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1.0 AIMS AND OBJECTIVES

Writing isan art, and more so creativewriting, whichisan expressionof your
creativeurge. Y ou will find thiscourse not only informativebut al so stimul ative of
your creativeimpulse, in which respect it differsfromall other courses. Thiscourse
not only discussesthe various aspectsdf creativewriting, but al so hel psyou mould
yourself intoawriter.

In thefirst Unit on your creativewriting course, certain fundamental ideasare
discussed. It starts with theassumptionthat writing isa social act, and that man
writes becausehe must share with otherswhat he thinksand fed's. Further, itinforms
youthat

thedistinction between creativeand non-creativewritingisthat between
informirig and revealing;

thecontent of writing choosestheonly form appropriatetoit;
theessencedf content isexperiencetransformed inthemind of thewriter;
structureisbasically the ordering of material;

styleisthat handlingof languagewhich expressesthecontent best;

an aspiring writer should

i) read extensively and with discrimination,

if) dlow hisexperienceto mature,

iif) strikeout hisown path, i.e. writesomethingindividual ,different;
iv) begin with keepingaprivatediary of thoughtsand experiences;
V) then visualise the courseof thework clearly; and

vi) try toachieve naxi numclarity, precision, directness, and asense of
economy.

Y ou must not only beyour own critic, but should al so submit your wark to
discerningfriendsfor criticism.
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1.1 INTRODUCTION

Man isasocia animal! Once hisprimary needs such asfood, shelter and clothing
aremet, it becomesnegessary for him tofufil thesocial need of communication.
He must communicatewith other human beings not only to seek and impart
information, but also to sharewith them his experiences—hisjoysand sorrows.
Thedgnas man makes throughspeech, action or artistic creation, haveall this
commom purpose—ta be understood by others.

Early man expressed liimsdf through gestureswith hishandsand face. Thiswas
thefirst mode of communicationavailableto him. Man could also produce
mutualy unconnectedgruntsand groans to express his basi c emotionslikeanger
and satisfaction. Thiswas another modedf communicationfor hi m With the
passaged time, with devel opingintelligence, he began to connect onesound with
another and turn hisgrunts and groansintosound paggerns. Thesesound
patterns, with specific meaningsattached to each and understood by al in the
group, became speech.

However, both gesturesand speech had severelimitations. These could be useful
only when membersd thegroupwerein close proximity.

1.2 THE BIRTH OF WRITING AND ITS
IMPORTANCE

Imagineasituationlikethis. awomanwith her childrenisaway collectingwood
for thefireand her man, restinginfront o thecave, suddenly spotsawild boar
which he hasto chase away or hunt. How will hetdl hiswoman where he has
gone?

Out o such asituation camethefirst cavedrawings,and from thesethe
ideograph. When theé® werefound i nadequate, al phabetswhich could reproduce
human speech phonetitally, were gradudly devised. Hereinliesthe genesisof
writing, which can brdadly bedefined as'a sysemd human
intercommunicationQy meansd visible conventional markings.'

Theearliest effortsat writing, about Sx thousand yearsago, were madein Egypt
and Mesopotamia. They are etchings on clay tablets caled ‘cuneiforms’. Starting
with them, man continued to improve hismethods of writing. He devised severa
other thingslike parchment, birch-bark and findly paper. If theentirespan of
time, from the birth of thefirst well-defined Neanderthal Man 300,000 yearsago
tothe present timiz, isreduced to atime-scale of 50 years, writinghasbeenin
vogueonly in thelast oneyear or less. Y &, the strideswhich human civilisation
hasmadein thisoneyear of time-scalehavebeen greater thanin therest of man's
history. If itisso, thecredit for it must go to onesinglefactor, that is, writing, for
writing means communi cationand communication means progress. |n thewhole
d human history, these has been nothing moregloriousthan writing to explore
onesdlf, and to expressonesdlf. If writing had not been invented, wewould not
have known anything of the past, anything o other placesor people. Wewould
have continuedtolivein utterignoranced oneanother in our isolatedlittle
holes.

Why doesonewrite?There could be someessy yet inadequateanswerstothis
question, such asmorey, vanity, or drivefor fame. Al thesemight betrueto
someextent. But, basicaly and moreimportantly, the answer liesin theurge o
thewriter to communicatea thought or afeding—thet is, toexpresshimsdf,As
T.S Eliot hassaid, “You write because youfeel theneed tofree yoursdf of
something'. Thismeans that it is psychologica and aestheticcompulsion. It also
becomesasodd need when you writeabout and for other people, asinanove o
ashort story, S0 asto be ableto establish abond with them.



Asfor the reader, when hegoes through the work of a master, hewill be entering
anawv world, withitsuni que sociat Situations; charactersand enat i ors.

1.3 TYPES OF WRITING AND THEIR FUNCTIONS

All writing can bebroadly dassifiedinto two categories: (@) creativeand (b) non-
credtive. Let usfirst coasider the non-cregtivewriting. It deslswithideas, and its
purposeistoinform: it addsto your informationand widensyour knowitedge. Books
on history, religion and sci ence, etc., belong to thiscategory. Inorder to achievebest
thispurpose  informing, thewriter will haveto beandytica in his approach, amd
present his arguments methodically and lucidly so that his writingiseasy to
comprehend.

On theother hand, cregtive writing isdmost aspiritua activity. Itspurpose iSnot to
I nf orm but to reved. A highly creativewriter meditateson either concretethings of
theworld, or on abstract thoughts likeloveor divinity, and poursout hisfeslings in
hiswriting. Or, bringinghisunique imaginaioninto play, he may interact with |ife
around and writeabout soci ' Stuationsand events, so as to enlighten, uplift and

. trangport, in amanner dl hisown-—as in thenovd or short story. You cansensehis
individud visonin hiswritings.

Although, on thebasis d the subject-matter, d| writings can bedivided into cregtive
and non-crestive, it is not uiusual that ahighly imaginativewriter can producea
non-creativé work inacreative menner. And such awark uplifts evenasitinforms.
For instance; Matirice Maeterlinck wrote TheLifed theBeeamost likea creative
work, iis language touching the fringes d poetry. Conversdly,in thehands of an
ordinary writer, evenanove or ashort story can make very dull reading, duller than
any non-creative work.

Activity 1
i) Why should onetry to communicatewith others? (50 words)
ii) What isthegenesisof writing? (50 words)
iit) Why doesonewrite? (50 words)

(Check your answerswith those givenat theend of the Unit)

"
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14 THE SUBSTANCE OF WRITING

Every literary work, big or small, essentially consistsof four espects

1.4.1 Content !

Theessenced content isexperience, Experienceiswhat one acquiresfromtle life
around, through one’s senses, by observing things that happen. Nowriter can .
possibly writein a vacuurm. He would have seen lifearound him initsvarious
Situations, happy and sad, harsh and poignant, and he would have made mental
notesd everything. When| suddenly, it occursto him to write astory with a certain
event asitscentre, withaparticular set of characters, theright ekemeats, whichhe
had onceaccumulatedin his mind and which havein the meanwhileundergone
strange transformations within him, Wl begi n tumblingout o their ownaccordand
takeanew lifeon paper. Even whenone inventsastory, itselements would
somewhereresemblethe real. Otherwise, t he writingwill lack credibility and
authenticity.(which are discussed in Unit 3df Block 1). A well-writtenwork should
awaysgive the reader the feeling that it isred; it should never makehim say, 'Oh,
how could this ewar happen!” Hence, itis necessary for awriter to kegphiseyes
and earsopen and closely|observe thelifearound so asto beableto stock those
imagesfor usein future.

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

Whether a particular insight should comeout asastory or anavel, or its natureand
quality aresuch that nothing but a poem expressit full is not generally decided
conscioudy. It comeson Itsown with theidead writingitself. Occasionally, the
writer mey bein adilemmaand hasto decide, taking dl factors into consideration,
whichformto choose.

143 Sructure |

Asforitsstructural sensg, thie guiding principleshould be easy communicationfor
easy comprehension. In order to achieveagood structure, the writer shouldfirst of
al order hismateridl, that is, decide— (@) how muchd what should bein thework,
and (b) in what order. Logic, commonsenseand experience, dr ann from one's wide
reading, will help here. Just as a 500-pagenovel cannot be managed with only two
characters, an eight-pageistory cannot have twodozen characters, unlessthewriterisa
genius. Onecannot go om describingthelocaded the story for seven pages,
reserving all the action and itsdenouementto thelast page. Asfor theorder, the
Aristotelian 'beginning-middle-and-end' is atime-tested sequence. But a gifted
writer can dwaysmakevariations. Literary tradition has provided uswithsevera
acceptable modds, but if thewriter isinnovativehe can createnewer models. Itis
important to bear in mind, however, that ultimatdly structureisonly ameanstoan
end, and oneshould chaose only that in which the content comesthrough best.

Asfor literary form, the %ntem itsdf generally decideswhat form it should 'take.

Initstotality, a pieceof writingislikeawork of architecture,whereevery stoneis
well-cut andfitsinto the other asif the twoareone piece. Nothingin it should stick
out. Thetotd structureshould makean aestheticdly satisfying whole. Thestone
metaphor aboveapplies toevery sngleelementof writing—first theword, then the
sentence, the paragraph, the chapter and findly the book itsdf. Eachword ina
sentenceshould work liketheright musical note, and each sentencelike abar and
thebook asawhole lik¢ asymphony, harmoniousin itstotal orchestration.

144 Syle

Thencomesstyle. Itispossiblethat two workswritten on the samesubject, or with
thesametheme, should both be structurally satisfying, yet stylisticaly one may be
better than the other. Style isamanner o expressingone's thoughtsand feelings'in
words. It isthe result af long-cultivated awarenessdf wordsand sentences, o the

way awriter connects one sentencewith another. For onewriter, ‘succour’ may be



acceptable, while’hep’ may bemoreappropriate.'Procrastination’ is
tongue-twisting, while'dday’ is moreexpressive.For many, morethan two
adjectivesat atimemay be bed writing, but for a poet like Walt Whitman, achain of
them was normal. Styleisa very personal thing; it identifiesthewriter.

Activity 2
i)  Distinguishbetween creativeand non-crestivewriting. Can thedistinction be
maintainedind| cases?(70words)

if) What aretheessential aspectsof aliterary work?Doescontext mean only the
transcription o actual experience?(70 words)
iii) What does'structure’ mean? (50 words)

iv) Why iscritical reading necessary for an aspiring writer like you? (50 words)
(Check your answerswith thosegiven at theend of the Unit)

1.5 SOME TIPS TO AN ASPIRING WRITER

Writingis not somethingwhich'Do It Y ourself bookscan teach. No onecan teach
another how to becomeawriter. What you get from othersor, for that matter, from
thisUnit are only afew tipsbased on experience.

1.5.1 Read inorder towrite

For anyonewhb aspiresto becomeawriter, thefirst requirementis to beagood
reader. One cam learn alot from readingthebestindl literatures. Perhaps, thereis
noonein thev&ﬂd who hasbecomea writer without having read asingleword of

Tiripudhuctbons
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what others havewritten. When we talk of reading, we do not mean reading casually
for entertainment, or becausethereisnothing better todo. What redlly mattersis
readingcritically, analysing for oneself every detail of thework, asking questionsat
every step astowhy thewriter has devised hisplotin a particular manner, or has
made the characters act the way they do, and whether it could have been donein any
other way. Long yearsof closereadingin thismanner buildsup awriter's
equipment. It increaseshisvocabulary. It often providesready answersto the
guestionswhichcrop upin the processof writing.

Thesubjectfor writing should occur to the writer spontaneously, either coming
frominside, or asa sudden reaction to something encountered in the outside world.
Thisiswhat makesfor inspired writing. Y ou should not sit down to writewitha
questionlike'What should | write?.

1.5.2 Allow your experience toripen

The experiencewhich you draw from thelifearound you should not beput on paper
asitis. That would makeit amere matter-of-fact, hackneyed piececof journalism.

