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Premchand or ‘The Portrait S
of a Lady’ by Khushwant Singh.

Try writing on the same

themes and see how the
stories turn out.

(Many accomplished authors have followed
this method in their formative years)
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Story writers use their observations of the
world around them as their raw material.

So far, you have written many creative
pieces for your portfolio. Keeping in view
your experience of writing, attempt a
creative piece on the process of writing.
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The titles of the pictures given
above can be used as titles of
stories as well. Similarly, can
you think of a title for a story
on water? Once you decide
the title, write a short story
on ‘Water.’
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Dialogues form a very important part of a short
story. Read the following dialogue between two
girls. Now, imagine a world where animals and
birds can talk. Write a short story with birds and

animals as characters and use the given dialogue
in their conversation.

Meena: | got this book with great difficulty
and now you have taken it away?

Sheena: Why should you always get to read
every book first?

Meena: Because | know how to read.
Sheena: Well, | too can read.
Meena: Oh, can you? Go ahead and read!

Sheena: There is a computer. There are two
children watching some cartoons.

Meena: Hey! How did you read that? You
couldn’t read the book yesterday!

Sheena: That's because there are pictures in this
book. | guessed what was written!
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|
Everest ice core to study |
climate change b
May 21, 2013 | PTI B
Scientists have obtained the longest
ice core ever from the Mount Everest, |
. 1 e
measuring 142 metres, along with two i
1

other samples to aid in the study of
climate change and provide new insight ~ §*
into global warming.

During the expedition that lasted more

than a month, scientists drilled the

ice cores at a mountain pass near the

East Rongbuk glacier, which covers

the north collar of Everest, said Kang |
Shichang, an expedition leader.

What happens to those planteq saplings?

SAYE YOUR ENVIRONMENT
LIYE IN PERCE

PN O VMO M0 Nere | T

Chennai, May 25, 2013

‘]i?t;/]lronment groups are going to town
i bplant—a—sapling campaigns. Apd
Tybody seems to have joined ip. From

is al'l it takes to have someone
sapling at your doorstep, free-of-cost

But, i

Ofte,n t‘l(ljeAsad t’rut}} 18 that the initiative

g ries up mid-way, [n the absence
care and Wwatering, many saplings Wither and

Understanding
Creativity

» Look at the given collage.
Some pictures and news items
may have caught your attention.

» Attempt a creative piece — a
poem or short story on any one

of these.

die much befor,
¢ they could grov ;
: w
sturdy and Imposing treeg, s Fe

Tha{lkfully, certain NGQOg residents’
welfare associations apd {ndividelxr;tls
?hrzsen:wrtaking action: they adopf
gl lap Ings, see them through the

nitial years apq try to help

ﬂlelll n other ways, When they have
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Like butterflies in spring
Poetry awakens
the spirit,
Stirs the imagination
and explores

The possibilities with
each stroke of its
rhythmic wings.

— Jamie Lynn Morris

i

W R G T AR ST A -

[. An Idea and Its Development

When you are standing alone on a mountain staring
at millions of stars in the middle of the night or are
observing something as small as ants carrying specs of
sugar tirelessly one by one rhythmically, or if your friend
has hurt you, the experience makes you pause and reflect
amidst everyday activity. There is some murmuring at first
and then some kind of knocking at one’s consciousness
deep within, as if seeking some outlet for expression. The
sound, the feeling, the pain or the joy demands attention
and articulation. This is where the seed of the “urge to
express creatively” lies. Many a time we suppress, ignore
or dismiss these experiences. If one pauses and meditates
upon such an experience, it begins to take shape. The
sounds acquire a rhythm and the process of creative
expression may trigger off at this moment.

The desire to express, to communicate, takes over!
But then, one may ask, how does one express oneself?
The nature of the experience usually becomes the nature
of expression. If the medium of expression is to be “words”
and the expression finds itself in narrating a sequence
of events, usually a story is born in which characters
emerge; a description of the experience or the scene,
felt or imagined, can become an essay or a report. But it
becomes a poem if the nature of the experience, in a way,
is more like a revelation or an insight. The flow of emotion
felt at this time finds expression through some rhythm,
not necessarily through the use of any rhyme scheme or
specific form of poetry. ‘Inspiration’ takes over and you
may write a line or two around which the poem grows.
This is your own specific experience and your authentic
perception of it will be unique, as unique as you are! The
style and form most appropriate for one’s expression
generally manifests itself during the very process of
writing. In this unit we will discuss about poetry and
short story writing.



I1. Writing Poetry

Poetry is when an emotion has
found its thought and the thought
has found word.

— Robert Frost

Poetry has been intrinsic in our oral
tradition for long and all our folk songs
were sung/recited before they were written.
The question is what makes a poet write.

In Letters to a Young Poet, the poet
Rainer Maria Rilke, offers deep insights
into this question. To begin with, in the
most silent hour of the night, he says, ask
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yourself: must I write? If you want to write
a poem, then try to say what you see and
feel and love and lose.

This may sound very simple but we
must understand that we fail to write good
poetry because we do not attend to our
experiences honestly and genuinely. First,
we may not be able to sensitively feel or
really explore the truth of a situation, and
if we do, we hasten to distract ourselves.
We need to stay with the experience to
recognise what truly stirs one’s heart
or mind. One must listen, feel, see and
perceive, and identify.

Writing a poem is all about observing
the world within you and also around
you. You can write about anything from
describing an emotion to the concerns

Valmiki, known as the first poet in Sanskrit, recited the following shloka on the separation of
the Kronch couple. This is also known as the first shloka in Sanskrit poetry.
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SUBRAMANIA BHARAT!
1882 -1921

A tribute in philately to
Subramania Bharati

“Poetry is an echo,
asking a shadow
to dance.”

— Carl Sandburg

A portrait of P.B. Shelley

about the environment. Write down your thoughts as
they come to you.

Sometimes it is just an image. It could be a hurt, an
experience of beauty or may be a thought or an idea that
might inspire one to write. In other words, one is stirred or
moved into saying something, which ordinary expression
may not be able to communicate. The same stimulus
can stir the emotions of different people at different
times; therefore, the renderings also vary. For example,
Subramania Bharati and P.B. Shelley have both written
poems on the subject ‘Wind’. See how their inspiration
has taken form.

Read the following excerpt from the poem Wind’
by Subramania Bharati translated from Tamil by
A.K. Ramanujan.

Wind, come softly.

Don’t break the shutters of the windows.

Don’t scatter the papers.

Don’t throw down the books on the shelf.

There, look what you did — you threw them all down.
You tore the pages of the books.

You brought rain again ...

Subramania Bharati has percieved wind as a
destructive force when it blows strongly and causes harm.
The same wind can be turned into a friend if we become
as strong as the wind, according to the poet.

In the poem ‘Ode to the West Wind’, P.B. Shelley
sees the wind as a powerful force that functions as both
destroyer and preserver. He appreciates the fact that the
wind which is a harbinger of autumn, also heralds the
spring and the beauty and rebirth associated with it.
Here is an excerpt—

O wild West Wind, thou breath of Autumn’s being,
Thou, from whose unseen presence the leaves dead

Are driven, like ghosts from an enchanter fleeing, ...

Wild Spirit, which art moving everywhere;

Destroyer and preserver; hear, O hear!
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Shelley has also recorded how he was inspired to
write the poem. mm,?wéuﬁmfmﬂ

The poem was conceived and chiefly written in a wood that
skirts the Arno, near Florence, on a day when that tempestuous
wind, whose temperature is at once mild and animating, was
collecting the vapours to pour down the autumnal rains.
They begin, as | foresaw, at sunset, with a violent tempest
of hail and rain, attended by that magnificent thunder and
lightning peculiar to the Cisalpine regions.
— Shelley, 239

Similarly you will find that ‘Autumn’ has been the
subject for many poets. For example, John Keats’ poem
‘Ode to Autumn’ and Sarojini Naidu’s ‘On Autumn’ have
been developed in accordance with the poets’ perception
of the things around them.

Read poems written on the same topic/theme by different poets

d add them t tfolio.
ana.a €m to your portiolio A draft of John Keats’

‘Ode to Autumn’

A poem may be born out of an idea or just a line that
suddenly occurs to you. That is what is usually called
inspiration. Once you have that beginning, you need to
flesh it out and build the rest of the poem around it. If you
want to write about a specific object or idea, write down
all the words and phrases that come to your mind when
you think of the object or idea. Allow yourself to put all
your thoughts into words. Write them down as quickly
as possible and when you’re done, go through the list
and look for connections and images that will aid your
creativity.

