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COURSE INTRODUCTION

Welcometo thiscourseon Creative Writing. Writingisan art and more so creative
writing—which isan expression of your creative urge. Thiscoursewill not only
stimulate your creativity but will also help you to cultivate your writing skills.

Let’sbeginwith avery fundamental question that keeps cropping up the moment
one seesacourselikethison the curriculum. CAN CREATIVEWRITING BE
TAUGHT? Isit asubject that one can teach? Doesit work?

| would answer —more YES than NO.

It may be said that the creative impulse isinborn, but certain aspects of creative
writing can most certainly be taught. The grammar of the trade, the building of
the climax, the exact place where the ending should come —such technicalities
CAN be taught. And even the so called creative impulse — the spark can be
developed and honed to alarge extent. And thiswill be demonstrated to you as
you go along this course.

Also the same question — Can creative writing be taught?— can be answered in
the form of another question: DOESIT MATTER?

Because evenif it does not work— there are certain benefits which cometo the
surfaceinthevery course of itsfailure. Theseareaprocessof sharing, of drawing
out, of learning, which are the true aims of education. There are no obscure
codesand formulasfor creativewriting. It'slikelearning/teaching an instrument.
Some students will always be better and faster at learning, some will have more
will power and discipline. But al of them would improve if they applied
themselvesand werewilling to work. Perhapsthe oneswith talent and discipline
would go faster and further —but the oneswithout talent but who are hard working
and disciplined would be a close second.

Our University has been running a diploma programme in Creative Writing in
English for more than three decades — and very successfully, | may add. The
USP of this course is that each Unit was written by practising creative writers
and, therefore, each sentence ringstrue and is extremely valuable. Thisgeneric
elective course (BEGG-174) has been adopted, in part, from the original course.
However, with new changes taking placein all fields, many parts of the original
course have been modified/updated/changed specially inthe case of New Media,
where a quantum leap in terms of new knowledge has taken place. Therefore,
this course reflects the contemporary milieu in terms of its content.

This course consists of 4 Blocks of 4 Units each. The break up is asfollows:
Block 1: TheArt and Craft of Creative Writing

Unitl:  What is Creative Writing?

Unit2:  General Principles of Creative Writing

Unit3:  Structure of Material

Unit4:  Ensuring Readability



Block 2:
Unit 1:
Unit 2:
Unit 3:
Unit 4:
Block 3:
Unit 1:
Unit 2:
Unit 3
Unit 4
Block 4:
Unit 1
Unit 2:
Unit 3:
Unit 4:

Modes of Creative Writing
Feature Writing

Short Story Writing

Writing Poetry

Imagery, Symbols, and Language
Writing for the Media
Radio

TV

Understanding New Media
Writing for New Media
Preparing for Publication
Preparing a Manuscript

Re Writing and Editing
Ethicsin Publishing
Publishing

You will find anumber of Check Your Progress exercisesinterspersed at various
pointsin the Units. These will stimulate you to think, writeand do. Answersto
these exercises are given at the end of each Unit to help you along the way.

At the end of the day Creative Writing may be challenging but it can be great fun.

Good Luck with your course.



BLOCK 1 INTRODUCTION

Welcometo thefirst Block of our course on Creative Writing. ThisBlock consists
of 4 Units.

Unit lisentitled What is Creative Writing? In this Unit we take you through
some fundamental normsof writing creatively. We a so address certain key issues
like whether creative writing can be taught and how it can be distinguished from
non-creativewriting. We also provide certain tipsthat you can follow in order to
begin writing creatively.

Unit 2 entitled General Principles of Creative Writing addresses issues like
how to achieve clarity, transparency, directness and authenticity in your writing.
These are al indispensable qualities which impart value to your work.

Unit 3isentitled Structure of Material and we have spoken about how to find
Ideas and themesfor writing. We have al so stressed the importance of having an
interesting beginning — a plausible climax and an appropriate ending in your
writings.

And last but not the least Unit 4 isentitled Ensuring Readability. As the name
Implies, we give you tips on how to achieve readability —which is a writer’s
ultimate goal .

The Check Your Progressexercisesin all these Units should enable you to assess
your progress at different stages.
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UNIT 1 WHAT ISCREATIVE WRITING?
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Genuineness of the Creative Impulse
Summing Up

Answers to Check Your Progress

1.0 AIMSAND OBJECTIVES

Writing is an art, and more so creative writing, which is an expression of your
creative urge.

You will find this course not only informative but it will aso stimulate your
creative impulse. This course not only discusses the various aspects of creative
writing, but also helps you mould yourself into awriter.

In thisfirst Unit, certain fundamental ideas are discussed. We start by defining
creative writing and go on to the assumption that writing isa socia act, and that
man writes because he must share with others what he thinks and feels.

By the end of this unit you will be able to:

answer the most fundamental question i.e. whether creative writing can be
taught,

distinguish between creative and non-creative writing,

follow the tips that we will provide to begin writing in a creative manner.



The Art and Craft of
Creative Writing
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1.1 INTRODUCTION

Manisasocia animal. Once his primary needs such asfood, shelter and clothing
aremet, it becomes necessary for himto fulfil the social need of communication.
He must communicate with other human beings not only to seek and impart
information, but also to share with them his experiences, his joys and sorrows.
The signals man makes through speech, action or artistic creation, all have this
common purpose—to be understood by others.

Why does one write? There could be some easy yet inadequate answers to this
guestion, such as money, vanity, or drive for fame. All these might be true to
some extent. But, basically and more importantly, the answer liesin the urge of
the writer to communicate athought or afeeling that is, to express himself. As
T.S. Eliot has said, ‘You write because you feel the need to free yourself of
something’. This meansthat it is a psychological and aesthetic compulsion. It
also becomes a socia need when you write about and for other people, so asto
be able to establish a bond with them. As for the reader, when he goes through
the work of a master, he will be entering a new world, with its unique social
situations, characters and emotions.

1.2 WHAT ISCREATIVE WRITING?

All writing can be broadly classified into two categories; (a) creative and (b)
non-creative. Let usfirst consider the non-creative writing. It deals with ideas,
its purpose is to inform and it adds to your information and widens your
knowledge. Books on history, religion and science, etc., belong to this category.
In order to achievethis purpose of informing, awriter would have to be anal ytical
in his approach, and present his arguments methodically and lucidly so that his
writing is easy to comprehend.

On the other hand, creative writing is almost a spiritual activity. Its purposeis
not to inform, but toreveal. A highly creativewriter meditates on either concrete
things of the world, or on abstract thoughts like love or divinity, and pours out
hisfeelingsin hiswriting. Or, bringing hisunique imagination into play, he may
interact with life around and write about social situations and events, so as to
enlighten, uplift and transport, in amanner al his own—asin the novel or short
story. You can sense hisindividual vision in hiswritings.

Although, on the basis of the subject-matter, all writings can be divided into
creative and non-creative, it is not unusual that a highly imaginative writer can
produce anon-creative work in acreative manner. And such awork upliftseven
as it informs. Conversely, in the hands of an ordinary writer, even anovel or a
short story can make very dull reading, duller than any non-creative work.

Check Your Progress 1

1)  Why does one try to communicate with others?



1) Distinguish between creative and non-creative writing. Can the distinction
be maintained in all cases?

(Check your answers with those given at the end of the Unit)

1.3 ASPECTS OF CREATIVE WRITING

Every literary work, big or small, essentially consists of four aspects:

1.3.1 Content

The essence of content is experience. Experience is what one acquires from the
life around, through one’s senses, by observing things that happen. No writer
can possibly writein avacuum. Hewould have seen lifearound himinitsvarious
situations, happy and sad, harsh and poignant, and he would have made mental
notes of everything. When, suddenly, it occurs to him to write a story with a
certain event asitscentre, with aparticular set of charactersand theright elements,
which he had once accumulated in his mind and which have in the meanwhile
undergone a strange transformation within him, will begin tumbling out of their
own accord and take a new life on paper. Even when one invents a story, its
elements would somewhere resemble the real. Otherwise, the writing will lack
credibility and authenticity. A well-written work should always give the reader
thefeeling that it isreal; it should never make him say, ‘ Oh, how could this ever
happen!’ Hence, it is necessary for awriter to keep his eyes and ears open and
closely observe the life around so as to be able to stock those images for usein
the future.

1.3.2 Form
Form has two meanings:. Firstly, literary form and secondly, structural form.

For literary form, the content itself generally decides what form it should take.
Whether a particular insight should come out as a story or anovel, or its nature
and quality are such that nothing but a poem expresses it fully, is not generally
decided consciously. It comes on its own with the idea of writing itself.
Occasionally, thewriter may bein adilemmaand hasto decide, taking al factors
into consideration, which form to choose.

1.3.3 Sructure

Asfor its structural sense, the guiding principle should be easy communication
for easy comprehension. In order to achieve agood structure, the writer should
first of all order his material, that is, decide —(a) how much of what should bein
the work, and (b) in what order. Logic, commonsense and experience, drawn
from one's wide reading, will help here. Just as a 500-page novel cannot be
managed with only two characters, an eight-page story cannot have two dozen
characters, unless the writer is a genius. One cannot go on describing the locale
of the story for seven pages, reserving al the action and its denouement to the

What is Creative Writing?
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last page. As for the order, the Aristotelian ‘beginning-middle-and-end’ is a
time-tested sequence. But a gifted writer can aways make variations. Literary
tradition has provided us with several acceptable models;, but if the writer is
innovative he can create newer models. It isimportant to bear in mind, however,
that ultimately structure is only a means to an end, and one should choose only
that in which the content comes through best.

Initstotality, apieceof writingislikeawork of architecture, where every stone
iswell-cut and fitsinto the other asif thetwo are one piece. Nothinginit should
stick out. Thetotal structure should make an aesthetically satisfying whole. The
stone metaphor above appliesto every single element of writing—first theword,
then the sentence, the paragraph, the chapter and finally the book itself. Each
word in a sentence should work like the right musical note, and each sentence
like a bar and the book as a whole, like a symphony, harmonious in its total
orchestration.

1.3.4 Syle

Then comes style. It is possible that two works written on the same subject, or
with the same theme, should both be structurally satisfying, yet stylistically one
may be better than the other. Styleisamanner of expressing one’s thoughts and
feelings in words. It is the result of long-cultivated awareness of words and
sentences, of theway awriter connects one sentence with another. For onewriter,
‘succour’ may be acceptable, while *help’ may be more appropriate.
‘Procrastination’ istongue-twisting, while‘ delay’ ismore expressive. For many,
more than two adjectives at atime may be bad writing, but for a poet like Walt
Whitman, achain of themwasnormal. Styleisavery personal thing; it identifies
the writer.

Check Your Progress 2

1)  What are the essential aspects of a literary work? Does content mean only
the transcription of actual experience?

(Check your answers with those given at the end of the Unit)

1.4 CAN CREATIVE WRITING BE TAUGHT?

Writing is not something which “Do it Yourself’ books can teach entirely. No
one can fully teach another how to become awriter. What you get from othersor,



for that matter, from this Unit are only a few guidelines based on experience.
Having said that, we must add that the art of writing creatively is not a nebulous
activity available to some anointed few. It is not mysterious and unteachable.
Story isteachable, style too is teachable, just as tone and theme are.

The arguments for and against about whether creative writing is a subject that
can betaught have gone on endlessly. According to Hanif Kureshi, the author of
My Son the Fanatic and Buddha of Suburbia, creativewriting courses are awaste
of time as hefeelsthat most of his students show no talent and cannot tell astory.
On the other end of the scale we have someone like William Faulkner who feels
that talent does not matter so much. Theimportant qualitiesto becomeacresative
writer are an innate curiosity to wonder, to ponder over why a certain thing
happens. And if one has those qualities, talent becomes secondary.

Again, there are those who believe that teaching basic music scales to someone
cannot turn them into a Mozart or teaching someone basic drawing won't turn a
student into an M.F Hussain. And then there are otherswho advocatethat studying
works by Masters and imitating them while learning craft techniques alows
studentsto develop their skills. Solike any other art form—beit painting, music,
scul pture, choreography—creative writing CAN betaught. Granted that you can
teachit within thelimitsof aperson’s potential. But how can weknow the potential
of a student unless we start teaching them?

So when we are teaching creative writing, we are actually teaching:

CRAFT: What makes agood story? What part does narration play? What isthe
Importance of characterization? How important is plot, atmosphere and what
are the basic elements of astory?

TECHNIQUE: how does one control words, grammar, rhyme, prosody,
structure?

PROCESS: how to recognize ideas and how to look for them. Eventually, what
to do with them?

HOW TO READ: the difference between merely reading and studying in order
to learn a craft.

POWER OF WORDS: the effect of words, the rhythm, the finer nuances —in
fact the magical quality of words.

Therefore, to say that creative writing cannot be taught would be afundamentally
flawed position to take. The question perhapsisnot “Can it be taught?’ but the
guestion should be How well can it be taught?