Y ou should |earn to makethat experienceyour own, by internalising it. Y ou should
alow it to gestatewithin your mind, in the processaof which you may reject afew
detailsand add-afew othersfrom similar experiences. Thiskind of gestationwvillalso
makeit personal,intimateand authentic. Hence, it isnot desirableto rushfor pen
and paper assoon asthere isadesireto write. We have used theword 'gestation’.
Theact of writingislikegiving birth to something. It should comedf itsown, after it
isripeenoughand whenit can nolonger wait. It servesno purpose to wrenchit out
by force.

1.5.3 Writeabout your experiencedifferently

Beforewritingabout anything, you should ask yoursalf whether it issomething trite
which others have already writtenabout, or something new. If itisnew, thereis
nothing likeit. It isnot that awriter can awayshit upon new thingsto writeabout.
Lifedoesnot havea new themeto offer everyday to everyone. It isthesamebirth,
thesamehunger, thesame love and the same deesth—aways. But though the themes
arefew and limited, their variationsare unlimited. Here liesthe scopefor an
imaginativemind. Y ou will haveto ask yourself whether you can writeabout the
sameold thingdifferently, bringing your owninsightsand perceptionsintoit.

1.5.4 Sart with yout diary

Beforelaunching out on more ambitiousprojectslikeshort storiesand novels, itis
best to start with your own diary and reminiscences. A few monthsof consistent
writing of thediary, for your privatereading, will giveyou confidenceto undertake
more difficult typesd writing |ater on.

1.5.5 Visualisation,outlineand design

Onceyou havethebasicideadf what you want to write, and you are convinced that
it willmakeafairly good literary work, keep thinking about al itsaspects, such as
thetheme, plot, situation$, characters, dia ogues, etc. Jot down every small detail
that occursto you. Then put down everything sequentially and preparean outlineto
show how it will start, developand end. Beforefinally putting pen to paper, you
should haveaclear picturein your mind of theentirework. Thisiscalled
visualisation.

There are many gifted writers who, at thetimedf starting, haveonly avagueideacof
what they aregoing towrite. But as they proceed, theunconsciousmind takesover
and thewriting takesvery different turnsand twiststo produce very interesting
results. Thismethod may not be advisablefor the beginner.

The beginning and theend of awork arevital asinamusica piece. Thefirst few
pagesarelikealeash and you should beableto hold thereaderswithit and lead
themon. Infact, thereare some readerswho, if they do not find thefirst and last
few paragraphsinteresting enough, would just put down the book.



1.5.6 Somedo's and don'ts It reduection

i) If thereisany onesingle quality whichdistinguishesmost great works, it is
clarity —clarityof thought and clarity of expression. Y our writingshould not be
denseor dull, but should shinelikeamirror.

i) Precision isanother such quality — precision both in respect of your thoughts,
and thewordsyou useto express them. Word isGod. Take your words
seriously. Do not waste them. When you useaword, make sureof its precise
meaning. Toolslikethedictionary, thesaurus, etc., will help you to understand
thecorrect meaning of wordsand their usages.

iii) Donotoverwrite. Thedaysof ornate proseareover. Itispossibletoachieve
miracleseven with simple sentences. No wonder, the Bibleis<till considered a
model of good writing.

iv) Similarly, avoid being pompous. Don't bevery flippant either. Chooseyour
wordsand expressions accordingto themood of your work.

v) Alsoavoidarchaisms, ie., wordsnolonger invogue,slang, cliches and jargon.
Write, asit comestoyou, effortlessly.

vi) Length, i.e., how much towrite, isyet another important factor. Thelength will
bedetermined by the scope of your subject. If you areclear in your mind about
what you want to say, theend will comewhereit should.

vii) Donot try toexplaintoo much. Leave something to the reader's imagination
aso.

viii) Le your writingbesprightly. A touch of humour, if itisnot against the basic
mood of your work, isalways welcome.

1.5.7 Learn tobeyour own critic

After you havewritten a piece, read it aloud to yourself to test it on your ears. You
will find several false notes, bothinyour statementsand expressions. Y ou will be
surprised that quite afew thingswhich you found exciting when youfirst put them
on paper now seem band. Removethem mercilessy. Every writer should learn to
behisowncritic.

Onceyour first draftisready, put it asidetill such timeasitis out of your mind. It
may haveto befor aweek, afortnight, or amonth,-or more. Now read it again. Y ou
will thenseeitinafreshlight. At places, it may even make you wonder how you
could have been soslly astowritecertain things. Therewill be more work for you,
and thetyped pageswill befilled with corrections. But you should not be dismayed.

1.5.8 Seck others opinions

For every writer, itisimportant to build upaclosecircledf creativewritersand
discriminating readers who areon the samewave-length and who can read through
his manuscript patiently and givean honest, unbiased opinion about it. Itis
necessary to shed one's shynessto beableto show one's work to othersand also
curb one's ego to consider their criticism, however drastic it might be. But, inthe
end, it will begood for thework. If even after al this awork failsto pass muster,
better forget about it rather than hunt for a publisher. Theworld will not bethe
poorer by that onework whichfailed tocomeoff. Y ou can aways makeit up with
your next work.

Activity 3

Didyou everfeel theurgetounbu: den yourself of any experience, pleasant or
unpleasant, in.your life?

Writeabout it in not more than 200 words.

(Seethehintsgiven at theend of thisUnit).
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1.6 SUMMING UP

e Man tiies tofulfil not enly hisprimary needslikefood, clothing and shelter, but
alsohissocial need of communication with others so asto share his experiences.

¢ |tisthisurgeto communicate with others that hasgivenriseto variousformsof
communication—gestures, Signals, speech, artistic creation, ideographs—and
finally writing.

e But for writing wewould have not known anything of the past, or of places,and
other people.

e Onewritesprimarily to expressonesdlf and not necessarily for money and fame.

e \Writingsareof two types—non-cregtive and creative—theformer to inform and
thelatter toreveal.

# Thethreeessential aspectsdf aliterary work arecontent,f ormand structure.
Styleistheway in which thework isexpressed —themanipul ation of language.
But whatever iswritten must be credibleand authentic.

e Writingcannot belearnt but canonly be cultivated, and for thiscritical reading is
necessary.

e Theart of writingislike givingbirthinthatitispreceded by aperiod of gestationof
idess, etc.

Writingabout something new isnot always possible, but writing differently of
evenfamiliar thingsispossible.

e Keepingadiary ishelpful toawriter.

,® Oneshould havethebasic ideaof what onewantstowrite. Think of itin termsof
structure and then form aclear picturethrough visualisation.

e Therearesomedo's and don'ts. Clarity of thought and precision of expression
arenecessary. Overwriting and aver-el aboration should beavoided. A touch of

12 humour alwaysenlivens thewriting.



1.7 ACTIVITIES: AIDS TO ANSWERS

Activity 1

i) Man, beingasocid animal, has an innatecompulsion to communi catewith
other human beings, not only to inform'them or know anythingfrom them, but
aso to share hisexperienceswith them—his joysand sorrows. It isameansfor
overcoming londinessand for fulfilling hissocid urges.

ii) Theformsd communicationlikegestures, sounds, speechand evensgnds,
al havesevereand obviouslimitationswhich early man must have experienced.

Toovercometheir limitationshe must have resorted to cavedrawingsfromwhich-

theideograph cameto bedeve oped. But when they werefound inadequateor
unhelpful, he must havedevisad the a phabetswhich could reproduce human
goeech. Theearliest attemptsa writing (in Egypt and Mesopotamia) were
etchings on day tabl ets(cuneiforms) which werefollowed by thoseon
parchment, birch-bark and finally on paper.

iif) A possbleanswer ismoney, vanity or desireto winfame. But thechief reason
why onewritesisto fulfil onés urge to communicetea thought/feeling, or to
relieveonedf of pent-upfedingsor other such tensons. Thereisdwaysa
psychologica and aestheticneed for awriter.

Activity 2

i) Non-creativewriting informs whilecresti veuﬁ"ting reveals. Thedigtinction
between the two becomesbl urred when a non-creetivewriting isexpressed in
poetic languageand movesthe reader asany crestivewriting does.

ify Form and content; no, if itisa meretranscriptiond actual experience,it
becomes journdigticwriting. Thefacts, whether'red" or 'invented, undergo
transformationin thewriter’s' mind beforethey are presented in theform of a
story; anovd or a poem. Only then will they interest and move others.

iif) Structure meanstheorderingd the story materid, asin architecture. It
appliestoevery dement—plat, character and language.

iv) Critical readingd the best booksd literature—not merdy reeding them for
entertainment—is Necessary for an agpiringwriter. It hdps not only in developing
hisvocabulary but dsoin suggestinganswersto questionswhich heencountersin
thecoursed hiswriting. It mey act asa-catalyst to hisown cregtiveefforts.

Activity 3

Hints

i) Writein thefirst person’l’ form.

i) Your vocabulary should includealargenumber d wordsand phrases
describing your fedings, thoughtsand emotions.

iii) 'Y'ou can useabbreviations,dangand figuresa speech.

1.8 GLOSSARY

Y ou will find in theglossary ashort list 0 thewordsused in thisUnit.

Arigotelianbeginning-middle-and-end: Accordingto Aristotle, every form of
cregtive writing should have adear desgn—a beginning, amiddieand an end.

Character: Theaggregateof traitsand features that form the natured apersonis
referred to ascharacter.

Denouement: The untyingof thecomplicationsd a plot; the catastropheof a
tragedy or other event,immediately after theclimax, that bringstoitsend the
dramatic conflict.

Introduction

13



Fundsmentsl Norms of Writing Form: In aliterary work, form referstoitsshapeand structure, and to themanner
inwhichitismade(seestyle), asopposed toitssubstance (content), or whet itis
about. Form and substanceareinseparabl ebut they may beanaysed and assessed
individualy.
| deograph: A written symbol that representsanideaor an object rather than a
particular word or speech sound. The Chineseand Japaneselanguages, for instance,
areideographic.

Phonetics: Itisthestudy of speech sounds: their production, transmission,and
reception. It dsoinvolvestheanadyss, transcriptionand classificationdf the sounds
of speech.

Plot: Itisthe plan, design, schemeor patternof eventsinaplay, poem or work o

fiction.In order todiscover theplot you ask yoursdf such questionsas Why did that
happen?Why isthishappening?What isgoing to happen next—and why?

14



UNIT 2 HOW TO ACHIEVE LUCIDITY
AND DIRECTNESS

Structure

20 Aimsand Objectives
2.1 Introduction
22 Thedimensionsof clarity

2.2.1 Decidewhat you want to maks clear
2.2.2 Clarity dependsupon proper education
2.2.3 Clarity requiresaconcr etedefinition of your subject

23 Yourwriting must beengaging

24 Clarity and transparency

25 Rigidity may affect clarity

26 Clarityisnot facilecomprehensbility
2.7 Clarity isnot smplicity d statement
2.8 Alwayskeep your readerin mind

29 Rdationbetweenlanguageand clarity
2.10 Directness

2.10.1 Howtoachievedirectness: technique
2.10.2 Clarity and syntax

2.10.3 Clarity and vocabulary

2.10.4 Directness

2.11 Summing up
2.12 Activities: aidsto answers
2.13 Glossary

2.0 AIMS AND OBJECTIVES

Readability, clarity, lucidity, or directness(cal this quality by whatever nameyou
will),isoneof themost important valuesto becherishedin creativewriting, for all
writingisaimed at areader who must understand what you are saying. Otherwise
communication,whichisthe purposed all writing, will not bepossible. This
fundamental principleof writingissoimportant that it has been stressedin other
Units of your syllabusaswadll, so that when you writeyou canam at meaning, not
obscurity,whichis unmeaning. Y ou haveto remember that

e toachieveclarity you must know, thoroughly and competently, what you want to
beclear about. Until your mastery of thesubject iscompleteyou will neither
know itsbroad patternand itsdetaits, nor will you be ableto definefor yourself
what you want to say on thesubject;
to beableto do so you must haveadeepinterestinthe subject. Crestivity can
emergeonly from this—
so a so transparency, whichis spontaneousand illuminating. Great scientistsor
great artistshavethisquadity o creative expression; and

e mererigidity o academicdisciplinecannot help anyoneto attainit;
clarity relatesto theresponsed your listener, your reader. If your writingfailsto
communicate, it has no meaning; but

e clarity isnot facilecomprehensbility —ameresmplicity of statement. It applies
to complex and highly sensitivethoughtsa so; hencethedifficultyin achieving
clarity;
to achieveclarity onehas to beamaster of language, for itisonly by
mani pul atinglanguageskilfully that one can expressgreat and complex thoughts
effectively;:
such manipulationiscaled technique, in which themastery o syntaxisas
important asa competent useof vocabulary;

e " al thiswill help you achievedirectnessand clarity, which makefor readability.

