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You want your readers to think, I could hear that person
talking. The more you capture the thythms of speech, its hes-
itancies, its phrases, its long, winding, run-on sentences, and
its non-sentences, the closer you come to the fecl of a real
person. You've made the readers believ in the character. You
don’t have to be grammatical or correct if your speaker isn'
The character is talking, not you. Let that distinctive voice
come through.

Facade is also our first shape because it creates tension. A
story doesn’t happen unless there is some problem, some
oddity, some incongruty. I this shape the discrepancy berween
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unconsciously denying his own responsibility. Not only can
we see through his story, we can see through Shroub, and
sealize he's the kind of person who distorts events without
even knowing it.

Facade s the first shape because it focuses on creating char-
acters through their own voices. You want your people tolive
on the page, but you can’t make them live by writing about
them. Readers need to hear the characters speak for them-
selves.

Length of sentences, choice of words, sources of images,
amount of reperition—all help create character

MeKivey came over to the house and ssd le’s et going,
don'task no questions. I had about two dollars, rabbed
what my mama calls my lie thin jacket—where do you
hink you're going i tha,she says butting n, and | say, so
long, were out o here. So | say what happened was enircly
MeKivey's faul. | didn'c take no nife of nothing with me,
just that e thi jacket and he two dolars.
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FACADE

O For this technique, tell an anccdoe inthe voice
of a character who is ot you. But as the character tell his
story have him unknowingly undercut or discredit his expla-

For example, our character, Shroub, tells the story of an
argument he had with his roommate about whose fault it was.
that the cat threw up on the carpet. Shroub is explaining how.
irresponsible his friend was, and how he should have noticed
it before it dried. But the more Shroub talks, the more garbled
and excited he gets, and we realize it was Shroub who acci-
dentally let the cat get out to eat grass that morning, We begin
to sympathize with the roommate and believe that Shroub is
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Even if Morgan interprets Mom’s behavior one way, readers.
have enough specifics to make their own judgments.

Facades can be parts of stories or stories in their own right.
You don't even need a listener. (Actually, it may get in the
way t© have another character say, “What happened then?”
or “Uh-huh” or “Really?") You don’t even need to establish
a stting. Voice alone can create the story.

See Character, Dialect, Dialogue, Frame Story, Tension,
Voice.
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the image the character wants o project and what actually
comes across creates tension.

“This way of creating character isn't a tick exercise. It goes
on all the time. Friends, cnemics, and cosmeticians try to make.
us sce things their way. But we don't always believe them.
We try to see through their words.

In order to embed information so that readers see more
than the character, you have to have your character tell ance-
dotes with rich detail

Suppose you have Morgan telling a story about what an
admirable person his mother was, but you want your readers
to realize that Morgan’s mother was not so wonderful:

1 would always run the bath for Mama. She was 5o ired
from rying (0 ge the maid t0 do what she was supposed
0, and Mama said | was the only one who could gt the
watee just right, and she et e bring n ht lufy bathrobe.
Daddy said he was o tired from work, but Mama said
that was all right we could do fine without him, and | did
er back better than he did
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