1.5 GUIDELINES FOR CREATIVE WRITING

1.5.1 Read in order towrite

For anyone who aspires to become awriter, the first requirement isto be a good
reader. Onecanlearn alot from reading the best in all literatures. Perhaps, there
IS no one in the world who has become a writer without having read a single
word of what others have written. When we talk of reading, we do not mean
reading casually for entertainment, or because thereis nothing better to do. What

What is Creative Writing?
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really mattersisreading critically, analyzing for oneself every detail of thework,
asking questions at every step as to why the writer has devised his plot in a
particular manner, or has made the characters act the way they do, and whether it
could have been done in any other way. Long years of close reading in this
manner builds up a writer’s equipment. It increases his vocabulary. It often
provides ready answersto the questions which crop up in the process of writing.

1.5.2 Allow your experiencetoripen

The experience, which you draw from the life around you, should not be put on
paper asitis. That would make it a mere matter-of-fact, hackneyed piece of
journalism. You should learn to make that experience your own, by internalising
it. You should allow it to gestate within your mind, in the process of which you
may reject a few details and add a few others from similar experiences. This
kind of gestation will also make it personal, intimate and authentic. Hence, itis
not desirable to rush for pen and paper as soon asthereis adesire to write. We
have used theword ‘ gestation’. Theact of writing islike giving birth to something.
It should come of its own, after it isripe enough and when it can no longer wait.
It serves no purpose to wrench it out by force.

1.5.3 Write about your experience differently

Before writing about anything, you should ask yourself whether it is something
trite which others have already written about or something new. If it isnew, there
isnothing like it. It is not that a writer can always hit upon new things to write
about. Life does not have a new theme to offer everyday to everyone. Itisthe
same birth, the same hunger, the same love and the same death always. But
though the themes are few and limited, their variations are unlimited. Here lies
the scope for an imaginative mind. You will have to ask yourself whether you
can write about the same old thing differently, bringing your own insights and
perceptionsinto it.

1.5.4 Sart with your diary

Before launching out on more ambitious projects like short stories and novels, it
isbest to start with your own diary and reminiscences. A few monthsof consistent
writing of thediary, for your privatereading, will giveyou confidence to undertake
more difficult types of writing later on.

1.5.5 Visualisation, outline and design

Once you have the basic idea of what you want to write, and you are convinced
that it will make afairly good literary work, keep thinking about all its aspects,
such as the theme, plot, situations, characters, dialogues, etc. Jot down every
small detail that occursto you. Then put down everything sequentially and prepare
an outline to show how it will start, develop and end. Beforefinally putting pen
to paper, you should have a clear picturein your mind of the entire work. Thisis
called visualization.

There are many gifted writers who, at the time of starting, have only a vague
idea of what they are going to write. But asthey proceed, the unconscious mind
takes over and the writing takes very different turns and twists to produce
interesting results. This method may not be advisable for the beginner.



Thebeginning and the end of awork arevital asinamusical piece. Thefirst few
pages are like aleash and you should be able to hold the readers with it and lead
them on. In fact, there are some readers who, if they do not find the first few
paragraphs interesting enough, would just put down the book.

1.5.6 Somedo’'sand don’t’s

1) If thereisany one single quality which distinguishes most great works, itis
clarity—clarity of thought and clarity of expression. Your writing should
not be dense or dull, but should shine like amirror.

Ii) Precisionisanother such quality—yprecision both in respect of your thoughts
and the words you use to express them. Take your words seriously. Do not
waste them. When you use aword, make sure of its precise meaning. Tools
like the dictionary, thesaurus, etc., will help you to understand the correct
meaning of words and their usages.

1ii) Do not overwrite. Thedaysof ornate proseareover. Itispossibleto achieve
miracleseven with smple sentences. No wonder, the Bibleisstill considered
amodel of good writing.

iv) Similarly, avoid being pompous. Don't be very flippant either. Choose your
words and expressions according to the mood of your work.

(v) Also avoid archaisms, i.e., words no longer in vogue, slang, clichés and
jargon. Write, as it comesto you, effortlessly.

vi) Length, i.e. how much to write, is yet another important factor. The length
will be determined by the scope of your subject. If you are clear in your
mind about what you want to say, the end will come where it should.

vii) Do not try to explain too much. Leave something to thereader’simagination
also.

viii) Let your writing be sprightly. A touch of humour, if itisnot against the basic
mood of your work, is aways welcome.

1.5.7 Learntobeyour own critic

After you have written a piece, read it aloud to yourself to test it on your ears.
You will find several false notes, both in your statements and expressions. You
will be surprised that quite afew things which you found exciting when you first
put them on paper now seem banal. Remove them mercilessly. Every writer
should learn to be his or her own critic.

Onceyour first draft isready, put it asidetill such time asit isout of your mind.
It may haveto befor aweek, afortnight, or amonth, or even more. Now read it
again. You will then see it in a fresh light. At places, it may even make you
wonder how you could have been so silly asto write certain things. There will
be more work for you, and the typed pages will be filled with corrections. But
you should not be dismayed.

1.5.8 Seek others opinions

For every writer, it isimportant to build up aclose circle of creative writers and
discriminating readerswho are on the same wave-length and who can read through

What is Creative Writing?
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his/her manuscript patiently and give an honest, unbiased opinion about it. Itis
necessary to shed one's shyness to be able to show one'swork to others and also
curb one's ego to consider their criticism, however drastic it might be. But, in
the end, it will be good for the work. If even after all this, a work fails to pass
muster, better forget about it rather than hunt for a publisher. The world will not
be the poorer by that one work which failed to come off. You can always make
it up with your next work.

Check Your Progress 3

i) Didyou ever feel the urge to unburden yourself of any experience, pleasant
or unpleasant, in your life? Write about it in not more than 200 words. (See
the hints given at the end of this Unit).

1.6 GENUINENESS OF THE CREATIVE IMPULSE

You should make sure that your creative impulseis genuine. Assuming that the
impulse has troubled you on the emotional plane, as it often does, the question
you should ask of yourself ischarming and overwhelming asit may have been at
the given moment, was it not rather atransient and hence a superficial emotion?
Just as an auntie of the neighbourhood burstsinto tears at the sight of apuppy in
distress or abride leaving her mother’s home? Could it have happened that you
weretaken in by the setting or the atmosphere? 1n acertain romantic atmosphere
of moon and faraway music and what have you, you found the dialogue of an old
couple particularly cute, and you thought you could write a poem on the theme
of ‘LoveintheNight’. Or while passing through aslum you were moved by the
sight of a young, good looking mother being harassed by a brood of unkempt
and potbellied children, and you thought you could write a story on the theme of
‘Roses in the Dust’ etc. It may well be that you can write a powerful piece on
either. But let the confidence grow in you over a period of time, after you have
satisfied yourself that (i) such emotive reactions have been fairly recurrent with
you in similar situations, and (ii) you can identify reasonably well with the old
couple or the young mother in the course of their lives.

Distancing is necessary for creative effort. Conversely, do not trust the impulse
for immediateaction, if it ismuch too intense, being acutely personal. Hereone
remembersthe famous phrase of Wordsworth, ‘ emotion recollected in tranquility’
asthe base of poetry. Let the storm settleinto acalm surface; it isonly then that
you canwriteon it effectively. Truman Capote, acontemporary fiction writer of
repute, writesinasimilar vein ‘I haveto exhaust the emotion beforel feel clinical
enough to analyse and project it...My own theory is that the writer should have
dried histearslong, long before setting out to evoke similar reactionsin areader’.



What he means to say is that insofar as the emotional stimulus is concerned, a
certain distancing is necessary for creative effort. To cite an example: you have
lost aloved one. You are naturally overwhelmed with grief and, being awriter,
youwishtoreleaseyourself inverseor prose. Youmay surely do sofor therapeutic
reasons, just asyou could release yourself in aflood of tears. But the best results
intermsof literary merit can be achieved only when you can look upon the event
fromadistance thanksto the passage of time, among other things and can call
upon other peopleto share those intenser momentswith you. Your literary piece
would then be both authentic in terms of emotional experience, and objectivein
terms of expressed thought, theideal combination that any writer could devoutly
wish for.

Do not misjudge the stirrings of an abiding motivation for a creative impul se.
Suppose you are strongly motivated, by temperament and conviction, to expose
the evils of socia justice. Undoubtedly such motivation would govern your
outlook on the human condition, and you would smell injustice in a situation,
which to some others may be no more than a curiosity in terms of interpersonal
conflict. Thereis nothing inherently wrong in such coloration that is bound to
creep into the works of amotivated writer (the motivation covered could well be
cultural, philosophical or any other). But what is important is that the genesis
should indeed be a creative impul se to start with, which could later be wedded to
the motivation, and not vice-versa. Asawriter you should consider the impulse
as creative only when you react to a situation primarily because it isinteresting
from the human angle, and only additionally because of its social implications.

Thelate Bhagabati Panigrahi, anoted writer who was also one of the founders of
the Communist Party in Orissa, wroteastory named * Shikhar’ which hasacquired
considerable fame and has also been turned into a movie entitled ‘Mrigaya by
Mrinal Sen. Here the theme, obvioudly, is of social injustice the oppression of
poor tribals by the moneyed henchmen of an alien administration. But one
Imagines that Bhagabati Panigrahi must have been impelled to write the story
when he came across, through his observation-cum-imagination, acharacter such
as Ghinua, asimpletribal who could never understand till hisdeath, by hanging,
the strange logic that he did not deserve an award more than any average hunter,
for having chopped off the head of awell-known oppressor and presenting it to
the local Commissioner. It is the bizarre simplicity of truth embodied in the
personality of the character that lends particular charm to the story and not the
well-known fact of social injustice in the colonial times.

And so, look for the seeds of an illuminating circumstance in human terms—
absurd, funny, or tragic—as the case may be, in the impulse you have had to
write acertain story or poem and you could consider later whether it would also
serve your cherished motivation.

A story with a motivation written into it should indeed be richer, for it gives an
extradimension to the story. But let it not appear that the characters have been
directedto ‘prove’ thetruth of the motivation; for that may be self-defeating. On
the other hand, give them the importance of being human and the freedom that
goeswith it. Freedom to love, weep, howl, fight and act in all sorts of funny and
foolish ways, in situations that may be called socially evil, and you will see how
your motivation shines through the intensely human narrative.

What is Creative Writing?
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1) How will you distinguish a creative impulse from an emotional reaction?

(Check your answers with those given at the end of the Unit)

1.7 SUMMING UP

e Mantriestofulfill not only hisprimary needslikefood, clothing and shelter,
but also his socia need of communication with others so as to share his
experiences.

e Onewrites primarily to express oneself and not necessarily for money and
fame.

e Writings are of two types non-creative and creative the former to inform
and the latter to reveal.

e Thethreeessential aspectsof aliterary work are content, form and structure.
Style is the way in which the work is expressed—the manipulation of
language. But whatever iswritten must be credible and authentic.

e Writing cannot be learnt but can only be cultivated, and for this, critical

18 reading is necessary.



e Theart of writing is like giving birth in that it is preceded by a period of
gestation of ideas, etc.

e Therearesomedo’'sanddon’ts. Clarity of thought and precision of expression
arenecessary. Overwriting and over-elaboration should be avoided. A touch
of humour aways enlivens the writing.

1.8 ANSWERSTO CHECK YOUR PROGRESS

Check Your Progress 1

1) Man, being asocial animal, has an innate compulsion to communicate with
other human beings, not only to inform them or know anything from them,
but also to share his experiences with them—his joys and sorrows. Itisa
means for overcoming loneliness and for fulfilling his social urges.

1) Non-creativewritinginfor mswhile creativewriting reveals. Thedistinction
between the two becomes blurred when a non-creative writing is expressed
In poetic language and moves the reader as any creative writing does.

Check Your Progress 2

1) Form and content. No, if it isa mere transcription of actual experience, it
becomesjournalistic writing. Thefacts, whether ‘real’ or ‘invented’, undergo
transformation in the writer’s mind before they are presented in the form of
astory, anovel or apoem. Only then will they interest and move others.

1) Structure meansthe ordering of the story material, asin architecture. It applies
to every element—plot, character and language.

Check Your Progress 3

Hints: Since thisis a very subjective question we are not giving you a ready-
made answer- only afew directions:

1) Writein thefirst person ‘I’ form.

i) Your vocabulary should include a large number of words and phrases
describing your feelings, thoughts and emotions.

1ii) You can use abbreviations, slang and figures of speech.
Check Your Progress 4

1) Anemotional reaction to a scene or incident, however strong, is a passing
phase, unlessit continuesto recur in sSmilar situationsand disturbsyou deeply.
A genuine creative impulse is distinguishable by a persistent emotional
turmoil as well as a capacity for identification with the object

1) Distancing is necessary to get away from excessive personal involvement,
in order to control the overflow of emotion. Creativity needs a measure of
calm and detachment.

Iii) Every creative impulse has a deeper and more pervasive human perspective
than motivation which constitutes a strong sense of purpose in awriter. In
any great writing, motivation does not dominate the creative impulse but
only subservesit.