15
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2.1 INTRODUCTION

Thisisthesecond Unit of Block 1.of your course. In thefirst Unit—an introductory
one—thegenesisd writing, thetypesd writing, theessential aspectsd aliterary
work, tipsto an aspiring writer likeyou, and somehel pful Do's and Don’ts were
discussed, asa so question like Why doesonewrite? and 'Why should onelearn
to beonés own critic or seek others opinions?

In thisUnit, theimportanced thequalitiesd clarity and directness, whichimpart
vaueto your work, are explained—quditieswhich haveaready been referredtoin
the previousUnit. Indeed, their importancecannot be over-emphasi sed because,
whatever bethethemed your work, it will not appeal to thereader if it suffersfrom
opaguenessor obscurity. As pointedout in the previous Unit, the onedistinguishing
quaity o al greatliterary worksisclarity—clarity o thought and clarity o
expression.

2.2 THE DIMENS ONS OF CLARITY

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

2.2.1 Decidewhat you want to make clear

What you want to make clear isthe subject that you havechosen. You

cannot beclear about thesmallest detail without being clear about the
wholefield, or thesubject of whichitisapart. Civil liberties, for example,are
concerned with the Constitution, the judiciary, the widespread knowledged law in
society, theexpensesd legd actionand an abiding faithin thefruitsd the judicia
system based upon actual experience. The protectiond consumersislinked with
theentire market condition, and the spending mentality of peoplein aninflationary
Situation,whereit seems evidently moregainful to spend money immediately.

2.2.2 Clarity dependsupon prope education

Clarity depends upon an adequate, competent and relevarn: education. If you have
not mastered your subject, you can only flounder about; and in trying to clarify, you
may makeit al themore confusing. Do not try to explain anything which you do not
know. Go back to the subject itsdlf, takean all-round and distant view of it, and just
asyou can seethefiel dsand water and forestsin patternsfrom theair, you will find
thingsfalinginto adesign. Clarity requiresnot only alittletimeand distancefrom
‘the matter you are dedling with, but al sodemands wide acquai ntancewithiit.

2.2.3 Clarity requiresa concretedefinition of your subject

Sincenobody knows, nod can hope to know, everything, clarity needsadistinctive
definitionadf wheat your subject in hand is. Brash confidenced the'l know what |
want' typeis not enough, you haveto know whet you want to say. If you are
presenting routineinformation it isonething, butit isquiteanother thingif you are
usng it for creativewriting, Sncewhat is needed hereis an identificationwith the
subject. As soon astheother man knowsthat you are not talking about somethinghe
aready knows, but of something which you know inaspecia way, hewl listento
you.

2.3 YOUR WRITING MUST BE ENGAGING

—— —

A subject which can farm the matter of creative writing must be interesting:
interestingto you and also interesting to the peoplewho aregoing to read your
work. Making things interesting is askill, and thereare exerciseswhich purport to
teachyou how to doit. These, however, aremerely guideinesand cannot teach

you creativewritingitself. Y ou may succeedin making your writing merdly interesting
but you knsvw what you are doing, and so does theman at the receivingend. You



are, infact, being jus interesting, not cregtive. Y ou arenot actudly interesfedinthe
subject, but only want to gain an audience. To make your writing creetive you have
to shapeitin suchaway that it becomes|uminous and acquiresthe power to move
others.

24 CLARITY AND TRANSPARENCY

Similar to'darity’ istheword 'transparency’, which assss usin attaining clarity.
Transparency islike unmotivated atention—is aconditionin which anobjectis
viewed without any particular interestinit. Of course,itisakind d absorptionin
what you are spesking of , but such concentrationuswilly hasaconcrete subject
whenit achievestheconditiond darity. Scientisssometimesattain such
transparency when they haveacquired mastery d their topicthrough constant
anadyssand gpplication.

I vividly remember onesuchingtance: Dr. K S. Krishnan was speskingon the
principlesd theradar. Y ou will realise how vivid theimpression iswhen| tel you
that it wasforty-oneyearsago that | heard Dr. Krishnan spesk. It wasamixed
audience—mog o the listenerswere not scientists. Asinterestingthingsgo, the
theory and operationsd radar arenot interesting. If Dr. Krishnan had not been
absorbedin thesubject, if theentireprocessof thelecturehad not beenso dearly
present to theminds eyed the spesker, we could not have begunto ligenand

perceiveat thelevd of attention at which alonethe subject could have been grasped.

For an hour after thelecturewe had the excitingilluson that the theory and
principlesd radar wereasclear to usasto Dr. Krishnan. That theilluson was not
permanent is not the point—the medium recaiving the perceptionwas ungtable; it
drifted awvay, therewas no follow-up—there aremany reasonsand explanations.
Thecored thematter isthat a particular relation with asubject matter, when one
acts mardy as atransparent mediumfor transmissond idess, rendersfar beyond
the merdly interesting, whichisthered levd a which the creative-mind speaks.

A great many d ushavefdt theutter presenced theartist's experienceinthe
sonnetsof Shakespeareor theodesd Kests, or evenin asvast awork as Tolstoy’s
V& and Peace, but it would be almest impossibleto-conceive of, or toattempt, the
samething. | am only offeringan exampled theclarity that can be reached & the
highest levd by acertainrelation with the subject matter.

Activity 1
i) Why ismestery d the subject required for theachievement o clarity?
(40words)

1i) What istransparency? (30 words)
(Check your answerswith thosegiven at theend d the Unit).

Mo n Achslenh Lucldity
uinll TH reciticin
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2.5 RIGIDITY MAY AFFECT CLARITY

Most subjects, even topics, academically speeking, have arigid outline--academic
disciplinesrequireand produceacertaincontrolling of themind, and sofar as
clarity in cregtiveexpression goes, th s rigidity hindersand mey even damage it.

Y ou yourself are the basis and sourced darity. Clear expression must befree,
spontaneous, pliastic—sensitive to the relationbetween you and the peopleto whom
you speek. Weseam te be ¥y |jttle concerned about darity when weexpress
oursdves. We seem to think thz it istheimportanced thesubject matter that will
automatically achieve clgfify, or thetit istheduty of the reader toextract darity out
d whatever we chooseto say, in whichever manner welike Infact, itisoned the
advantagesof writing, abdifferent from speech, that questionsare not asked of yau
right there. But never imagine for amoment that becauseyou are writing, questions
cannot be asked of you. That kind of feding or .assumption. istheenemy o clarity.
Somed the best writers areinvolved with themselves making their statements,
asking their questions, answering them themsalves. | n such cases, thereisno darity,
but only rhetoric, whichiisaconfining of expresson. Somed finest cregtive

work mey eventudly come out of it but thisdoesnot usudly happen. Complete
sf-involvementis not a conditionin which you can attain clarity within yoursdf
about what you aresaying.

2.6 CLARITY IS NOT FACILE
COMPREHENSIBILITY

|
Clarity doesnot mesan putting everything at superficialy comprenensbleleves A
great ded canhesaid very dearly by omittingitsessential complicationsanditis
sometimesuseful, asan evaluation o clarity, toseewhat thelossesarein achieving
thiskind o darity! Such evauationactsas asautary check on unclear, complicated
expressionswe may have used.

27 ALAR TY IS NOT SIMPLICITY OF
STATEMENT

if weconsider Henry James's novel, The Portrait o alady, wewill haveto modify
our view o clarity. Clarity is not limited to dedling only withsmplematters,smple
statements, smplehuman beings or simple human experiences. If that wereso,
clarity would set afrustrating limit on complex and highly sengtivecrestive writing.
In thisnovd, Isabd Archer, MadameMerle, Osmond, and Ralph are not smple
humen beings Thehopes and unionswithwhichThe Rrtrat of alady beginsand
thedisillusonswhichit reaches do not represent asimplemovement o
disgppointments, yet thecreetiveart o Henry Jamesliesin theachievement o
clarity and intricacy. The intricateisso presented to theminds eyethat it islit up by
aluminouscdlarity. Thisbringsusto the point o saying that darity hasa principleof
ddightinit which makesiit cregtive. If clarity doesnot requireaccuracy o vison, if it
doesnot involvethedifficult exercised precisonin conveying thisaccuracy o
vigon, it would not bethe beautiful thingthat itis It isthedifficult thingand not the
eesy thingthat isbeautiful when rendered appropriately so.

2.8 ALWAYS KEEP YOUR READER IN MIND

TheVictorianconvention o addressing the reader mey havevanished, but the
reader istill very much with us. Thedarity of writing—becausedarity isaresult, an
effect, not aquality as such, dependsupon our knowing clearly who our reader is
Thereader decides our choice of languege: Every writer has his preferences,and



thismay, of course, makehim choosehis readers, but thereis no reader absolutely
1nade for thelanguagewhichisthechosenlanguaged thewriter. Thewriterd the
age 0 Shakespeareknew theloved |anguage hisaudiencehad, and madehisreader
lovehislanguage by leading himfurther in thesamedirection. T.S Eliot did not
have readersreadymadefor thelanguage, knowledge, skill and potentiaity,and yet
he drew upon these. Hisreadersfound him difficult, but they loved thedifficulty;
they knew where hewas going and were prepared to go dong with him and a so had
the resourcesfor doing 0. Oneindeed not only seeks one's audience, but also
'creates it asit were, whichisnot possiblefor every writer.

2.9 RELATION BETWEEN LANGUAGE AND
CLARITY

ILanguage, being themediumfor adiveraty o human communications, hasto be
individualised every timeitisused. That iswhy didects, dang and changesd idiom
are S0 essentid to creativewriting. An abstract tandard of languagewithits
prescriptionsd correctnessand grammar is never enough for creetivewriting.

" Thereisakind d clarity which correctnessand grammar may bringabout—but
beyond that we need acommunity o expressonwhichbindsal o ustogether and
mobilises theentireresourcesd thelanguage. Aristotle, in hisdefinitiond the
classicgyle, definesit asthinking thethoughtsd' thewiseand speaking thelanguage
of thecommon people. Wisethoughtsneed not necessarily be expressed in difficult
language. Thelanguageused by common peoplecan beextraordinarily richin
expressions. Mot peoplerecognise thequalitiesand potentidity o their speechand
are abletouseit withasensed crestivity, pleasureand competence. Assoonas the
writer gets into activetouch with the man for whom hewishesto write, he hasfound
thekey to darity—and theresponseisnot only o understanding, but d so of that
delight in thecatholicity d experience,whichisthefidd d art. Then thestruggle for
clarity isover and anew worldd delight opens.

2.10 DIRECTNESS

There aregrest example.d directnessd languagebothinlifeandinliterature;in
fact, theoneleadsto theother. Shaw, himsdf aconsummatesylist, sad, 'Forced
assertion istheaphaand omegad dyle. Oliver Cromwell, spesking to theRump,
sad,'You havegtayed in this placetoolong, and thereisno hedthinyou. Inthe
name d God,gd One characteristicwhich dl theseshareisastrong conviction, a
purpasive direct need of and drivefor, meaning. Strong convictionsmen have, or
they acquirethem,and itisnot relevantheretospesk d the rootsand modesd

such convictions. But it should beevident that men might have strong convictions
znd yet remaininexpressive, tongue-tied. The convictionsmight thusfater, remain
unexpressed, and comeout as anything but direct.

2.10.1 Howtoachievedirectness: technique

Directness, therefore, has to beforged by technique. However smpleit may look
when achieved, itistheresultd continuousexercise, application and refinement.
Syntax isthemuscleof language, and exercised syntax bringsout theinherent force
of thelanguage. A writer has to experiment with thelanguage to discover and adapt
its syntax to bring out thecompellingforce which driveshim. Few writers have
achieved such cregtive power with directnessin modern timesas Ernest
Hemingway. TheKillers isastory onecan go over againand again to seewhat can
e donewiththe barebonesd syntax.

