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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.
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