What is Creative Writing?
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2.0 AIMSAND OBJECTIVES

Through this Unit, our aim is to teach you:

the importance of the quality of transparency, which imparts value to your
work.

how to achieve directness
how authenticity can be achieved in your writings and

how theimportance of clarity cannot be over-emphasized because, whatever
be the theme of your work, it will not appeal to the reader if it suffers from
opaqueness or obscurity.

2.1

INTRODUCTION

Readability, clarity, lucidity, or directness (call this quality by whatever name
you will), isone of the most important valuesto be cherished in creative writing,



for al writing is aimed at a reader who must understand what you are saying.
Otherwise, communication, which is the purpose of all writing, will not be
possible. Thisfundamental principle of writing is so important that it has been
stressed in other Units of your course as well, so that when you write you can
aim at meaning, not obscurity, which isunmeaning. You have to remember that
to achieve clarity you must know, thoroughly and competently, what you want to
be clear about. Until your mastery of the subject is complete you will neither
know its broad pattern and its details, nor will you be able to define for yourself
what you want to say on the subject. To be able to do so you must have a deep
interest inthe subject. Creativity can emergeonly from this—so a so transparency,
which is spontaneous and illuminating. Great scientists or great artists have this
quality of creative expression; and mere rigidity of academic discipline cannot
help anyone to attain it. Clarity relates to the response of your listener, your
reader. If your writing failsto communicate, it has no meaning; but clarity isnot
facile comprehensibility a mere simplicity of statement. It applies to complex
and highly sensitive thoughts also, hence the difficulty in achieving clarity. To
achieve clarity one hasto be amaster of language, for it isonly by manipulating
language skillfully that one can express great and complex thoughts effectively.
Such manipulation is called technique, in which the mastery of syntax is as
important as a competent use of vocabulary. All this will help you achieve
directness and clarity, which make for readability. A subject which can form the
matter of creative writing must be interesting: interesting to you and also
interesting to the people who are going to read your work. Making things
interesting isaskill, and there are exercises which teach you how to do it. These,
however, are merely guidelines and cannot teach you creative writing itself. You
may succeed in making your writing merely interesting but you know what you
are doing, and so does the man at the receiving end. You are, in fact, being just
interesting, not creative. You are not actually interested in the subject, but only
want to gain an audience. To make your writing creative you have to shapeitin
such away that it becomes luminous and acquires the power to move others.

2.2 DIMENSIONS OF CLARITY AND
TRANSPARENCY

What do you want to be clear about? Who do you want to address? What isit
you want to make clear?

2.2.1 Decide what you want to make clear

What you want to make clear isthe subject that you have chosen. You cannot be
clear about the smallest detail without being clear about the whole field, or the
subject of which it isapart. Civil liberties, for example, are concerned with the
Constitution, the judiciary, the widespread knowledge of law in society, the
expenses of legal action and an abiding faith in the fruits of the judicial system
based upon actual experience. The protection of consumers is linked with the
entire market condition, and the spending mentality of people in an inflationary
situation, where it seems evidently more gainful to spend money immediately.

2.2.2 Clarity depends upon proper education

Clarity depends upon an adequate, competent and relevant knowledge. If you
have not mastered your subject, you can only flounder about; and in trying to
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clarify, you may make it all the more confusing. Do not try to explain anything
which you do not know. Go back to the subject itself, take an all-round and
distant view of it, and just as you can see the fields and water and forests in
patterns from the air, you will find thingsfalling into adesign. Clarity requires
not only alittle time and distance from the matter you are dealing with, but also
demands wide acquaintance with it.

2.2.3 Clarity requiresa concrete definition of your subject

Since nobody knows, nor can hopeto know everything, clarity needsadistinctive
definition of what your subject in hand is. Brash confidence of the ‘1 know what
| want’ type is not enough, you have to know what you want to say. If you are
presenting routine information it is one thing, but it is quite another thing if you
are using it for creative writing, since what is needed here is an identification
with the subject. Assoon asothersknow that you are not talking about something
they already know, but of something which you know in aspecial way, they will
listen to you.

Similar to‘clarity’ istheword ‘ transparency’, which assistsusin attaining clarity.
Transparency like unmotivated attention is a condition in which an object is
viewed without any particular interest in it. Of course, it isakind of absorption
inwhat you are speaking of, but such concentration usually hasaconcrete subj ect
when it achieves the condition of clarity. Scientists sometimes attain such
transparency when they have acquired mastery of their topic through constant
analysis and application.

2.2.4 Knowing your reader

The clarity of writing—because clarity is a result, an effect, not a quality as
such——depends upon our knowing clearly who our reader is. Thereader decides
our choice of language. Every writer has his preferences, and thismay, of course,
make him choose his readers, but there is no reader absolutely made for the
language which is the chosen language of the writer. The writer of the age of
Shakespeare knew the love of language his audience had, and made his reader
love hislanguage by |eading him further in the samedirection. T.S. Eliot did not
have readers readymade for the language, knowledge, skill and potentiality, and
yet he drew upon these. His readers found him difficult, but they loved the
difficulty; they knew where he was going and were prepared to go along with
him and also had the resources for doing so. One indeed not only seeks one’s
audience, but also ‘creates it asit were, which is not possible for every writer.

2.2.5 Rigidity may affect clarity

Most subjects, even topics, academically speaking, have a rigid outline—
academic disciplines require and produce a certain controlling of the mind, and
so far as clarity in creative expression goes, this rigidity hinders and may even
damageit.

You yourself are the basis and source of clarity. Clear expression must be free,
spontaneous, plastic—sensitive to the relation between you and the people to
whom you speak. We seem to be very little concerned about clarity when we
express ourselves. We seem to think that it istheimportance of the subject matter
that will automatically achieve clarity, or that it isthe duty of the reader to extract



clarity out of whatever we choose to say, in whichever manner welike. Infact,
it isone of the advantages of writing, as different from speech, that questionsare
not asked of you right there. But never imagine for amoment that because you
arewriting, questions cannot be asked of you. That kind of feeling or assumption
Isthe enemy of clarity. Some of the best writers are involved with themselves,
making their statements, asking their questions, answering them themselves. In
such cases, thereisno clarity, but only rhetoric, which isconfining of expression.
Some of the finest creative work may eventually come out of it but this does not
usually happen. Complete self-involvement is not a condition in which you can
attain clarity within yourself about what you are saying.

2.2.6 Clarity and language

Language, being the medium for a diversity of human communications, has to
beindividualized every timeitisused. That iswhy dialects, slang and changes
of idiom are so essential to creative writing. An abstract standard of language
with its prescriptions of correctness and grammar is never enough for creative
writing. There is akind of clarity which correctness and grammar may bring
about—but beyond that we need a community of expression which binds all of
us together and mobilizes the entire resources of the language. Aristotle, in his
definition of the classic style, definesit as thinking the thoughts of the wise and
speaking the language of the common people. Wisethoughts need not necessarily
be expressed in difficult language. The language used by common people can be
extraordinarily rich in expressions. Most people recognize the qualities and
potentiality of their speech and are ableto useit with asense of creativity, pleasure
and competence. As soon as the writer gets into active touch with the man for
whom he wishes to write, he has found the key to clarity—and the response is
not only of understanding, but also of that delight in the catholicity of experience,
whichisthefield of art. Thenthestrugglefor clarity isover and anew world of
delight opens.

Check Your Progress 1
1)  Why ismastery of the subject required for the achievement of clarity?

(Check your answers with those given at the end of the Unit.)

2.3 DIRECTNESS

There are great examples of directness of language both in life and in literature;
infact, the oneleadsto the other. But men might have strong convictions and yet
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remain inexpressive, tongue-tied. The convictions might thus falter, remain
unexpressed, and come out as anything but direct.

Directness, therefore, has to be forged by technique. However simple it may
look when achieved, it is the result of continuous exercise, application and
refinement. Syntax isthe muscle of language, and exercise of syntax brings out
the inherent force of the language. A writer hasto experiment with the language
to discover and adapt its syntax to bring out the compelling force which drives
him. Few writers have achieved such creative power with directnessin modern
times as Ernest Hemingway. “The Killers' isastory one can go over again and
again to see what can be done with the bare bones of syntax.

‘He must have got mixed up with something in Chicago.’
‘| guess so,” said Nick.
‘It'sahell of athing.’

(Then there is a pause during which George takes out a towel and wipes the
counter.)

‘| wonder what he did? Nick said.

‘Double-crossed somebody. That's what they kill them for.’
‘| am going to get out of thistown,” Nick said.

‘Yes, that isagood thing to do.’

‘A hell of athing’, ‘agood thing to do’ are straight out of the syntactical forms
worn bare by constant usage and yet, isolated by the variation in rhythm,
surrounded and spaced by silence and laconic speech, they expand with aburden
of meaning, a pressure of direct experience that does not bear thinking about.

24 AUTHENTICITY

The desire to write—the urge to write, if you will—arises from one's necessity
to express oneself. Thisishow al writing begins. When children start writing,
whether it is about an imaginary world, or areal one, it is this compulsion to
express what they think and feel that is foremost in their minds. They do not
necessarily want others to read what they have written; in fact, some are very
secretive about their writing and hide it in cleverly thought-out places. The act
of writing itself tells the writer which of hisfeelings are not sincere, and which
are. Writing offersareleaseto thewriter of any age; itisan act of self-expression
so powerful initsintensity that those who havefelt the urge, exhaust themselves
doing it, for the time being, at least; but having done it once, successfully, they
must go on performing the same tasks, repeatedly. They find the act of creation
sacred, because it isin the process of writing that the writer is confronted with
his feelings and ideas more concretely. Moreover, what he cannot bind down
with wordswill escape, and he can bind down only those which have substance,
which are authentic, which have intensely lived in hismind. It isat the moment
of writing that the writer realizes that only some feelings become true through
exact expression, some, which are fleeting, casua and insincere, refuse to be
bound in language. Inwriting, authenticity of emotionsis measured by authenticity
of expression.



The poet, the short story writer, the novelist, and the dramatist are all trying to
express, through different mediums, their vision of life asreveal ed to them through
their experiences, feelings and meditations.

For the writer what authenticity means is that he must himself believe what he
wants others to believe. Authenticity, therefore, comprises for the writer, not
only emotionsbut also expression. Every writer kegpstrying to achieve perfection
in this, although only afew succeed—sometimes after avery long wait. That is
why the craft of writing is not an easy oneto practice. There are many ways of
seeking truth; for the writer, the first step is to ensure that what he wants others
to feel he feels himself, that it has become a part of himself.

24.1 Theexperiencebarrier: dangerousto crossit

Thereissuch athing as an experience barrier. We are born in one sort of family,
live with a particular group of people, have a certain kind of social and cultural
inheritance, and go through alimited number of experiences. These present the
pictureof lifeasweseeit. Itispossible, through wide reading, to get to know of
other peoples and their lives; yet that kind of knowledge can never be as direct
and as deep asthe onewe have lived ourselves. If, without direct experience, we
try to portray an area of reality from which we have been excluded, our creative
writing will sound hollow. One common example of this kind of insincerity is
seen when writers with amiddle-class background are tempted to portray life as
lived in the ‘high society’——upper class, westernized, amoral and carefree.
Similarly, when writers with a pre-eminently rural or urban background, wish to
cross their experience barrier and write on urban or rural themes, about which
their knowledge is scanty, they fail to convince the reader. Only great writers
are able to cross this barrier with the help of their powerful imagination.

2.4.2 Experiencebarrier between cultures

Itissmilarly dangerousto write about other cultureswithout going deeply enough
into them. One of the reasons why very few Europeans have written with any
measure of understanding, about India is surely that their penetration into our
culture has been superficial. It matches some of the superficial observationswe
tend to make about other cultures; the British, the American, the African, and so
forth. In arecent novel, written by a foreigner who has lived long enough in
India, ateaparty isdescribed, with alot of amused observation. The Principal of
a private coaching institution has invited his staff to a tea party, and among the
inviteesisajunior member who has comewith his pregnant wife. To most of the
staff, who are quite poor, the tea party seems to be an opulent affair. Thereis
much dressing in one'sfinery; everyonetalksin astilted fashion, using Victorian
English of aripe vintage, and many sycophantic compliments are paid to the
host. When food is served, everybody tries to be discreet and genteel, with the
result that they all eat so little—all, except the pregnant wife of thejunior teacher.
Sheisfond of sweets, though in her married life her husband could satisfy this
craving fully only once. Inany case, either because of her deprivation, or because
sheis pregnant (thisreason isalso hinted at), she makes agrab at the sweets and
eats them greedily. Itisall so funny —the account of the tea party—the writer
seemsto say; all so funny, yet so sordid.

General Principles of
Creative Writing

25



The Art and Craft of
Creative Writing

26

2.4.3 How cross-cultural raids can violate norms of decency

To an Indian reader of the story it is, however, obviousthat the account of thetea
party isindescribably cruel, and since fun is made of deprived people—thelittle
education, the lack of money and social status—it is in bad taste. The author
does not see (because the author has not penetrated into the culture of the
charactersridiculed), that behind much of what seemsto befunny liesinescapable
servitude and poverty. A person of breeding (not to speak of true culture) does
not make fun of misfortune. The moral, therefore, is that unless the writer can
truly say that he has gone deep enough into another culture to be ableto understand
it, he should not attempt any cross-cultural raids.