'He must have got mixed up with somethingin Chicago.’
"Buess 0, sad Nick.
Tt's ahell d athing.

(Then thereisapause duringwhich Georgetakesout a towd and wipesthe
counter.)

s o Ahleren | woldicy
il THar kil
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| wonder what he did? Nick said.

‘Double-crossed somebody. That's what they kill them for.'
| amgoingtoget out of thistown,” Nick said.

'Yes, that isagood thing todo.

‘A hdl of athing, 'an a{wﬁﬂ thing’,'a good thingto do' arestraight out of the
syntactical formsworn bare by constant usageand yet, isolated by thevariationin
rhythm, surrounded ahd spaced by silenceand laconi c speech, they expand with
aburdend meaning, 4 pressured direct experiencethat doesnot bear thinking
about.

2.10.2 Clarity and syntax

Syntax hasastructure to which you can return after lettingit stand by itsdf for a
time, sothat it can reveal itsoutlinedr meaning. Thereisalength of timebetween
'He must havegot mixed up with somethingin Chicago, and 'l wonder what he did?
But oncewe have that ominousvagueness o 'mixed upin something'itisamplified
into 'double-crossed somebody’. Again, we return to theanonymous public kind of
syntax of statement'a hell of athing', 'an awful thing' tilt we reach the consequence,
"That's what they kill them for'.

I

2,10.3 Clarity and vocabulary

The directnessof syntax, used with astructural risedf force, iscombined with
barenessd vocabulary. The accumulation of meaning which can be carried by the
simplest of words, ‘thing’, issharpened by thestructural use of syntax. Lest we
should think that this¢an be doneonly with dialogue, let uslook at a pieced
descriptionfrom another Hemingway masterpiece, The Short Happy Lifedf
FrancisMacomber'.

'He's dead in there,” Wilsonsaid 'Good work,' and heturnedtogrip
Macomber'shand and as they shook hands, grinningat each other, the
gunbearer shouted wildly and they saw him comingout o thebush sideways,
fast asacrab, and thebull coming, noseout, massve head straightout. .. .
comingin acharge, hislittle pig eyes bloodshot as helooked at them.

2.10.4 Directness

Directness,with sharp changesin action, needs abruptness. From the chumminess
and relaxation of mutual congratul ation,weare back to theturmoil of action. Some
d thekey wordsare‘wildly’, ‘fast asacrab’, 'bull’ and then theanthropomorphic
transitionto the %iller’ image, 'nose out', 'head out' and finally the primitiveintention,
little pig ey&cblgodshbt ashelooked at them'. It ischaracteristicaf theenergy of
directnessthat it leapsover differences, going straight for itspoint and we are not
deflected, diverted or ¢onfused by any of the peculiaritiesdf expressionthat are
subsumed in thedirectness.

In oneanimal description we havebull, crab and pig—but they are kept to their
digtinct purposed usg ot spilling over into thewholeimage, whichisone of
instantaneousdanger. Mrectness,even in Hemingway, the master o theshort,
smple sentence, doesnot limit itself by rigidly adheringto that moded syntax. The
detailsare broken up: ¢lear, vivid, but structured together into the combined
moment o catastrophic recognition.

Activity 2

Examplesd clarity in cregtivewriting have beengivenin thisUnit. Therearea so
two excerptsfrom Heringway. Quote two short passagefrom any two other writers
asexamplesd darity. Also discuss,in not morethan 70 wordsin each case, how the
effect hasbeen achieved.

(Check your answerswith thosegiven at theend of the Unit)

--------------------
--------------------------------------------------------------------------

....................



2.11 SUMMING UP

Clarity and directness are themost important qualitiesdf creativewriting.

Clarity hasthreedimens ons—what you want to be clear about, what you want to
makeclear and to whom you want to beclear.

Toachieve clarity you must havemastery over your chosen subject, i.e:, you must
distanceyoursdf, think over thematter and get wel acquainted withit.

You must beactualy interested in the subject and must identify yoursalf with it.
Only then will you be presenting even afamiliar matter inaspecial way so asto
hold thereader's attention.

Making thingsinterestingto all concerned isaskill whichcan beleamt. Butitis
not enoughfor creativewriting which has the power to moveothersand to make
thingsluminous.

Clarity isassociated withtransparency whichimpliesan absorption inwhétis
being presented—for examplethelectureon radar, Shakespeare's Sonnets or
Tolstoy’s War and Peace.

It isyouwhoare thesource of dlarity. Thereader should not be expected to
extract clarity from what you present to him. Y ou should yoursdlf anticipateand
tacklequestionswhich thereader may ask. But total salf-involvementdoesnot,
by itsalf, ensureclarity within yoursdlf about what you aresaying.

Clarity doesnot mean merecomprehensibility,sinceto makeathing
comprehensi bleone may sometimesomit its essential complexitiesor
complications.

Clarity doesnot comefrom oversimplified statementsalone.
Onenot only seeks an audiencebut alsocreatesit, asit were.

Clarity hasa great deal todowithlanguage. Inaliterary work, it isnot enough to
achievegrammatica correctnessin the use of languagefor it needsto be
individualised. Rather, you should aim at the expressivenessand distinctiveness
which sometimescharacterise thespeechd the common people.

Strong, unfaltering convictionsmay helpin achievingdirectnessd language, but
you need continuousand constant experimentati on with languageto realise its
inherent force.

Themanipulationadf syntax makesfor clarity. Skilful,structural useof syntax may
lend new meanings towords. 21
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2.12 ACTIVITIES: AIDS TO ANSWERS

Activity 1
i)  Without masteringone’s subject one might fumbleor maked! themore
confusingwhet onewanted to make clear. Further, one hasto beclear about
thesmallest detail of thesubject to beableto project it accurately. Thisshould
enablethewriter tohold theattentiond thereader.

ijy Transparency isassociated with clarity. It involvesconcentrationon the
subject, without which clarity cannot beachieved. Theauthor hasillustrated
thisby hisexperienceof Dr. K.S Krishnan’s |ectureon the radar. Unlessyou
master your subject, you are likdy to lapseinto confusion. Further, awriter
should closgly observetheused every littledetail in order to make hiswriting
clear and complete.

Activity 2
Hints
Herearefour possibilitiesﬂor you to consider
i) vividness |
ii) expressveness
iii) original used wordsand syntax
iv) factsmadeluminous.

2.13 GLOSSARY

|
You will find in theglossary ashort list of theliterary terms used in this Unit.

Anthropomorphism: Anin?als and objectsare given human form and qualities.

Clarity: Oned thethreeeéSsential qualitiesdf expression. It isassociated with
(1) grammatica construction, (2) correspondencewith fact, (3) logical ordering,
and (4) graphicimagery. |

Epiphany: In literature, epiphany meansan intuitiveand suddeninsight intothe
reality and basic meaning of an event.

Rhetoric: Thebody of principles and theory-concerned with the presentationof
factsand ideasin clear, convincing and attractivelanguage, whether spoken or
written
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3.0 AIMS AND OBJECTIVES

ThisUnit considersoneof themist important normsaf writing, viz., the
establishment of authenticityand credibility, without which no creativewritingcan
apped to thereader. It di scusses the variousimplicationsd thesetwoconcepts,and
illustrates, through exampl es, how successful writersachieve theseeffects. This
lesson tellsyou that

e thefantasticimaginationdf children cantakeany absurdity initsstride; but

e theadult mind hasasensed redlity which looksfor theauthenticin literature;

¢ although: all writingisself-expression, theact o writingfiltersour emotions; only
thosewhicharegenuinecan be expressed through writing;

¢ the writer must livetheexperiencewhich heistrying to communicate;if hewants
readerstofed somethinghemust first fedl it himself;

e authenticity of factsisvery important; awriter must avoid crossing experience
and culturebarriers,

e authenticity of leeade and culturehave been achieved by such writersasRaja
Rao and RX . Narayems.on thisauthentic basethey havewritten highly
imaginativeor comcallyemaggerated taes,

o credibility can berealised only when authenticity has been achieved;

¢ Mulk Raj Anand’s story, discussed at length, shows how theseeffectshave been
obtained.

3.1 INTRODUCTION

This istheth rd Undt d Block 1, dealingwith thefundamental norms of writing. In
thefirst Unit we have considered questionsaf agenera naturelike, Why doesone 23
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write? 'What arethetwo essential aspectsdf aliterary work? 'Wha aretheld' s
and Don'ts for an aspiring writer like you?-and'Why should onelearnto beone's
own critic,and why should one seek othet’s opinions? Inthesecond Unit we have
discussedwhat clarity means and how clarity, which isnot meresmplicity of
statement, can beachieved, and a so the techniqueto beadopted for achieving
directness. Evenif your writing attainsclarity and directness, it will not bevaued as
aliterary work unlessitiis marked by authenticity and credibility.

InthisUnit, | will tell you what authenticity and credibility actually mean, and how
they can berealised in your work. But thereare no set formulaeor recipesfor
achievingclarity, directness,authenticity or credibility. Y ou areonly told whet they
are but not what can be:done to achievethem. What is presented hereisto helpyou
achievethem on your own through theexercised your creetiveimagination. These
Unitsdo not'constituteamanud, but only an aid to thediscipliningd your cregtive

powers.

3.2 THE CHILD ACCEPTS THE INCREDIBLE
QUITE EASILY

Childrenloveto hear stories. For instance, infairy tales, folk tales, or new stories
made up by gifted parentson the spur d themoment, giantsand spirits, talking .
animalsand plants, kindly godsand bad angel sfigure prominently,asdsodo
improbableincidents. Thechild's mind acceptsthe absurditieswith ddight and asks
no questionsabout credibility or authenticity. For example, thestory may run like
this: 'Once therewasajcat who, when a kitten, liked drinkingink. Shehad lapped.up
so muchink that .. .’ of ,’An old man went walking in theforest. Hisdog ran behind
him. Theold man walked on and on. By chance he dropped amitten (aglovefor the
hand and thewrigt). . ! Thechild enjoyslistening toit, but does not questionwhether
itistrueor fase, probableor improbable. L et usexaminethesetwostories.

3.2.1 Two absurd but ddightful stories

Thefirst story begi nsv‘vith adelightful absurdity; the second begi ns normally
enough, but soon becomesquite funny. L et ussay that first amouse entersthe
niitten, making it hishome. Gradually afrog, a hare, afox, agrey walf, aboar, and a
brown bear invite themselves in. It isonly when thebear hasentered the mouse's
homethat thereissome crowding and the mitten isabout to burst. But before
another guest can enter and make that happen, theold man noticesthat he haslost
the mittenand goes back tolook for it. The dog finds it, barks, and thefrightened
animalsnin out and away. Thusthestory becomesincredibleasit devel ops.

\
3.2.2 Thechildis not worried by improbability, nor isit worried
by moral issues

Thechildfindsnothing improbablein these stories, as heis prepared to accept any
odd eventfor thesaked thestory—just tofind out what happensnext. The
important thing for the childisthet thingsshould keep happening. Heisnot worried
about themora implications either. For instance, consider astory likethefotlowing:
atiger comes, eager to rescuehisfriend, thejacka, who hasfallen intoatrap. The
jackd hasno hesitationin using thetiger for hisescape, letting him fall inta t he trap,
and getting killed in the end. Thechild may fed sorry for thetiger, but will not
condemnthe jacka for hisact of betrayal.

3.2.3 A senseof reality, however, comeslater

Asthechild growsup, however, hedevelopsasensed redlity. He isnolonger
willingto accept improbabilities; he measures up other peopl€s narration o events
against hisown experience, hisown standard of credibility. In this particular Unit, we
are concerned with authenticity and credibility as two basicfeaturesdf adult writing.
Thelogicof children's literaturebeing rather different, it will bediscussed in

Course 4. |

I
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3.3 WRITING IS A FORM OF
SELF-EXPRESSION, EVEN WITH CHILDREN

Thedesireto write—the urgeto write, if you will —arises from one's necessity to
expressaneself. Thisishow dl writing begins. When children start writing, whether
it isabout an imaginary world, or area one, it is thiscompulsion to expresswhat
they thirk and fed that isforemost in their minds. They do not necessarily want
othersto read what they havewritten; infact, some are very secretiveabout their
writingand hideit in deverly thought-out places.

