’s voice. “Will I get paid this week?” she said. 
“No one is going to get paid or be able to access their credit if this virus is as serious as I believe it 

is. It has to be AI generated. It’s something we’ve been fearing will happen for some while now. I have 
to get back to my family and make preparations.” 

“Oh my God, are you serious?” Alison said, realising the implications of what the IT man was saying. 
“Maybe God had something to do with it,” the woman at the table said as she stood to leave, 

instantly recognising the futility of staying. 
“What about the bill?” Alison said, “Who’s gonna pay it? Who’s gonna pay me? How’m I goin’ to 

pay my rent?” As the couple walked to the exit, the lights flickered and dimmed. The sex worker looked 
back and delivered a final quip. “Maybe you should try paying using my currency,” she said, turning 
and sashaying out of the door. 

Explanation  

Here three characters with defined beginnings, middles and ends to their character arcs are set out in 
advance of any plotting. The style created by bisociation of two of the rules in the spaces of Plot and 
Character gives that these character arcs can then be used to create a plot. The bisociation represents 
a point of intersection along this plane. Note that the quality [EM] (Events/Mood steerage), originally 
in the space Plot, has been cast to the space Character. 

Evaluation notes  

To evaluate this rule the value to character development of setting out the characters and their life 
stories in advance of any plotting is estimated. The extent of the rule is calculated based on the 
magnitudes of the vector identified by the qualities in the formula. This is then set against the 
effectiveness of creating a plot by following the rule. 

Exercise B8 

Conceptual Space:  Structure 
Formula:   T+, A+ => [FSStructure]-, [CTStructure]- 
Rule summary:   Increase use of abstract landscape description as a dramatic device. 

Example 97: ‘Alien Encounter’ (Continuation of Fiction 44) 

I press the button and roll out onto the rough ground. I’m bruised all over and notice Jim rubbing his 
arms as he gets to his feet. I scramble back inside the pod and pull Charlie’s unconscious form from it. 
I check to see that he has no broken bones. He mumbles something, his eyes flicker and he’s back with 
us.  

The landscape is all angles, unnatural and bereft of plants and any living entities. It is a land of 
shadows, patches of ground so obscured that all detail is lost in its cosmic darkness. Colours are false, 
like a bad digital makeover filter has been applied. A brilliant light pierces the gloomy sky. Through its 
beam a haze of ash is illuminated. There is no exit to the east, the steep incline is unclimbable. The 
rocky ground which provides the only egress is the result of repeated alien bombardments over many 
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years. It snakes to the west to an uncertain destination. A clap of thunder fills the air but has no godly 
origin. 

Explanation  

Here there is a switch to abstract landscape description in the second paragraph, used as a dramatic 
device to increase the tension. This are casts of the [FS] (fast pace versus slow pace balance) quality, 
combined with the [CT] quality (the Character Tiedness quality from the Settings and Place space, in 
this case negative to indicate a more abstract landscape/setting description) into the space of 
Structure which provide the bisociation. The new space is Structure and differs from the two input 
spaces, another example of ‘triassociation’. 

Evaluation notes  

The style is evaluated by taking the magnitude of the quality vector as an estimate for the level of 
drama obtained by using the rule. 

Exercise B9 (*) 

Conceptual Space:  Structure 
Formula:   P+, A+, L+ => [TP]+, [SLStructure]-, [IRStructure]+, [PLStructure]+ 
Rule summary:   Use puns, humour etc. to lighten the atmosphere at the beginning, middle and 

end of a story to determine its structure. 

Example 98: ‘Making a List’ 

I make the list in great detail. Today is shopping day and lists rule on shopping day. The list is complete, 
detailed and accurate. I need it because my memory is failing me of late and my backup memory — 
my wife Jeannie — hasn’t come back from the hairdressers yet. To help my memory I’ve been using 
aids: key words, triggers, images and mnemonics. I scan down the first page of my current list and 
check the initial letters. My mnemonic skills kick in: eggs, Scottish oats, fish fingers, king prawns, 
aspirins and toilet rolls. A quick reordering and a little fiddling and I have it: “TAKE OFF”. I find similar 
words and phrases for the other two sheets — PLUMPED and CABBIE. I imagine a portly astronaut, 
fully kitted out and sitting inside a rocket whose giant outside lettering reads ‘UBER’ instead of USA . 
The image makes my chuckle. 

Pleased with my efforts, I think back to my schooldays when mnemonics ruled. I wonder why I ever 
needed them. I can’t recall any of what seemed so vitally important then. Still thinking about Mr Moore 
and his smile as I repeated verbatim one of his history dictations during class, I grab my keys, phone 
and wallet (KerPoW) and head off in my car. Halfway to the shops and I nearly crash in frustration. I’ve 
forgotten my shopping list! 

