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1.0 AIMS AND OBJECTIVES

ThisUnit seeksto explainthegenessd thecreative impulsein awriter. By the

end of thisunit, you should have learnt to digtinguish thefeaturesd agenuine

cregtiveimpulse in order to giveit aconcreteform.

¢ |tisdigtinguishablefrom asuperficid emotion by its recurrent and empathic
nature;

¢ it needsdigancingfromtheeventin termsd timeand impersondlity;

e jtisconcretisedthroughan intermix of sharpened experience, observationand
imagination;

e it mey ariseout of factua eventsor from submerged memoriesd the
subconscious,

e itiswedded to motivationand not vice versy,

® it can becultivated and devel oped into ashort Sory or a poem.

1.1 INTRODUCTION

InBlock 1o thefirst courseon General Principlesd Writingwededt with the
fundamenta normsd writinglikethe need for lucidity and directness, authenticity
and credibility,aswdl asthe natureand function d theauthoria voice.

Thisopening Unit o Block 2 on'Structured Materid' isconcerned with the genesis
d themesand the preparatory stagesof writing.

Thechoiceof themesfor apossbleshort sory or apoemisrarely deliberate;itis
maodly spontaneous. That is, themesoccur to you as you go about your daily work,
and you begin tofed that it will beagood ideato put pen to paper and writeon the
themethat hascomeyour way. But doeseach such impulseget transformedintoa
short story/poem? No. Quiteoften theimpulsewithersaway, in spited thebrilliant
promiseit offered you at one point d time. And in quiteafew cases, whileyou do
start writingit out at theearliest opportunity, and with enthusiasm unbounded, you
arecompdled toleaveit of midway. It's dl thesamewhether you tear it upin
disgud or treasurethe aborted mess, hopingto do somethingabout it at somefuture
date. Then, again, therewould be that odd one you completesomehow or otherina
determinedsweepand add toyour taly, but you are never satisfied with thewey it
has turned out, and suffer thefeding that the themethat occurred to you was not
particularly bright, and you should have better |eftit done. Thesearethe common
occupationa hazardsthat awriter hasto put up with.



1.2 ORIGINS OF THE CREATIVE IMPULSE

|
So muchfor the themes that may occur toyou. Their originsmay eludeyou, rooted
as they may bein memories submerged in your subconscious. Y ou should honour
theseimpulsesand test themfor possibleviability. Now usethe methodssuggested
later onin this Unit before you start writing.

It would indeed betragicin termsaf time-management, if so many themesshould be
born only to perish. Therefore, you should perseverein usng wordsand phrases
whichapproximatetheotiginal.

1.3 GENUINENESS OF THE CREATIVE IMPULSE

Y ou should make sure that theimpulse isgenuine. Assuming that theimpulse has
troubled you on theemotional plane, asit often does, the questionyou should ask-of
yourself is—charming and overwhelmingasit may have been at the given moment,
wasit not rather atransient and hencea superficial emotion?Just asan auntiedf the
neighbourhood burstsinto tearsat thesight of apuppy indistressor abrideleaving
her mother's home? Could it have happened that you weretakenin by the setting or
theatmosphere?1n acertain romanticatmosphereof moon und faraway musicand
what haveyou, you found thedialoguedf an old couple particularly cute, and you
thought you could writea poem on thethemedf ‘Love in the Afternoon’. Or while
passing through asdum you were moved by thesight of a young, goodlooking
mother being harassed by a brood of unkempt and potbelliedchildren,and you
thought you could writeastory on thethemedf 'Roses intheDust' etc. It may well
bethat you can writea powerful pieceon either. But let the confidence gr owin you
over a period of time, after you havesatisfied yourself that (i) such emotive reactions
have beenfairly recurrent with you in similar situations, and (ii) you can identify
reasonably well withtheold coupleor theyoung mother in thehard coreof their
lives.

Distancingis necessary for creativeeffort. Conversely, do not trust theimpul sefor
immediate action, if it ismuch toointense, being acutely personal.Hereone
remembersthefamousphrased Wordsworth,'emotion recollected in tranquillity'

as thebasedf poetry. L et thestorm settleintoacam surface; it isonly then that you
can writeon it effectively, Truman Capate, a contemporary fiction writer of repute,
writesinasimilar vein— haveto exhaust theemotion beforel fed clinical enough
toanalyseand project it., .. My owntheory isthat thewriter should havedried his
tearslonglong beforesetting out to evokesimilar reactionsina reader’. What he
meansto say isthat insofar asthe emotional stimulusisconcerned, acertain
distancingis necessary for creativeeffort. T o citean example: you havelostachild.

Y ou arenaturally overwhelmed with grief and, being awriter, you Wsh torelease
yoursdlf in verseor prose. Y ou may surely do sofor therapeutic reasons, just asyou
could releaseyourself in a f| oodof tears. But the best resultsin termsof literary merit
can beachieved only when you canlook upon theevent from adistance-thanksto the
passagedf time, among other things—and can cal upon other parentsto sharethose
intenser momentswith you. Y our literary piecewould then be both authenticin
termsaf emotional experience, and objectivein termsaof expressed thought, theideal
combinationthat any writer could devoutly wishfor.

1.4 THE CREATIVE IMPULSE AS DISTINCT
FROM POLITICAL AND SOCIAL
MOTIVATION

Do not i sj udge thesstirrings of an abiding motivationfor acreativeimpulse.
Supposeyou arestrongly motivated, by temperament and conviction, toexposethe
evilsof soad justice. Undoubtedly such motivation would govern your outlook on
thehuman condition, and you would smell injusticein asituation, whichtosone
others may be no more than acuriosity in terms of interpersonal conflict. There is



nothing inheréntly wrongin such colouration that is bound to cregpinto theworksd
amoativated writer {the motivation covered could wel be cultura, philosophica or
any other). But what isimportant isthat thegenesisshould indeed bea crestive
impulseto start with, whichcould later bewedded to the mativation, and not
viceversa. Asawriter you should consder theimpulseas cresativeonly when you
react to asituation primarily because it isinterestingfrom the human angle, and only
additionaly becaused itssocid implications.

The late Bhagabati Panigrahi, anoted writer whowesadso oned thefoundersof the
Communigt Party in Orissa, wroteastory named ‘Shikar’ which has acquired
considerablefameand has a so been turned into acompetent movieentitled
'‘Mrigayd by Mrinal Sen. Herethetheme, obvioudy,isdf socid injustice—the
oppressiond poor tribals by the moneyed henchmend an dien administration. But
oneimaginesthat Bhagabati Panigrahi must have been impeled to writethestory
when he came across, through his observati on-cum-imeagination,acharacter such as
Ghinua, asmpletriba who could never understand till hisdeath, by hanging, the
drangelogicthat hedid not deservean award more than any averagehunter, for
having chopped df thehead o awdl-known oppressor and presentedit to theloca
Commissioner. It isthe bizzare Smplicity d truthembodied in the persondity of
thecharacter that |ends particular charm to thestory and not the well-knownfact of
socid injudticein thecolonid times.

And s0, look for theseedsd an illuminating circumstancein human terms—absurd,
funny, or tragic as thecase may be—in theimpulseyou have had to writeacertain
gory or poem; you could consider later whether it would & so serveyour cherished
motivation.

A gory withamoativationwrittenintoit should indeed bericher, for it givesan extra
dimensontothestory. But let it not appear that the characters havebeen directed
to'prove thetruthd themoativation;for that mey be saf-defeating. On theother
hand, givethem theimportanceof being human and thefreedom that goeswith
it—freedom tolove, weep, howl, fight and act in dl sortsd funny and foolishways,
ingtuationsthat may becaled socidly evil, and you will see how your motivation
shinesthrough theintensdy human narrative.

For example, et uscomparetwo storiesthat you mey gain access to without much
difficulty. Oneis Anton Chekhov’s 'In Exile'—the sory d theyoung Tartar and the
old Simeon, nicknamed Wiseecre, thrown together in exilein Sberiaas ferrymen,
adong with some others. Theyoung man dingspitifully to theillusonthat lifecan yet
belived, and so hefedsmiserablethinkingd hisyoung wifeand family |eft at home,
whereastheold man, who has seenit dl, makeshimsdf believethat heis happy, and
repeats—‘God grant everyonesuchalifd’ Thecrud irony d thehumansituationint
extremis caused by thesocio-political syssem comesthrough in theinteraction
between thesetwo characters, both foolishly human and vulnerable, with others
incitingthem, asit were, from thesddlines. See how understated, yet devastating, the
concludinglinesare:

Alld them lay down. Thewind blew thedoor open. Show drifted into thehut.
No one could bring himself to get up and shut the door; it wascold, but they
put upwithit.

'And | am happy,” muttered Smeon as hefdl adeep, 'God grant everyone
suchalife’

Y ou surdly arethedevil's own. Even the devil needn't bother to take you.’
Soundslikethebarkingd adog camefrom outsde.

Why isthat?Whoisthere?