3.3.1 Theact of writingitself tellsthewriter which of hisfedings
arenot sincere, and which are

Writing offersarelease to thewriter o any age; it isan act o sdlf-expresson so
powerful initsintengity that thosewho havefet the urge, exhaust themselvesdoing
it, for thetimebeing, at least; but having doneit once, successfully, they must go on
performingthe same task, repeatedly. They find the act o creation sacred, because
it isin the process o writingthat the writer is confronted with hisfedingsand ideas
moreconcretely. Moreover, what he cannot bind down with wordswill escape, and
he can bind down only those which have substance, which are authentic, which have
intensaly lived in hismind. It isat the moment o writingthat thewriter realises that
only somefedingsbecometrue through exact expression; some, which areflesting,
casua and insincere, refuseto be bound in language.

3.3.2 Inwriting, authenticity of emotionsis measured by
authenticity of expression

Thuswefind that, for awriter, authenticity d emotion is measured by

authenticity d expression. The poet, the short story writer, the novelist, and the

dramatist aredl trying to express, through different mediums, their visond lifeas

revealed to them through their experiences, fedings and meditations. They find that

ordinary prose or Shgsong verse cannot expresstheir emotions, which are complex

and sometimes impal pable. They mugt find the right combination o words, the right

tone, the right rhythm to expresswhat they want to say. They mug, in other words,

find their own authentic voice, not merely borrow readymadeimages, ideasor

peech.

3.3.3 For thewriter what authenticity meansisthat he must himself
believewhat bewantsother sto believe

Authenticity, therefore, comprisesfor the writer, not only emotions but also
expression. Every writer kegpstryingto achieve perfectionin this, dthough only a
few succeed—sometimesafter avery long wait. That iswhy the craft of writingis
not an easy oneto practise. Thereare many waysof seekingtruth; for thewriter, the
first stepisto ensurethat what hewantsotherstofed hefedshimsdf, that it has
becomea part of himsdlf. |

Activity 1
i)  Why doesthechild accept theincredibleeasily? (30 words)
ii) Why do peoplewrite?(30 words) _ _
iif) What isauthenticity? How can it be known?How can it be measuredin
writing? (50 words)

(Check your answerswith thosegiven at theend d the Unit)

25
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3.4 AUTHENTICITY OF FACTS

Itisneedlessto sy thet thetruth d factsliesat thevery root o authenticity o
fedings. One cannot merely imagineadeath and writeagood poem d grief;one
cannot invent abeloved and writeatrue poemd love; onecannot construct out of
ones head aworking-class home and writeagory of thehopesor despairsd
working-class people. Writers havesometimes tried to do so, and dthough they may
havefooled some, t h g have not succeeded for long. Behind an authenticfedling
mugt liean authentic object, an authentic background, atruth of experience. The
writer must possessthe power o accurateobservation, and agood memory to hold
thedetails.

3.4.1 Theexperience barrier : dangerousto crossit

Thereissuchathingasan ‘pxperience barrier.Wearebornin onesort d family, live
with aparticular group d people, haveacertain kind o socia and cultura
inheritance, and go through alimited number of experiences. These present the
pictureof lifeaswe seeit, It ispossible, throughwide reading, to get to know of
other peoplesand their lives; yet that kind of knowledgecan never be asdirectand as
deep astheonewe havelived oursdlves. If, without direct experience, wetry to
portray an aread redlity fram which we have been excluded, our crestivewriting
will sound hollow. Onecommon exampled thiskind o ingncerity isseen when
writerswith amiddle-class background are tempted to portray lifeaslived in the
'high society'—upper dass, westernised, anoral and carefree. Smilarly, when
writers withapre-eminently rural or urban background,wish to crosstheir
experiencebarrier and write on urban or rural themes, about which their knowledge
isscanty, they fail to convince the reader. Only great writersareableto crossthis
bamer with thehdp o th%ir powerful imagination.

3.4.2 Experiencebarrier between cultures

It issimilarty dangeroustowriteabout other cultureswithout goingdeeply enough
into them. Oned thereasons why very few Europeanshavewritten with any
measured understanding,about Indiais surdly that their penetration iito our
culture has been superficial. |t matchessomed the superficial observationswe tend
to makeabout other cultures: theBritish, the American, the African, and soforth. In
arecent novd, written by a foreignerwho haslived longenoughin India, atea party
isdescribed, with alot d amused observation. ThePrincipa d aprivatecoaching
ingtitution hasinvited hisstaff to atea party, and among theinvitees isa junior
member who has comewith his pregnant wife To most o thestaff, who arequite
poor, thetea party ssemst® bean opulent affair. Thereismuch dressngin
onés finery; everyonetalks in adtilted fashion, usi ng Victorian Englishd aripe
vintage, and many sycophantic complimentsare paid to thehost. Whenfood is
served, everybody tri esto\be discreet and gented, with the result that they all eat 0.
little—dll, except the pregnant wifed the junior teacher. Sheisfond of sweets,
though in her married Weher husband could satisfy thiscraving fully. only once. In
any case, either becauseof her deprivation, or Becausesheis pregnant (thisreasonis
aso hinted at), she makesa grab at thesweetsand eats them greedily. Itisall 0
funny —theaccount d theitea party —the writer ssemsto say; all sofunny, yet so
sordid.

|



3.4.3 How eross-cultural raidscan violatenormsof decency

Toan Indian reader of thestory it is, however, obviousthat theaccount of thetea

party isindescribablycruel,and sincefunis madedf deprived people—thelittle

education, thelack of money and socia status—itisin bad taste. Theauthor does

not see (because the author has not penetratedinto the culturedf thecharacters

ridiculed), that behind much of what seemsto bef unny liesinescapabl eservitude

gnd p;verty. A persondf breeding(not to speak of trueculture) does not makef un
misfortune.

Themoral, therefore, isthat unless thewriter can truly say that he has gonedeep
enoughintoanother cultureto beableto understand it, heshould not attempt any
cross-cultural raids.

3.4.4 Total authenticity of localeand culture R.K. Narayan

Onelndian writer who never alowsthisto happenin hisnovelsand short storiesis
RX. Narayan.His storiesare al set in and around Malgudi, asmall imaginary town
in Karnataka. Geographical redity ispronouncedindl o them, asistheredlity of
persons, their occupations, hopesand failures, amusements, their daily life. So
truthful is Narayan about the peoplelivingin thissmdl town, so authenticishis
portrayal of their mannersof speech, their education and their attitudesof mind,
that very soon after beginningto read thesecond story by Narayan, onefedsthat
onehasactuadlylived in Malgudi al oné's life. Narayan hasfound dl hismaterid in
thissmall town. Narayan'sstoriesring true becausehisauthentic voicecomesfrom
the aﬁthentic experiencethat he portrays.

3.485 Authenticityisthebaseof even highly imaginative creation:
RaaRao
Evenwhenawriter wishesto transform his material into a highly-imaginative
narrative, he must first ensurethe autherticity of the material. Oncehehas donethat,
he can fashion thematerid into therealistic, fantastic, symbolic or any other modethat
helikes. Take, fur instance, RgjaRao's story, The Cow of theBarricades (included
in theiPeliceman and the Rose, O.U.P), inwhichthestory of thecow, Gauri, and .
her participation inthe Mahatmas non-violent movementisnarrated. Not only is
Gauri created authentically, bit by bit, beforeour eyes, but the human characters
aso--theMaster, hisdisciples, and even the red men. RgaRao createsthis
authentic world so carefully, that when at theend of thestory heinvests Gauri with
thecanscious purposed a martyr walking sedately towardsher willed death, we
find i totally credible.

3.4.6 Authenticity established, theauthor can goin for grest comic
exaggeration: RK Narayan

InRK. Narayan's storiesauthenticity serves asimilar purpose, thoughit takesa
different direction. With authenticity established, Narayan oftenimpartsto
credibility the dimension of comic exaggeration.In'A Horseand Two Goats
(included in A Hor se and Two Goats, Vison Books), Narayan takeseight pagesto
create theworld of thestory: thevillaged Kritam; Muni, theowner of twogoats, his
long-suffering and shrewishwife the shopman; and finally theterracottahorse. This
isdone at aleisurely pace, till the stageis completely set for thered-faced manto
arrive in anew sort o vehicle whichlooked 'both amotor car and bus. When
Murni takes him to bea policeman, the comedy starts. Muni’s knowledgeaf the
red-faced man's languages isconfined toasmple'yes, no, spoken at once. The
red-faced man cannot understandaword of thechaste Tamil which Muni spesks, and
for which thevillaged Kritam isfamous. They, however, carry on aconversation
for thenext thirteen pages, talking at Cross purposes.

*Mo one can tell what he (Muni) was planning to say, asthe other interrupted
him at thisstagetoask, '‘Boy, what isthe secret of your teeth?How old are
you?

The old manforgot what he had started to say and remarked, 'Sometimes, we
“4oa loseour cattle. Jackal sor cheetahsmay sometimes carry them off, but
sometimesit isjust theft from over in the next village, and then we will know

Antircnioity ! Urodisiicy
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who has doneit. Our jpriest df the templecan seein thecamphor flamethe face
d thethief, and when heiscaught. ... He gestures with hishands to suggest a
perfect mincing,of meat.

Thiskind of didoguecontinues; the stranger wants to buy the horse; Muni thinks he
isoffering to buy hisgoats, and findly walksaway with a hundred rupees, leaving his
goats behind, while the red-faced manis expectingMuni to offer ahand to carry the
horseto hiscar. When the/ American and Muni start talking, theconversationis funny
enough, but asthey go on talking, their exchangesriseto thelevd of comic

unredlity —so perfect isthe misunderstanding,yet so sureeach isthat he can
understand the other.

3.4.7 Authenticity makes all the differencebetween grest comedy
and Stuation comedy

Had authenticity not beep establishedright at the beginning, over eight carefully
worked-out pages, thedialogued comic misunderstanding,the funny dia ogue,
would have remained merdly funny —competent situation comedy, but just that, not
thecored agreat comedy.

|

Activity 2

i) Doesn't awriter's range becomelimited if he expressesonly what he has himsdf
experienced? (35 words)

if) How doesthe experiencebarrier operate? (30 words)

iii) How isRX. Narayan ableto achieveauthenticity in hisstory, ‘A Horseand
Two Goats, whileinvestingit with comic unredity? (40 words)

iv) Does Gauri, inRgaRao’s The Cow d theBamcades, becomecredibleonly
becauseshewascreated bit by bit? (40 words)

(Check your answerswith those given at theend of the Unit)

.........................................................................

S e

3 5 EREDIBILITY STEMS FROM Alﬂ'l—IENI'[E]TY

Credibility thus emerges from authenticity.| n that sense, credibility is not an
absoluteidea it relatesto the degreed authenticity that the writer hasbeenableto
achieve. A factualy correct event may appear to beincredibleinwiting, if the
author hasfaled to give it life, i.e., authenticity. Wedl know whet sufferingis, yet

in somewriting theaccount d sufferingleaves us untouched, whereasin some
otherswefind it deeply moving. Thedifference between thefirst and second kind
liesentirely inithe element of aﬁheﬂlaty—thesucﬁﬂul establishment inwriting of
thetruevoiced feeling.




3.5.1 Authenticityand credibility: acloselook a Mulk Raj Anand’s. Authantichy snd Codibiity
"The Logt Child'

L et usnow examineashort story titled The Lost Child', written by Mulk Raj
Anand, astory that aptly illustrateswhat we haveso far said about authenticity and
credibility. Fortunately for us, h a n d himsdf providesa backgroundto thestory.
Hewasdoing research in Philosophy in London, and hefound hiswork very hard.

I could not master thewholedf European thought quickly. | did not know
Greek or Latin or German or French. | wasadvised by my Professor to be
honest and accept thefact that | did not know very much. But | struggled all
thesame, lateinto the nights, read huge tomesand brooded. But themorel
read themorel feltlost.

Then | remembered somewordsdf Guru Nanak, who had oncesaid: W eare
al childrenlostintheworldfair.' | went to sleep brooding on thesewords.