According to John Keats, ‘The poetry of the earth is
never dead’. Pay attention to the world around you—what
you see, hear, taste, smell or feel. Use your imagination,
your own way of looking at things and write. There is an
abundance of ideas around us.

Sarojini Naidu

See Tfafafar/Activity 1 on Page 10 | India’s nightingale
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The poet Emily Dickinson

said,

“There’s a deep meaning
to a poem that really stays
in your head and keeps you
thinking, some quality to it

that keeps you waiting to
return to it, to read it over
and over again, like hearing
a song. Every time you read
it, the words are somehow

still new and somehow
still able to call up to that
deep feeling.”

“Poetry is the
rhythmical creation of
beauty in words.”

— Edgar Allan Poe
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Japanese poet Bashoé —
A master of haiku

SrJAN—II

Words as a Medium of Poetry

It’s been said that if a novel is “words in the best order,”
then a poem is “the best words in the best order.” Words
are like a jigsaw puzzle. While writing a poem you will
find that some words fit and some don’t. Choose your
words carefully as the differences between similar
meaning words or synonyms can lead to interesting
word play. Use only those words that are necessary;
those that enhance the meaning of the poem.

Words acquire a strange power in a poem. Each
word, if carefully chosen, presents the sense, the colour
and the feel of the experience. While a poem may leave
one wonder-struck with insights otherwise inaccessible,
strangely, the experience presented also appears familiar!

The Japanese poet Basho composed the following
Gloss Haiku during the planting season, when he heard
the field workers singing as they planted rice in their
fields he wrote:

beginnings of Poetry—
the rice planting songs
of the interior
(Translated by Shirane)

You too must have observed farmers singing folk
songs while working in the fields. The same ethos has
been captured by Basho.

There is something about poetry that seems in-
definable but attractive and almost magical in the way
it affects us. A good poem functions at multiple levels
of meaning and experience. While there may be surface
meanings, the poem also yields meanings that lie beneath
the literal meaning.

In our folk heritage many songs and poems have
been written that express the sentiments of the people.
The following song expresses the people’s desire to save
trees. This is the song that travels through the valleys
of Garhwal, beyond the legendary villages of Reni and
Lata in Henwalghati, the place where the first epic
Chipko (Hug the Trees) Movement was born.



Maatu hamru, paani hamru,
hamra hi chhan yi baun bhi...
Pitron na lagai baun,
hamunahi ta bachon bhi

Soil ours, water ours,
ours are these forests.
Our forefathers raised them,
it’s we who must protect them.

How do words in a poem acquire
power or magic?

As the Konkani poet, M. L. Sardesai puts it:
“Poetry is born when words start dancing.”
Words, when strung together in the form
of poetry, acquire life and dynamism. They
present visuals in the form of images, make
music through rhyme and rhythm and
yield sense in a variety of ways. As infants,
we are brought up on simple jingles and
nursery rhymes such as — “Machli jal ki
rani hai, jeevan uska pani hai, haath lagao
dar jayegi, bahar nikalo mar jayegi” or
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“Ba ba black sheep, have you any wool, yes
sir, yes sir, three bags full ...”. We respond
to all those rhymes and lullabies easily and
cheerfully even if we do not understand
them. Such rhymes and rhythms come
as naturally to all of us as the chirping of
the birds or the whistling of the breeze. It
is as if there is a poet in each one of us.

If we are willing to respond to life-
experiences sensitively and with alertness,
the sense of wonder in us remains as
alive as that of a child. Life has endless
possibilities from within and without, in
relating to the other and to one’s own self!

Writing poetry is one of the ways of
exploring the world around you. You
will notice that a poem does not lead to
any finality of meaning, nor does it offer
merely one single meaning. Words and
expressions are used in such a way that

Nature inspires many
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they are open to varied meanings. General
ambiguity of expression is considered to
be a flaw, however in poetry and in some
prose forms it is used as a literary device.
These layers of meanings lend a scope for
multiple interpretations. This is not to say
that a poem becomes a riddle. In fact, it
opens up varied dimensions of the same
experience to varied minds in presenting
multiple shades of meaning.

To be able to create such a poem,
it is helpful to build up a rich resource
of vocabulary along with studying the
etymology (origin and history) and usage
of as many words as possible. Familiarity
with words gradually leads to a deeper
bonding with them; one learns to play with
them, juggle them and sometimes even give
them new meanings through skillful and
creative usage. Jibanananda Das’s ‘Windy
Night is one such example. In this poem,
the poet has used words and expressions
that are commonly used by everyone. He
has strung them into a poem. Here is an
excerpt.

Last night it was an intensely windy
night—a night of countless stars;
An expansive wind played around my
mosquito net;
At times billowing it like the belly of a
monsoon sea,
At times tearing it off the bed as if to
cast to the stars;
Sometimes I felt—may be in half-sleep—
that there was no net on my bed,
That it was drifting like a white heron
in an ocean of blue winds alongside
the Swati star.
It was such a wonderful night, last
night— ...
(Translated from Bangla by
Faizul Latif Chowdhary)
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Look at the picture. What do you see in it?

» Give it a name (noun).

» Write two describing words (adjectives)
related to it in line 2.

» Write three action words (verbs with - ing)
related to it in line 3.

» Write two more describing words
(adjectives) related to it in line 4.

» In line 5 write a word with a meaning
similar to the word given in line 1 (synonym).

Now you have a short poem. This is a
‘Cinquain’ poem (cinquain means ‘five” in
French). You can write more poems of this
type and add them to your portfolio. You
may change the sequence.



Devices Used in Writing Poetry

Poets use some figures of speech frequently
to make their poems more effective. For
instance, metaphors are extremely useful
in poetry. They evoke a sense of many
meanings and sometimes also present
a concrete visual experience to express
abstract ideas; for example, the expression
“silent as stone” or “fierce as tiger”. Such
expressions help in condensing language.
A metaphor in itself stands for something
else. Also, the whole poem could be a
metaphor to represent a certain experience
or feeling. In the following poem ‘Fog’, Carl
Sandburg compares the fog to a cat. The
poem is an example of a long metaphor.
A metaphor campares two things by
transfering a feature of one thing to
the other.

The fog comes
on little cat feet. \.;
It sits looking
over the harbour and city

on silent haunches
and then moves on.

Similes too help in adding meaning to
a poem, if used skillfully. Love, happiness,
hate etc., are all abstract concepts. While
writing poetry you can use concrete images
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to describe abstract emotions, and also
describe them vividly. For example, Robert
Burn’s well-known simile comparing
love to “a red, red rose” describes the
sentiment it evokes through the richness
of the image used.

Images, whether as metaphors, similes
or literally as images, are very useful since
they help in visualising thought or emotion
in a poem. Images have a photographic
power in representing reality. While it is
important to consciously avoid cliché (oft-
repeated) images, we must understand
that it is through effective use of imagery
that a distinct atmosphere and mood can
be created. For a new world to be created
in a poem, fresh imagery has to be used.

Poets also use irony to evolve
“meaning between the lines”. In that the
poet skillfully uses language to create
an effect that might mean the opposite
of what may be expected. For instance,
the famous lines from S.T. Coleridge’s
poem ‘The Ancient Mariner—Water, water
everywhere,/Not a drop to drink. The
first line produces an expectation quite
contrary to the second line! Such use
of language can be developed through
practice. Such a felicity of expression can
also be acquired by reading a lot of poetry.
The originality evolves from making a
conscious effort in avoiding images, words
and expressions that are commonplace.
Finally indeed, it is the thematic content
and intent, which ultimately dictate the use
of certain devices for their articulation.

The beauty of a poem sometimes comes
from the symbols woven into it. Again,
symbols too must be new and refreshing.
The pleasure they yield depends on how
they are used. See how Rabindranath
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Tagore uses the symbol in the poem
‘Golden Boat'.
No room, no room, the boat is too small.
Loaded with my gold paddy, the boat is
full.
Across the rain-sky clouds heave to and
fro,
On the bare river-bank, I remain alone—
What I had has gone: the golden boat
took it all.

A painting by Rabindranath Tagore

The golden boat is a metaphor for the
ephemeral nature of life and achievement.
Nothingis permanent, neither our achieve-
ments nor our conditions or fates.