's the Tartar crying.’

'Ohl heisanodd one'

'Hell get usedtoit’ sad Smeon, and soonfell adegp. Soon the othersd ept
too, and thedoor wasleft open,

Cenesis of Theses: Freymratian
e Wrttleg



Thedesperatenessd thesituation is underscored by thefact that thedoor isheft
open, after all, by both parties,in spited their braveeffortsto lovelifein their
quaint and opposite ways

Now comparethisstory with another—Manik BandyopadhyayasPrimeva’

(transl ated from the Bengali original “Pragaitihasik and included in Modern Indian
Short Stories, \Vol. I'V, published by ICCR). Herethemotivationisall too evident,
for theauthor decidesthat the central character should benothingshort of a
monster,whoistotally devoid of love, sympathy, kindnessand what have you, and who
commitsall sortsof heinous crimesto feed hisflesh. Theauthor makesno bones
about it, for hewants his character to reflect the unmitigated evil of thesocia
situation. And hemakeshis positionclear in theconcludinglines, after hedescribes
how thebeggar, Bhikhu, rdbbed alamefelow beggar of his pitiful savingsand
carried off hiswoman, Panchi, alsoa beggar, to satisfy hislus—thus beginninga
‘journey towardsan unknownworld, with the starsabovewatchingtheir steps . The
linesgo likethis.

Themoon inthesky basa pag, theearth below hasa history, but thedarkness
that saw thebirth of Bhikhu and Panchi in their mothers wombs, and was
likely to seetheoriginsof anew lifeinside Panchi’s body, had no past, no
history. It isprimeval.

Activity 1

iy Howwill you distinguish acrestiveimpulsefrom an emotional reaction?
(40 words)

ii) Why isdistancingfrom theobject necessary in any crestivewriting?
(30words)

iii) Explaintheconnection between thecreativei npul se and motivation. (40 words)
(Check your answerswith thosegivenat theend o the Unit)

..........................................................................
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Finaly, do your homework. After you have made sure that your impulseis genuine,
if not overwhemingly charged with a persona emotion, and not ‘created’ by a socid
or other motivation,thetask beforeyouisto convert theimpulseinto the hardcore

genesisdf atheme. In essence, what you haveto do isto concretiset he tpulse you

have had into flesh and blood and living tissue, so that it may acquirea body. This is
thelast stagebeforeyou put pen to paper, and it constituteswhat may betermed as
preparationfor writing.

1.5.1 Marshallingof relevant factsconcer ninglocal e, atmosphere
and characters

If you haveastory in mind, you should take particular careto marsha the
facts—authenticand recognisabledetailsd thelocale, theatmosphere, the historical
‘or socid backgroundif that berelevant,asalsodf thecharacter(s) you havedecided
tosummonfor your purpose. Focuson theconcretefactsof perceptionwhich
would makethereader diveto the'redlity' of thestory,even thoughyouwould be
mixing them up cleverly with loadsadf imaginativefiction.

Take, for example, RK . Narayan’s Magudi. Thereisindeed nosuch townin India
or dsewhere. But we seem tofind our own smdll town (for thosed uswho are
familiar with one, in present living or nostalgic memory) talkingto usin numerous
ripplesdf events, peopled, asit is, not merdy by recognisablemen and women and
children, but by temples, hospital's, markets, goats, donkeys, and what haveyou. The
writer has brought them closeto us, no less by thecare he hastaken to study and
organise the authenticfactua detailsfor hisstory, than by theother charmsof his
sory-telinggenius.

Theimportanced fact-£indingisless, but only rdatively so, in a poem. Subjectivity
has no doubt been, traditionally, adistinctivefeaturein poetry. Neverthel ess, thanks
to thevalue placed on redlismin modem literary thought, poemsare consideredto
be richer and hencemoreacceptable, if they areseen to bein responseto concrete
scenesand situationsd lifein our times, asa reader would recognise them—e.g. the
tourist and the beggar-womanfollowing him gazing together at a Mithuna sculpture
id thetemple-wdlsd Konarak, the body of achildfloating down theriver in the
aftermath of a bloody riot, the poor fishin themarketplacestaringin aveand
wonder, asit were, at theamplitidde of therich housawifeclosngin on’him’ for the
bargain... etc. Wont thepoem bemorepi ctur%queand powerful if you coul d vey
authenti cdeta Isof theKonarak scul pture,asiver bank that wasindeed wtress
bloody riot in recent memory, or thesightsand soundsadf atypica fish- market’)And
then what about longer poemsrooted in history of mythology? Can you trust your
creativeimpulseto yidd aworthwhilepoem unlessyou arm yoursdlf sufficiently
with factual details d thelocale, atmosphereand character(s) relevant (or
supposedly relevant, inamythological piece) to the Situation you havé in mind?

1.5.2 Combiningexperience, observationand imagination

Theemphass, asabove, on'homework’ isderived from thecompulsion,inliterary .
parlance, o thecircumstance, that whileacreativeimpulseisderivedfrom

(8) experience, (b) observation, and (c) imagination, thethreeingredientsare hardly
ever matched inideal proportionsin thementa equipaged awriter. Hencethe
need to deepen the experience, sharpen the observationsand avoid overdoing the
imagination, by taking upon onesdlf, for the time being, therole of a researcher, and
thusprovidethegenessd atheme, that will hold, for astory or apoem

1.6 ADDITIONAL (R TER A FOR SELECTION OF
THEMES

While the guidelinesindicated abovewould apply to thegenesisd creativeeffortin
general, it will beadvisableto apply some separateand additional criteriaint he case
of short storiesand poens. g
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1.6.1 Themesfor short Sories

A thememey pass the testsreferred to above and you may havemade the necessary
preparations,but it isgtill possiblethat it doesnot lend itsef to theformat of ashort
story, thoughit could be excellent material for a pieceaf journalisticfeature-writing.
So beforestarting to work on the theme (a) you should satisfy yoursdlf that it is
susceptibleof being converted into astory, i.e. atalethat begins with apromise, can
normally sustain aconflict or complication onits way, and endswith acertain
revelation; and (b) you should befairly confident that it will say, or appear tosay,
something'new' about the human condition, howsoever limited the framework of
your experienceor observation may be

Thus, for example, theanticsof the bandarwallah (monkeyman), sportingaf¥owing
white beard and indulging in toothlesschatter, who seeksto entertain the children o
theneighbourhood with the performanced his monkey, much lessinteresting than
his own, may have prompted you to writesomething on thefunny, yet sad situation.
Apparently, it would makefor addightfully moving festure-article. But could it lso
be brought within theformat of ashort story?Yes—if you could, through your
further observationand imagination, weave the outlinesof atalearoundthe
fascinatingcharacter. Possbly you could connect themirthdf histoothlessgin tothe
ebullienceof hisyouth, and his patheticdedicationto thetrade, hardly popularin a
city,of playingthemonkey, to afiercesensed independencethat seeksto defy the
fateswhich have been chasing thesunlightsout d hislifeone by one. Sowhat seems
pitiful and ridiculoustoo, could wdl bean essay in bravery. Or could it be hisway o
takingit out on hisfamily, a cranky old man pitted against his practical third
generationWhatever it IS, you haveto connect it withatae, the brief story of his
lifeor oneoutsideit and so reved’ theessenced hischaracter at theend. Seeif
your themecan yield such atale. And having assured yoursdf that you can makeit,
onwith your story, and best o luck.

Thisexamplerefersto ase-called ‘characteg-story’. But thereare many other ways

d tdlingastory, derived fram the twin prerequisitesreferred to above, and there
areseverd other cognate considerationsthat gointo thewritingdf astory. Theseare .
matters that would bedealt with in detail when thespecidity of ashort story asa
distinct literary formiscovered (Course 3).

1.6.2. Themesfar paetry

While the writer's statement in ashort story comesthrough by traversingacertain
distance, the statement in & poem hasto grip the reader's thought and imaginationin
aningtant. Thisbeingso, it isdf utmost importance beforewritinga poemon a
well-chosen themethat you should be committed totally, right at the beginning, to
what you are goingto say and how. That is, to the basic thought-contentand the
tone (fearful, angry, excited, reflectiveor whatever) that you wish to adopt. The
wordswill comelater. You may haveto chopand hew them any number o times.
But your sightsmust be pretty clear at theoutset, on the ‘what and how' df your
poem-to-be, which would determinetheoverall naturedf theimpact you wishto
createin themind of the reader.

-

Let ustakefor examplethe themed beinglost in thewoodson an eveningwhen the
darknessissettingin—a traditional yet fascinating themewhich hasafable-like
charm about it that hasenticed poetsthrough theages, from theimmorta Dantein
his'The DivineComedy' to the modem poet o today, anxiousto seize upon an
imagewhichwould berichin possibilities in termsaf the variouskinds of response
that it tendsto evoke. There isa fatal charm about such themes, and they can tieyou
upin knots, if you are not careful enoughto start with.