2.4.4 Total authenticity of locale and culture: R.K. Narayan

One Indian writer who never allowsthisto happen in hisnovels and short stories
iISR.K. Narayan. Hisstoriesareall setin and around Malgudi, asmall imaginary
town in Karnataka. Geographical reality is pronounced in all of them, asisthe
reality of persons, their occupations, hopes and failures, amusements, and their
daily life. So truthful is Narayan about the people living in this small town, so
authentic is his portrayal of their manners of speech, their education and their
attitudes of mind, that very soon after beginning to read the second story by
Narayan, one feelsthat one has actually lived in Malgudi all one'slife. Narayan
hasfound all hismaterial inthissmall town. Narayan’'s storiesring true because
his authentic voice comes from the authentic experience that he portrays.

2.4.5 Authenticity isthebaseof even highly imaginative creation:
Raja Rao

Even when a writer wishes to transform his material into a highly imaginative
narrative, he must first ensure the authenticity of hismaterial. Once he hasdone
that, he can fashion the material into the realistic, fantastic, symbolic or any
other mode that he likes. Take, for instance, Rgja Rao’s story, ‘ The Cow of the
Barricades (included in the Policeman and the Rose, O.U.P), inwhich the story
of the cow, Gauri, and her participation in the Mahatma’s non-violent movement
isnarrated. Not only is Gauri created authentically, bit by bit, before our eyes,
but so are the human characters—the Master, his disciples, and even the red
men. Raja Rao creates this authentic world so carefully, that when at the end of
the story heinvests Gauri with the conscious purpose of amartyr walking sedately
towards her willed death, we find it totally credible.

Check Your Progress 2

i) Doesawriter’srange becomelimited if he expressesonly what he has himself
experienced?



(Check your answers with those given at the end of the Unit)

2.5 CREDIBILITY STEMSFROM AUTHENTICITY

Credibility thus emerges from authenticity. In that sense, credibility is not an
absoluteides; it relatesto the degree of authenticity that the writer has been able
to achieve. A factually correct event may appear to be incredible in writing, if
theauthor hasfailed to giveit life, i.e., authenticity. We al know what suffering
IS, yet in some writing the account of suffering leaves us untouched, whereasin
some otherswefind it deeply moving. The difference between thefirst and second
kind liesentirely in the element of authenticity—the successful establishment in
writing of the true voice of feeling.

2.5.1 Authenticity and credibility: A close look at Mulk
Raj Anand’s “TheLost Child”

Let us now examine a short story titled “ The Lost Child”, written by Mulk Raj
Anand, a story that aptly illustrates what we have so far said about authenticity
and credibility. Fortunately for us, Anand himself provides a background to the
story. He was doing research in Philosophy in London, and he found his work
very hard.

| could not master the whole of European thought quickly. 1 did not know
Greek or Latin or German or French. | was advised by my Professor to be
honest and accept the fact that | did not know very much. But | struggled all
the same, late into the nights, read huge tomes and brooded. But the more |
read the more | felt lost. Then I remembered some words of Guru Nanak,
who had once said: ‘“We are all children lost in the world fair.” | went to
sleep brooding on these words.

In the early hours of themorning, | recalled that | had been physically lost in
afair at the age of six in Kaleshwar village, on the banks of the Beasriver in
Kangravalley. | had strayed away from my parents, looking at ajuggler’s
tricks and was crying for my mother and father when | could not find them.
All thethings| had wanted my parentsto buy for me, the balloon, the sweets,
the flowers, | did not want any more. | only cried out: ‘1 want my mother !
| want my father!” Someone picked me up and tried to console me, but | was
inconsolable and cried, ‘1 want my mother! | want my father!”

| wrote that experience of my childhood in the early morning. As| had had
the experience of being actually lost, the narrative was authentic and true to
my experience. Only | did not put it down in terms of myself. But I,
unconsciously, wrote about a child, any child, who may get lost in the way
as| had got lost.

2.5.2 How Anand establishes authenticity

Anand saysthat the story was authentic because he had the experience of getting
lost. However, it is not the same thing to have an experience and to be able to
write about it in an authentic voice. Mere experience does not give awriter an
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authentic tone in writing. It hasto be created skillfully. Anand first establishes
the setting: the season, the place, the people, the many ways of travelling to the
fair, then introduces the child with these words. “ One little boy ran between his
parents’ legs brimming over with life and laughter. The joyous morning gave
greetings and unashamed invitations to all to come away into the fields, full of
flowers and songs.” The child isfull of life and a sense of wonder; al his five
senses are fully alive and stimulated. He is happily possessed of the faculty of
being totally absorbed in the sensation of the moment to the complete forgetfulness
of hissurroundings. Ontheway to thefair, he and his parents enter afootpath in
afield.

It was a flowering mustard field, pale like melting gold, as it swept across
miles and miles of even land ariver of liquid light, ebbing and falling with
each fresh eddy of wild wind, and straying at placesinto broad, rich tributary
streams, yet running in a constant sunny sweep towards the distant mirage
of an ocean of silver light. Whereit ended, on one side stood acluster of low
mud-walled houses thrown into relief by a dense crowd of yellow-robed
men and women, from which arose a high-pitched sequence of whistling,
creaking squeaking, roaring, humming noises, sweeping across the groves
to the blue-throated sky like theweird, strange sound of Siva'smad laughter.
The child looked up to his father and mother, saturated with the shrill joy
and wonder of thisvast glory and feeling that they, too, wore the evidence of
this pure delight in their faces, he left the footpath and plunged headlong
into the field, prancing like a young colt, his small feet chiming with the
fitful gusts of wind that came rich with the fragrance of more distant fields.

This excerpt from the story isalittle long, but it servesto illustrate an important
point. Anand, in hiswriting, rarely indulgesin poetic flights. If he does so here,
it iswith the specific object of establishing the authenticity of the child's world,
the child’s natural ability to absorb, entirely, the world around him. Thechildis
enchanted by the dragonflies bustling to the fair. “Come, child, come”— this
exhortation hasto be repeated by his parentsto drag him away from what engages
him at the moment; abanyan tree, ashower of young flowers, cooing doves; and
when the fair ground is reached: sweetmeat-sellers, flower-sellers, the balloon
man, ajuggler and finally the roundabout in full swing.

It isthere that he loses his parents. At once, the world changes for him; panic-
stricken, he now runs about in all directions, till defeated, ‘his cries suppressed
into sobs.” Thebright, vibrant world of amoment before, now becomesasinister
one — heavy men, with flashing, murderous eyes and hefty shoulders knock
him to and fro with their brutal paws, until he starts shrieking for his father and
mother. Heislifted up in the arms of a kindly man who, to soothe him, offers
him each delight the child has craved for earlier. But now he wants none of
these, he only asksfor hismother and father. The story endswith the man offering
hislast allurement on the list— sweets. But the child now only wants his parents.

Check Your Progress 3
i) How does Mulk Ra Anand establish authenticity in his story?

(Check your answer with that given at the end of the Unit)



2.6 SUMMING UP

Clarity and directness are the most important qualities of creative writing.
To achieve clarity you must have mastery over your chosen subject, i.e., you
must distance yourself, think over the matter and get well acquainted withit.
Making thingsinteresting to all concerned isaskill which can belearnt. But
It isnot enough for creative writing which has the power to move othersand
to make things luminuous.

Authenticity of emotion leads to authenticity of expression and if rendered
Imaginatively can exemplify any experience.

Experience barriers between cultures can bedifficult to crosswhilewriting—
though not insurmountable.

2.7 ANSWERSTO CHECK YOUR PROGRESS

Check Your Progress 1

i)

Without mastering ones subject one might fumble or makeit more confusing.
A writer needs to be clear about the smallest detail of the subject to be able
to project it accurately. Thiswould enable the writer to hold the attention of
the reader.

Transparency is associated with clarity. It involves concentration on the
subject without which it cannot be achieved. A writer should closely observe
every small detail in order to make hiswriting clear and transparent.

Check Your Progress 2

i)

i)

It does become limited to a certain extent. But experience can be lived
vicariously without the writer having actually undergone it.

If the experience has not been felt by the author it can make the rendering
superficial.

Check Your Progress 3

)

Anand establishes authenticity in his story because he had lived through the
experience himself-though that is not the sole criteria of achieving
authenticity. Skill isalso required to achievethe desired effect of authenticity.
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3.0 AIMSAND OBJECTIVES

ThisUnit seeksto guide you in your attempt to begin writing. Weteach you how
to provide a coherent structure to your work. By the end of this Unit you will
have learnt how to:

e get your themes and develop them
e begin your writing by providing a suitable beginning
e build aclimax whichis aplace of heightened intensity

e bring your writing to a neat conclusion.

3.1 INTRODUCTION

The choice of themes for a possible short story or apoem israrely deliberate; it
ismostly spontaneous. That is, themes occur to you as you go about your daily
work, and you begin to feel that it will be a good idea to put pen to paper and
write on the theme that has come your way. But does each such impulse get
transformed into ashort story/poem? No. Quite often theimpul se withers away,
in spite of the brilliant promise it offered you at one point of time. And in quite
afew cases, whileyou do start writing it out at the earliest opportunity, and with
enthusiasm unbounded, you are compelled to leave it off mid-way. It's all the



same whether you tear it up in disgust or treasure the aborted mess, hoping to do
something about it at some future date. Then, again, therewould bethat odd one
you compl ete somehow or the other, in adetermined sweep and add to your tally,
but you are never satisfied with the way it has turned out, and suffer the feeling
that the theme that occurred to you was not particularly bright, and you should
have better left it alone. These are the common occupational hazards that a
writer has to put up with.

If you have a story in mind, you should take particular care to marshal the
facts—authentic and recognizable details of the locale, the atmosphere, the
historical or social background if that be relevant, as also of the character(s)
you have decided to summon for your purpose. Focus on the concrete facts of
perception which would make the reader alive to the ‘reality’ of the story,
even though you would be mixing them up cleverly with loads of imaginative
fiction.

Take, for example, R.K. Narayan's Malgudi. There isindeed no such town in
India or elsewhere. But we seem to find our own small town (for those of us
who are familiar with one, in present living or nostalgic memory) talking to usin
numerous ripples of events, peopled, asit is, not merely by recognizable men,
women and children, but by temples, hospitals, markets, goats, donkeys, and
what have you. The writer has brought them close to us, no less by the care he
has taken to study and organize the authentic factual detailsfor hisstory, than by
the other charms of his story-telling genius.

The importance of fact-finding is less, but only relatively so, in a poem.
Subjectivity has no doubt been, traditionally, a distinctive feature in poetry.
Nevertheless, thanks to the value placed on realism in modern literary thought,
poems are considered to be richer and hence more acceptable, if they are seento
be in response to concrete scenes and situations of life in our times, as a reader
would recognizethem. For examplethe tourist and the beggar-woman following
him gazing together at a Mithuna scul pture in the temple-walls of Konarak, the
body of achild floating down the river in the aftermath of abloody riot, the poor
fishin the marketplace staring in awe and wonder, asit were, at the amplitude of
the rich housewife closing in on ‘him’ for the bargain....etc. Won't the poem be
more picturesque and powerful if you could convey authentic details of the
Konarak sculpture, ariver bank that wasindeed witnessto abloody riot in recent
memory, or the sights and sounds of atypical fish-market? And then what about
longer poemsrooted in history or mythology? Canyoutrust your creativeimpulse
to yield a worthwhile poem unless you arm yourself sufficiently with factual
detailsof thelocale, atmosphere and character(s) relevant (or supposedly relevant,
in amythological piece) to the situation you have in mind?

The emphasis, as above, on *homework’ is derived from the compulsion, in
literary parlance, of the circumstance, that while a creative impulseis derived
from (a) experience, (b) observation, and (c) imagination, the three ingredients
are hardly ever matched inideal proportionsin the mental equipage of awriter.
Hence the need to deepen the experience, sharpen the observations and avoid
overdoing the imagination, by taking upon oneself, for the time being, the role
of aresearcher, and thus provide the genesis of atheme, that will hold, for astory
or a poem.
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Check Your Progress 1
1) What are the three factors involved in creativity?

i) Attempt to combine these three factors by writing asmall piece on the death
of adear friend.

(Check your answers with those given at the end of this Unit.)

3.2 CRITERIA FOR SELECTION OF THEMES

While the guidelines indicated above would apply to the genesis of creative
effortingeneral, it will be advisableto apply some separate and additional criteria
in the case of short stories and poems.

3.2.1 Themesfor short stories

A thememay passthetestsreferred to above and you may have madethe necessary
preparations, but it is still possible that it does not lend itself to the format of a
short story, though it could be excellent material for apieceof journalistic feature-
writing. So before starting to work on these (a) you should satisfy yourself that
itissuitablefor being convertedinto astory i.e. atalethat beginswith apromise,
can normally sustain aconflict or complication on itsway, and endswith acertain
revelation; and (b) you should be fairly confident that it will say, or appear to
say, something ‘new’ about the human condition, howsoever limited the
framework of your experience or observation may be.