You will find that in an allegorical
poem a lot of symbols are used. The
allegorical form is popular because it
allows meanings to be flexible and
somewhat free.

Adrienne Rich’s poem ‘The Trees’ is
one such example. The poet is suggesting
that plants and trees are used in the
interiors of homes in cities while forests
are cut down. Imprisoned in these
houses, the trees need to come out.
Read the excerpt,

.. All night the roots work to disengage
themselves from the cracks in the
veranda floor.

The leaves strain toward the glass
Small twigs stiff with exertion

Long-cramped boughs shuffling under
the roof

Half-dazed, moving to the clinic doors ...



Personification is another poetic
device wherein human-like qualities are
given to inanimate objects. In the following
lines ‘dandelions’ are given the qualities of
young people—

Some young and saucy dandelions

Stood laughing in the sun;

They were brimming full of happiness,

And running over with fun ...

Alliteration and rhyme lend rhythm
to the poem. Alliteration is the use of
similar sounding words. This enhances
the musical quality of the poem as well
as lays emphasis on the idea. Here is an
example of both alliteration and rhyme
from Ogden Nash’s poem ‘The Tale of
Custard the Dragon’—

Belinda was as brave as a barrel full of
bears

And Ink and Blink chased lions down
the stairs,

Mustard was as brave as a tiger in a rage,

But Custard cried for a nice safe cage ...

Underline the words that are used for
alliteration and as rhyming words. The rhyme
scheme is presented as a-a-b-b. It changes

as per the use of words.

Be careful not to allow the rhyme to
cover your message or even change it. A
good thesaurus will help you chose the
right word.

Writing a poem is not only about
receiving new experiences or being open
to new ideas, but it also requires the ability
to nourish them. You can keep noting
down ideas in your diary. According to
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Writing as an Exercise in Flow

Sylvia Plath would everyday no matter what,
as soon as breakfast was over and no matter
where she was in the world, sit down with
her notebook and just start to write—about
absolutely anything at all.

As she explains, this was NOT in order
to create a wondrous new poem,
but ONLY in order to keep the channels open,
keep in the flow.

It wasn't about practising either, but simply an
exercise in FLOW—and she was very adamant
about doing this, put it before many others if not
all other things because she considered it so very
important because if a good idea came along or
an insight at any time of the day which was to
come afterwards, the channels would be open
and a super poem would just simply glide out
and through and become, there and then.

So she would write about anything whatsoever,
no holds barred—a shadow on the windowsill, a
bit of lettuce, an old mushroom she’d found on
a walk and brought back to her room. About the
table cloth, about her hands, about a little pool
of light on the carpet or about her feelings of
having nothing whatsoever new to say—and just
let it go from there for her “morning exercise”—
no expectations of it other than knowing the ACT
of doing it was what did the trick.

Sylvia Plath, an American poet, one must
keep writing regularly as an exercise in
“flow”: What may seem spontaneous is
actually the result of emotional, intellectual
and linguistic resources built over time,
which comes with regular reading and the
desire to express oneself.
“Poetry is the music of the soul, and,
above all, of great and feeling souls.”
— Voltaire
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One of the best ways of seeing whether
the poem is reading well or not is to read
the poem aloud after having written it.
Philip Larkin, the English poet, stressed
on the importance of the auditory aspect
of poetry when in an interview he said, on
reading the poem “the reader should ‘hear’
it just as clearly as if you were in the room
saying it to him”. The sound of the words
always adds an inner meaning to the
poem. Earlier, we talked about how words
‘dance’. In fact, they also make music!
Words, then, have to be carefully chosen
to suit the mood, atmosphere and tone
of the poem being written. Alliteration,
repetition and assonance too are devices
used to enhance the music of the poem.
Here is a poem about ‘Rain’ by Bruce
Lansky. The poet has used what is called
“onomatopoeia”, i.e., when the sound of
the word itself projects its meaning.

Drip Drop
Drip drop, drip drop,
Darned rain won’t stop.

Dropping on my window pane,

it is driving me insane.

Poetry is not just about an individual
situation but is also a tool/medium to
creatively explore socio-political dynamics.
In his poem ‘Old Womanr’, Arun Kolatkar

narrates a tourist’s encounter with an old
woman. Though one expects the young
man to have more authority, it is the old
beggar whose will prevails. The poem
forces one to rethink how we perceive
those who aren’t as privileged as us.

When you hear her say,
‘What else can an old woman do
on hills as wretched as these?’

You look right at the sky.
Clear through the bullet holes
she has for her eyes.

And as you look on,
the cracks that begin around her
eyes spread beyond her skin.

And the hills crack.
And the temples crack,
And the sky falls

With a plate-glass clatter
Around the shatterproof crone
who stands alone

And you are reduced
to so much small change
in her hand.

Did you observe how the poet is able
to create a visual image of the old woman?
It is no wonder that poetry is described
as painting with words.

Spanish poet Pablo Neruda too
explores the beauty and wonder in
everyday objects that we often tend to
overlook. ‘Odes to Common Things’ is
a collection of poems that was written
toward the end of Neruda’s life. In these
poems common things like a table, a
chair, flowers, socks, and even soap are
transformed and elevated to metaphors
and vehicles for greater questions.
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Given below is an excerpt form ‘Ode to a Soap’
by Pablo Neruda.

This is what

you are,

soap: you are pure delight,

the passing fragrance

that slithers

and sinks like a

blind fish

to the bottom of the bathtub ...

Talking about subjective poetry, one thinks of an elegy, which is reflective and sad, written in
memory of someone who has passed away. There are many such poems in English literature.
For instance, the famous English poet, Alfred Tennyson’s poem ‘In Memorium A.H.H.’,
or John Milton’s poem ‘Lysidas’, or even the American poet, Walt Whitman'’s poem
‘O Captain, O Captain!’ to name a few. An idyll, on the other hand, is a rather idealised
presentation of the countryside, like a pastoral song written in appreciation of the harmony and
peace of the non-city environs and landscape. Sonnet is a lyric poem of fourteen lines with a
rhyme scheme. Shakespeare’s sonnets written for “a dark lady” are also well known.

You can write the poem in any way you like and it may be categorised as a ballad, sonnet,
dramatic monologue etc. While a ballad narrates a story with a repeated refrain and is
self-contained, a dramatic monologue is a type of poem, spoken as though to a listener.
An epic too is a serious long poem that narrates the story about a heroic figure.

The most well known Indian examples of epics are the Mahabharata and the
Ramayana. Chorus also comes in the category of poetry.

Haiku is a form of poetry which originated in Japan and has become popular worldwide. Written in
3 unrhymed lines, known for its condensed form and poignant images, haikus are now written
in many languages, in India and many other countries. The popularity of another essentially non-
English form, the ghazal, too, must be mentioned here. This lyrical form emerged from Urdu and
Persian, has five to fifteen couplets and is usually connected with themes of love and separation.
One of the most well known Urdu poets who wrote ghazals is Mirza Ghalib.

In Hindi the traditional forms of poetry have been doha and pada.

Here is an example of a doha.
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Then, there is also poetry that is
playful and amusing, where there is wordplay
or a clever and skillful play of meaning and
humour sometimes emerging from nonsense.
Such a popular form is that of a limerick. A
limerick is a form of poetry that has a specific,
set rhyme scheme. It is humorous and light
and usually composed in a verse form of five
lines. Here’s a limerick by Edward Lear.

There was a Young Lady whose chin,
Resembled the point of a pin;
So she had it made sharp,
And purchased a harp,
And played several tunes with her chin.

Since a poem is also seen and read
as much as heard and felt, to many poets
then, one of the significant elements of
poetry is the visual. What does the poem
look like? e. e. cummings felt that the
pattern given to the words of a poem is
important because the pattern itself
can add to the meaning of the poem.
For instance, the message of his poem
‘A Leaf Falls’ is conveyed visually in the
way the letters of the words are placed
on the page. Different poets in fact use
different ways of using space around

the words of the poems to make the
poem “look” in harmony with what it
may be saying. Poets exercise individual
choices in this matter and are not bound
by any rules or conventions in this regard.
e. e. cumming’s many poems are written
in a different manner.

Here is an example of ‘A Leaf F
I(a

This unique poem has ‘loneliness’
with a parentheses saying ‘a leaf falls’. It
is a metaphorical reflection on isolation
and the bittersweet sadness in autumn
when leaves fall. One is also reminded of
the visual imagery of a leaf falling down
when one reads the poem.