In a poem the thought-content and thetone often-tend to coalesce; the verbal,
seeking to express a thought, would mergeinto the non-verba,, i.e. the
pervasvemydtica experience of the poem which can only beexpressed
symboalicaly. Initstotdity it may be, as most modem poemsare, acomplex
phenomenon in awarenessthat you Wsh to sharewith thereader. Evensso, itis
necessary for pour poeti ¢ craft that yon should commit yoursdf to the quintessence
d your statement in themould of an overall emotion, before vou begif. T ~sing



yoursdf inthewoodswhilethe daylight is fading, dowly but inevitably, would give
risetoavariety of emotions, dependingon your mood, life-situation, world-view or
whatever —fear, asof achild; asensedf adventurereaching out to the mystery;
expectancy, hopingto find somebody from this'deep and dark' of your dreams;
surrender akin to divineconsciousness,etc. It is not unlikely that you havebeen

taken in by the multi-facetedcharmdf thesituation,and your reactionsare chaotic.-

But you should weld them into a dominant outlook o the mind, onedf the maniy
indicated above. And then bind yoursdf toit. Itisonly then that you canformulate
the'what and how' of your statementin fairly clear terms, which will yield the
appropriateimagesand metaphors. . . and then, moveon to the openingtines.

Thisisnot to say that you haveto do without thetruthsof a complex reaction. But
let the complexity bederivedfromor opposedif need be (in a point-counterpoint
syndrome, if you can makeit) ta the dominant outl ook, as you moveaong. Do not
mistakeyour chaotic and criss-crossed reactionsfor complexity, and allow the
wordsto find their own bearings. That mi ght land you with confused imagesand
mixed metaphors; afailingwhich cannot be saved dwaysby the pleadf subjectivity
or the vaunted obscurity of the modem consciousness.

Activity 2 -
i) What are thethreefactorsinvolvedin crestivity?(25 words)
ii) Attempt to combinethem by writinga pieceon the death of your dearest
relativeor friend. (70 words)
iif) Comment on the connection betweenthe creativeimpulseand motivation
against unjust oppressionin Mrinal Sen's movie'Mrigaya. (50 words)
(Check your answerswith thosegivenat theend of the Unit).

1.7 SUMMING UP

Torecapitulate:

e Judgethegenuinenessof your creativeimpul sesby distancingyoursef from
personal and overpoweringemotions, if any.

® Seethat they arenot handmaidensof your motivations,social or otherwise,
and having comethisfar, and only then,should you prepare yourself seriously
for writing the pieceyou have.in mind.

® Intheprocess, thefirst thing you haveto doisto familiarise yourself with the
themefor thesakedf credibility and felicity.

® Forashort story, make sure that you can convert thethemeinto atale, and it
will say something new. And asfor a poem, commit yoursdlf to the
quintessence—both in thoughtsand affections— beforeyou begin.

11
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1.8. ACTIVITIES: AIDS TO ANSWERS

Activity 1 |
i) Anemotional reaction to asceneor incident, however strong, isa passing
phase, unlessit continues to recur in Smilar situationsand disturbs you deeply.
A genuinecreativeimpulse isdistinguishableby a persistent emotional turmoil
aswdl asacapacity for identificationwith theobject.

* ii) Distancingis necessary to get away from excessivepersonal involvement, in
order to control the overflow of emotion. Crestivity needsameasured calm
and detachment.

ili) Every creativeimpulse hasadeeper and more pervas vehuman perspective
than motivation which congtitutesastrongsensedt purposein awriter. Inany

great writing, motivption doesnot dominatethe creativeimpul sebmt only
subservesit.

Activity 2

i) Thethreefactorsinvolved in cresativity are experience, observationand
imagination. Unfortunately, imagination aloneis often-ccmmissioned to
substitutefor experienceand observation. Thisinvariably leadsto shalow
writing.

i) Hints \

Writeabout something that redly happenedto you. If that isnot possible, then

recall asmilar incident that affected you deeply. Precisedetail swould indicate
closeobservation.

Imagination could h‘elp you to alter your account fromamerereporttoa

fictiona narrative—change of locale, names, descriptionsdf peopleand so on.
iii) Hints

A writer's creativeimpulse enables him to raisea mereloca event to theleve

d auniversa experience.

1.9 GLOSSARY

Youwill findintheglossary ashortlisdf theliterary termsusedin this Unit.

Atmosphere isthemood and fedingd astory. It is¢reated by thewriter through
theused imagery and symbolsand communi catesitsalf directly to the reader.

Conflict: Inaliterary work thisterm refersto the tension in asituation between
characterswho arein opposition to each other.

Fable: A fableisashortfictional tale, in proseor verse, in which animalsoften act
out humanroles. It isdesigned to makea point quickly, clearly and sharply.

Irony involvesthe perception of adifference betweenwordsand their meanings,
between actionsand their results, or between appearanceand redlity.

Mythology isthestudy of talesand legendsdf a particul ar cutture. Mythsoffer
explanationsfor thesupernatural originsd man and hisuniverse,and centre around
aculturehero.

12
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'20 AIMS AND OBJECTIVES

"This Uni®** on thetechniqued 'opening’ in creativewriting with particular

referencé ™ theshort dory. It doesnot giveyou any reedymaderecipé for writinga

short gory, but talksabout detail swhich you will haveto keep dearly in your mind

inattemptingthisform. At theend o thelesson you should understand:

#» theimportanced 'opening' inashort story;

#» that every genredf creetivewriting, beit poetry, dramaor fiction, hasitsown
particular requirementswhich determine theopening o each;

#» that therecan betwo typesd openings—the planned and theimprovised—and
thisisapplicableto both novdsand short stories, and that

» inashort gory thenatured theopeningis determined by the target audienceand
by theconventionsand requirementsd the publicationyou arewritingfor.

2.1 INTRODUCTION

In the previous Unit, wedealt with thegenessd themesin themind d thewriter,
the genuinenessd thecreative impulse, itsconnectionwith thewriter's motivation,
and theart d combining experienceand observation with an eyeon rdevantfacts
concerning theloca e, atmosphereand characters.

In thisUnit, weexamine theimportanced opening in afictiona narrative, acquaint
vou with thedominant narrativemodes, and offer hintsand suggestionsabout how
lo begin agtory effectivdy.

[N

2.2 THEIMPORTANCE OF OPENING

ndl typesd crestivewriting, thefirst thing that teasesthewriter isthequestion of
‘opening’. Thatistosay, he hastofacethe problem of finding asuitableanswer to
thequestion: 'How do |l striketheright noteat thestart? Hemust solveit, if heis
goingto beableto continueatd!, even when he happensto be an experiencedartist.
Naturally, then, theapprenticewould be even more put to thetest, for though
certain hdpful suggestionscould, at times, leed himintotheright street, no set rules
or formulaecould mekehim achievethedesired effect. Thereisakind d mygery
about thewholecrestive process, and theopeningd anarrativeisapart of that
mystery. Thereis as Oscar Wilde putit, pain a 'the birthd agtar', and each new

. poemor , Story or novd, or biogr , presentsthat problem. Thereis
liistress a%@c/jespgly rwhen the%s%’lyk papgrg sggrwns 0 mock one'spefforts or, soon
enough, becomesa pitiful scrawt of writingand scratching.

13
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However, thereisnothing to worry about, for any genuineengagement with human
redity and any trueimpulse to createwill eventually producet he desired effect. It is
chieflyamatter of trust, applicationand insght.

2.2.1 False siarts

Fadsestartsareteally apart o thecresativeprocess, and need not cause undue
anxiety. Even thegreatest writers, astheir diaries, manuscriptsandletters, ete. show,
have had to battle their way through after aseriesd agonising and avkward arts.
What isimportant then, is theability of thewriter to act ashisown critic, and seeif
he has been able to put across clearly and economicaly thei dess hisimaginationis
druggling to organise. Indeed, to securetheright note, and theright tone, he mey
havetolabour over thefirst faw linesor even paragraphs. Maybethe sceneor the
ideawill haveto bewritten down in morethan one narrativeform, and from more
than oneangle, to test which of these modessuitshim best in that particular case.
And once theimagination isbeginningto tick, asit were, the narrativeoftenfindsits
own rhythm, and beginsto takedf onitsown steam. Revision, then, is apart o ones
visond things and must not betakenasadgnd falure.

2.2.2 Different geniesand conventions

Obvioudy, there cannot be any standard advicewith regard to theopeningd a
narrative. Each kind, poetry, drama, fiction, etc., has itsown peculiar requirements.
Even now, daring experimentscan only be made withinthenormsd each kind of
writing. What may bean apt openingin anarrative poam mey sound avkwardin a
novd or ashort story. Inother words, theopeningd anarrativeisorganicaly linked
to therequirementsd the type.

