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散文不是记事：把归还硬币写成三个意象场景的方法

散文和记事文的分界在重心：记事文写发生了什么，散文写那一刻你里面起了什么变化。归

还硬币这件事，记事文会交代前因后果，散文只停在三个场景上：柜台前的硬币、犹豫的瞬间、

转身归还。写散文的第一步，是给每个场景配一个感官细节。

柜台前的硬币，别写多找了一块钱，写它躺在掌心的样子：五角硬币还带着收银员手心的温

度，边缘的齿槽卡着一点糖纸的碎屑。感官细节选触觉或视觉，一个就够，多了就腻。硬币在散

文里不是钱，是意外的分量，让读者先摸到它。

犹豫的瞬间是全文的心脏，但散文不写我心里很矛盾，写身体：喉咙发紧，像咽下一口没化

开的糖；脚步往门口挪，手掌却把硬币攥出了汗。把犹豫拆成两三个身体反应，读者自己会读出

矛盾。也可以借环境写犹豫：门口的风铃响了一声，又一声，前面的人陆续出去，只有你还站在

柜台前。风铃替你说出了时间正在走。

转身归还这个场景，动作要短，意境要长。写：我转身，硬币放回台面，推出去，像退掉一

件不属于我的东西。店主抬头，说了句什么，散文里可以不写清那句话，只写声音很轻，像怕惊

动什么。结尾不总结道理，停在一个画面上：出门后风一吹，手心空了，反而轻了。空和轻对起

来，诚信的分量就说完了。

节奏靠句子长短。犹豫段用短句，一步一顿：风铃响。我站着。硬币出汗。归还后用长句，

气息松开。全文600字，三个场景大约200、220、180，中间最重。场景之间的衔接靠感官的延续：

上一段结尾硬币在出汗，下一段开头就写鞋底蹭地的声音，手的紧张接到脚的紧张，中间不用后

来、接着这类词，散文的转场是感觉自己走过去，不是时间推着走过去。

最后检查叙事化没有：有没有交代为什么去买东西、店主是谁、回家以后怎样。这些全删。

散文只留三个场景和场景里的感官，前后一概不解释，让硬币自己说话。写完可以做个小测试：

把三个场景的段落打乱顺序重排，如果读起来差别不大，说明感官立住了；如果一打乱就看不懂

发生了什么，说明你写的还是记事文，只是拆成了三段。

Prose Is Not a Diary: Turning the Return of a Coin into

Three Imagistic Scenes

Prose and narrative differ in where the weight sits: narrative records what

happened, prose records what shifted inside you in that moment. For returning a coin,

narrative would explain cause and effect; prose stays in three scenes only: the coin

at the counter, the instant of hesitation, the turn to return it. The first step is

pairing each scene with one sensory detail.

For the coin at the counter, do not write that the cashier overpaid one yuan.

Write how it lies in the palm: the fifty-fen coin still warm from the cashier's hand,

a fragment of candy wrapper caught in the ridges of its edge. Choose touch or sight,

one detail is enough; more turns cloying. In prose the coin is not money but the
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weight of an accident; let the reader touch it first.

The instant of hesitation is the heart of the piece, but prose does not say I

felt conflicted. It writes the body: the throat tightens, like swallowing sugar that

will not dissolve; the feet drift toward the door while the palm sweats around the

coin. Break hesitation into two or three bodily reactions and readers read the

conflict themselves. The setting can carry it too: the door chime rings once, then

again, people ahead leave, and only you still stand at the counter. The chime says

that time is moving.

The return scene needs short actions and a long aftertaste. Write: I turn, the

coin goes back on the counter, pushed out, like declining something that was never

mine. The shopkeeper looks up and says something; prose need not make the words

clear, only that the voice was light, as if afraid to startle something. Do not end

with a moral. Stop on one image: outside, the wind blows, the palm is empty, and

somehow lighter. Emptiness against lightness finishes the talk about weight.

Rhythm  comes  from  sentence  length.  In  the  hesitation  paragraph  use  short

sentences, step by step: The chime rings. I stand. The coin sweats. After the return,

use long sentences and let the breath loosen. For 600 words, the three scenes take

roughly 200, 220, and 180, the middle heaviest. Scenes connect through the continuity

of the senses: if the last paragraph ends with the coin sweating, open the next with

the shoe scraping the floor; the hand's tension hands off to the feet's tension. No

words like afterwards or next are needed; in prose the scene change is the sense

walking over on its own, not time pushing it.

Finally check for narrative creep: did you explain why you went shopping, who the

shopkeeper is, what happened after you got home. Delete all of it. Prose keeps only

the three scenes and their senses, explaining nothing before or after, letting the

coin speak. A small test when done: shuffle the three scene paragraphs and reread. If

the difference is small, the senses are holding; if shuffling makes it unreadable,

you still wrote narrative, merely cut into three pieces.