In modern times however, the poets
use blank verse. Free verse became the
most popular form of poetic expression.
However, a good sense of rhythm and
sound are still considered to enhance the
beauty of poetry.

See 'lTFdﬁlﬁT/Activity 3 on Page 15




Look at the poem below which is
an example of free verse. The poem ‘My
Mother at Sixty-six’ written by Kamala
Das is about the feelings of a daughter for
her mother.

Driving from my parent’s home to Cochin
last Friday morning, I saw my mother,
beside me,

doze, open mouthed, her face
ashen like that

of a corpse and realised with

pain

that she that thought away, and looked
but soon

put that thought away, and

looked out at young

trees sprinting, the merry children
spilling out of their homes, but after the
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airport’s security check, standing a
few yards

away, I looked again at her, wan,
pale

as a late winter’s moon and felt that
old

familiar ache, my childhood’s fear,
but all I said was, see you soon,
Amma,

all I did was smile and smile and

smile...

This whole poem is in a single sentence,
punctuated by commas. It indicates a
single thread of thought interspersed with
observations of the real world around and
the way these are connected to the main
idea.

A. K. Ramanujan has written a poem
On the ‘Death of a Poem’. The poet puns
on the word “sentence”. Once a sentence
is formed and a semblance of a poem is
achieved, the creative process too comes
to an end. Read the poem below:

Images consult
one

another

a conscience-
stricken

Jury,

and come
slowly

to a sentence.

When a poem comes out of a deep
dialogue, as it were, between an individual
self and the poem-in-the-making, it
becomes a workshop: the theme looks
for the right form and the form in
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turn modulates the subject. The poem
begins to take some shape. The structure
begins to emerge through lines, rhythm,
diction, stanzas etc. Metaphors, images
and sounds are conjured up from various
levels of consciousness and memory
and association of ideas play a great role.
The poem becomes a lyric, sometimes
after a number of rounds of editing and
rewriting.

A poem can also be a meditation
expressed as a narrative. Here is an
example of the poem ‘Song in Space’ by
Adrian Mitchell—

When man first flew beyond the sky

He looked back into the world’s blue
eye.

Man said: What makes your eye so
blue?

Earth said: The tears in the ocean do.

Why are the seas so full of tears?

Because I've wept so many thousand
years.

Why do you weep as you dance through
space?

Because I am the mother of the human
race.
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Walt Whitman’s manuscript drafts of ‘Song of Myself’, 1855
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What makes a poem a good poem? Indeed, one
that comes out of sincerity, emotion, imagination and
thought, and most importantly, a good grasp of the
medium of expression i.e., words, along with an engage-
ment with reality. It is not an escape into some unreal
realm of imagination. Only then does it come together
as “special knowledge about life-experience”.

A number of revisions/editing may happen before
the poem is completed. You only have to see the original
manuscripts of some famous poets to realise how much
writing and rewriting can happen before the poem
takes its final shape. There is indeed no formula to decide
when the poem gets to be “final” and each poem is really
an act of discovery!

Look at Whitman’s engagement with the creative
process while he wrote his famous poem ‘Songs of
Myself”

You can see how much labour and diligence went
into the making of that beautiful poem. Large portions
of the poem were written and then slashed; words and
sometimes lines too, were changed. Notice how on the
page above the “ghastly man” is interchanged with
“despairer”, thus changing both the rhythm of the lines
as well as the meaning.

One can learn by observing, writing, rewriting,
editing and the deletions that go into the making of a
poem. Usually, it is difficult to get access to the making
of these poems. But efforts are made by researchers and
scholars to locate drafts and manuscripts of poems by
famous poets, if only to understand the creative process
that evolved good poems. That is why drafts of the works
of great poets are procured by libraries and various
institutions and preserved as valuable documents.
They reveal the deliberations of the poets. A poet picks
every word or phrase finally used, very consciously. To
understand how and why those choices are made also
help reveal the deeper meanings of the poems.

Editing one’s own poem sometimes can lead to
a complete rewriting of the poem. The first draft may
get totally transformed into another poem by the end
of the process.
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Genesis of a Poem

Question: How do you start
writing a poem?
W.H. Auden: At any given
time, | have two things on
my mind: a theme that
interests me and a problem
of verbal form, meter,
diction, etc. The theme
looks for the right form,
the form looks for the right
theme. When the two
come together, | am able
to start writing.

Question: Do you start your
poems at the beginning?
Auden: Usually of course one
starts at the beginning and
works through to the end.
Sometimes, though, one
starts with a certain line in
mind, perhaps a last line.
One starts, | think,
with a certain idea of
thematic organisation but
this usually alters during
the process of writing.

“When I am most
deeply absorbed in
writing a poem I feel
that I am ‘translating’
images, and sounds,
rhythms and an
emotional ‘tone’
into words.”

— Sujatha Bhatt
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Between the first draft and the final
one there are other versions as well,
and Esther Morgan, a contemporary
British poet, points out on her website:
“It was an important stage for me in my
development as a writer to realise that
poems don’t just land on the page, word
perfect first time.” Some poems may arrive
at their final form faster than others,
but usually, after the initial spurt of
inspiration when thoughts and images flow
quickly, the poet gets down to work on
the poem as a “wordsmith”. There may be
several drafts of the poem before the poet
is satisfied. The first attempt at a poem to
the finished poem may be long journey.

“A Poem begins in delight and ends
in wisdom”

— Robert Frost

Poets on Poetry

Let us look at the renowned Malayalam
poet Ayyappa Panniker’s comment...
“Every good poem makes a new
departure”. This statement stresses on
the uniqueness of each good poem. This
is a pointer to the power of the individual
poet’s creativity. In this context, the Noble
laureate Lithuanian poet Czeslaw Milosz
brings one’s attention to the peculiar
fusion of the individual and the historical
when he points out how events burdening
a whole community are perceived by a
poet as touching him in a most personal
manner.

Read the poem ‘Encounter’ by him—

We were riding through frozen fields in a

wagon at dawn.

A red wing rose in the darkness.

And suddenly a hare ran across the
road.

One of us pointed to it with his hand.

That was long ago. Today neither of
them is alive,

Not the hare, nor the man who made the
gesture.

O my love, where are they, where are
they going

The flash of a hand, streak of
movement, rustle of pebbles.

I ask not out of sorrow, but in wonder.

William Wordsworth described poetry
as a “spontaneous overflow of powerful
feelings and emotions recollected in
tranquility”. Usually the last part of this
statement, “recollected in tranquility” is
overlooked and the emphasis in defining
poetry falls on “spontaneity” and “overflow
of feelings”.

The poem within a poet suffers the danger of
neglect when overpowered by routine matters
of living. In the words of Gulzar:

Thousands of routine, mundane matters
With sharp pointed swords
Come chasing the poor little poem
Into deserted spaces of my scattered mind
The beloved princess of dastaans
Dressed in tattered apparel
— the helpless one -
comes huffing and puffing
seeking refuge with me
Here, the poor thing’s honour
And there, countless
Occupational matters.



Points to Ponder

» A poem emerges from a deep human
impulse to express and share what
the poet may have experienced in
actuality or in imagination.

s The essential elements that go into
the making of poetry are observation
emotion, thought, imagination and
appropriate words.

= Allow yourself to get into a reverie, free
yourself from routine thinking and
let your imagination soar, you will
discover “unknown pastures” within
yourself.

s For the poem to have an inner life of
its own, emotions need to synthesise
with thought.

s The poem in itself is an experience
with its own dynamism without any
finality of meaning, revealing
something that may have otherwise
been always hidden.

s The process/poem should offer some
sort of pleasure or joy. This is what is
called aesthetic pleasure.

m For language to contain and express
something fresh, new expressions
have to be created by the poet. In this
the poet is facilitated in having what
has come to be known as a poetic
license, that is, freedom to change
language, create fresh words and new
idiom. Poets help us discover the
power words are capable of.
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Select any poem of your choice.

Organise a recitation session in your class.
Listen to others carefully as they recite.

Note any word/sentence/rhythm/image
that echoes in your mind.

Keeping that in mind compose a poem
on the topic of your choice.

Organise another recitation session in
the class.

Put the poem in your portfolio.

“Painting is poetry that is seen rather

than felt, and poetry is painting that
is felt rather than seen.”

— Leonardo do Vinci
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“Storytelling is the
most powerful way
to put ideas into the
world today.”
— Robert McKee

GARCIA
MARQUEZ

“A good writer is
basically a storyteller,
not a scholar or a
redeemer of mankind.”