Thus, for example, the antics of the bandarwallah (monkeyman), sporting a
flowing white beard and indulging in toothless chatter, who seeks to entertain
the children of the neighbourhood with the performance of his monkey, much
lessinteresting than hisown , may have prompted you to write something on the
funny, yet sad situation. Apparently, it would make for a delightfully moving
feature article. But could it also be brought within the format of a short story?
Yes—if you could, through your further observation and imagination, weave
the outlines of atale around the fascinating character. Possibly you could connect
the mirth of his toothless grin to the ebullience of his youth, and his pathetic
dedication to the trade, hardly popular in a city, of playing the monkey, to a
fierce sense of independence that seeksto defy the fates which have been chasing
the sunlight out of hislife one by one. So what seems pitiful and ridicul ous too,
could well be a story in bravery. Or could it be hisway of taking it out on his
family, acranky old man pitted against his practical third generation? Whatever
itis, you haveto connect it with atale, the brief story of hislife or one outside it



and so ‘reved’ the essence of his character at the end. See if your theme can
yield such atale. And having assured yourself that you can makeit, on with your
story, and best of luck.

This example refers to a so-called ‘ character-story’. But there are many other
ways of telling astory, derived from thetwin prerequisitesreferred to above, and
there are several other cognate considerations that go into the writing of a story.

3.2.2 Themesfor poetry

Whilethewriter’s statement in ashort story comesthrough by traversing acertain
distance, the statement in apoem hasto grip the reader’ sthought and imagination
inaninstant. Thisbeing so, it isof utmost importance before writing a poem on
awell-chosen theme, that you should be committed totally, right at the beginning,
to what you are going to say and how. That is, to the basic thought-content and
the tone (fearful, angry, excited, reflective or whatever) that you wish to adopt.
Thewordswill comelater. You may have to chop and hew them any number of
times. But your sights must be pretty clear at the outset, on the *what and how’
of your poem-to-be, which would determine the overall nature of the impact you
wish to create in the mind of the reader

Let ustake for example the theme of being lost in the woods on an evening when
the darknessis setting in—atraditional yet fascinating theme which hasafable-
like charm about it that has enticed poets through the ages, from the immortal
Dantein his*The Divine Comedy’ to the modern poet of today, anxiousto seize
upon an image which would be rich in possibilitiesin terms of the various kinds
of response that it tendsto evoke. Thereisafatal charm about such themes, and
they can tie you up in knots, if you are not careful enough to start with.

In a poem the thought-content and the tone often tend to coalesce; the verbal,
seeking to express athought, would mergeinto the non-verbal, i.e. the pervasive
mystical experience of the poem which can only be expressed symbolically. In
its totality it may be, as most modern poems are, a complex phenomenon in
awareness, that you wish to share with the reader. Even so, it is necessary for
your poetic craft that you should commit yourself to the quintessence of your
statement in the mould of an overall emotion, before you begin. Losing yourself
in the woods while the daylight is fading, slowly but inevitably, would give rise
to avariety of emotions, depending on your mood, life-situation, world-view or
whatever—ifear, as of a child; a sense of adventure reaching out to the mystery;
expectancy, hoping to find somebody from this ‘deep and dark’ of our dreams,
surrender akin to divine consciousness, etc. itisnot unlikely that you have been
taken in by the multi-faceted charm of the situation, and your reactionsare chaotic.
But you should weld them into a dominant outlook of the mind, one of the many
indicated above. And then bind yourself toit. Itisonly thenthat you canformulate
the ‘what and how’ of your statement in fairly clear terms, which will yield the
appropriate images and metaphors, and then, move on to the opening lines.

Thisis not to say that you have to do without the truths of a complex reaction.
But let the complexity be derived from or opposed if need be (in a point-
counterpoint syndrome, if you can make it) to the dominant outlook, as you
moveaong. Do not mistakeyour chaotic and criss-crossed reactionsfor compl exity,
and allow thewordsto find their own bearings. That might land you with confused
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images and mixed metaphors, a failing which cannot be saved always by the
plea of subjectivity or the vaunted obscurity of the modern consciousness.

3.3 THE IMPORTANCE OF OPENING

Inall typesof creativewriting, thefirst thing that teasesthe writer isthe question
of ‘opening’. That is to say, he has to face the problem of finding a suitable
answer to the question: ‘How do | strike the right note at the start? He must
solveit, if heisgoing to be ableto continueat all, even when he happensto be an
experienced artist. Naturally, then, the apprentice would be even more put to the
test, for though certain helpful suggestions could, at times, lead him into the right
street, no set rules or formul ae could make him achieve the desired effect. Thereis
akind of mystery about the whole creative process, and the opening of anarrative
is apart of that mystery. There is, as Oscar Wilde put it, pain at ‘the birth of a
star’, and each new poem or play, story or novel, essay or biography, presents
that problem. Thereis distress and despair when the blank paper seems to mock
one'sefforts, or, soon enough, becomesapitiful scrawl of writing and scratching.

However, there is nothing to worry about, for any genuine engagement with
human reality and any true impulseto create, will eventually producethe desired
effect. It is chiefly a matter of trust, application and insight.

3.3.1 False starts

False starts are really a part of the creative process, and need not cause undue
anxiety. Even the greatest writers, as their diaries, manuscripts and |etters, etc.
show, have had to battle their way through, after a series of agonizing and awkward
starts. What isimportant then, isthe ability of the writer to act as his own critic,
and see if he has been able to put across clearly and economically the ideas his
imagination is struggling to organize. Indeed, to secure the right note, and the
right tone, he may have to labour over the first few lines or even paragraphs.
Maybe the scene or the idea will have to be written down in more than one
narrative form, and from more than one angle, to test which of these modes suits
him best in that particular case. And once theimagination isbeginning to tick, as
it were, the narrative often finds its own rhythm, and beginsto take off under its
own steam. Revision, then, is a part of one's vision of things, and must not be
taken asasign of failure

3.3.2 Different genres and conventions

Obviously, there cannot be any standard advice with regards to the opening of a
narrative. Each kind, poetry, drama, fiction, etc., hasitsown peculiar requirements.
Even now, daring experiments can only be made within the norms of each kind
of writing. What may be an apt opening in anarrative poem may sound awkward
inanovel or ashort story. In other words, the opening of anarrativeisorganically
linked to the requirements of the type.

Clearly, what has been suggested above applies chiefly to different forms of
fiction—the novel, the novella, thetale or the short story—and is not intended to
cover drama and poetry, though the question of opening is, in its own way,
important in those genres also. True, apoem may begin with astartling line that
makes the reader sit up, but we are not talking of openings herein that sense and



context. The opening in our context, isan integral part of the narrative process,
andinalyric or asong or asonnet, thereishardly anarrativetotell. For thebirth
of apoem isoften amatter of luck, sudden illumination or breakthrough, though
even agreat poet like W.B. Yeats is known to have prepared a prose version of a
contemplated poem, and lifted some linesfrom it to fit the poetic frame. We are
also leaving drama out of this account, for the theatre has its own conventions
and constraints and, therefore, a separate statement would be needed for it.

3.3.3 Planned narratives and openings

Some novelists and short story writers plan their narratives very carefully, and
go onto prepare afull outline to be fleshed out later. 1n such cases, the opening
iscarefully devised so that it becomes apart of the operative vision and structure.
It impinges directly or indirectly upon the middie (development and process),
and more significantly , upon the ending of the novel or thetale in question. In
the hands of a great artist like Henry James such a plan usually, though not
aways, works well. For, basically, such constraints do not augur well for the
health of thetale. Some novelists, therefore, depend agood deal onimprovisation
en route, and leave the narrative to take its significant form out of its own inner
compulsions and energies. One may recall here Thackeray’s statement that his
characters took him where they liked; he was, so to speak, in their hands. A
modern novelist like Saul Bellow, for instance, moves away from the planned,
tight structures of his earlier novels (Dangling Man, Seize the Day, The Victim)
to the open, relaxed, picaresque, catch-all form in later novels (such as The
Adventures of Augie March, Henderson the Rain King and Herzog). The point
we are trying to make is that the opening as a unit of composition may not be
fully planned in advance where the novel in particular isconcerned. It may even
be desirable not to do so.

3.3.4 Theopening in the novel

As we have hinted already, it really matters how the first sentence or even the
first paragraph or paragraphsbegin in anovel, and should the opening bearresting,
startling or amusing, it straightaway arouses the reader’sinterest. Eventually, of
course, it is the full body of the novel and its total effect that would tend to
measure its value, not a flashy sentence or two at the start. Still, there are some
interesting examples of such startling openings, and one of the well-known
examplesisJane Austen’s Pride and Prejudice. Its celebrated opening sentence
hasaready passed into therealm of sayingsand aphorisms. ‘Itisatruth universally
acknowledged, that a single man in possession of a good fortune, must be in
want of awife.’

Again, Tolstoy’s Anna Karenina starts thus: ‘Happy families are alike, every
unhappy family is unhappy inits own way.” These are good examples, but, asa
rule the opening sentence or sentences in awork of longer fiction would hardly
be remembered by the reader when heisthrough with the book. Or, take another
opening:

Once upon atime and avery good time it was there was a moocow coming
down along the road that a nicens little boy names baby tuckoo....

The Portrait of the Artist as a Young Man
-James Joyce
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The appeal of such an opening isamost purely linguistic, and it has hardly any
significant bearing on the theme of the novel, but its ‘fairy story’ air and its
repetitive pattern and slang makeit an admirable exampl e of an arresting opening.

A good opening may set the tone asin Saul Bellow’s Hender son the Rain King:

What made metakethistrip to Africa? Thereisno quick explanation. Things
got worse and worse and worse and pretty soon they were too complicated.

When | think of my condition at the age of fifty five when | bought the
ticket, all isgrief. The facts begin to crowd me and soon | get apressure in
the chest. A disorderly rush begins—my parents, my wives, my girls, my
children, my farm, my animals, my habits, my money, my music, lessons,
my drunkenness, my prejudices, my brutality, my teeth, my face, my soul! |
haveto cry, ‘No, no, get back, curseyou, let mealong!” But how can they let
me along? They belong to me. They are mine. And they pile into me from
all sides. It turnsinto chaos.

Now, the two-line opening paragraph has hardly any great merit, but the
condensed, capsule second paragraph springs upon the reader all in a rush to
whet his appetite, and soon plunges him into the whole man world of thisAmerican
millionaire. And somehow, amazingly, the high comic tone persiststill the end.
The opening hasdone thetrick, so to speak. But equally, the raciness of the tone
characterizes the tempo of thisrambling novel. So, here the opening paragraphs
tie up with the opening as a unit of composition in along narrative.

3.3.5 General hints and suggestions

i) Try to finalise the title of the story before you plunge into the unknown
territory ahead. Generally speaking, akind of outlineisin one’s mind, even
if not sketched out on paper. The title naturally has to indicate the spirit of
the story, and should, therefore, be apt and effective. It may even beironical
or humorous, if such isyour intention, and such the nature of your theme. As
part of the opening process, the right title will automatically set brakes on
your imagination, which may sometimes run away with the situation. Of
course, thisis not a strict practice, and you may well be obliged at times to
write out the full story first, and then ponder over the problem of the title.
And here aso, you may have to score out several headings before you hit
upon the right title.

i) Infact, even asthetitleisbeing finalized, you have to decide the question of
the focus in the proposed work. Isit primarily a study of (a) character, (b)
incident or situation, or of (¢) mood or atmosphere? Isit again, a specimen
of (a) thriller or murder mystery, (b) the supernatural (ghost stories etc.), (c)
humour /farce, (d) fantasy/allegory, or (€) sciencefiction, etc.? The opening
of your work will naturally be determined by the type of fiction you plan to
write. For instance, aloaded hint or astartling comment or speech inamurder
mystery may be just the right thing, and a joke in the case of a humorous
narrative or sketch. Never give ‘the game’ away in the opening itself unless,
of course, that is the whole point of your story.

iii) Avoid ashow of artinessasfar aspossible. A flamboyant but forced opening,
even when attractive, will not do intheend. However, agenuinely startling
opening gives your narrative a head-on advantage.



Edgar Allan Poe's celebrated statement, made in hisreview of Hawthorne's
Tales, seemsto sum up the matter. *If hisvery first sentence tends not to the
outbringing of this effect, then he has failed in his first step.’ says Poe,
concerning a story-writer. This should not, however, be taken as the gospel
truth or as a ‘sure-success formula, though Poe is right to add that each
sentence must logically be linked to the one that precedes and the one that
follows. Consider R.K. Narayan's opening sentences of ‘Half-a-Rupee
Worth'.

Subbaiah sold rice at the marketgate. In his shop you found, heaped in
wicker baskets, all varieties of rice: from pebbly coarse rice to Delhi
Samba. White as jasmine and slender as a needle. His shop was stuffy
and dark but there was no place like it on earth for him.... .

Thisbeginning foreshadows Subbaiah’s end: * death dueto accidental toppling
off of rice bags'.