Clearly, what hasbeen suggested aboveapplieschiefly to different forms of fiction—
the novd, the novela, the taleor theshort sory—and is not intended to cover drama
and poetry, though theguestiond openingis in itsown way, importantin those
genresd 0. True, apoem ey begin with agtartlinglinethat makesthe reader sit up,
but we are not talking d openings herein that senseand context. Theopening, in
our context, isan integral part o the narrative process,andin alyricor asongor a
sonnet, thereis hardly anarrative to tell. For thebirth o a poem isoften amatter of
luck, suddenillumination or breskthrough, though evenagrest poet likeW.B. Y egts
isknown to have prepared aproseversond acontemplated poem, and lifted some
linesfromit tofit the poetic frame. Wearea soleavingdrama out o thisaccount,
for thetheatrehasitsawn conventionsand congtraints, and therefore, aseparate
gstaterment would be needed for it.

2.2.3 Theopeningasa unit of compostion

Asaunit o composition in anove or ashort story, the opening isapart of an
organic whole, moving (&) towardsavisonary centreand (b) and then a logical ending.

2.3 PLANNED NARRATIVES AND OPENINGS

Somenovdigsand short story writers plan their narrativesvery carefully,and go on
to prepareafull outlineto befleshed out later. In such cases, theopening is
carefully devised s0 that it becomesa part of the operative vison and Structure. It
impingesdirectly or indirectly upon themiddle fdevel opment and process),and
more significantly,upon theendingd the nove or thetdein question. In the hands
d agreat atist likeHenry Jamessuch a plan usudly, though not dways workswall.
For basitally, such congtraintsdo not augur well for thehealthd thetde. Some
novdigs, therefore,depend agood dea on improvisationen route, and leavethe
narrativetotakeitssignificant form out  itsown inner compulsionsand energies.
Onemay recall here Thackeray’s statement that hischaracterstook him wherethey
liked; hewas, D to speak, intheir hands. A modern novdis likeSaul Bdlow, for
ingtance, movesaway from the planned, tight structuresd’ hisearlier noves
(Dangling M an, Seize the Day, The Yictim) to the open, rel axed, picaresque,
catch-al forminlater novels (suchas The Adventures of Augie March, Henderson



the Rain Ki ng and Herzag). The point wearetrying to makeisthat theopening
asaunit of compositionmay not befully planned in advancewherethenove in
particular isconcerned. It may even bedesirable not to do so.

2.3.1 Theopeninginthenovd

Since thisUnit ismoredirected toward the shorter fiction,only minima comments
areoffered asregardsgenera rulesor ideasgoverningtheopeninginthenovd.

Aswe have hinted aready, it hardly mattershow thefirst sentence or even thefirst
paragraph or paragraphsbeginin anovd, though should the openingin thislimited
sensebearresting, startlingor amusing, it straightaway arousesthe reeder's interest.
Eventudly,d course,itisthefull body of thenove and itstotal effect that would
tend to measureitsvalue, not aflaghy sentenceor two at thestart. Still, thereare
someinteresting examplesd such startlingopenings,and oned thewell-known
examplesisJane Austen’s Prideand Pr g udice. Itscel ebrated opening sentencehas
already passed into theredlmd sayingsand aphorisms. ‘It isatruth universaly
a:\llsfnowl edged, that asinglemanin possessond agood fortune, must bein want of
awfe'

Agan, Tolstoy’s Anna Karenina startsthus: 'Happy familiesared| alike, every
unhappy family isunhappy initsown way.” Thesearegood examples, but, as arule,
theopening sentenceor sentencesin awork of longer fiction would hardly be
remembered by thereader when heisthrough with thebook. Or, take another

opening:

Once uponatimeandavery good timeit wastherewasamoocow cor ni ng
down aong theroad that anicens little boy named baby tuckoo...

The Portrait of the Artist asa Young Man
—James Joyce

Theappea d such anopeningisamost purely linguigtic,and it has hardly any
significant bearingon thethemed thenove, but its'fairy story” air and itsrepetitive
pattern and dang makeit an admirableexampled an arresting opening.

2.3.2" Theopening paragraph or paragraphs

A good opening may set thetoneaway asin Saul Bdlow's Hender sontheRai n King:

What made me takethistrip to Africa? Thereis no quick explanation. Things
got worseand worseand worseand pretty soon they weretoo complicated.

When | think of my condition at the aged fiftyfive when | bought theticket,

al isgrief. Thefactsbegin to crowd meand soon | get a pressurein thechest.
A disorderly rush begins—my parents, my wives, my girls, my children, my

f ar mmy animds, my habits, my money, my music,lessons, my drunkenness,
my prejudices, my brutality, my teeth, my face, my soul! | haveto cry,'No, no,
get back, curseyou, let medang!" But how can they let meaong?They belong
to me They aremine. And they pileintomefrom al sdes. It turnsinto chaos.

Now, the two-lineopening paragraph has hardly any great merit, but the condensed,
capsul ed second paragraph springs upon thereader al inarushto whet hisappetite,
and soon plungeshim into thewhole mad world of this Americanmillionaire. And
somehow, amazingly, the high comic tone persiststill theend. The opening hasdone
thetrick,soto speak. But equaly, theracinessd thetone characterises the tempo

d thisramblingnovd. So, here, the opening paragraphstieup with the openingas a
unit of composition inalong narrative.

Activity 1
i) Why is'opening' importantin afictional narrative?(50 words)
if) Distinguish betweena’planned’ and an'improvised' opening. (35words)
(Check your answers with thosegiven at theend o the Unit)

15
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2.4. THE OPENING AND THE SHORT STORY

Sinceour businesshereis chiefly with the short story (and theapprentice-writer has
often to start there), itisimportant at the outset to decide what kind of story isbeing
planned and for whom. Any potential writer will haveto takenoteadf the'target’
audience. And since he must, moreor less, begin with magazineand Sunday-paper
short stories he may haveto sort out his prioritiesstraightaway. For whenasubtle
and refinedimaginationis at work (asin thecasedf Henry James), awriter may not,
indeed cannot, write below a certainleve evenif hewereinclined to court
popularity and hanker after the'best-seller' status. That isthethemeof James’s
story, The Next Time, and thenarrator laments, 'Y ou cannot makeasow's ear of
aslk purse! Itis grevious indeed if you like—thereare people who cannot be vulgar
for trying... |

Choosecarefully thearead your interest and operation. Art, however,isawild cat,
and no onereally knowshow it springsto lifeout of somebush to carry theauthor
aong.

24.1 Different typesand targets

The magazinestory hasroughly been described as(a) 'pulp’, (b) 'dick’, and
(©)'qudity’ or'art'. Thisdivision parallelsthe onein cinema We havethe
‘commercid’, the'dick' and the'art’ film cateringto low-brow, middlie-brow and
high-brow audiencesrespectively. So, if you arewritingfor, say, aladies glossy
magazine, theconventionsand requirementsaf such a magazinewill have to be kept
inmind, and that too will determinethenaturedf the opening. .

Withaview toguiding the Bpprentice-writersomegeneral hintsand suggestions(not
rules) areset down below.

2.4.2 Genera hintsand suggestions

) Try tofinalisethetitle of thestory beforeyou plungeinto the unknown
territory ahead. Generally spesking, akind of outlineisinone's mind, even if
not sketched out on paper. Thetitlenaturallv hastoindicatethespirit o the
story, and should, therefore, beapt and eftective. It may evenbeironical or
humorous, if suchisyour intention, and such thenature of your theme. As part
o theopening process, theright titlewill automatically set brakeson your
imagination, which may sometimesr un away with thesituation. Of course, this
isnot astrict practice; and you may well beobliged at timesto write out thefull
story first, and then ponder over the problemof thetitle. And herealso, you
may haveto scoreout several headingsbeforeyou hit upon theright title.



If itisacharacter sudy as‘Miss Brill' by KatherineMansfield, the name ]
d thechief protagonistisoftenquiteconvenient. Smilarly, if it is about some

placeor ingitutionaf commoninterest such asahospita or astation, you may

highlight that part o the proceedingswhich concernsthe themedf t he story.

Oneisreminded of HE. Batess storieslike The Waiting Room and 'The

Station'.

Sometimes, agoverningsymbol may bethe most appropriatetitieasin the
cased “The Rocking-HorseWinner' by D.H. Lawrence.

Infact, evenas thetitleisbeing finalised, you haveto decidethe questionof
thef ocus in the proposed short story. Isit primarily astudy of (@) character,
(b) incident or situation, or d (c) mood or atmosphere?Isit again, agpecimen
d (@) thrilleror murder mysery, (b) thesupernatural (ghost storieseic.).

(c) humour/farce, (d) fantasy/allegory, or (€) sciencefiction,etc.? Theopening
d your talewill naturaly be determined by thetyped fiction you plan to
write. For instance, aloaded hint or astartlingcomment or speechinamurder
mysery may bejud the right thing, and ajokein thecased ahumorous
narrative or skefch.

Never give'the game avay in theopeningitsdlf unless, o course, that isthe
wholepoint o your ory.