— Isaac Singer

III. Writing a Short Story

Latin American writer Gabrial Garcia Marquez’s
autobiography titled ‘Living to Tell the Tale’ echoes the
fact that we are all storytellers in one way or the other.
Storytelling is natural to human beings. We use stories
as a way of understanding ourselves, be it in a narrative,
history, philosophy or even day-to-day gossip.

Storytelling has been practiced ever since human
beings became articulate. Every country in the world has
its culture of storytelling. In the accounts of travellers
trying to relieve the boredom of a tedious journey; people
conveying their ideas as allegories like fables, as well
as warriors reliving old battles and celebrating heroes
on the strings of lutes, harps or ektaras, stories have
flowered. They have often been models of what a society
has cherished.

You must have heard stories from your grandparents
and parents. The stories that we have grown up with
have their own stories. Many of them existed on the lips
of generations of people before they were eventually
written down.

Dastangoi — the art of storytelling
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Oral Traditions: Poet singers from Rajasthan
with their Phad (scroll)

Actually, you tell stories every day. Often, when you
share with someone things that you have experienced
or that you have seen or read about, you are telling the
story of ‘what happened’, you have created a story! Now
you must also be able to write it down.

A story is a string of connected happenings. Stories
draw upon experiences, adventures, achievements,
observations and imagination. In the process of telling
stories, storytellers establish a connection with their
audience, however temporary that connection might
be. This is why we like hearing stories. They help us
share the storyteller’s experience and imagination
through words.

When you read stories, keep a journal that records
what you like or dislike in the stories you have read.
What features do you see appearing again and again
in these stories? What do you feel makes these stories
powerful and interesting or uninteresting and ineffective?

See Tfafafar/Activity 5 on Page 21
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A good story is a combination
of various elements. Read
any story that you like and
list the elements which make
it a good story.
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Preparing Ourselves to Write

If you look around, you will find how
everything has a story— people, places,
trees, animals and emotions. The
world does seem to be a very rich and
promising place, full of stories waiting to
be understood, sorted out and told. There
is so much that we can observe, imagine;
so much that is interesting, enjoyable and
enlightening. The wide world is a treasure
trove of stories waiting to be written.

Any sensitive and reflective person
can write stories. A writer may or may
not be born with a gift for writing but it is
quite certain that effort and training are
important. Expose yourself to the sights
and sounds and flavours around you and
do it all with great attention. Be conscious.
Enjoy the finer nuances of language and
what it can do and practice converting
what you see and hear and experience
into words. Start writing small passages
that capture these experiences or aspects

Storytelling binds generations

of them. A writer is a writer full-time, not
just when he or she formally sits down to
write. Tune the mind to regard the world
with a writer’s eye. Be alert and receptive
to the narratives of others. Observe things
as a storyteller or a narrator and organise
what you perceive in patterns if you
can see any. Read good stories written
by other writers. Think about human
situations and issues. Articulate what you
have learnt, preferably in your diary. And
always question yourself and the world
you see. Do not hesitate to speak about
what seems to be simple. When you write
a story all of this self-preparation will help
you write.

Dawn of an Idea

How does a short story originate in the
mind?Ashortstorystartswhenasensitised
mind notices something promising or
disturbing or thought-provoking in the
environment. Even things read or heard
can initiate the creative process. You will
find that stories are a combination of the

> See Tﬁ'ﬁﬁl/Activity 7 on Page 24

“It is the function of art to renew our
perception. What we are familiar
with we cease to see.
The writer shakes up the familiar
scene, and as if by magic, we see
a new meaning in it.”

— Anaias Nin
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Storytelling knows no boundaries

real and the imagined put together to form something
new. When a seed is sown in the ground, it is only a tiny,
round, pebble-like thing. But even at that instant, the
gardener can visualise the massive tree that will sprout
from the tiny seed. He/she does not know the exact height
of the trunk or the curve and arch of the branches or the
density of the foliage, but his/her imagination creates an
imagined tree different from the real tree that will later
physically emerge. The soil in which the seed is planted,
that is the mind of the writer, must be fertile, by which
we mean, be open, receptive, sensitive, reflective and also
capable of empathising and identifying with others. Also,
develop the ability to see the lighter side of situations.

Once in a while, a story just explodes into being, in an
instant. However, often there is a period of creative waiting
which appears to be passive but which is unconsciously
very active as the idea develops. Meditate on the idea for
short spells of time and let it go, only to return to it later.
Don’t be in a hurry to write it down. Give it time to grow.
You will find that situations, characters and episodes are
constructed by memory and imagination.

A story is often unified and centered around a single
situation, anecdote or episode. It can be self-sufficient, or
a ‘slice of life’. Like a cinema shot, it must deal in quick
images rather than extended treatment, ‘the swift glance
rather than the slow stare’.
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How | write a
Short Story

By Prem Chand

My stories are generally based
on some observation or
experience, and | try to inject
into it an element of the
drama. | never write a story
to portray an event. Instead,
| attempt to inject some
philosophical or emotional
truth into my stories...

A study of history at times
suggests plots. But no single
event constitutes a story,
unless it gives expression to
some psychological truth.
In fact, | do not actually sit
down to write a short story
till the time | have worked
out the outline of the story
from beginning till end...
In these few lines | cannot
describe all the aspects of the
short story. It is an intellectual
exercise. People can learn
the art of writing a short
story... It is the nature that
creates plots, that imparts
dramatic element, makes it
motivational, and creates
literary qualities.

Of course, when the story is
completed, | read it carefully.
If | find that it has elements of
originality, or freshness, and it

moves one, | consider it
a successful story.
(Excerpts from a letter written

in February, 1934, to the Editor,
Nairang-i-Khayal, Lahore)
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Looking at the elements of a story

Let us analyse the story ‘Vanka’ by Anton
Chekhov.

At this point comes the principal
catch in the story and one that tugs at
the reader’s heart strings: Vanka does
not know the name of his village, nor
the fact that there are such things as
postal addresses, being young and rustic.
He posts the letter, hopeful and happy,
dreaming of home. But we, who read
the story, know that the letter will never
reach. This helpless child will remain a
captive of his circumstances, a labourer
in an unfeeling household. Even in the
village, no one had really cared for him.

Vanka is the name of a nine-year-old child who has
been sent away from his village to Moscow to be
apprenticed to a shoemaker. As the story unfolds,
we learn that Vanka is an orphan, the child of a
maid servant who used to work at the house of
a wealthy family in the country. Now that she is no
more, Vanka’s only living relative is his grandfather who works as a
night watchman for the same family. It is obvious that this grandfather has no
special love for Vanka and aimlessly whiles away his time. He also has made no
effort to keep the orphaned child in his protection. But he is Vanka’s only hope.
In the shoemaker’s household, Vanka is beaten, underfed and overworked.
His misery is so great that he constantly longs to return to his village.

He learns from hearsay that letters can be written and put in postboxes
and that these letters reach the people they are sent to. So he manages
to find paper and pen and with great caution and secrecy, writes an emotional
letter to his grandfather, describing his wretched existence, the cruelty of his
masters, his hunger and terror. He makes pathetic appeals to his
grandfather to come and take him back, promising to be a good child
who would love him and pray for him. Having written this childish letter,
he addresses it to his grandfather.

Anton Chekhov

His grandfather was self-centered and
indifferent. One of the ladies of the rich
household had pampered him for a while
as a whim, then forgotten about him when
his mother died.

Vanka is a lost soul in an uncaring
world; a little life doomed to a dark future.
We picture him waiting, endlessly waiting,
for the protective figure of the grandfather
to come and take him away. We know that
this will never happen. At the back of our
minds is the uncomfortable thought that
all over the world, in every age, nameless,



numberless such children have suffered,
and all those who accepted the system
have been equally responsible for it. The
large issues of child-labour, poverty,
illiteracy and sheer human callousness
are all themes of the story.

Our reaction to the situation is an
emotional response first and a social
protest later. This is exactly how a would-
be story dawns in the mind—as an
emotional response to a moving situation
and an intellectual working-out later.
Chekhov picked up a common situation,
imagined beyond the observed into the
possible background facts. He threw
himself into the child’s place, summoned
up the resources of his memory of people
and landscapes and his knowledge of
human nature and asked himself what
would happen to the child’s cry for help.
He shared his compassion and his
troubled heart with the reader in the form
of this story. It is as if he diverts Vanka’s
cry for help to us. This story was written
in 1886 but more than a hundred years
later Vanka’s innocent letter moves us.
Do we wake up to the existence of all the
Vankas who surround us and feel for
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them? If we do, then Chekhov’s story has
moved you.