Intheearly hoursdf themorning, | recalled that | had been physicalylostina
fair at theageof Sx in Kaleshwar village, on the banksaof the Beas riverin
Kangravdley. | had strayed away from my parents, lookingat a juggler's tricks
and was crying for my mother and father when | could not find them. All the
things| had wanted my parentsto buy for me, the balloon, the sweets, the
flowers, | did not want any more. | only cried out: 'l want my mother! | want my
father!" Someone picked me up and tried to consoleme, but | wasinconsolable
and cried, 'l want my mother! | want my father!"

| wrotethat experienced my childhoodin the early morning. As| had had the
experienced being actualy lost, the narrativewas authentic and trueto my
experience.Only | did not put it downin termsof mysdf. But |, unconscioudly,
wroteabout achild, any child, who may get lostin theway as| had got lost.

3.5.2 How Anand establishesauthenticity

h an d saysthat ti-= story wasauthentic becausehe had the experienced getting
lost. However, it isnhot the samething to havean experienceand to beableto write
about it with an authentic voice. M ere experience does not giveawriter the
authentic toneinwriting. It hasto be created skilfully. Anand first establishesthe
setting: theseason, the place, the people, the many waysaf travellingto thefair, and
then introducesthe child with thesewords, 'One littleboy ran between hisparents’
legs, brimming over withlifeand laughter. The joyousmorninggavegreetingsamd
unashamedinvitationsto al to comeaway into thefields, full of flowersand songs:!
Thechildisfull of lifeand asensedf wonder; al hisfivesensesarefully aiveand
stimulated. Heis happily possessed d thefacultyof being totally absorbed in the
sensationof the moment to thecompl eteforgetfulnessof hissurroundings. Onthe
way to thefair, heand hispai entsenter afootpath in afield.

It wasafloweringmustardfield, palelikemelting gold, asit swept acrossmiles
and milesof evenland—ariver of liquid light, ebbing and falling with each
fresheddy of wildwind, and straying at placesinto broad, rich tributary
streams, yet runniig in aconstant sunny sweep towardsthedistant mirageof
an ocean of silver light. Whereit ended, on onesidestood acluster of low
mud-walled housesthrowninto rdief by adense crowd of yellow-robed men
and women, from which arose a high-pitched sequenceof whistling, creaking,
squeaking, roaring, humming noises, sweepingacrossthegrovesto the
blue-throatedky liketheweird, strange sound of Siva’s mad laughter. The
childlooked up to hisfather and mother, saturated with theshrill joy and
wonder of thisvast glory andfeeling that they, too, woretheeyidence of this
puredeightintheir faces, heleft thefootpath and plunged headlonginto the
field, prancinglikea youngcolt, hissmall feet chiming with thefitful gusts d
wind that came richwith thefragranceof more distant fields.

3.5.3 Thepoetic passagesarejud

Thisquotationframthestory isalittlelong, but it servestoillustratean
important point. Anand, in hiswriting, rarely indulgesin poeticflights. If he 29
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does so here, it iswith the specificobject of establishingtheauthenticity of the
child's world, the child's natural ability to absorb, entirely, theworld around
him. Thechild isenchapted by thedragonfliesbustling to thefair.” Come,
child, come' —this exhortationhasto be repeated by his parentsto draghim
away fromwhat engages him at the moment: a banyan tree, a shower of young
flowers, cooing doves; and when thefair ground isreached: sweetmesat-sellers,
flower-sdllers, the balloon man, a juggler and findly the roundabout in full
swing.

3.5.4 Theghiftin languagefurther strengthenstheauthenticity

Itistherethat heloseshis parents. At once, theworld changesfor him;

pani c-stricken, henatw runsabout in dl directions, till defeated, 'his cries
suppressed into sobs. The bright, vibrant world of a moment before, now becomes
asinister one—heavy men, with flashing, murderous eyesand hefty shoulders
knock him to and from with their brutal paws, until hestartsshriekingfor his
father and mother. Heis lifted up in thearmsaf akindly man who, to soothe

him, offershim each delight the child hascraved for earlier. But now hewants
noneof these, heonly asksfor hismother and father; The story endswith the

man offering hislast allurementon thelis—sweets. But thechild now only
wantshis parents.

3.6 SUMMING UP

Authenticity and credibility arethe most important normsof creativewriting.
A child acceptstheincredibleeasly but not an adult. Thechild isableto do so
becauseit hasyet to develop asensedf redlity. It isinterested in knowingwhat
ishappeningin thestory and not in itsimport or implications—moral or
otherwise. But theadult triesto measurewhat i s presentedin the story against
what he has himsdlf experienced.

Authenticity comprises not only emotionsbut also expression. To beableto
makeothersfed what hewantsto, he must feel it himsdf and achievetheright
expression df it, whichisnot easy. Thetruth of factsiswhat givesriseto
authenticity of feding. Authentic feelingis not possiblewithout an authentic

object or background,or atruth of experience, which underliesit. Direct
experienceis, therefore, necessary to be ableto achievean authentic

expressiond theredlity that issought to be projected. That iswhy it may be

said that thereis an experience barrier whichisdangerousto crossfor any but
thegreat writers. Thisis dl more dangerousin thecaseof cross-cultural projections
o experience. Thewriter attemptingthiswill end up appearingto besuperficia or
offending. Truthfulness to experienceis not enough; empathy, which comesof deep
understanding,isneeded. RK. Narayanis noted for the authenticity of localeand
culturewhich characterises hiswork. By establishingauthenticity skilfully he isable
to extend credibility tdwards acomic unreality which doesnot render thework
concernedincr  bleasin'A Horseand Two Goats. RgjaRao isableto built a
highly imaginative narrativewhich is convincing by ensuring the authenticity of the
material used, asin hd story, The Cow of the Barricades.

Mulk Raj Anand’s analysisd hisstory, ‘The Lost Child', bringsout theauthenticity
o theexperienceembedded in it and theway in whichit has beenimaginatively
rendered, so asto exemplify a universal experience—the child'sfirst experienceof
separation, whichis, perhaps, part of hisinitiationinto life.

Activity 3
Discuss,in not morethan 70 words, how an author can befantasticwithout
losing credibility.

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



Autherricliy anad § redibilily

3.7 ACTIVITIES: AIDSTO ANSWERS

Activity 1

i) Thechild's imagination can takein theabsurd or theimprobable. Thesense
o redity developsonly asthe child grows up. Thechild isinterestedin
knowing only what is happening, not in itsimplications, mora or otherwise.

if) All people—adultsas wdl as children—want to expressthemselves,; hence
the urgeto write.

iii) Authenticity meansthestated beingtrueto one's experience. Itisonly
through theact o writingthat awriter comesto know whether hisfedingsare
genuineor not. He can successfully expressonly thosethingswhich he has
intensaly felt himsdlf. 1t isonly when thewriter isabletofind the right
expressionfor hisemotionthat it can be measured. Only then it is possiblefor
theauthor to find hisauthenticvoice.

Activity 2
1) Yes itistruein mos cases. But experiencecan also belived vicariously,
without thewriter having actually undergoneit.

i) It makesthe renderingd such experience, not intensely felt by the author,
inauthentic or superficial. Thegiven story illustratesit. Theincidents may be
trueto one's experience, but the way they are projected may makethem sound
incredible to the reader.

iii) Though Muni and the red-faced American do not know each other's
language, they till carry on an animated conversation whichis unreal and comic at
thesametime. Thisisnot the cased abreakdownd communicationbut an utter
absenced communication. Still thedia ogue or communicationachievesadramatic
effect.

iv) No, thistechniqueonly contributestowardsthiseffect. Detailed
descriptionand expositionare necessary. But unlessthey relateto the myth
suggested by the cow's name, and the ethoswhich investsit with the aura o
divinity, it will not be plausible.

Activity 3 -

Hints i}

Consider thestory, The Cow of theBarricades’, cited in this Unit, to illustrate this,

Gauri isboth amyth and areal cow, with the two mergingin such aweay that even

her fantagticactionin theend isacceptable. 11
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3.8 GLOSSARY

You will find intheglossary ashort list o theliterary termsused in this Unit.
Authenticity: Seeverisimilitude (Unit 4)

Comedy: A story whichendshappily issaid to beacomedy. Thecharactersare
typicd, they facetypical problems and conflictsand theseareresolved to their
satisfaction.

Credibility: Sceverisimilitude (Unit 4)

Improbability resultsfrominternd logical, organisational, or structural weskness
inaliterary text.

Parableisagtory designed to convey somereigiousprinciple, mord lesson or
generd truth by comparison with actud events.

Realigtic,fantagtic, symbolic modes. Thesearetechniqueswhichawriter usesto
control problemsd structureand organisation in hiswork. For 'redlistic mode read
Senseof reality (below).In the symbolical mode the themebecomesclear through
uccessveused imageswhich represent concepts, ideasor emotions. Theimege
thenisreferred to asasymbol. It may bepublicor private, universa or locd. A
literary work isin thefantastic mode whenits action takes placein a nonexigtent and
unreal world (such asfairy land); the charactersareincredible. Sciencefiction and
utopian storiesareformsof fantasy.

Senseof redlity: Thewriter’s effortsto makehiswriting comeclosetolife, asit is
actudly lived, give hisfiction asensed redlity. Thereader can test it on thepulse
d hisown experience.

Situation refersto certainlevents at apoint o timewhich makesit aturning point
inadramaor narrative. The initid dtuationfrom which thestrugglesprings, and the
critica and climaticsituations towardswhich theeventsdrive, aremost often
referred to as'stuation’.

Structur eisto bedistinguished fromformand genre(Block 2, Unit 2). It refersto
thearrangementd partsof awark in relation to thewhole—as, for instance, the
arrangementd scenesina novd or play. Structurecontrolsthemain gory lined a
narrative. ‘

Styleishow a particular writer ssysthings—his toneand voice, hischoiced words,
hisfiguresd speech, thedevices(rhetorica and otherwise),theshaped his
sentences(whether they are looseor periodic)—indeed, every possibleaspect d the
weay in which heuses language.

Theme: Thethemed awbrk isnot itssubject but rather itscentral idea, which may
be gated directly or indirectly.
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4.0 AIMS AND OBJECTIVES

InthisUnit, you will learn to identify the author's voicewithout whichit isnever
possibleto plumb his deeper meaning. An author hasseverd choices opentohim.

e Hemay speak directly to the reader (the autobiographical or direct mode).

e Hemay communicate with hisreader through an intermediary —animaginary
character.
Hemay alsoexercisehis privilegeas an omniscient creator who comments
openly on hischaracters thoughtsand emotions, telling the reader dl that has
to be known about a situation, scene or character.
What isd basicimportanceisthe need tolisten carefully to an author's
digtinctive manner d speaking in order to understand theimpulsion behind his
writing.

4.1 INTRODUCTION-

(n the previous Unit, we discussed theimportanced authenticity and
credibility in creativewriting. Unlessawriter makeshisstory —charactersand
stuations—life-like, hewill not beableto establishany rapport with his
readers. Often, story writersand novelistsannounceon thefirst pagethat al
charactersand scenesare purely imaginary, and any correspondencewith
persons, living or dead, is purely coincidental . But, in actuality, thisisonly a
subterfugebecause, as Somerset Maugham hasrightly observed, nowriter can
project anythingintensaly moving out d hisimaginationaone. Mogt writingis,
infact, either velled autobiography, or is based on the experienced someone
vay closetothewriter. Thisiswhat lendsan aurad verismilitudeto any
successful writing.

Itis, therefore, necessary for you to understand how an author's voicecan
be heard by the reader, even when hewritesin thethird person, usng the
inderect method of narration.

33
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4.2 THE AUTHOR'S VOICE—-HOW TO
MSUALISE IT

When you read astory, afeature-article,a poem, or a play, don't you fed as
though you are hearing the author's voice' Thisis becauseevery pieceof
writingisasort of utterance. Herein the writer addresses hisreader in the
distinctivemanner of hisspeech—directlyin hisown voiceor indirectly
through a person created by him. If you areimaginativeenough you should
be ableto conjureup hisvoicein your mind's ear. You may theninterpret this
Vvoice as being compassionateor bellicose, tender or abrasive.

The voice becomesimmediately recognisableif the writingisdonein thefirst
person singular—in the autobiographical or confessional mode. Thereis, here,
no intermediary between the writer and the reader. The writing then readslike
an intimatedial ogue between the two.