Avoid ashow d artiness asfar as possble. A flamboyant but forced opening,
even when attractive, wilt not do in theend. However, agenuindy startling
opening givesyour narrativea head-on advantage.

Edgar Allan Poe’s cel ebrated statement, madein hisreviewd Hawthorne’s
Td €5, seemsto sum up thematter.“If hisvary first sentencetendsnot to the
outbringing of thi s effect, then hehasfailed in hisfirst gep.’ SaysPoe,
concerningastory-writer. Thisshould not, however, be taken asgospel truth
or as a'sure-success formula, though Poe isright to add that each sentence
must logicdly belinked to theonethat precedesand theonethat follows.
Consider RK. Narayan’s opening sentencesd 'Half-a-rupee Worth’.

Subbaiah sold rice at the marketgate. In hisshbp you found, heaped in
wicker baskets, dl varietiesdf rice from pebbly coarsericeto Dethi
Samba. Whiteas jasmineand dender asaneedle. Hisshopwas stuffy and
dark but therewasno placelikeit on earthfor him. .. .

Thi s beginning foreshadowsSubbaiah's end: ‘death dueto accidental toppling
off of rice begs.

Or consder theopeningd RgaRao’s famousstory The Cow of the
Barricades’.

They cdled her Guri , for shecameevery Tuesday evening beforesunset
tostand and nibble &t thehair o theMaster. And the Master touched her
and car essed her and hesaid: 'How are you Gauri? and Gauri Smply
bent her legsand drew back her tongueand, shaking her head, ambled
round him and disappeared among the bushes. And till Tuesday next she
wasnottobeseen....

Thus thecentra character of thestory, thedivinecow, isbuilt upstep by step. r
Thedetailsestablish her asafiguredt mythology, invested with signs o

divinity. Asthestory ends inan incredible finale, the: reader can accept the

incident aswdl as themyth tkat immediately grew round thecow, becsuse the »
storyteller has, right at t he beginning. given us hintsthat asthisisno ordinary

cow, the story heisabout to relateisno ordinary story.

Also, itisimportantnot to prolong theopeni ng, or stretchit out so that it

begins tOlook a thing apart, hanging separately likea bunch of balloons. A

good opening should ghide comfoitably, unobtrusively and economically into

thenext ‘gear’. The germinal ideaisto bedevel oped into acertain set length,

and you cannot afford to inger over ‘effects, etc. 17
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vi)

vii)

And finally, thereisthe question d awriter's prosestyle. Clearly, you cannot
have a separatestylefdr theopeningd your narrativeto makeitlook
digtinctive, but, you should, at all costs, avoid theused old, tired and
wesether-beaten similes, 'set’ phrasesand conventiond idioms, which isnot to
suggest that you may use such linguistic propsin any other part of your novel
or tale; only in such cases, they would not draw the reader'scritical attentiont so
much asthey would dp in respect of your openings.

Persond style intune with your world-view, if visbleat thestart, like a
'sgnature tune inradioand TV, can wn you an attentiveaudience.
Hemingway’s celebrated Styleis oneobviousexample, though a young
apprenticewould dowell not toimitateit, but to understanditsrightness. Its
artful smplicity and bareness,if used as mere ploys, can end up as parody and
artiness. |

Nick stood up. He wasdll right. Helooked up thetrack at thelightsof the

caboose going out d sight around thecurve. Therewaswater on both

Sdesd thetrack, then tamarack svamp.

(Ernest Hemingway: The Battler)

Activity 2
a) Makealist o thesuggestionsgiven above(at 24.2). (50words)

b)

vee

Canyout hi nk of any more suggestions?(25 words)
(Check your answers with thosegiven at theend o the Unit)

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

|||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||||

2.5 THE NARRATIVE MODES

Oned the most important problemsfacing astory writer is thequestion of

supplyingtheanterior background withoutgiving al ong expositionin the opening.
Thiscan bedonein several ways 1N The Marrative Mades: Technigues of the

Short Stery (1982), Professor Helmut Bonheim gives several illustrated examplesof
avaigy o ings in the chapter 'Short Story Begimnings. He lists four dominant
modes(a) Description (b} Repart (€) Soeechand ¢d) Comment.



Bonheim goeson to tak of closed versusopen beginningsand endings. 'Closed’ Upameing
openingsarestaticas compared to'open’ openingswhich aredynamicand
suggestive. Modem writersprefer to usethe modesd report and speech, for they
are, asinHemingway, 'dynamic’ modes. Of course, therecan bea judicious mixing
a themodesto achieveoptimum effects. In any case, long and leisurely passagesin
the nineteenth century style, and expository passagesin themanner of theessay, are
now out. And even if adescription(time, place, earlier history of acharacter, etc.) is
necessary, it isoftenembedded in the'dynamic’ modes. Even authorial comments,
much preferred by theearlier writers, are now frowned upon, for they tend to rob
thestory of that air of surpriseand expectancy which agood short story writer
would dwaysliketo createand maintain. The modem trend, thus, isto start without
an expositionor description,if possible. For theopening mattersmuch moreina
short story thaninanovel or inanovela Thenovel hasan incremental character,
and it can gather weight and momentumasit proceeds, but the short story ismore
likea poem; it requiresspeed, concentrationand brevity. Itseconomy isa matter not
o expenditurebut of saving.

2.6 SUMMING UP

"These arethemain points madein thisUnit:

* Theimportanced an opening liesinitscapacity to arousestraightaway the
reader'sinterestand curiosity.

* Theopeningleadstothemiddleand end of thestory and henceitisan
important unit of composition.

# A distinctionis madebetweena'planned’ and an'improvised' opening.

* Theopeningand itseffectivenesswill depend upon thekind of story you planto
write and the readersfor whom you write.

* |tisnot advisableto giveaway thestory in the beginning.

# |t may beuseful to ponder over asuitabletitleto helpyou get ongwitha
particular themeor subject.

* Theopeningshould not beelaborate, nor thelanguageflashy or rhetorical.

* Thefour dominant modesof opening are—(a) description, (b) report, (C) speech,
(d) comment.

2.7 ACTIVITIES : AIDS TO ANSWERS

Activity 1

i) A good opening hol dstheattention of the reader and straightaway arouses
hisinterest. Also, it generatesitsown momentum, leading thewriter tothe
high point of thestory.

if) A planned openingis carefully plotted and organically connectedwith the
middleand end of thestory. Animprovised opening, conversdly, is
relatively unplannedand dependson theinner compulsionsdf thenarrative.

Activity 2
a) Thesuggestionslisted are:

i) finalise thetitle

ii) decidethefocus

iif) avoid'showy’ openings

iv) donot reveal everything

v) theopening must glide unobtrusively into thestory proper
vi) avoid cliched openingsand

vii) try tocultivatea personal style.

b) Try tothink of somemore possihilities. For instance,

i) anappropriatequotation

i) plungingrightintothemiddled an interestingevent amd

iii) anengaging bit d dialogue.

iv) now explore some morepossiblities. ; 19
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1.8 GLOSSARY

I .
You will find ifi the glossary ashort list d theliterary termsused in this Unit.

@nre: Imaginativeliteratureisdividedintot ypes or dasses, defined according to
their structure, called genres. The mgor genresareepic, lyric, tragedy, comedy,
satire, novd and short story.

Mbde: When aliterary work isdefined by its themeand tone,itissaidtobeina
certain mode For example, a novd mey bein the comic, ironic, romanticor tragic
mode

Narrative: Anaccount which devedopsitsthemewth n thelimits o a
time-scheme—chronological sequencing-isknown asanarrative.

A caresque: A novd ispicaresquewhen itscentral characterisarather likesble
scoundrel, who movesfrom adventure to adventure, without setiling down.



JNIT 3 BUILDING A CLIMAX
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37 Summing up
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3.0 AIMS AND OBJECTIVES

Y ou will have grasped, by theend d thisUnit, the significance d dimax building in

creativewriting.

The purposed thisUnitisto show how:
e important thebuilding o adimax isinthestructureof astory;

e thestory movestowardsitsdimax which may be unexpected but isnot
improbable;

e thedimax resolvesthecrisisin the story and revedls, as nothingelsein the
story does, thewriter's perception of a particular redity;

® apostscript to the climax, in certain writings, profoundly affectsthedirection d
thestory and opensup newer perspectives.

It ishoped that you wilt also havelearnt thetechniquedf building aclimax while

writingagtory.

3.1 INTRODUCTION

Units1and 2 o thisBlock on the'structuredof materia' haveaready given you an
idead how themesaregenerated and o thesgnificancedt the'opening'’. In thisUnit
wewill discuss, insomedetail,animportant constituent of aplot: thedimaxina

story or apoem.

A wdl-gructured dimax isa revelationd thewriter's world-view. However, if you
think that therecan be no story without a.climax, read some modemwriters—e.g.
Borges, Faulkner, Prem Chand. Eventsand incidentsare recorded. It isonly in the
postscript that theintentionof thewriter dawnsupon the reader —and he may fed
like rereading thefictiona work.