You must have also read Guy de
Maupassant’s story ‘The Necklace’. He
leaves the reader to take a deep breath and
grasp the many meanings of this story: One
is that if we mistake false things for real,
we may have to pay a very heavy price. If
we are greedy, we might lose even the good
things we own. Often human beings do
not appreciate the treasures they possess.
What Matilda just did not notice at the
start of the events was her husband’s
kind and accommodating nature. Despite
being a modest clerk, he did not resent
his wife buying an expensive dress. He
wanted her to go out and enjoy herself
the way she had dreamt of doing. Not
once did he blame her for losing the
necklace or putting him through so much
trouble—the sacrifice of all his inheritance
and the long hours of hardwork to repay
their debt. He is a gentleman. This seems to
be something his silly wife did not realise.
But the author leaves a little window open
for another possibility: Matilda too does
not complain but pays the price bravely.
She accepts her fall in social status, her
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» Observe a friend for a period of one
week and note your observations daily
in your diary.

» Based on these observations, create a
short story with your friend as the main
character. (You can also be a character
in the story)
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hours of exhausting toil as well as the loss
of youth and beauty with inner strength.
Maybe, in her silence lies a new respect for
her husband. All these things are hinted
at, never overtly stated. In literature, as
in life, an understanding of truths comes
from inference, not in readymade instant
statements. The best stories do this. As
a writer, we must learn to look beneath
the surface of things and ask the deeper
questions.

See Tfafafe/Activity 9 on Page 28

Plot and Story

Before you start writing, make a mental
map of the story. This is a sort of
blueprint, a frame or outline of events
and forces that contribute to the story’s

dramatic essence. In conventional terms,
it is called a plot—the skeletal outline that
we shall proceed to flesh out as we write.
The plot is a clear spelling out of causal
connections between beginning, middle
and end.

Within the borders of this mental
map, there is an enormous margin of
freedom. The map is only an initial
creative tool. Once you start writing, the
story gets a direction, scene by scene and
episode by episode. Once it has gathered
momentum, the writer can enjoy the
freedom of breaking out of the pre-decided
map and allow the story to shape itself.
The operative words here are ‘direction’
and ‘momentum’. The short story must
not lose sight of the direction in which it
is proceeding and it must not waste time
and space in digressing or wandering away
along irrelevant channels. In Chekhov’s
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story Vanka’, there is a simple plot. If we
take the story apart and break it up into
its component parts, what are the links in
the chain of events?

m A child writes to his grandfather,
sending a distress call to come and
take him home.

s He does not know the name of his
native village and does not know how
to address letters.

m He posts the letter.

These are the facts on the face of it.
But if we look for connectivity between the
links of the chain, a different sequence
emerges.

m A child is left orphaned when his
mother dies.

m He is sent to Moscow as an
apprentice to a shoemaker.

s He is ill-treated and is miserable.

s He learns that there are such things
as letters.

s He writes a letter.

m But the letter goes astray because he
does not know the name of his village.

This is the structural map or diagram
of Chekhov’s story. Once we have a
situation to write about, we must carefully
put it into logical sequences, a cause-and-
effect layout and then proceed to flesh it
out.

Maupassant’s story has a straight plot:

A silly young woman borrows
a necklace of imitation diamonds,
thinking it to be real. She loses it. She
and her husband then borrow the
money to replace the necklace. They
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lose many precious years of their life,
toiling to repay their debts. Then, when
the debt is repaid, they discover that
the necklace was false and that they
had bought and returned a necklace of
real diamonds in place of a false one.

Viewed like this, the event-links in
the chain depend on a certain logical
continuity of happenings and this is
the plot.

The classic example of the difference
between story and plot is: The King died.
The Queen died. This simple narrative is
a story and does not state the cause and
effect relationship. But if we say: The
King died and therefore the Queen died
of grief, we have discovered a scheme, a
logical connection. This is known as the
plot because it states the cause and effect
relationship. So, before we write the story
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we have to create a general design that
clearly states the cause and effect and
this design is the plot.

Structuring a Story

How does a writer develop a story episode
by episode? The best way to do this is to
trust one’s own imagination completely,
listen to the story in one’s heart and
watch one’s mind gradually spin all
the details one by one out of its stored
reserves. There is really no theoretical
way to develop a story except to let one’s
imagination go far and beyond. Relax and
wait and constantly revisit the story and
keep track of all the possible ideas coming
up. A lot of impractical ideas will come
up and also a lot of possibilities that one
might reject. Out of these multiple choices
offered by the mind, the writer is called
upon to make a creative choice.

A humorous story will have a different
line of development, a detective story a
different one, a socially committed story
a different one. Here, the writer has to
choose a point of view or perspective,
which will be most effective in telling
the story. Suppose Chekhov’s Vanka
had been caught writing his letter by his
master. Suppose his master had read it
and been moved and sent the child back.
Suppose he had been enraged and beaten
the child to death. Suppose somebody
saw Vanka trying to post an unaddressed
letter and stopped him from posting it,
questioned him and found out the name
of the village. The story could have taken
many different turns. Perhaps Chekhov
chose this direction because this made
Vanka’s plight universal, whereas any of

the other alternatives would have made it
just a story of a particular child. You have
to know exactly what you want your story
to convey and what effects alternative
versions could have.

The core ideas behind a story are its
themes. Each story has its own energy
centre both in terms of structure and
theme. Its organisation is determined
by the writer’s internal urge to give
expression to his/her feelings and ideas.
What could be the central energy zone of
this story? The fulcrum lies at the point
at which the child writes down the name
of his grandfather and adds ‘The Village,
full stop’. This is where the reader’s pulse
quickens. This is the central point on
which the story turns. The climax of
the story and the resolution of the com-
plication forms another energy centre.
Chekhov’s story seems to locate itself
towards the close of its plot. The child’s
history lies in the past. Only the fact of
his distress call comprises the present,
and the future of the letter, is implied in
silence.

When you read stories analyse them and
keep records of this in your journal. Notice
the sequence of these elements.

But one thing must be stressed
here. The writer must be able to step
into the situations of other people, see
the world through their eyes. If you feel
for others, their stories, real or possible,
offer themselves easily to your receptive
imagination. Also, every person’s story has
many alternative stories accompanying
it, depending on the exploration of other
options at each point of choice.



Character

Since we are here talking of sharing other
people’s lives, we come to an important
item on our story writing agenda called
character. As individuals we may or may
not be social by nature but when we write
fiction, we must be deeply interested in
other people. We must watch and store
mental pictures/portraits of people. We
must observe faces, gait, dress, voices,
mannerisms and moods. Our memories
must be trained to hold minute details
about others and if we are lucky to have
a good visual and auditory memory, that
will amount to having an in-built movie
camera in one’s head—a great creative aid
for the writer.

What is the place of ‘character’ in a
story? A story founded on an original
‘situation’ will need the creation of
suitable characters. There are character-
oriented stories in which our interest is
in a special sort of human being and
here the situation is woven around the
character. The central character of the
story is known as the protagonist. The
personality or character telling the story
is called a narrator. Since we are human
beings, our interest, as writers and as
readers, lies in human characters. Even
the non-human characters that our
inventive faculty may create are given
human characteristics and their situations
are such that human beings can relate to
and identify with them.

In the creation of characters memory
and imagination once again work together.
There may be actual persons we may
choose to write about and for these we have
to delve into our memories. Our reading
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and exposure to films, TV programmes
and even photographs help us to make
these combinations.

Finally, as with energy centres in our
stories, our created characters too acquire
their own energy. Our characters must
grow with the story and this growth is
revealed through actions and dialogues.
As we visualise our characters, we must
be able to hear their voices, keep them
company in their inner lives and enter
their minds. Our past observations of
heard voices and known persons, whether
actual or in art, will help us in this
and very soon the final miracle will
take place—the characters in all their
rounded psychological fullness will take
over. The better our characters, the less
apparent will be our own intervention in
the story. When the personality of the
writer becomes unnoticeable and the
personalities of the characters come alive
completely empowered, we can say that
we have succeeded in creating real
characters on the page.