Also, it is important not to prolong the opening, or stretch it out so that it
beginsto look athing apart, hanging separately like a bunch of balloons. A
good opening should glide comfortably, unobtrusively and economically into
thenext ‘gear’. The germinal ideaisto be developed into acertain set length,
and you cannot afford to linger over ‘effects,” etc.

Then, thereisthe question of awriter’s prose style. Clearly, you cannot have
aseparate style for the opening of your narrative to make it look distinctive,
but, you should, at all costs, avoid the use of old, tired and weather-beaten
similes, ‘set’ phrases and conventional idioms, which is not to suggest that
you may not use such linguistic props in any other part of your novel or
story; only in such cases, they would not draw the reader’s critical attention
so much as they would do in respect of your openings.

Personal style in tune with your world-view, if visible at the start, like a
‘signature tune’ in radio and TV, can win you an attentive audience.
Hemingway'’s celebrated style is one obvious example, though a young
apprenticewould dowell not to imitateit, but to understand itsrightness. Its
artful simplicity and bareness, if used as mere ploys, can end up as parody
and artiness.

Nick stood up. Hewas al right. He looked up the track at the lights of
the caboose going out of sight around the curve. There was water on
both sides of the track, then tamarack swamp.

(Ernest Hemingway: ‘ The Battle')

3.4 BUILDINGA CLIMAX

Climax isanintense and crucia point of the story which precipitatesacrisis. A
crisisisthe culmination of tension and conflict which headstowards an inevitable
resolution.

In a narration of imaginative content, the climax is a happening of heightened
intensity, but well along the progression of the events or happenings narrated
already. The climax leadsto aresolution of the crisis contained in the story. The
resolution may or may not be on the anticipated lines, but it never fails to be
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convincing. Climax in both ashort story and anovel performsthe same function.
It brings mattersto ahead, so to say. Thedifferent strands of the narrative suddenly
acquire anew meaning and significance. It also revealsthe direction in which to
look for the*message’ of the story, if the author had intended one. Even otherwise,
it reveal sthe unconscious intent of the author much more tangibly than the other
earlier details. Climax assumes great importance in the sociological analysisof a
writer’s works. His leanings, affiliations, and his personal vision of the world,
get revealed in far clearer termsin his climax than in the other segments of the
story. Thestory given below will illustrate to you the art of building aclimax, its
nature and function.

3.4.1 Climax and resolution: An example

Mal colm Scott isan embittered young Englishman. He comesto Indiawith some
happy expectations but has not quite foreseen the hazards he would experience
by way of the climate of the country, the general living conditions, the quality of
assistance he must be content with in running his home, and so on. India looks
an awful placeto livein, and the Indians primitive and lacking in refinement. Of
course he is not aware that a different culture can have a totally different, but
equally valid, value system. His personal miscal culations and prejudices prevent
him from seeing that the people he comes to rule over had a culture centuries
before hisown ancestorsdid. He cannot understand their tact and sophistication
when they, as village elders, receive him as an official and even bribe him
unobtrusively! Heis not aware of the fact that he has a clerk who isintelligent
enough to master five languages. Once he goes on an inspection tour of a few
villages. He takes hisyoung wife along, and their lodging for afew days hasto
be an inspection bungal ow—the only roofed structure in alandscape of acres of
fields and open land. On this tour his contempt for Indians takes the form of
thoughtless mischief, and helifts the saree of awoman bathing in apond, just to
know whether the ‘animal’ was amale or afemale.....

The story moves towar dsits climax

From now on the story rushes towards its climax. Hardly is Scott back in his
inspection bunglow than he and his wife notice a strange spectacle—men in
ones and twos gathering round the bungal ow. Each man carriesastick and stands
rock-like. Scott discoversthat his servants have slipped out. Now a stone comes
crashing in. Scott and hiswife know they are threatened but for what they do not
know. Their only means of knowing isthe clerk who knowsfive languages. The
clerk goesout of the bungalow to enquire. He comes back with the newsthat the
men are from the village the bathing woman comes from, and that they have
cometo seek an answer for Scott’s misdemeanor. Scott at first thinks of shooting
his way out of the situation, but the clerk points out the impossibility of such a
course of action. Scott promises to pay some money to the woman as
compensation. The clerk goes out to the mob to negotiate. The mob, he informs
Scott, will have none of the money. Scott has violated a woman of their own.
The just penalty is that the same should be done to a woman of Scott’s kind.
Scott’swifefaints. Now the clerk asks not only Scott but hiswife also to go out
and beg their pardon.

What is a terse narration of a possible situation in colonial India comes to a
climax most unexpectedly. Scott teasesthe woman not with theintent of assaulting



her; heis not in an agitated state of mind when he does it playfully, but in that
action hereveal s his deep-rooted contempt and racist prejudi ce towards asubject
people. The climax in such storiesis rather complicated because it is not easily
identifiable. To adiscerning reader, however, theindication is subtle and strong.

Resolution of thecrisis

They beg pardon on their knees. Scott stays on in the town for another year and
ahalf. He never mentionsthe inspection bungal ow incident to anyone. Nor does
he make any more remarks about India or Indians.

Thecrisisisresolved not by the readily conceivable solution of giving athrashing
to the qguilty, but by transferring the outrage from the guilty to the principle
underlying the guilt—insulting women, and devising acorresponding punishment.
Personal sting and malice istaken out; no wonder Scott takes the punishment as
ajust retribution. He must have been at peace with his conscience because he
continuesto live in that region for ayear and a half more. It isaconversion, a
very radical conversion at that, but the climax brings it out effectively and
effortlessly.

Check Your Progress 2

1) What isthe nature and function of the climax in a story?

1) In not more than 5 sentences, write another resolution to the story cited
above. (150 words)

(Check your answers with those given at the end of the Unit)

3.5 APPROPRIATE ENDINGS

Our experience of lifeaswell as of literatureisin the context of time. Hence the
need for beginnings, middles and ends—points around which this experienceis
organized. Oursis a story-shaped world, and the story can be called a metaphor
for redlity. Stories, like lives, have an ending and an end. In both, endings and
ends confer asense of finaity of accomplishment. However, by ending hisstories,
the writer does not package lifeinto aneat aesthetic whole, but discoversitsrich
possibilities in varying contexts. Not a termination, an ending in a story is, in
fact, in the nature of a revelation about people and things. ‘Is that so? | never
Imagined it thisway’—are common reactionsto ending in stories. Therevelation
Isitself amoral act in that it leads to knowledge about the eccentricities of our
behavior, about the deceptions of the world surrounding us, about dimensions
hidden from our surface-view of things. AsAristotle argued, the proper function
of the ending of atragedy was to purge the unhealthy emotions of the audience
(amoral act), and if it did not do so, the tragedy was not well-formed.
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Considering that in constructing their plots, writers determine their beginnings
in the light of the endings, it would not be wrong to say, to vary T.S. Eliot’s
memorable assertion, that ‘in my ending is my beginning’. Endings determine
the form of the story, the direction it would take in order to lend an experience,
coherence and intelligibility. Formiswhat makesastory easily understandable.
Form ‘concludes’ it even as the experience aways remains unlimited.

This is why endings are not closures, for closures involve shutting off of
experience, sealing it as it were. On the other hand, endings are only turning
pointsin the flow of experience. Closures come when the subject is exhausted,
endings when the subject revealsitsinexhaustibility. In Kafka's‘TheTrial’ the
herois‘tootired to survey all the conclusionsarising fromthestory...”. Inquite
afew other stories, too, the ending is open, leading to endless possibilities.

Unlike closures, endings provide a resolution of experience, both in artistic and
thematic terms. Endings areinvitationsto further exploration even when they do
not seem to say so. Thisistheir deceptive power and their amazing hold on the
reader’s imagination.

3.5.1 Surpriseendings

There are as many kinds of endings asthere are short stories and novels, and the
possibilitiesarerich and suggestive. Short stories are noted for their compactness,
restricted compass and concentrated effects. Consequently, their endingswill be
determined by both the nature of the material (an event, a moment, a brief
illumination, to mention afew instances), and the manner in which it is treated.
Being a complex form of writing, embracing many narrative types, it would be
wrong to make generalizations about endings in stories, but a few familiar
examplesmay begivento show their scope and limitation. Our reading experience
itself would give us an idea of the types of endingsin stories. There are action
stories, atmosphere stories, formula stories and many other intermediate types
of stories—each with an appropriate ending. Many of the stories in R.K.
Narayan's Lawley Road, may have no perceptible endings and yet we find them
dependent upon some kind of a conclusion.

In such a story, the reading experience is built in the following way: while our
expectationsfluctuate with the unfolding of the plot, asituation that no onewould
have expected in the normal course does occur, and surprisesus. Such an ending
isunigue in as much asit is not foreseen in the plot, even though it stays within
the range of probability: it is single because once the ending occurs we begin to
wonder whether it was not aslight gesture, asingle hint, asudden discourse, that
might have caused our surprise.

In this connection, we could examine at some length O’ Henry’s well-known
story, ‘ The Gift of theMagi’. Thisstory islikeariddlein which our expectations
are built up in acertain direction. We watch both husband and wife parting with
thelr most precious possessionsin order to givefitting giftsto each other. But at
the moment of giving, they discover that the gifts have no value since they would
be of little use to either. Our initial reaction is one of being tricked. But only
later do weredlize the pathos of the situation. By reversing our expectations, we
acquire more insight into the working of the human mind and the futility of its
sentimental concerns.



Maupassant’s story, ‘ The Diamond Necklace', provides another evidence of a
surprise ending accompanied by asudden reversal of our expectations. Asinthe
O'Henry story, we are brought face to face with ahuman situation. Thefact that
the origina necklaceturnsout to be afake, whereasthe replaced oneisof genuine
diamonds, adds to the irony of the situation.

3.5.2 Endingin formula stories

Formula stories have long enjoyed popularity and critical recognition; but the
kind we get to read today demand a minimum of intellectual effort to grasp
them. All such storiesend on the right note; the girl marries her dream lover, the
adventurer finds his treasure and poetic justice never fails.

This class of storieswould not be worth critical attention were it not for the fact
that amajority of readersarefamiliar with these. These storiesappear in magazines
and other popular journals, and work to a neat formula or a readymade pattern.
They reflect the reader’s own fantasies projected outside. Neither their endings
nor the climax of moods and premonitionsis surprising in the true sense. Their
endings are simply in full accord with our collective desires and sentiments.
Every writer of television serials knows this and makes maximum use of the
reader’s susceptibilities. What makesthem appealing istheir utter predictability.

To write such stories requires a sharp perception of the reader’s psychology, as
well as familiarity with the kind of language which embodies our fantasies. A
well-defined scheme of ideas and attitudes constitutes the ‘plot’ of the formula
stories. They invite our identification with one or agroup of characters (witness
our response to the television creations). The narrative, by placing obstacles
between desire and eventual fulfillment, makes anticipation of theend, anendin
itself. It is by keeping this anticipation alive that formula stories succeed in a
large measure. In formula stories, particularly the soap operas which we see on
our television screens, theendingsare stretched over aperiod of timeso asto leave
room for complications. Once the endings come, order isrestored and our desire
satisfied. A formula story appeals to our desire for order and wholeness, but it
attracts more readers than other kinds of stories do, precisely because obstacles
are removed, no matter what happens, and just deserts are meted out. Thisis
why these stories have the widest possible audience among uninitiated readers.

Check Your Progress 3

1) Write anote on surprise and formula endings

(Check your answer with the one given at the end of this Unit.)

3.6 SUMMING UP

To recapitul ate;

e Theimportance of an opening liesinitscapacity to arousethereader’sinterest
and curiosity immediately.

Sructure of Material
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e Climax is a happening of heightened intensity and leads to a resolution.
This needs to be convincing to make the experience self-sustaining.

e Theendings in formula stories are a projection of the reader’s desires and
fantasies and are in the form of poetic justice— hence predictable.

3.7 ANSWERSTO CHECK YOUR PROGRESS

Check Your Progress 1

i) Experience, observation and imagination. Unfortunately imagination alone
iscommissioned to substitute for experience and observation. Thisinvariably
leads to shallow writing.

i) Hints: Write about something that really happened. If that is not possible,
then recall some similar incident that you must have heard about. Providing
precise details would show your powers of observation.

Check Your Progress 2

i)  Buildupyour answer using thefollowing words: crisis, culmination, conflict,
resolution.

i) Theapology made by Michael Scott isnot accepted. Now develop adifferent
approach.

Check Your Progress 3

i) Insurprise endings the story ends unexpectedly and no clueis given earlier
on. However such endings are entirely within the range of possibility.
Formulaendings end on a predictabl e note and the readers get an impression
of poetic justice having been meted out.
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40 AIMSAND OBJECTIVES

InthisUnit, youwill learn theimportance of readability asthe ultimate objective
of all successful writing. By the end of this unit you will learn that:

you should make your openings and endings as dramatic and interesting as
possible.

in order to capture and sustain your reader’s interest, you may also use
ambiguity and suspense.

askilful use of little details may also help you to lend an aura of credibility
to your writing.

you should avoid using complex sentences and heavy diction, since stilted
language invariably hurts readability.