3.2 THE MEANING OF CLIMAX: AN
ILLUSTRATIVE STORY

— = -

Climaxisanintenseand crucia point o the story which precipitatesacrisis. A crisis
is the culminationof tension and conflict which headstowardsan inevitable
resolution. Thestory given below will illustrateto you theart of buildingaclimax,its

natureand function.

21
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Mal colm Scott isan embittered young Englishman. Hecomesto Indiawith some
happy expectationsbut Has not quiteforeseen the hazards hewould experienceby
way of theclimate of the country, the general living conditions, the quality of

assi stance he mugt be content with in running hishome, and so on. Indialooks an
awful place tolivein, and the Indians primitiveand lackingin refinement. Of course,
heis not awarethat adifferent culture can haveatotdly different, but equaly vdid,
vauesystem. His personal miscd culationsand prejudicesprevent himfrom seeing
that the peoplehecomesto ruleover had a culturecenturiesbeforehisown
ancsstorsdid. He cannotunderstand their tact and sophistication when they, asvillage
elders, receivehim asan officid and even bribe him unobtrusvely! Heis not aware
d thefact that he hasaclerk whoisintelligent enough to master fivelanguages.
Oncehegoeson an ingpectiontour of afew villages Hetakes hisyoung wifeaong,
and their lodging for afew dayshasto be an inspection bungdow—theonly roofed
structurein alandscaped acresof fieldsand open land. Onthi s tour hiscontempt
for Indianstakestheform of thoughtlessmischief, and heliftsthe saree o awoman
bathinginapond, jus to know whether the’animd’ wasamaleor afemale...

3.2.1 Thedory movestowards itsclimax

From now on the story rushestowardsitsclimax. Hardly is Scott bdck in his
inspection bunga ow then beand his wife noticeastrange spectacle—men in ones
and twosgathering round the bungaow. Each man carriesastick and stands
rocklike. Scott discoversthat hisservantshavedipped out. Now a stone comes
crashingin. Scott and hiswife know they arethreatened but for what they do not
know. Theironly meansd knowingistheclerk who knowsfivelanguages. Theclerk
goesout d the bungaow to enquire. He comesback with the newsthat themen are
from the villagethe bathing woman comesfrom, and that they havecometo seek an
answer for Scott's misdemeanour. Scott at firstt hi nks of shooting hisway out of the
stuation, but theclerk points out theimpossibility of such acourseof action. Scott
promisesto pay somemoney to thewoman as compensation. The clerk goesout to
themob to negotiate. The mob, heinforms Scott, will havenoned the money. Scott
hasviolated awoman d their own. Thejust pendty isthat the sameshould bedone
toawoman o Scott's kind. Scott's wifefaints. Now theclerk asks not oily Scott but
hiswifea so togo out and beg their pardon.

What isatersenarrationd a possiblesituationin colonia Indiacomesto

adimax most unexpectedly. Scott teasesthewoman not with theintent of assaulting
her; heisnotin an agitatedstated mind when hedoesit playfully, but in that action
he reved shisdeep-rooted contempt and racist prejudi ce towards a subject people.
Thedimax in such storiesisrather complicated becauseit isnot easily identifiable.
Toadiscerning reader, however, theindicationissubtleand strong.

3.2.2 Rexolutionofthe criss

They beg pardonon their knees. Scott stayson in the town for another yearand a
haf. He never mentionsto Anyonetheinspection bungaow incident. Nor does he
makeany more remarksabout Indiaor Indians.

Thecrigsisresolved not by thereedily conceivablesolution o givingathrashing to
theguilty, but by transferring the outragefram theguilty to the principleunderlying
theguilt—insultingwomen, and devising a corresponding punishment. Personal sting
and mdiceistaken out; no wonder Scott takes the punishment asa jus retribution.
He must have been at peacewith hisconsciencebecause he continuesto livein that
regionfor ayear and a hdf more. It isaconverson,avery radica conversion &t that,
but the dimax bringsit out effectivelyand effortlessy.

3.3 THE CLIMAX IS A HAPPENING OF
HEIGHTENED INTENS TY

Soinanarrationd imaginative content, the dimax isahappeningof heightened
intensity, but well a ong the progression of the eventsor happeningsnarrated

already.



3.3.1 Theclimax leadstoaresolution of thecrisis Bullding » Clheme

Theclimax |eadsto aresolutiond thecrisis contained in thestory. The resolution
may or may not beon theanticipated lines, but it never falsto be convincing.

3.3.2 It suggestsanew thematic direction

Climax in both ashort story and anove performsthesamefunction. It brings
matterstoa head, so to say. Thedifferent strandsd the narrativesuddenly acquirea
new meaning and significance.

3.3.3 It throwslight on thewriter's world-view

It also reved sthedirection inwhich tolook for the'message’ o thestory, if the
author had intended one. Even otherwise, it reved stheunconsciousintent of the
author much moretangibly than the other earlier details. Climax assumesgrest
importancein thesociologicd andysisdf awriter's works. His leanings, affiliations,
and his persona visond theworld, get revealed in far clearer termsin hisclimax
thanin the other ssgmentsd thestory.

Activity 1
Note  Answersshould bebrief and to the point.

i) What isthe natureandfunctiond the ¢limax in astory?(50 words)

if) Innot morethan S sentences, write another resolutionto thestory citedin the
Unit. (150 words)
(Check your answerswith those given at theend of the Unit)
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3.4 THE UNCOMPLICATED CL| MAX IS MOST
EAS| LY IDENTIFIED IN THE 'PLOT' STORY

Asagaingt the complicated climax discussed above, both thedimax and its

resol ution areuncomplicated, and are most eedily identified,in an'incident’ or

‘plot’ gory. Thereisquiteabit of theexterna worldinthesestoriesand these,ina
sense, are easly shared realities. Theauthor herehas vay little possibility of
manipulatingthe natureof theserealities—a railway stationisarailway station, and
the Qutab Minar isatower of specificdimensions, Situation and period. The
concretenessd thesedetails contributesto theenjoyment of thestory by t he largest
number of readers. Evenithe predictability of the resolutioncan go towardsadding
to theenjoyment of the effort. Thestoriesof Maupassant and Poe, even Chekhov,
contain thisstructure, and are never the poorer for it.

35 THE CLIMAX IS NOT AN ESSENTIAL COMPONENT
OF REFLECTIVE AND EXPERIMENTAL FICTION

Thewritingsd André Gide, Franz Kafka, and in morerecent times, Alain
Robbe-Grillet, MargueriteDuras, and a host o new writers,do not necessarily tell a
story, shough they areinterestingin themsa veswithout the beginning-middleend
structure in which aclimax-and-resolutionisthefind part. Thereisastory by
Hemingway by the namd'Mr and MrsEliot'. Itisamode short story in that it
unfolds, very effectivdly, thedespair o achildless, middle-classAmericancouple.in
theearly part of thiscentury. Without being overtly 'experimenta’ in hisrendering
or in congtructingthe piece, the author succeedsin creatinga moving story. Latin
Americanwriting,ingeneral, and that of Gabriel Garciain particular, doesnot
entirely depend on climaxes. Apart from theexoticappea thewriting may havefor
anon-Latin Americanreader, it weavesoneepisodeafter another, fill retaininga
sugtaninginterest. As almatter of fact, it isconsidered, among theavant-garde
writing community, that adimax i$ an outdated component of creativewriting.

3.6 THE POSTSCRIPT TO THE CLIMAX IN
COMPLEX FICTION

But therearea number of very specid creationswhich even havea postscript to the
climax-resolutionstructure, and which take the story far beyond itsstructural
dimensions. Thestory of theEnglish Deputy Collector in South India does not end
with the officid and the loca residentscoming to termsat theingpection bunga ow.
Thestory hasa narrator, a very old man, tdling thestory to hisgreat grandchildren.
Heendshisnarration by saying that as he returned from the inspection bunga ow
afterdl thecommotion, hedtill found the woman washing clothesin the pond. Itis
obviousthat he wasthe Collector's clerk. A young boy pointsout aflaw in theold
man's narrative. The pond was somedistancefrom thevillage, and when the
Coallector teased the womean, therewas noneel sebesidesthe clerk on the scene.
How come the villagers gathered round the bungal ow to seek an answer from the
Callector? Certainly, the woman was not the person who carried the newsand made
the villagerssurround the bunga ow.

Theold man looksabout confusedly. He says, Y ou know, according to Scott's
orders, | should havefollowed him to'the bungdow. Instead | went theother way.

3.6.1 Thepodscript reordersan established under sandingof the
protagonist

Thestory now assumes an entirely new dimension. It isnot thestory o an
Englishman, but o hi$clerk. Itishewhoistheprotagonist of thestory; it ishewho,
in seeming to negotiatewith thevillagerson Scott's behalf, isdevisingastrategy for
making Scott see reason, and realise how limited hisunderstandingof theworld has



been. And hehaslived with that secret for years. The story suddenly growsbeyond
themereplot.