How did Chekhov visualise and bring
to life his characters? Let us go back to
the story. This is how Chekhov describes
Vanka’s grandfather:

“He was a small, lean old man about
sixty-five, but remarkably lively and
agile, with a smiling face and eyes bleary
with drink. In the day-time he either
slept in the back kitchen, or sat joking
with the cook and the kitchen-maids,
and in the night, wrapped in a great
sheepskin coat, he walked round and
round the estate, sounding his rattle...
Granddad was probably standing at the
gate at this moment, screwing up his
eyes to look at the bright red light coming
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from the church windows, or stomping
about in his felt boots, fooling with the
servants. His rattle would be fastened
to his belt. He would be throwing out
his arms and hugging himself against
the cold, or, with his old man’s titter,
pinching one of the cooks ...”

Notice the pictorial nature of this
sketch. There is a line of description
and after that, it is not how he looks but
what he keeps doing that conveys the
nature of the man for us. This is not still
photography but a moving, soul-revealing
image.

Find and analyse such extracts from stories
3 that introduce and build up a character.
What makes them effective?

Dialogue

Itis not just how characters look and what
they do, but how they speak that defines
the human beings that they are. Dialogues
must be true to the characters we are
portraying. The way in which members
of different ethnicities, regions, religious
categories and social classes speak must
be as close to reality as possible, but we
must be careful not to use words and
phrases that have become too common
or stereotyped. In other words, clichés
must be avoided. It is always better to do
some practical homework, seek out real
models and pay careful attention to their
style of speaking. There is no replacement
for reality and nowhere is this truth more
evident than in the writing of dialogue.
The language of dialogue need not follow
grammatical rules and slang is often

a great enrichment. Regional and folk
characteristics are also very attractive
and make the narration come alive. Here
is a small extract from John Galsworthy’s
story ‘Quality’ where the shoemaker
is describing his thought about the
Industrial Revolution due to which, the
crafts and arts were dying.

“Dey get id all,” he said, “dey get id by
advertisement, nod by work. Dey take
id away from us, who lofe our books.
Id gomes to dis—bresently I haf no
work. Every year id gets less. You will
see.” And looking at his lined face I
saw things I had never noticed before,
bitter things and bitter struggle and
what a lot of grey hairs there seemed
suddenly in his red beard!
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The writer has replicated an exact
tone of voice and manner of speaking.
Normally, when we write dialogue, our
sentences must be short and must follow
the thought pauses, rush and stumble of
natural speech. A stage comes when our
characters begin chattering in our heads
fulltime, even when we are not engaged
in writing, and we have to constantly stop
and trap their words on the page. A writer
must always carry a notebook because so
much of writing happens round the clock
even when one is doing other things. A
lot of good writing is done when one is
multi-tasking and one must be ready for
those wonderful inspirational flashes,
which come like gifts out of the air, for
the writer.

Often dialogue is also a great aid
for narrating events, which may seem
too flat if written in reported speech. In
Maupassant’s ‘The Necklace’ the dialogues
given at the end are powerful.

“Yes, I have had some hard days since
I saw you; and some miserable ones-
and all because of you ....”

“Because of me? How is that?”

“You recall the diamond necklace that
you loaned me to wear to the Minister’s
ball?”

“Yes, very well.”
“Well, I lost it.”

“How is that, since you returned it to
me?”

“I returned another to you exactly like it.
And it has taken us ten years to pay for
it. You can understand that it was not
easy for us who have nothing. But it is
finished and I am dencengly content.”
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Mme. Forestier stopped short. She said,
“You say that you bought a diamond
necklace to replace mine?”

“Yes. You did not perceive it then? They
were just alike.”

And she smiled with proud and simple
joy. Mme. Forestier was touched and
took both her hands as she replied,
“Oh! My poor Matilda! Mine were false.
They were not worth over five hundred
francs!”

The story ends there. We have
come to know that Matilda had lost her
necklace. She didn’t know that she toiled
hard to repay for an imitation. The end
captures the past and the present, and
the implications of it.

\ Make notes in your journal about dialogues

that have impressed you or that you felt
needed improvement.

See Tlﬁlﬁﬁl/Activity 10 on Page 31

Atmosphere

In writing a short story, we must also learn
how to create atmosphere. A story must
have its atmosphere and general mood,
which is useful for fixing the story in place
and time. It serves as a capsule holding
the story together. How is atmosphere
to be created? First, a bit of essential
homework is needed. The location must
be studied, the period in which the story is
to be framed, the extra events, which might
serve as markers of time; for example,
the moon-landing might give readers an
idea that 1969 is meant. All these things
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must be explored in great detail. When we
actually write the story we may not use all
the material we have collected.

Ambience can be generated by using
elements such as:

= an incidental but telling detail.
s a phrase

s visual effect

m a reference to a specific period
m local nuances.

Find examples of the use of each of
these features. What features have you
come across that help build up ambience?

‘Those were the days when a single
breadwinner supported a horde of
children, a wife or two, some odd
brothers and sisters and frequently
half a dozen cousins and mates of the
village, all on a salary of forty or fifty
rupees a month. All were welcome and
all were accommodated, for did not
milk then sell at a paisa a seer (and
that included a crust of cream, one-
finger-thick) and silk at a rupee a yard,
and a pair of the finest Flex shoes at
five rupees a pair? Did I say ‘welcome’?
Forgive me, in our house there were some
that were not. For when Bade Chacha
Imam Bux came to stay, quite without
notice and for months at a stretch, it was
only the children who rejoiced.’

What is the picture that rises before
the mind’s eye? That of a poor, crowded
quarter of a city—wet alleys, chickens,
dogs and mouldy surfaces. The mother is
a brisk, emotional housewife, energetically

preparing meals and aggressively airing
her views. The guest is a small-built,
assertive man, dressed in unwashed
and torn clothes. And the age is about
a century ago. The salary, the size of
households, the cost of goods and even the
Flex shoes, tell us that this is some time
in the early-twentieth century when the
British presence was dimly felt but did not
penetrate the enclosed world of the lanes
and courtyards of Old Delhi or Lucknow
or Aligarh or any U.P. town. In short, this
was the atmosphere of a modest home
in North India a century ago. Many little
details have gone into the creation of this
ambience in this story called ‘Grey Pigeon’
by Neelam Saran Gaur in the 1980s,
when, obviously the world described no
longer existed. Nor had it been a world
to which the author personally belonged.
It had been created by empathetic
observation and the selection of telling or
striking details. Atmosphere must never
appear to be consciously created. It must
be built up in tune with the background
of the characters and plot.

Style

We now come to style. Stories, which are
deeply felt, bring their own style with
them. The language most natural to the
atmosphere, characters and situation
must be used. Ruskin Bond has used
simple sentences in ‘The Thief’s Story’ yet
it brings home the message that despite
knowing about the theft Anil does not let
it show.

I awoke late next morning to find that
Anil had already made the tea. He



stretched out his hand towards me.
There was a fifty-rupee note between
his fingers. My heart sank. I thought
I had been discovered.“lI made some
money yesterday,” he explained. “Now
you’ll be paid regularly.” My spirits rose.
But when I took the note, I saw it was
still wet from the night’s rain.

»

“Today we’ll start writing sentences,
he said. He knew. But neither his lips
nor his eyes showed anything. I smile
at Anil in my most appearing way.
And the smile came by itself, without

any effort.

Deeply felt stories find their own style,
if we sink our minds into the world about
which we are writing and if we become
alert to the usage of language. For this we
must read, listen and observe.

Masks: Props for storytelling

“Story writing is not photography, it’s
oil painting.”
— Robertson Davies
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Clarity and brevity are time-tested
qualities. There should be no unnecessary
self-indulgence in language. In short, for
stories ‘less is more’. Also, the writer must
not waste time and effort expressing his
or her personal theories and opinions.
Whatever these happen to be, they must
appear indirectly, if at all, and not directly
as a moral principle uttered by the writer.
Where necessary or considered valuable,
they may be thrown in as a sentence or
two but never in a didactic manner.

Theme: Meaning and Message

Stories have always been used as vehicles
of education and moral instruction, for
example, in parables and myths. However,
in the case of the modern short story, the
hidden message of the story must make
its impact on the reader not only as truth
but also as an appeal to head and heart.
The abstract ideas around which a story
revolves are called its themes. They are
central to the meaning and message of
the story.