4.1 INTRODUCTION

As a creative writer, you should employ every possible device to make your
writing readable. You may recall what Lewis Carroll makes Alice say in the
course of her adventures in the Wonderland:

‘What is the use of a book without pictures or conversations?

WEell, thiscasual remark of alittlegirl seemsto sumupideally theroleof ‘ pictures
(i.e., images and symbols) and ‘ conversation’ (i.e., dialogues and monologues)
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inany form of creative writing. These are the ingredients that enable awriter to
seize and hold his reader’s attention.

It isimportant that you keep up the reader’sinterest from beginning to end. It's
like keeping the fire burning—ypoking, pushing the wood into asteady flame. In
other words, each part of your writing must hold on its own—each para, nay,
each sentence. Thisisthe mark of a successful writer. If you let the reader’s
interest flag at any point, your writing will fall apart, theillusion will break, and
your reader may turn to something else. A successful writer, therefore, should
bring into play all hissenses. Let the reader feel asthough heis participating in
an exciting experience. Thiswas Joseph Conrad’s main credo as awriter:

My task which | am trying to achieveis, by the power of the written word, to
make you hear, to make you feel—it is above al, to make you see.

If you can make your reader see and hear what you are writing, you would ensure
readability—and credibility. You would then be able to carry your reader along
asif he were your fellow-traveller. He will then follow you all the way not so
much interested in what you are saying but in just enjoying your company. ‘To
read awriter for me,” says Andre Gide, ‘is not merely to get an idea of what he
says, but to go off, with him, and travel inhiscompany....” (Andre Gide: Pretexts-
‘Third Imaginary Interveiw’)

4.2 READABILITY—AWRITER'SULTIMATE
GOAL

Let’s now examine the concept of readability in the context of creative writing.
If ashort-story writer, a playwright, afeature-writer or a poet, cannot arrest his
reader’s interest and sustain it till the end, he has obvioudly failed. ‘Of all the
needs a book has, the chief need is that it be readable’, observes Anthony
Trollope—although paradoxically, his own fiction and miscellaneous writings
fall short of thisideal. His writing was often too thin, and he let his reader’s
interest wander away from the central theme. How very rightly has Emerson
stressed the need to keep your reader under your constant spell. ‘Books take
their place,’” he says, ‘according to their specific gravity as surely as potatoes in
atub.” So you should always remember that, in order to turn out anything really
readable, you must have something exciting to say—mnot just a vague idea, a
half-baked character, anebulous scene. A story that hasn't yet taken any concrete
shapeinthewriter’smind can never work out successfully. No wonder, if astory
or apoem is called an artifact, it's because it's always skillfully structured, as a
product of ‘ human workmanship’.

4.2.1 Choice of a Situation

Situations play an important role in ensuring readability. A situation isto astory
what flour isto bread. Itisnot only the substance of the ‘ stories’ of short stories
and novels but also the stuff of poetry. One of the earliest poetic outbursts came
out of the situation of the sage Valmiki accidentally seeing a hunter kill a bird,
letting its spouse suffer the pangs of separation. Epics of al languages have a
situation of grave importance as their subject matter, and each epic contains a
multiplicity of situations



Inthe centuriesof creativewriting inal parts of theworld, aimost al experiences
possible to man have been written about. Although formal writing, until about
five hundred years ago, was mostly about larger-than-life men and women, gods
and goddesses, alongside therewas al so creative writing dealing with the ordinary
and the lowly. Asamatter of fact, though the main characters of the epics and
classics of ancient timeswere gifted or specially blessed heroes and heroines, al
the works had accounts of numberless men and women who were very close to
ordinary life, amost like any of us today. Languages and cultures of great
sophistication laid down special rules for creating characters, and these
prescriptions continued to be followed for a fairly long time, and acted as a
restraint upon afree choice of situations. That apart, the culture of aland imposes
its own restraint on matters of speech and writing. Either consciously or
unconsciously, every Indian observes certain taboos, and these eliminate a few
more situations from creative writing. But in spite of these restraints, life in
India has an abundant variety of situations for an aspiring writer.

Any experience or memory can serve asasituation for creativewriting. Broadly
speaking, experiences can be grouped under two heads: happy or unhappy. In
creative writing, it so happens that some writers have a special leaning towards
the one or the other. There can be no value judgement on this selection because
astory, or anovel, or a poem, that springs from an unhappy situation need not
necessarily be a sorrowful or depressing experience. On the other hand, it can
takethereader directly to the heart of the human condition and givehimaglimpse
of truth. Happy situations convey a feeling of optimism and well-being, and
they are an invaluable asset to human imagination and fantasy. Happy situations
are, in asense, the more difficult of the two to handlein aliterary work of depth.

Situations can also be classified differently: childhood, adolescence, youth, middie
age, old age, senility; school, university, place of work; relationship with other
men, other women; informal groups and formal groups, weddings, other
celebrations, deaths and funerals; society as an amorphous mass or particular
representatives of the society; religion, in general, a particular god or deity or a
saint or holy place, personal religious experience which may range from ecstasy
to acute feelings of remorse or guilt; politics of the land with all the
ramifications—social, institutional and personal; law court, court buildings,
judges, clerksof thejudiciary, lawyers, witnesses, court cases, plaintiff, defendant,
accused, sentence, prison, different forms of punishment, execution; existential
situations, and situations provoking righteous indignation.

Situations can also be divided into two broad groups—human-interest situations,
and those needing interpretations.

4.2.2 Direct Experience

As already stated, in the first instance any situation is good enough for cregtive
elaboration. But it is best to choose only those which have directly affected the
author to some extent. It is only then that the necessary involvement to activate
the creative process can be generated. A single situation can be the seed for a
whole work of creative imagination. It is also possible to take up a chain of
interrelated or interconnected situations and weave them into a creative work.
The important thing is that the main situation chosen must have, in some
substantial manner, affected the writer. Only then will his writing acquire the
right of authenticity.

Ensuring Readability
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Whether we examinethework of Valmiki or Shakespeare, the great masterstook
up stories which were aready popular or had been recorded in some form or
another. They took up an ordinary story and transformed it into awork of art by
treating the subject with their vision. Ancient epics contain a large number of
situations and deal with avariety of relationships and human feelings. They are
ambitious works by exceptionally gifted and skilled men. It is unfortunate that
we know so little of the time the epics write about, even more unfortunate that
we know so little about the authors, their apprenticeship, and the experiences
that shaped their art. Yet, although they might have taken up ready-made
situations, they transformed such storieswith their personalities—behind which
lay alifetime of intense living, feeling and thinking.

In creative writing, it is good to be ambitious, but one should also be realistic
about one's own capability, potential and limitations. There are numerous
accounts of how the writers of the 17", 18" and 19™ centuries wrote their
masterpieces. A main characteristic of the writings of these centuriesis that the
first creations of awriter have generally drawn heavily from actual experiences.
The first novel or the first stories are about himself, which is not bad in itself.
The writer then has greater control over hisor her material; he or she has plenty
to choosefrom; the degree of authenticity isalwayshigher. Childhood experiences
offer a bountiful treasure to any aspiring writer. Whether the childhood was a
happy one or not, is a matter of subjective judgment, but in any case the person
has quite a few significant things of his or her childhood to talk about, discuss,
reorder in hisor her imagination, and present in interesting, creative work.

4.2.3 Makeyour beginning interesting

It'salwaysadramatic beginning that makesyour writing readable. So you should
work out your beginnings as carefully as possible. Remember that your editor
or publisher is a very busy person, with piles of manuscripts waiting for his
verdict. Most probably, he may not have the timeto read through an entire piece
before making his decision. And you are not present in his officeto say: ‘ Please,
wait till you get to the third page—that’s where I’ve written something very
exciting.” Often, helooksthrough just thefirst two or three paragraphsto decide
whether he should read any further or not. So, if your opening hasn’t done it,
you have already lost the game. You will then get a politely phrased rejection
dlip: ‘ The editor thanks you for sending him your M S, but he regrets that he is
unableto useit.’ Itis, therefore, essential that you shape your beginnings with
discrimination. Let your opening sentence act asasort of curtain-raiser. Plunge
headlong into the thing itself, without beating about the bush. In order to learn
how to begin your writing, study carefully asmany opening paragraphsaspossible
of well-know writers—-feature-writers, story-writers, poets, etc.

Check Your Progress 1
Read the following examples closely:

1) Public speaking is a habit-forming activity, like coffee or tobacco; so many
have now got into the habit that at present there are more speakers than
listeners in our minds. (R.K. Narayan: ‘The Need for Silence’ from Next
Sunday)

i) 1 know thisisan odd story. | don’t understand it myself and if | set it down



in black and white it is only with afaint hope that when | have written it |
may get aclearer view of it......... (Somerset Maugham: ‘ The Kite')

1ii) Sir Hasan was surprised at the cordiality of the man’'s greeting as he looked
out from the ferry-boat which was carrying him ashore to Gibralter from the
steamer, (Mulk Raj Anand: * Appearance and Reality’)

Iv) | can smell violence in the air
like the lash of coming rain-
mass hatreds drifting grey across the moon

(Keki Daruwalla: *Ruminations’)

Which of the openings given above is the most dramatic—and which the least?
Write your comments in about a paragraph each.

(Check your answers with those given at the end of the Unit)

4.2.4 Ambiguity and suspense

Let’snow consider two cardinal principlesof readability, not only for asuccessful
opening but to ensure the sustained interest of the reader from the beginning to
the end.

First, we may consider ambiguity. What does it mean in this context? It just
impliesthat awriter shouldn’t give himself away completely in the course of his
writing, more particularly in the opening. If your reader has picked up ‘ thething
itself’ right at the start, why should he bother to read on till theend? It'slikea
detective story-writer who gives away the clueto the murder right in the beginning,
letting the reader in on the central mystery. On the other hand, a skillful writer
prefersto keep hisreader with all sorts of teasing ambiguities, riddles and traps.

And since ambiguity always generates suspense in the reader’s mind, he keeps
reading on and on. He pauses here and there to comprehend what an
understatement might have implied. Did the answer to a question carry three
meanings—or more? Did a character’s nod signify assent or disagreement? In
other words, asuccessful writer islike ayoung beautiful girl who never commits
herself to her boy-friend, but just leads him on with nods, hums, sighs, smiles
and mute whisperings. It's the same guessing game in courtship, asin crestive
writing.

4.2.5 Minutiae and Readability

An ingenious manipulation of detail isanother deviceto seizeand hold areader’s
interest. It's seldom the main theme that does it—the palpable story-line, the
central argument, the basic tenor. On the other hand, it's often the little details
that build up the reader’s interest by investing the writing with credibility. Saul
Bellow observesthat classicswill ‘interest usin a scene, in adiaogue, amood,
an insight, in language, in the character, in the revelation of a design....” And
such feats are often accomplished through a judicious handling of detail. This
strategy, however, should never be overdone; a writer must ensure that each

Ensuring Readability
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detail, in someway, relatesitself to the central vision of thewriter. Nothing hurts
readability more than irrelevance.

Thisis, for instance, how Arnost Lustig, a well-known Czechoslovakian story-
writer, describes his protagonist looking intently at a young woman, without
wasting asingle detail. Everything hereisgrist to the mill.

He narrowed his eyes and saw her clearly like the white summit of some
snow-capped mountain. Her brow was smooth, and her skin well-nigh
transparent; she had loosely flowing golden hair and an equally fair nape.
The violence with which her image kept returning to him frightened him.
(Arnost Lustig: * Stephen and Anne’)

Similarly, a writer should try to make the image of his characters come alive
through such details as their dress, the tonal modulations of their voice, their
gesticulations, etc. only then will the reader be able to conjure up the people
behind their words.

4.2.6 Language and Readability

One of the main impediments to easy readability is a language that is opaque
loaded with heavy latinised diction, and sentences that groan under involved
clauses. Such a style invariably turns the reader away. Even if a story has an
interesting plot, a feature-article an exciting subject, it will not come through
unlessitiswritten in alucid and forthright style. Thereisagreat deal of truthin
George Orwell’s observation that insincerity leads to artificial writing. On the
other hand honest feeling and intense imagination always seek expression in a
language that is unburdened with ornate diction or prolixity. ‘ The great enemy
of clear language,” says Orwell, “is insincerity. When there is a gap between
one's real and one’s declared aims, one turns, as it were instinctively, to long
words and exhausted idioms like a cuttle fish, squirting out ink’. (‘ Politics and
the English Language’ in Shooting an Elephant). And whenever awriter [apses
into insincere and ostentatious language, he aso loses the reader’s sympathy
and his attention. For instance, imagine someone condoling with afriend on his
mother’s death in such clichéd expressions as. * | have come with aheavy heart
to offer you my deepest condolences over your mother’stragic demise...” Such
aformal, stylized sharing of grief ismost likely to leave the bereaved party cold
and unmoved. On the other hand, oneislikely to touch a deep chord if one just
says: ‘| don’'t know what to say....this must have been aterrible blow to you. |
am only reminded of my own mother’s loss, two years ago....” And then let
silence take over and let the reader fill in the gap himself.