But evenif awriter choases theindirect method of narration, a sensitive reader
should still be ableto recognise the author's voiceasit filters through hisimaginary
characters, particularly his protagonist. Theart of narration may, therefore, be
described asatriangulaf operation involvingtheteller, the reader and thetae. Itis
often said that weshould trust the tale and not the teller. But then, isn't thestory the
creationof awriter who hashisown predilections?How can one, therefore, ignore
theelement of subjectivity in any form of writing?Theauthor's voicewill come
through in spiteof hismasked objectivity. So, asa writer, you shouldn't strain too
hard to suppress your natural voice. Beyour honest sdf; writefreely and boldly,
letting your heart speak out the truth, and nothing but the truth. if you are speaking
with somebody e se's voice, strutting about in borrowed plumes, youll befound out
soon, and your writing will never ring authentic.

4.3 MODES OF DIRECT ADDRESS

Wewill now analysethe diversenarrativestrategiesadopted by awriter to address
hisreader. !

4.3.1 TheDirect Method ar the Autobiographical M ode

Asmentioned above, this mode of writing enablesthe writer to speak directly to his
reader, asthough heistalking intimately to aconfidant, in aninformal,
conversational manner; A writer may usethis method as a therapeutic exercise—'to
shed hissickness (to quote D.H. Lawrence). In thisform of writing, theauthor just
wishesto unload hisagonies or joyson hisreader who, therefore, becomeshis
co-sharer. Haven't weoften felt the irrepressible urgeto unburden ourselvesof
somethingthat lieslike heavy lumber on our minds?1 should adviseyou, at this
point, to read the opening chapter of Tolstoy'sfamous novel Kreutzer Sonatato see
how the protagonist (whois, in fact, theauthor's prototype) shares his personal
agony with hisfellow passengers.

But a beginner should bewary of speaking out in his own voicetoo often, even
though thiskind of writing seemsto be much too easy and effortless.If not
judicioudy controlled and skilfully organised, an autobiographical form of writing
may lapseinto mawkish sentimentality. Such awriter oftenfeelstempted to even
fabricatecharacterswho areonly thinly-veiled extensionsof his personal sif. A
discerning reader, however, should haveno difficulty in perceivingafalsity of tone
in theauthor's voice.

Activity 1

Given below isan autobiographical sketch by KamalaDas, awell-known poet and
writer in both Englishand Malayalam. Read it closely and answer the questions, that
follow.

|
(Check your answerswith thosegiven at the end df the Unit)



A Writer's Predicament (a personal statement): Auisorial Volon

In thefamily that | wasborninto, al women behaved like bonded davesin
order to survive; and nobody seemed tot hi rk it funny.

| belonged to the matrilinear and matriarchal community of Nayars but there
was not asnglewomanin my family who had the courageto takeadecison
without consultingthe men. Obvioudy there was somethingwrong with al o
us. Perhapswhat waswrongwas our admirationfor MahatmaGandhi who was
then the national hero. Gandhiji’s photographswere hung on every wall giving
usthefedingthat hewasthehead o thefamily, not the unclewho sat with his
books on the patioor thefather who sent the money necessary to keepthe
establishment going. Gandhiji, likeevery other North Indian, was not familiar
with the psychologica aspectsdf amatriarchal society. Hewasnot interested
in suchthingsanyway for hewasbusy trying to get freedomfor the country.
The development d women's mindsand the nurturingd their self-respect did
not interest him. Theadvicehe steadily gaveto the Indian women wasthesort
of advicewhich only thosedf a patriarchal society would comprehend or
appreciate, and, yet thewomen of my family obeyed hiswhims, giftingaway
their jewdlery to hisHarijan-fund and dressing themsdvesin austerewhite
likeJain nuns. Almostdl of themweresexually frigid and so could appreciate
his stand on celibacy as adesirableway o life.

(Gandbhiji had madea cult out of their anaemic outl ook, settlingtheir dormant
guilt in'regard to their long-suffering husbandsand had spiritually laundered
them clean. They began moreand moreto behavelike North I ndian women.
They refused tosit downinthe presenced their uncles, brothersand sons.
They ate only after their men had had their fill. They kept themselvesto the
zenana, never onceraising their voicesto expressany opinion. They may have
become excellent nunsbut in that rarefying processthey last their identity and
turned vagueand colourless. Even the diseasesthat findly carried them awvay
were Vague and colourless. A breathl essnessfollowed by fatigueand death. An
attack of indigestion. Quick departuresthat underplayed thetragedy of their
lives. Thedck lay silent till death amved withitsown grand silence. The
mourndrs were Slent too. It was thought unbecomingto weepfor thedead. We
heard only thefal of theaxeon the branchesdf the mango treewhich had to
be chopped to providelogsfor the cremation. The Nayarswere burnt on
mango=logs in thesouthern wing of their estate. Weseldom strayed into that
regionfearingthesilenced our tightlipped ancestors. Our grandmother told
us O Sita thefavouritegoddessar every patriarchal society. Shewas pregnant
when taken out to theforest and abandoned. That had to be done becauseone
d thewashermen suspected her chastity. Sitals husband, Rama—the king,
supposedly theepitomeaof courage, did not have thegutstoignoresuch
rumours and to keep her by hisside.

T aNayar woman who wasfinancidly independent,inheritor of the
family-vealth, poor Sitas predicament wasincomprehensible. Nobody could
have dared to treat a Nayar woman the way Rama treated hiswesak consort. If
things became: unpleasant at her husband's, shewould return to her own home
and itsperennial security. My own great grandmother had donethat. No
eyebrow was rai sed when shereturned homeleaving the corpulent Rgadf
Cheralayam for reasonsaf her own.

But my mother was different.She had read enough booksby European
authors tolose her essential identity. Book-learningwearsdown theintuitive
powers awomanisborn with. Mother's ideal was thesubmissivewifeof
Mahatsha Gandhi. Martyrdom,in tolerably small doses, waswhat people, like
r1y mother, secretly aspired for. Her expectationswerefulfilled,for my father
was an autocrat wholoved to shout at hiswifeand toimposehiswill on
everybody who was maintained by hisearnings. Therewas tension gripping us
when hewasin thehouse. Whenever | stayed with my parentsin Cal cuttal
suffered from mysteriousheadachesthat kept me awakeat night. Father did
not particularly carefor thecompany o children. Very often wewere sent
away to our ancestral homeinMalabar or to hoarding schoolswherewe
breathed easy. Then somefinemorning hewould decideto take usback to the
city saying that the savagesneeded sometraining. Thiscontinual shuttle a3
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between thecity and the village made us nervouswrecks. Wedid not or could
not belongto either of thetwoworlds. Gradually wegrew thin. Wehad the
pale, pinchedlook of orphans. Wewerewanted only as a concept was wanted.
Wanted only as long as we kept oursel ves confined to thedark rooms beside
thekitchen. Mo wonder then that we devel oped the cunning of thecreatures
that liveunderground and in the dark, likemolesand other rodents. We
learnt to moveabout noiselessy and to disappear when footstepscameour
way. Wewerevolcanoes waiting to explode. | took up writing, hoping that it
would help thevolcanowithinto eruptin adow, orderly way. | knew that |
had to turn myself insideout. In talkingto my readers| found my privatevoice;
and perhaps my peace.

Truth wasthe anly medicinethat | knew which could heal thediseasesof the
society that had nurtured me and afterwardshad begunto strangleme. | was
apart of it, araw spot likean exposed nervethrobbingwith pain, and because
| was hurt, hurting cameeasy to me. | was bringing order intoadisorder
assembled over theyears, thelong decades that had converted the robust
matriarchal society into theweak, hypocritical onethat rendered each of its
membersfacel ess, sexlessand rudderless. My writings brought forth enemies.
My relatives shunned me. My father threatened to kill himself. My cook was
bribed to poison me.

Miraculoudly | survived. At fifteen| had been married off toason of the
richestfeudal family in our locality. At that time there werefiftysix members
living within that sprawlinghouseaongwith their childrenand retainers. For
generationsthey had cultivated the habit of taking law into their own hands
and being wedlthy, none had dared to question their ways. They could get avay
with rape, arson and murder. They settled disputesin their own yard, flogging
theerring onesand confiscatingtheir property. A loud-mouthed
daughter—m—law wasthelast thing they needed. Each time | published astory,
changing only the names, | faced stony silences, pregnant with wrath. Wasl
planning to bea detectivearound the place?They were possessiveabout their
secrets. There was yet another writer who belonged to thefamily —Aubrey
Menen. Whenever | told them that Aubrey was planningto visit hisfather's
housethey said that they should be given advancewarning so that they could
get away to Calicut or somesuch placeto hide. Writerswerefeared and
shunned. Everybody had hisor her dirty secretsto safeguard. Surely they
could not haveiwriters snoopingaround, ferretingout the detail sof discreetly
accomplished drimes.

When| preached anew kind of morality and supposedly gavecourageto the
youngtofollow thedictatesof their consciencel beganto get lettersfrom
every part of the country. Ritualshad no meaningfor me. Religion wasequally
meaningless. Therefore, theorthodox and thetraditional hurled obscenitiesat
me. Their attitude brought suffering to my husband and children. And, yet not
once hasany sgn of minetold methat | waswrongto takethe path | chose
instead of the smooth self-pamperingone that tradition had laid out for a
woman like me. This, more than anything el se, makes me smilewhen| update
thebalancesheet of ny life.

Now answer thefollowing questions

i) What isdistinctive about the author's stylethat makesit suitable to
autobiographical writinig? (50 words)

i) Can you identify the paragraph wherethe author's voice soundsmost bitter and
ironical ?(50 words)'

iiiy How did theauthor find her 'private voice? (40 words)

(Check your answer$with those given at theend of the Unit)

..........................................................................



4.3.2 TheAuthor’s VVoicein diary-writing

Thereisamarked difference between theauthor's voicein anarrativesketchand a

diary.

Reed thefollowing-excerptfrom adiary as carefully as possible:
Awokethismorning at six. Went for awalk. Had my breakfast at 8-- an egg

omelette, acup of milk and an apple. Went to officeat ten, worked continuoudy

till five, with an hour's break for lunch. The day would haveended blankly

except for theevening party at Pandey’s. It was alargecrowd, and theusual din

of gossipabout weather, taxes and TV serids. And thensheswungin, likea
swan-dressed in atranslucént sari, her ebony hair cascading down her
sensuousshoulders. But it was her voicethat held me—her mdllifluous and
husky voicewithits tantalising pausesand whispers. What's thereabout a
womanthat castsaspell over you—her dress, her hair or her voice? After |
returned home, | couldn't help thinking of her —even dreamt about her.

If you comparethisdiary notewith the autobiographical sketch by KamaaDas,
cited above, you should be ableto distinguish between thetwo voices. Whereas
Kamala Das’s voicegives theimpressond asteady flow, theexcerptfromthediary
sounds like astutter —jumbled and incoherent,as though the author isblabbering
away. It's only towardstheend that thediarist's voiceseemsto becontrolledby a
dominant emotion—|ove or infatuation.

4.3.3 TheDirect Mode used through an imaginary char acter

If awriter wishesnot to speak directly to hisreader (soasnot tolet i minon his
privatefedings—or for any other reasons) hemay, asa subterfuge, createan
imginary character and usehimas hischannel d expression. Thismodeoffers the
writer a doubleadvantage—thesecurity d privacy without thelossdf theintimacy
of direct speech. Thisishow Graham Greene usesthisstrategy inhisstory ‘A Day
Saved:

| had stuck closdly to him, as peoplesay, likeashadow. But that's absurd. I'm
no shadow. Y ou can fed me, touch me, hear me, smell me, I'm Robinson.

Having created thisimaginary character, Graham Greene now lends him awriter's
traits (his own)—cose observation, curiosity and concernfor exactitude.

Presently we cameto a railway bridge and underneathit he met afriend. | am
using words again very inexactly. Bear withme [ try to beexact. I pray tobe
exact.

stk f Ve
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. 4.6 SUMMING UP

4.4 AUTHOR’S YOICE WITH PARTIAL
ﬂhﬂ'[H]SﬂENCE

We mey also now consider thevoiced an author whofeignsonly partia
omniscience. This isobyiously adeviceto wn thereader'strust. In thisform of
writing, theauthor speaks with humility, evenignorance, to seek the reader’s hdpin
resolvingsomeproblem i.e., a character'sinscrutablemotivation. Thisisagain only a
strategy becausethe writer isotherwisesupposed to know everything. Heis the
al-knowingcreator.