3.6.2 Thepostscript alter sper ceptionsof timeand matter

A postscripttransportinga story into vaster realmsoccursin quiteafew storiesof
JorgesLuisBorges, and aclassicexampleis hisstory 'The Secret Miracl€. The
story isof acondemned nan whoseonly grievance, beforehisexecution, isthat he
does not have enough timeto compl etea creativework he has beenat for quite
sometime. But a minute beforehisexecution, it so happensthat hisbrainfunctions
with extraordinary clarity and efficiency and hemanagesto completethework,
reviseit and makeskilful inclusionsand corrections, al the whilefacing thefiring
squad. All thisisalong processin time, probably weeks, monthsand evenyears
long. But thelast lined the story tdlsthat the man wasdead two minutesafter he
stood facing thesquad. The story hasdl the standard ingredients, but with that
postscript it istransmutedinto a most powerful speculation o (i) the concept of
time, and (ii) thereach o the human mind beyond organiclimits.

Not so profound, but effectivedl the same, isa story by William Faulkner; ‘A Rose
for Emily'. A seemingly uninspiringcase-history of an eccentric woman suddenly
gainsimmensestatureand poignancy when, inthelast lineof thestory, itisrevealed
that thewoman had beenfor yearsdeepinginabed by thesdeof the unburied
mortal remainsaf her beloved.

Activity 2
i) What isan uncomplicated climax and whereisit easily identifiable? (50 words)

if) What isthefunctionof a postscripttoaclimax?(30words)

iit) Howdo thewordsdf theold man at theend add anew dimensiontothis
story?(30words)
(Check ytiur answerswith thosegivenat theend of the Unit)

37 SUMMING UP

Themain pointsto beremembered are:

¢ Climaxisa happeningof heightenedintensity.

e Climax |eadsto a resolutionwhich needsto be convincingto maketheliterary
experiencesdf-sustaining.

e Thoughclimax isanimportant component of a story, itisnot indispensablein
certainkindsof literary worksand in certainexperimental and reflectivestories.

¢ A postscript toaclimax can,incertainliterary efforts, elevatethe experience to
greaterdimensions.
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3.8 ACTMTIES: AIDSTO ANSWERS

Activity 1
i) Usingthegiven vocabulary--crisis,culmination, conflict, resolution—build up
your answe.

ii) Theapology madeby Michael Scottisnot accepted. Now devel op thisdifferent
approach.

Activity 2 ;

i) Anuncomplicated climax dealswith theexternal world of concrete redlities.
Theauthor haslittlescopefor manipulatingthe nature of theseredlities. In..
such acaseit is not difficult to predict theresolution. And such aclimax is
eadly identifiablein the magazine'plot’ stories.

i) The postscriptgives a radical twig to thestory whenthedifferent strandsof
the narrativesuddenly acquire anew meaningand significance.

iii) Theold man (Scott’s clerk), and not the Englishman, standsout as thechief
protagonist of thestory. It Ishe whoisableto exposeScott's narrow
understandingof theworld.

3.9 GLOSSARY.

Youwill find in the glossary ashortlist of theliterary terms used in thisUnit.

Climax: A dimax isthat part of anarrativeinwhichtheluck of the central character
changesfor better or worse. It isamoment d the greatest intensity and leadstothe
resolution. Often the climax and crisiscoincide.

Avant-gardewriting: When acreativewriter experimentswith style, formor
content, hiswritingisreferred toas avant-gardeor experimental. It isa deliberate
effort to break throughthetraditionsof imaginativewriting to search for newer
meanings.
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UNIT 4 APPROPRIATE ENDING

Sructure

4.0 Aimsand Objectives
4.1 Introduction

4.2. Literaryendings

4.3 Knds of endings

4.3.1 Unique or S nj eeffect endings soriesof |n(:|dent
4.3.2 Endingsin detectivestories
4.3.3 Endingsin nood and atmospherestories
4.3.4 Endingsin formulagtories
4.4 Summing up
45 Activities -aids to answers
46 Glossary -
4.7 Additional Readi ngsfor Block 2

4.0 AIMSAND OBJECTIVES

Thepurposed thisUnit isto inform thelearner about the natureand kinds of
literary endings. By theend of thisUnit you should become aware: —

of themeaningd 'ending' in the contextsaf art and life; in both, an appropriate
endinglendssignificanceto their structure; even when something isbegun, its
valueisdetermined by how it isgoing to end,;

that thereisno such thing as the standard ending; therefore, the numberlessways
inwhich storiescan end should bestudied;

o thevarious kindsaf endings, which aredl basicaly determined by the nature
o themeaterid: thedetectivestory, theformulastory, and themood and
atmospherestory.

4.1 INTRODUCTION

Th s istheconcluding Unit on the structureof material. The preceding three units
dealt withgenesisa themes, theopening, and buildingaclimax. This Unit on
‘appropriate ending' discussesdifferent kinds of denouementor resolutions
depending upon the nature of material and the writer's particular perception of
peopleand things. Wespeak o themeaningdf our livesin termsd their ends. In
life, endingswithout an end bespeak futility, lack of purposeand moral anarchy. Itis
theend which makesthestructured lifewhole, lendingit both meaning and

PRrpHESE,

4.2 LITERARY ENDINGS

Our experienceof lifeaswell asdf literatureisin thecontext of time. Hencethe
need for beginnings, middlesand ends—pointsaround which thisexperienceis
organised. QUr s isstory-shaped world, and the story can be called a metaphor for
redity. Stories, likelives, havean ending and an end. In both, endingsand ends
confer asensed finality of accomplishment. However, by ending hisstories, the
writer doesnot packagelifeintoaneat aestheticwhole, but discoversitsrich
possibilitiesin varying contexts. Not atermination,an endi nginastoryis,infact, in
the natured arevelationabout peopleand things. 'Is that so?1 never imagined it
thisway' —are common reactionsto endingsin stories. Therevelationisitself a
moral actin that it leads to knowledgeabout theeccentricitiesof our behayiour,
about thedeceptionsd theworld surrpunding us, about dimensions hidden from
our surface-view of things. As Aristotle argued, the proper functionaf theending of
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atragedy wasto purgethe unhealthy emotionsd theaudience(amord act),and if it
did not do so the tragedy wasnot well-formed.

Considering that in constructing their plots, writersdeterminetheir beginningsin
thelight of theendings,it would not bewrong to say, tovary T.S. Eliot's memorable
assertion, that ‘in my endingismy beginning . Endingsdeterminetheform o the
story, thedirectionit would take in order to lend an experiencecoherenceand
intdligibility. Form iswhat makesastory easly understandable. Form'concludes

it even asthe experienceadwaysremains unlimited.

Thisiswhy endingsarenot closures, for closuresinvolveshutting off of experience,
sedingit asit were. On theother hand, endingsare only turning pointsin theflow of
experience. Closurescdmewhen thesubject is exhausted, endings when thesubject
reveals itsinexhaudtibility. In Kafka’s The Tria theherois 'too tired tosurvey dl the
conclusonsarisingfromthestory.. .. In quiteafew other stories, too, theending is -
open, leading to endless possibilities.

Unlikeclosures, endings providearesolution of experience, bothin artistic and
thematic terms. Ending$areinvitationsto further exploration even when they do not
seemto say so. Thisistheir deceptive power and their amazinghold on thereader's
imagination.

4.3 KINDSOF ENDINGS

Thereareas many kindsd endingsasthereare short storiesand novels, and the
possihilities are rich and suggestive. Short storiesare noted for their compactness,
restricted compassand concentrated effects. Consequently their endingswill be
determined by both thenatured themateria (an event, amoment, a brief
illumination,to mention afew instances), and themanner inwhichit istreated.
Beingacomplex form o writing, embracing many narrativetypes,it would be
wrong to make generalisations about endingsin stories, but afew familiar examples
may begiven to show their scopeand limitation. Our reading experienceitsdf would
giveusanidead thetypes of endingsin stories. Thereareaction stories,
atmospherestories, formula storiesand many other intermediatetypesd
stories—each with an appropriateending. Many o thestoriesin RK. Narayan's
Lawley Road, may have no perceptibleendings and yet wefind them dependent
upon somekind of aconclusion.|nwhat followswhat wewould liketo doisto
spend more timewith thosetypesd endingsthat are easily accessiblewithout,
however, forgetting that narrative innovation does not stop anywhereand that dl
endingsdo not haveto ke stereotyped.

4.3.1 Unique o single effect endings storiesof incident

Also cdled surpriseendings, theseare to befound in storiesthat end rather
unexpectedly even though not abruptly. In suchastory, thereading experienceis
built in thefollowingway: whileour expectationsfluctuatewith the unfolding of the
plot, asituation that nd onewould haveexpected in thenormal coursedoesoccur,
and surprisesus Such an endingis uniqueinasmuchasit isnot foreseenin theplot,
even thoughit stayswithintheranged probability: it issnglebecauseoncethe
ending occurswebegin/to wonder whether it was not adight gesture, asinglehint, a
sudden disclosure, that might have caused our surprise.