Check Your Progress 2
Read the following passage closely and answer the questions given at the end.

i) Mother died today. Or, may be, yesterday. | can’'t be sure. The telegram
fromtheHomesays: Your mother passed away. Funeral tomorrow. Deep
sympathy. Which leaves the matter doubtful; it could have been yesterday
(Albert Camus: The Outsider)

i) Itwas Sunday. Chance wasin the garden. He moved slowly, dragging the
green hose from one path to the next, carefully watching the flow of the



water. Very gently he let the stream touch every plant, every flower, every Ensuring Readability
branch of the garden. Plants were like people; they need care to live, to

survive their diseases, and to die peacefully.

(Jerzy Kosinski: Being There)

i) 1t had agloomy grandeur, but owed its character almost all to its noble shape
and to thefine architectural doors, as high asthose of grand frontages, which
leading into various rooms, repeated themselves on either side at intervals.
They were surmounted with old faded painted escutcheons, and here and
there in the spaces between them hung brown pictures, which | noted as
speciously bad, in battered and tarnished framesthat were yet more desirable
than the canvasses themselves.

(Henry James; The Aspern Papers)

Iv) ThePeruvian writer Mario Vargas Llosa has emerged as aformidable voice,
especially after thecritically renowned Aunt Julia and the Scriptwriter which
brokethrough the barriersof translatorial dilution, to establishitscredentials
asaveritabletour deforce. Llosa'snewest novel repeatsthefeat in spite of
the patently complex structure and style that constantly threaten to undermine
the cogency of the theme. (From a review of The Real Life of Alajandra
Mayta in The Indian Express)

v) An old woman grabs
hold of your sleeve
and tags along
she wants afifty paise coin.
(Arun Kolatkar: *An Old Woman’)

a) Which of the passages quoted above is most readable—and why? Write
your comments in one paragraph.

(Check your answers with those given at the end of the Unit)

4.3 DIALOGUESHELPTO ENSURE READABILITY

We have arough idea of what dramatic dialogue meansin adrama Thereisan
exchange of conversation between characters; the conversation is held in the 49
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present, but it embraces the past, and a so influences the future course of action.
The conversation is caused by some event or statement, by someoneinvolved in
the story and the situation. The dialogue is dramatic, because (a) it isrooted in
the situation ,(b) its substance affects the course of events, and (c) it revealsthe
personality of the speakers. In that sense, dramatic dialogue can be said to be a
product of the past, present and future of an event, a story, and the characters
involved in it.

Even outside the limits of drama, in different kinds of narratives, such as short
story, novel and narrative poetry, dialogue can play an important role by helping
a writer to dramatise ideas, incidents or crises. Dialogue is a useful artistic
deviceto give one’s narrative, pace and verisimilitude. Used skillfully, it brings
in the feeling of immediacy into the situation, creates the illusion that we are
actually witnessing ascene, hearing peopletak, getting involvedin the situation,
getting to know the characters better.

Let usseewhat all thismeans. Hereisadialogue from Graham Greene'sBrighton
Rock (which, if you haven't read, you must —aPenguin editioniseasily available):

Shesaid, ‘Pinkie, | got to tell you. | wanted to keep you from worrying — but
there’s got to be someone | don't have to lie to. That wasn't Mum, Pinkie.’
He came slowly up, watching her closely, judging. ‘Who was it?

‘It was that woman, The one who used to come to Snow’ s asking questions.’
‘What did she want?

‘ She wanted me to go away from here.’

‘Why?

‘Pinkie, she Knows.’

‘Why did you say it was your Mum?

‘| told you—I didn’t want you to worry.’

There are two persons in this dialogue. A girl, not very educated (‘I got to tell
you'), onthe defensive and also protective (‘| wanted to keep you fromworrying’),
ismaking a confession to aboy, who is her friend, perhaps her lover or husband.
Heisa soinvolved in something serious, perhaps criminal (‘ sheknows'), so that
the woman who used to come to Snow’s (the name of ateashop), wanted the girl
to leave Pinkie. Thereisadeception, followed by a confession, which however
is not taken lightly.

This piece of dialogue is dramatic in that it arises out of a situation and makes
the characters come alive. A woman comes to see the girl (Rose), awoman old
enough to look like her mother. She knows something, and the girl realizes that
the woman's knowledge would worry Pinkie. The woman also thinks that the
girl should leave the place, as the place and the company she is keeping, is bad,
perhaps dangerous. From this short extract, the reader can get an idea of the
central thrust in the story—foolish, protective love, some nasty incident in the
past, suspicion and accusation. Through the dialogue, we can identify the
characters, reach out to their past, and anticipate their future.

4.3.1 Dialoguesin Poetry

Let us take another example, this time from poetry, from Vikram Seth’s The
Golden Gate (Oxford University Press):



‘John....John, cam down, calm down, at least
Tell me what happened. Did you tease him?
‘Metease him? That freak climbed the bed
And urinated near my head

Enough’s enough! Liz, don’'t appease him.
Have the cat neutered. I1t'll cure

All his aggression, that’s for sure.’

When John's invective grows too torrid
(‘I'll cut them off myself’, et al.)

Liz exclaims, * John, don’t be so horrid.’
‘“Well, ship him off to Senega

Or somewhere—L iz, you' d better do it-
Or—mark my words—that cat will rueit.’
‘Oh, darling, don’t be so annoyed.’

‘What should | be then? Overjoyed?

‘Of course not, dear. I’'m very sorry.
Let’s change the sheets. He's twelve years old.
Hereally has aheart of gold.’

‘Il bet!” “Well, dear, try not to worry.
Asfor that other thing, that would

—At his age—do more harm than good.’

‘So what should | do—qgrin and bear it?
‘Make sure the bedroom door is locked.’

This is humorous dialogue (humorous for the reader, at least) between lovers.
The background is very clear. Thewoman’s cat has urinated on the bed to spite
the man; it's obvious that the cat hates him. The man can hardly contain his
anger, and proposes measures, violent and non-violent, to remove the cat menace.
It's also obviousthat hismistressisvery fond of the cat. The dialoguetellsusa
lot about the man’s temper, the woman’s amused coolness, and the cat’s
personality. One can seethat the cat isgoing to interfere seriously in the lovers
relationship.

Thedialogueisdramatic, not theleast because the author has handled the speech
sowell. One noticesthe speech rhythm—the short pauses, the exclamations, the
guestions, the use of parentheses, and the flow of John’s invectives. There are
other men, women, and cats in the story (which is in verse), and many other
dialogues, but the one quoted here, is the only possible dialogue which could
reveal the characters and the situation. It is the inevitability of the dialogue,
inevitable because of the situation and the characters, that makesit dramatic. If
narrated in the bland third person, the incident, which bears importantly on the
story, would have lost its immediacy and closeness to the reader.

4.3.2 Dialoguesin Drama

Let us now examine a piece of dramatic dialogue from drama. It's from John
Osborne's Look Back in Anger (Faber):

Ensuring Readability
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Cliff : (quietly). Don't let’s brawl, boy. 1t won't do any good.
Jmmy : Why don't we brawl? It'sthe only thing left I’ m any good at.
Cliff . (toAlison). You've let this genuflecting sin jobber win you

over, haven't you? She's got your back, hasn’t she?

Helena . Ohfor heaven's sake, don’t be such abully! You've no right
to talk about her mother like that!

Jmmy (Capable of anything now). I've got every right. That old
bitch should be dead!

(ToAlison). Well? Aren't | right? Cliff and Helena look at
Alison tensely, but she just gazes at her plate.
| said she's an old bitch, and should be dead! What's the
matter with you? Why don’t you leap to her defense!
Cliff gets up quickly, and takes hisarm.

Cliff Jmmy, don’t!
Jimmy pusheshim back savagely, and hesitsdown helplesdy,
turning his head away onto his hand.

Therearefour charactershere: Jimmy, Cliff, Helena, and the non-speaking Alison,
against whom and whose family Jimmy is ranting nastily. Thereisviolencein
theair (‘don’'t let’sbrawl, boy’), which finds expression in the language. Jimmy
is one of those angry young men, angry about religion, and angry about the
upper classes (besides many other things in life and society, although these do
not come up in this excerpt)—— both of which are represented by his wife's
family. Heisin aparticularly vile mood, and would like nothing better than an
explosion from either Alison or her upper class friend, Helena. Alison does not
respond to hisraving; Cliff triesto calm him down unsuccessfully; Helenaisn't
impressed; Jimmy is, therefore, all the more anxious to provoke them, so that
they do or say something to match hisinsanity. He pickson Alison’s mother and
in particularly coarse language, abusesher. Jimmy doesn’t quite succeed; instead
of anger, he has provoked indifference in Alison, and in Helena, contempt.
Throughout the play, the audience keeps asking. ‘What isit that immy istrying
to prove? The dialogue here, in that sense, isamirror of the play.

Dramatized writing isreally one way of achieving effects which could also have
been achieved by other modes of narration, except that it is a more direct, a
quicker way. It is a more direct way in that we see the characters living the
dramaof the moment, reacting to it, influencing its course, being shaped by what
is happening to them and to others. It isaquicker way, because with the images
and sounds of the language in their speech, the characters at once open up the
entireworld of experiences, ideas, and beliefsin which they arerooted. In their
speech they are sharing meanings and experiences, showing a community of
culture, or, when they fail to do so, pointing out the differences in the worlds
they livein—showing that such a contrast can underline human situationswhere
social, cultural or emotional communication is impossible.



Check your Progress—3
1)  What ismeant by dramatic dialogue?

(Check your answers with those given at the end of the Unit)

4.4 HOW TO CONCLUDE?

If you have learnt the importance of a dramatic opening in any form of writing,
you should aso learn how to finish off a piece—a feature article, a story or a
poem. In other words, your ending should be worked out with the same meticulous
care as your beginning. There are two types of endings; a closed and an open
ending.

A closed ending is the type of conclusion that attempts to round off a theme
neatly, leaving nothing to the reader’s imagination. It's like solving a
mathematical problem with authoritarian assertion. This sort of ending may
work sometimesin afeature article, abook-review, or an interview story, but it
never works in a short story or a poem. A tame ending often reads like this:
‘To sum up, therefore...”. ‘in brief....” Such conclusions sound too simplistic
and dogmatic. Take, for instance, thisconclusion from an articleon ‘Indiaat the
Crossroads':

To reiterate, therefore, it is necessary that India, while advancing
technologically, should not forsake its great spiritual heritage because her
destiny liesin maintaining a balance between science and morality, between
change and tradition...

On the other hand we have an open kind of ending. Thisis the kind of ending
that enhances readability because it respects the reader by inviting him to join
the creative process. Here the reader works almost as the writer’s collaborator
since he is free to imagine the story or the poem taking any shape after the
‘ending’, whichin fact, readslike the beginning of another story or apoem. One
may here quote T.S. Eliot's famous line: ‘In the end is my beginning’, since it
aptly seems to define the nature of a suggestive ending. Take, for instance, the
open ended conclusion of the story titled * Ariadne’ by the famous Russian story-
writer Chekhov;
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‘I"'m beginning to believe in spirits,” he called to me, looking back. ‘The
spirit of llarion seems to have uttered atrue prophecy. Oh, if only....’

The day after this meeting | left Yalta, and how Shamokhin’'s love affair
ended | don’t know.

4.5 SUMMING UP

In brief, this Unit has stressed the significance of readability as the cardinal
feature of every successful form of writing —afeature article, astory or a poem.
A writer should not only make his beginnings and endingsinteresting, but should
also use other devices to capture and sustain the reader’s interest — such as (@)
the use of suspense, (b) the use of little details, and ( ¢) simple and forthright
language, unencumbered with latinised diction and involved sentence structure.

46 ANSWERSTO CHECK YOUR PROGRESS

Check Your Progress 1
Hint:

Ask yourself where the author has “plunged headlong into the thing itself.” (I
would think its passage four).

Ask yourself which one of thefour passages soundsasif the author’sintroduction
will run on for awhile.

In my opinion passage one is the least dramatic. Your answers may differ from
mine.

Check Your Progress 2

a) See in which passage the writers' personal involvement shows through. |
would say (i) ismost readable and also (v).

b) Start off with breaking up the complex sentences, substituting simpler words
for thedifficult ones. For example take the last sentencefrom (iii). Break it
up into three shorter sentences thus:

1) Thefrontages had old family crests hung above them.

i) Between the crests were hung badly painted and faded brown pictures
in battered and tarnished frames.

iii) Yet these frames were more attractive than the paintings themselves.
Now do the same for the rest of the sentences.
Check Your Progress 3

i) Dramatic dialogue refers to dramatization of ideas, moods, feelings and
opinionsin the form of conversation between charactersin aliterary work.

i) Dialogues become dramatic only when their substance is rooted in the
situations which give rise to them. They reveal the personalities of the
speakers and influence the future action in the plot. In that sense they
contribute to the readability of a piece.