To understand\th.'ks point, let’s examinethe dosng paragraphd Somerset -
Maugham’s story, “The Kite’, in whicht he protagonist divorceshis wife becauseshe,
falstosharewith her husband the joy o kite-flying. The story endswith the author's
o reflections

1 don't know, | mused. Y ou see, | donit know athing about flying a kite,
Perhapsit giveshjm asensed power ashe watchesit soaring towardsthe
cloudsand d mastery over thedementd'

45 THE ALL-KNOWING AUTHOR-HIS VOICE

As| haveexplained above, every author isdl-knowing, even when he pretends ta-be’ -
only partialy so. Every writingis shaped and controlled by its creator'svison. No
wonder, cregtivewri - gisoften described asasort d divineactivity. But even-if an
author preferstor invisblebehind hiswork, the reader can ill hear hisvoice,
between thelines. Thisvoiceoften carriest he ring of absol uteauthority becausettte
author knowshi4 character like theback of hishand. His judgement s, therefore,
infallible, his analysis of motivationisdefinitive. Note, for instance, theopening
paragraph of Saul Bellow’s Story'A Father-to-be’.

Thestrangest notions had away o forcing themselvesinto Rogin’s mind. Just
thirty-one and passabl e-looking, with short black hair, open forehead, hewasa
research chemist, and his mind wasgenerdly serious and dependable.

What greater evidenc% d anauthor's omniscienceiss possiblethan such comments
whnc; aredesignedtollet the reader into theinnermost recessesd acharacter's
m

InthisUnit you will have realised that theart d narrationisatriangular operation
involving the teller, the reader and thetale Therefore, it isnecessary for youto
ligenintently to the Author’s V oiceto comprehend whether

e hespeaks directly tothe reader or
o through animaginary character.

Direct addressean taice thefollowing forms:

¢ theautobiographical mode (thismode may be usad asatherapeuticexerciseby

thewriter),and |
o diary writing, i
TheAuthor's Voice, in any mode, may be

o patidly omniscient or

e all-knowing.

Thi s last choice the writer makes keepi ng in view theextent to which hedesi res the
reader to participat# in thecreative process



Activity 2

Read thefollowing‘Letter to my Grandmother' by KamaaDas.

i) Comment on theauthor's voicein termsaf her skilful blending o fantasy and
redlity. (70words)

ii) What isthedistinctivenaturedf theauthor'stone?Isit sentimental, ironical,
romanticor rational ?(40 words)

iif) Writean imaginary letter to adeceased rel ativeor friend sharing some personal
problem. (150 words).

(Check your answerswith thosegiven at theend of the Unit)

A LETTER TO MY GRANDMOTHER
(Kamala Das)

Thisafternoonwhilel wasalonein my Bombay flat | dreamt of rain. Littlefairy-feet
of rainstampeding up thestreet with asound likekindergartenlaughter. Then it
. swelled all of asudden, wrapping thevacant | ots between the sky-scrapersand the
bluepatchesof theseain agrey vell. Thetreeson both sidesof our street looked
humbled with their leaves, vertical and dripping, and from the pavementsflowed
rivuletsof muddy water, gurgling asthey filled thepotholesand thecreviceson the
asphat. And, every flower pot in our gardenwaswaterlogged, thelittle worms
surfacing to plop dead. At our gate stood, looking up a my verandah, not oned the
numerousfriendsin thecity, but you, attired in thedingy whitedf awidow and
drenched likeoneof thetrees, just a bit humble, just abit wary, and when | called
out to you, you smiled in instant recognition as though1had never changed at all
from the arrogant young woman of twenty that 1waswhenyou left,to afaded woman,
heavy in body and in mind. But beforel couldrun down to bringyou up to my
drawing roomwithits bluedrapesand thefaded carpet, | wokeup. Then therewas
nobody smilingat me. No rain either. Outside my window thesky wasbright as
stainlessstedl. Thestreet lay dusty and stunned under thewhiplash of thesun. The
treeslooked like thirsty mendicants thrusting out dirty palmsof burnt leaves. So the
rainV&s unreal;as unreal asyour vist to Bank Housein Bombay twenty-oneyears
after youdied, lying paralysed in our old ancestral house, which became mineafew
yearsago, only becausemnmy brothersand my sister, all richand sdlf-sufficient,did not
want to livein suchahousebut preferred to build their own housesincities,
completewithcommodesand geysersand bathtubs. Do you remember, long long
ago, weeping beneath the Bakul tree one morningwhilemy younger brother and |
stopped our gamed chesswonderingwhy you weresad and your tellingusthat one
d usshould, whenwebecomerich, rebuild theold house? Every afternoonwhile
your mother slept in the cool middleroom upstairsand theservantssl ept downstairs
on theblack floor or on thewoodengarners, you prowled round the house, filling
thecracksdf itswdlswithlime. Thelime-pastebunt thetipsof your fingersand
discoloured them. | looked at them with pity. Infact | looked at every part of you
only with pity althougheven at Sixty your hair wasblack, glossy and your face
unlined and thecontoursof your body lovely. Y ou werewidowed inyour earty
thirties and the husband, theimpoverished Raja, left you nothing but afew
memories of loveand laughter. Y oulived austerely on the meagreearningsfrom the
family-estate sharing your lifewith your mother, your auntsand your brother who
was really only acousin but whomyou loved degply and humbly. When my parents
zent mefrom Calcuttato you, you rejoiced, for therewassomeoneat lasttolie near
wou on the three-sectioned mattresswhich you pulled down from thecot onto the
cool floor at night fearing that | might fall downin deep. Y ou did not tdl meany sad
story. Least of all thesad story that wasyour biography.But oncewhen aneighbour
had comevisting, and thetwoof youwerediscussingthe plight of womenwidowed
early in lifeyou said, not knowingthat | was near enoughto hear it, that awidowisa
mere davewho must servethelucky onesin thefamily until death. At that moment |
Iooked at your clothes. The blousesmadeat homeout d unbleached cotton, and the
choti, dingier ill, proclamingtoal thestated your destitution. That eveningl
asked youwhy you could not wear whiter clothes, softer linen. Y ou only shook your
head and turned your tear-filled eyesaway. Y ou wanted yourlife to be shabby. But.
everyoneadored you. Every relative who fell ill or was about to havea baby asked
fiar your soothing presence. And for the touch of your hands. When| wasa new
mother and only sixteen and ahd f, stayingin Kerala, away from my husband, a
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coustrused to pester me for kisseseach timehe met medonenear atreeor apillar.
| was aot averseto thisgame, being youngand neglected by thelegd nate. Once or
twiceheki ssed meand gave metheunpleasanttaste df his mouth. Oneday you
asked menot to talk to him. How did you know that hewasinterested in me?Were
you spyingon my movementsin those days? When you told methat agi's chief
ass=t was agood reputation?| laughed sarcadticaly. | hated you when you turned
puritanica and stern. Oneday after aquarrel on similarlines| turned onyouwith
anger and said, | wish you die, grandmother. Y ou went pale. Afterwards you did not
ever scold meor tell meito berestrained in my behaviour with boys. | wish | had told
you all about mysdf befbreyou died. Y ou wereafraid that | would developintoa
lustful woman. You werne sowrong. | hated sex. Gettingonly that initscrudestform,
| wastrying tofind another kindd  relationship between aman and womean. |
wanted to be Juliet to same young Romeo. | associated lovewith tragedy and
beauty. | chosethe most undeserving of men tolove, and to spoil with love. | knew
how the respectabl eones behaved. | was married to one. | wanted to know if the
disreputabl eoneswere gentler with women. Y outh blazed likeasummer-sun. But it
et fast too. | loved ny Sonsto an unpardonabl eexcess | wanted them to fill the
exemptiness d ny life, which strangely enough, began to befdt only after | reed
from ny mother's letter that you had died. All theinvisbleshacklesd lovewere
removed from me, and pour death had sat mefree. | could kiss any man yosng or
old, who wanted a ki ss fromme | could even matewiththemif | so chose. My
husband wesanyway too busy to care. But whilemy sonsgrew, growing with meinto
amenta maturity | experienced Somethingaki n to happiness When you grow up
take meto see the filmg, | told my first son and he promised methat hewould. But
adolescencecomesburdened withinhibitionsand secret complexes. It soon
occurred to methat he!did not wish to beseen out with hismother athough | was
young gtill and more cheerful in disposition than al hisfriends. At nineteenhe
started towork, beingas proud as | was and not wishing to be dependent on his
father who was elwaysa struggler with hisaccountsat thefirst of every month. | sold
my storiesto theKerala journasfor twenty-fiverupeesinorder to reman
financially independent . It is possiblethat | havewrittenindl over fivehundred
stories, writing thema* hight at the kitchen tablewhile my family slept soundly.
Grandmother, | have™ed nmy best to succead. Just as you had to makethe hundred
rupeenotego along way each month| have had to mekenmy meegretaentgoalong
way. Twod my sonsare young men with beaerdson their chins. Oneisplotting to set
up anindtituteto train/up politicians and theother hasstopped taking to me You
will wonder why. | asked himto study for hisexamineation. What | felt twenty six
yearsago when you chastised me, hefed stowards menow when | remind himd his
dutiesas astudent. Life comesafull circle, doesnt it, grandmother?Itis perhapshis

“turn to wisha woman (deadn order to befree It isperhgpsmy turn toget a

perhapsaheart attack that will settle my nervesforever and not for meredribletsd
timeliketheValium § | taketochaseny londinessavay. Theonly fault the pill has
isits cgpecity to strengthen your memory when you do not wart it to be
drengthened. For instance, when | do not want to turn sentimentd liketheold, |
suddenly remember how my son cried for agreen shirt when he was achubby five
year old and how goad helooked init when it wes bought.

Withalmylove, . |

paralytical strokeandﬁliein adar k comer wishingfor deasth and early release. Or

Bank House Kamda
Bombay 20.

-----------------------



4.7 ACTIVITIES: AIDS TO ANSWERS

Activity 1

i)~ You wiill noticethat she uses highly emotive language, and writesin thefirst
person Singular. Thisiswhat makesher writing particularly suitableto
autobiography. |

if) Do you consider paragraph 5orthelast p%agrmh to bethemostironical?
Explain. A

iii) 1t isobviousthat shewritesas arebel againgt society. In the processd
communicating With her readers, sheis ableto sort out her own idess.

Activity 2

i) Inthisletter, thenarrationisin theform of diary-writing.Her intense
I,df-involvementcomesthrough in her narrativevoice whichisdirect, informal
and intense.

ii) You will noticethat thetoneintheletter isablend o sentimentand irony.
jii) Hirt

n your answer try to remove some misunderstandingthat you had with the
deceased.

4.8 GLOSSARY

‘You will find in theglossary ashort list o theliterary-termsused in this Unit.

Autobiography: Anaccount of aman's lifewrittenby himsdf. Wi | e an
autobiography belongsto the samecategory aswritingin the confessional mode, it
ismoreorganised and its material isarranged in awd|-defined choronological
order.

Persona isthe narratorinawork of fictionwho speaksasif for theauthor, butis
distinct fromhim. Indifferent stonestheauthor's personacan bedifferent.

Protagonist: The principa actorinaplay or acharacterinanove, short story.

Seene: 1) the placewheresone act or event occurs; 2) an incident or situationin
red life 3 adivisond anactor aplay; 4) aunit  dramaticactioninwhichasingle
paint iSmade or andfed obtained.

Amtharial Vobes



Fundsmentsl Norms of Writing Subjectivityand objectivity: Whenthese terms refer to writingthey refer to the
perspectiveand thevoiced theauthor. Subj ective writingfocuseson persond
experienceand feding—as in autobi ography or autobiographical fiction. When a
writer practisesobj ectivity heis'outside’ of, and detached from, what heiswriting
about—heis writing about other people, not himself.

Verismilitude: A degreed likenessto truthin afictional work which causesthe
reader to accept, temporarily, that the charactersand actionsare probable.
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