Thank goodness I still have my plumped cabbie sitting in his UBER rocket ship waiting for take off. 
Now all I have to do is remember what the mnemonics stood for. Round two in the battle with my 
memory is the supermarket, I spend five minutes recreating my three pages in one of the many 
notebooks I keep around my person. Then I enter the shop, clutching my notebook in my right hand 
religiously. At every turn of the shop I mentally mark off one item, rereading the list till I’m sure that 
only a few remain. The last item is evaporated milk. I add it to the brimming trolley, then do one last 
double check, carefully reading each item in my notebook. I can relax. My shopping journey is 
complete. At home I greet Jeannie with a peck on the cheek. “Where’s the eggs?” she says as she helps 
me unpack. I check my notebook again and see them as the fourth item. Somehow I’ve completely 
missed them, despite my meticulous efforts. Now I have a new rule in my memory battles: Lists, you 
can never rely on them! 

Explanation  
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Here the beginning, middle and end (as indicated by each of the paragraphs) are determined by a 
humorous piece. It is this humour which lightens the atmosphere and determines the piece’s 
structure. This is an example of bisociation.  

Evaluation notes  

The writer evaluates if using a style of having humour to determine such a structure as this is better 
than other style rules in the space of Structure. The qualities and their magnitudes determine the rule’s 
extent. To do the evaluation, the qualities SL, IR and PL need first to be cast into the space Structure, 
i.e. reinterpreted for how they can give value in the new space. 

Exercise B10 (*) 

Conceptual Space:  Subject Matter and Theme 
 
Formula:   G+, C+ => [AD]+, [FU(overly familiar)Subject Matter and Theme]+ 
Rule summary:   Convey a theme using unusual (unfamiliar) abstract imagery. 

Example 99: ‘In a Coffee Shop’ (Theme: ‘supposition’) 

The woman who walked from the car park did not stand out because her hair was on fire. Her flame 
red hair did not set her apart, the blue-dyed hair of one of the baristas behind the counter saw to that. 
Why, then, did she stand out? The fact that she was glued to her mobile phone like an extended limb, 
forcing her neck to be permanently bent towards her wrist was a clue. Upon entering the shop, she 
stood in line like a fresh breeze in a stale office. The was also a buzz to her appearance. Like a bee 
searching for pollen, she shifted and fidgeted until she finally settled on a table without placing any 
order.  

The man who was noticing these peculiarities was another customer who fancied himself as 
Sherlock Holmes piecing together the clues in order to discover the girl’s mystery. Her crime was minor 
— taking a seat but not ordering a coffee. Where was the pollen that this particular bee was searching 
for? The detective assembled the clues. A young women. Typical coffee drinker? Probably not. She 
looked impoverished — her jeans had gaping tears in them and she was far too young. She was a 
foreign agent trespassing on enemy soil. The phone was the major clue. He watched as her face 
brightened. Something to do with that phone. Then she stood up and walked out. Holmes has solved 
the mystery. The crime was to commit another crime — stealing. It was internet access she had been 
after! Why pay when customers get it for free? Now it all made sense: the fidgeting and nervous 
glances, the pretence at taking a place in the line, then the sudden change of mind. Logic circuits 
switched in the customer/detective’s brain and calculated ‘true’. The facts all fitted together. 

Later at home the detective (whose real name was Clive Smith) sees the error in his calculations. 
Younger couples did take coffee, the young women’s motives were much more likely to have been 
honest ones. Young and attractive, her ripped jeans and garish hair colour were not a sign of poverty 
but of high fashion. Checking her phone for a message, he adds in a missing partner to the calculation 
and a domino ripple of collapsing circuit pathways cancels his misapprehension. She’d been flustered 
because her date had not been where they’d agreed. That explained all her buzzing around. Holmes 
muses on his failure. Supposition is never elementary my dear Watson. 

Explanation  

Here the abstract image of circuits switching in a detective’s brain has been used for the theme of 
‘supposition’. A warm up series of strange imagery such as ‘hair on fire’, ‘mobile phone like an 
extended limb’ and ‘a bee searching for pollen’ etc. is used to lead up to this unusual and more abstract 
way of illustrating the theme of supposition. The bisociation here is into the Subject Matter and Theme 
space, but could have alternatively been made into the Imagery space by recasting the foreign quality 
AD, as: B10(b) (imagery) G+, C+ => [AD]imagery+, [FU]+. 
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Evaluation notes  

The benefit of using unusual imagery to convey a theme is what is evaluated. The degree to which the 
rule has been applied is given by the values of the magnitudes of qualities [AD], [FU]Subject Matter and Theme, 
(their absolute values) alongside as a calculation of their vector’s length. 

 
 
 
 

 