Let us take the example of—‘Idgah’ by
Munshi Premchand. I am sure that most
of you have read this story. How would
you express the meaning embedded in the
story? It is a story with many meanings.
The first one that suggests itself is the self-
restraint of a poor child, who bought a pair
of iron tongs for his old grandmother. This
had powerful consequences as compared
to the selfish choices of his friends. It is
a moral signal but the author does not
attempt to preach or teach. There are
other embedded meanings; for example,
the idea that the clay toys bought by the
child’s friends are temporary attractions;
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that the sipahi, the vakil and the
other symbols of social authority too
are ultimately powerless, even a bit
ridiculous; that ordinary people tend to do
what they see others doing, but are quick
to change their loyalties and opinions as
soon as someone with the courage of his
convictions stands up to them. There can
be other possible interpretations as well.
The greatness of the story lies in the way
fun and compassion mingle; the fun so
enjoyable and the pathos so dignified and
controlled.

Language and Humour

There is a special point to consider now.
Since those who are studying this chapter
probably wish to write in English, we have
to come to terms with the fact that most of
usinIndiaare bilingual, ifnot multilingual.
How should we use the English language to
yield best results? There have been writers
like Raja Rao, who successfully gave
English a Kannada and even a Sanskrit

A still from the screen adaptation
of Malgudi Days

rhythm when he wished. The passage from
‘Grey Pigeon’ gave English a whiff of Urdu.
This is one way to adapt English creatively
to Indian requirements. English can quite
adequately receive and communicate
the echos of other languages. But there
is another way out, the approach that
writers like R.K. Narayan and Ruskin
Bond took and that is to choose a culture-
neutral, transparent, functional English.
This choice works very well too as we
shall see.

Let us analyse one of Narayan’s
stories, ‘Lawley Road’. This is a story in
which Narayan displays his gentle, under-
played sense of humour to best effect,
using a light, matter-of-fact language.

‘For years people were not aware
of the existence of a Municipality in
Malgudi.” Narayan tells us, tongue-in-
cheek. ‘The town was none the worse
for it. Diseases, if they started, ran
their course and disappeared, for even
diseases must end someday. Dust and
rubbish were blown away by the wind
out of sight ...’

Observe the soft irony of it. Narayan
is telling us that all the arrangements for
the maintenance of hygiene in the city
were neglected, that the city was filthy
and polluted, but he is doing it with
a wink at the reader. He is portraying
the carelessness of Malgudi’s civic
institutions and their fitful, crazy bursts
of misjudged action. The Municipality
of Malgudi emerged from oblivion to
demonstrate its joyful participation in
the country’s independence. Streets were
swept, drains cleaned, and flags hoisted.
The Municipal Chairman surveyed the



scene and declared with satisfaction that
Malgudi had contributed to the grandeur
of the occasion.

Narayan tells us something about this
Municipal Chairman. ‘He was a man who
had done well for himself as a supplier
of blankets to the army during the war,
later spending a great deal of his gains in
securing the chairmanship.’ In other words,
the Chairman is corrupt. Narayan has
cast an airy glance at filth and corruption.
Although he has done it with a twinkle in
his eye, he has not condoned it. He shows
us the sheer absurdity of many large
issues as we go on reading the story. The
Chairman soon begins to feel that Malgudi
has not done enough, so he has all the
street names changed. Members of the
Municipal Council almost come to blows
because several people claim the names
of the same national leaders for their own
streets. We can observe Narayan having a
hearty laugh.

‘Mahatma Gandhi Road was the
most sought-after title. Eight different
councillors were after it. There were Six
others who wanted to call the roads
in front of their houses Nehru Road or
Netaji Subhash Bose Road .... There
came a point when, I believe, the Council
just went mad. It decided to give the
same name to four different streets.
Well, sir, even in the most democratic or
patriotic town it is not feasible to have
two roads bearing the same name ...’
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Title

Quite often the writer wonders whether
he/she should write the story or should
think of a title first and then proceed.
Sometimes the writer’s experience may
be the experience of many people. The
story becomes a medium to express
the experiences and feelings of people.
The title is an important part of a story.
The title is effective, if it can capture and
hold the attention of the reader, thus
luring him/her to read on.

It can be the other way also. You may
start with the title, which becomes the seed
from which the story develops. The title is
often linked to central ideas in the story,
e.g., ‘Vanka’is the name of the protagonist
or the central character in the story. The
title of Maupassant’s story indicates that
it revolves around a necklace.

THE WORLD’S
GREATEST
SHORT STORIES

“When you do enough research, the
story almost writes itself. Lines of
development spring loose and you’ll
have choices galore.”

— Robert Mckee
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Points to Remember
Preparing yourself to write:

s The world is vibrant with happenings
around us. You just have to observe
this. Look around and you will find
so much that can be told. Paying
attention to the world around
you is the first step in developing
ideas.

Read the works of great writers.

The more you read the better it is.
Listen to others carefully. This will
help you become a better writer
because when you start writing, the
words or ideas that you have gathered
will fall in place and make a story.
Make a note when you see something
interesting or when something
happens. Your notes will help you
develop a story from ideas.

gare/Excercise

3T STE-UTE 1 STETSH i &AH ¥ GHT qo1 ST oy T g9st ¥ ok ot
w37 ok faw— ... W, feu., feu.., fel fel @@ & 3 v
&, I 3R A HY e 9 Geiferd STl

We hear many sounds around us and use different words to express these sounds.
For example, we say pitter — patter, vroom — vroom, whoosh — whoosh. Write a few
words that convey the sound of water, wind and modes of transportation.

feu MU TETEE IR WA -
Fq-Gd, ToST-UE, STR-adeN, FA-YeA, -0, FleA-alicd,
Tefl-shell, HFS-Thel, AH-AM, TSR-TSR, STefl-Hredl, -
T ¥ HU-T-FHH dH NS AR FS HIeATE Ulaaal fafey)

Look at the following pairs of rhyming words—

sing — ring, moon — boon, sun — fun, well — shell, matter — scatter,
dread — spread, crop — drop, cherry — merry, mouse — house, mind — kind,

Select at least three pairs of rhyming words from above and write
verses using these pairs.
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3. feu wu fedli 1 <@ AUt forddt Ut a1 g wfaar w1 Ui AR en @
B, 39 forg) 7 A o W e a W wiE ufe s

Look at the pictures. Are you reminded of any lines/verses from a poem?
If you do not recall any lines, write a few lines yourself.

4. wfa 9 T famd)
(%) =gd &l & @
(@) e H fRd @ @
(M) sl 7 B oAU eAq
() 9gl g Al F g WY U Wl
(¥) 3o et SEEm
(¥) eTFhg TFhS d9 o ..
TR G HioAsT H TH-UF Ul T T, ITHT ST uferd T how |
3T TR S SR g o T qret e
Read the following lines from some poems.
(@)  Twinkle, twinkle little star ...
(b) Tiger tiger burning bright ...
(c) | wandered lonely as a cloud ...
(d)  All things great and small ...
(e) Trees are for birds ...
(f)  Woods are lovely dark and deep ...
(g) Beauty is seen in the sunlight ...

Using your imagination, rhyme with the poet write a succeeding line for each of
the above and the line/lines you have added should be in sync with the ones given.
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= & T feufe 1 em W@t wer fae—

(F) el HINT F T TR 98 R T 2

(@) fh=<l wRol 4 o9 98 | ¥ & SR T @I 2

()  SHH GHIEM ¢ AR F Sad o U TerEd il
Write a story using the following prompts—

(a) imagine a man is climbing a tree

(b) due to some reasons he is unable to climb down

(c) find a solution to help him come down.

feu wu fosi &) s | @R TH @A (KB A HOA) T ERE IR H

Look at the pictures. Think of an outline for a creative piece (short story or
poem) linking these pictures.

M 3TRR I8 WA UG 81 fh—Ser aTareil, U F=imaeil| 3R
el el ‘whfaar aene’ S9 fovg | 9 foeT 92 af @€ e em?
foraent =<fEu)

You must have come across many slogans, advertisements and poems on

the topics ‘Save the Trees’ and ‘Save the Tiger’. Write a short poem entitled
‘Save Poetry’.

ST qrEe ST/ g8 Rt @t T 9 S T W FE UF wer forat
B A AT - dAE wa

Jaago Grahak Jaago!/Do Boond Zindagi ki

What steps would you follow in order to develop a short story on any one of
the above.

FE <F U9 v foe 59 W 39 -8 sweiEl faaT =Rl

Think of any ten titles which you would like to develop into short stories.
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