In this connection,we could examineat somelength O’Henry’s well-known story,
'The@®@t of theMagi'. Thisstory islikeariddlein which our expectationsare built
upin acertaindirection. Wewatch both husband and wife parting with their most
precious possessionsin/order to givefittinggiftsto each other. But at themomentof -
giving, they discover that thegifts haveno valuesincethey would be df littleuseto
either. Our initi&l reaction isoned beingtyicked. But only later do werealise the
pathosdf thesituation. By reversing our expectations, we acquire moreinsght into
theworkingof the humian mind and thefutility of itssentimental concerns.

Maupassant’s story, “The Diamond Necklace, provides another evidenceof a
surprise ending accompaniedby asudden reversal of our expectations. Asin the
O’Henry story, weare brought face tofacewith a human situation. Thefact that the



origina necklaceturnsout to be afake, whereas the replaced oneisof genuine Appropriats Fadmg
diamonds, addsto theirony o thesituation.

A differentkind of surpriseendingisto befoundinMulk Raj Anand’s The Lost
Child(d so discussedinBlock 1, Unit 3). It isabout a child who asks for various
atractive things while going round thefair with hisparents. Once heloseshis
parentsin thecrushd thecrowd, he refusesthevery samethingsand asksfor
nothing but his parents. Hereisareversa of thereader's expectation, but it does not
havethesamesuddenness aswe noticein the O'Henry and M aupassant stones.
Expectationsbuilt in acertaindirection, by gradud steps, representedby thechild's
visud contact with attractivethings at thefair, areequaly gradually wound down
dong thesamechain. Thedement of surpriseisweakened, though not completely
lost. Anand ismaking apoint about the psychology of thechild's behaviourin
relationto peoplecloseto him. The point doesnot 'erupt’, it isunfolded gradualy.

4.3.2 Endingsin detectivestories

Detective or crimestoriesa so havesurpriseendingsbut with adifference: thereare
competing solutions to the possibleend o the story, that is, therevelation of the
identity of the crimind ; while on the one hand the criminal has buried theevidence
cleverly,on theother, characters in the story behavein a suspicious manner. Often
incidentsareintroduced into the story to divert thereader's attentionfromtheright
coursed invegtigation. Thesurpriseat theend, fixingtheidentity of thecriminal,
hasbeen dl thewhile present in thestory, althoughthe revelation of itstrue natureis
madeever 0 gradudly.

Theendingis surprising, not becauseit introduces any new e ement, but because
everybody, except thedetective, hasfaled to read the clues. Edgar Allan Poe's 'The
Purloined Letter', asal sothe Sherlock Holmes’ stories, aregood illustrationsd  this
point. InthePoe story, theking, the queen, the ministerand the policechief chasea
secret | etter bearing some damaging evidenceagaing thequeen. Thewey theletter
passesfrom oneend to theother, finally, through the detective Dupin, preparesus
for seeing our expectationsbdied at variouslevels. Thefinal revelation comesonly
when Dupin discoversthel etter by employing thevery same meansby which the
othershad sought to concedl it, that isby 'discovering' itinful view of al. We know
Fam thevery beginning that thestory must end with the recovery o theletter, and
the enactmentsof the'discovery' scenemust beseen asapreludeto thefind fird.
Normally suchan ending should not haveanything sudden or surprisingabout it;
but thisrealisation comesonly at the end when we understand thewholelogic of
Dupin’s Strategies of discoveringtheletter against theelaborateplot of concedingit.

{n the Sherlock Holmes’ storiesthemathematical precision accompanying his
pursuit of hiscasesisthereward for our curiosity about how thingswill shape. The
'unexpectedness of thesedevicesliesin theway puzzlesaresolved and notin the
restoration d arationa order after theconfusond theplot.

Activity 1

i) Digtinguishbetween'end' and 'ending’ (30 words)'
if) Writeanoteon sngle-effect endings (30 words)

(Check your answerswith thosegi ven at theend of the Unit)
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4.3.3 Endingsin mood and atmospherestories

In the stories of mood and atmosphere, theaimis not to jolt the reader into asudden
recognition o thefalsity/of hisexpectations. It iSto create an atmosphereinwhich a
state of mind is présented or acomplex situation created. Such storiesmey
occasionally have unexpected endings, but that is not their real aim. In this
connection two stories deserve special attention: 'The Monkey's Pav' by W.W.
Jacobs, and Poe’s “The Black Cat’. The horror in both storiesis created by the
atmosphere, and theendings only completet he mood created in thescenic
descriptions. In the Jacabs story, the ending corresponds to the fulfilment of the
prophecy related to themonkey’s paw. Towards the end, thenewsdf theson's dea'th
is brought to the parent$in a blaze of moonlight; but such an eventuality hasaready
been anticipated by thevarying contextsin which thestrangeobject, themonkey's
paw, is being presented, Wheat isbuilt upin thestory is not so muchthereader's
expectation ashisfear that getsconfirmedin thelast scene. Thestory createsa
mood which in turn quickens the reeder's fear. Theending is appropriate in that it
comesjud a themomqnt when themain charactersarestill uneetlain about theevil
effectsdf the monkey's paw—the ending confirms theevil effect.

In Poe's story theatmosphere is haunted by the mutilated eyesdf both, the black cat
the narrator hashanged out of fear, and the whitecat whoappearslater in thestory.
The mutilated eye omihously suggeststhestory's ending bezause it provokesthe
horror in thestory and;J sedsthefated thecats. The recurrenceof themissing eye
repeatstheoriginal horror asin adream.Thus theendingis not redly an
ending—but a'repest’; and in onesenseit is aways present in the plot itself. Such

an ending doesnot be¢ome dramatic (as surprise endings do) but gives rise {0 atrain
o psychological reactions in the reader. It invites us back into thecharacter'smind
to study itssubtle workings. ’

If theabove two endings are rather extremeexamplesdf their kind, Chekhov's
endings suggest a subtle manipulation d the reader's response to the atmospheredt
thestory. Asin his plays (the ending of Lhcl e Vanyaisagood case) theendings
grow ouit of theplot but spill out unbidden asthepistol shot doesin the play. ‘Undle
Vanyd isyet another instance of how the author createsamood of boredom and
frustration and how gradually, a most imperceptibly, something new and strange
takesplace. Chekhov's endings havea quiet solemnity about them in keeping with
their subtleand under-the-surface movement.

|

On theother hand, Gorky’s storiesend with the assured opennessd amord tde.
Consider thestory ‘A Man IsBorn'. Weall know that the pregnant woman

travelling along therjver bank with thenarrator goesinto labour and the narrator
helpsin thedelivery " thechild. Theenting is rel ated as much to themora astothe
fact of thebirth—the moral concerns the famine in thearea and the possible trouble
o feeding the new-born.

In “Twenty-six Menand aGirl' or Tdes of Itdy’, themord emergesclearly out of
theinteraction of theme and character. In astory suchasD.H. Lawrence's'Sun, the
ending istheresult of acumulativesenseof feelimg of identity between the human
beingand theworld around. Virginia Woolf’s stories in The Haunted House
concentratetheir endings in themomentary impressionscrested on thenarrator's
mind. In such stories endingsand impressions areone and the same, and cannot be
independently grasped. Faulkner’s'Old Man', though an extended impression, alsO
dimaxesamood, edpanded earlier in the descriptions, of hisdrift on the water.

Usudly endings in mood or atmospherestories tend to besituational. Obviously no
story can be compléte without establishing arelationship between acharacterand
theworld in which hefunctions. Albert Camus’s stories end precisely when the
relationship between character and atmospheregetsfully established, either through
anidentification o tthe twoor through their alienation. Often thesestories are
projected against a bleek landscape(The Guest' istypical), and the ending becomes
symbalic. In'The Guest’ the schoolmaster's predicament placeshischaracter
against the blesk setting and brings out the duality of hisresponseto hisguest. Inan
ordinary sensenothing exciting happens. And yet the hostile surroundings become



determiningfactorsinfinishingthestory at itsappropriateend. In thisway the
reader's curiosity isallowed to flow out in different directionsrather than be
guidedinonedirectiononly. Thejuxtaposition of thecharacter and hislandscape
keepsthereader's alertness intact up to theend.

Lacking thechronological order of an ordinary redlistic narrative, the mood or
atmospherestory progressesthrough shiftsin the consciousnessdf the reader
(Hemingway’s 'The Killers comesat onceto mind). When such storiesend, these
shiftscometogether, acquiringasignificant meaning. Such storiesawaysbeginwith
acentral situation which getsamplified when placed in a particul ar background.
Thissituation may beonly implicitly availablein the beginning (asin Joyce's 'The
Dead’), but it constantly remainsat thecentreof the reader's consciousness.

4.3.4 Endingsin formula Sories

Thisclassdf storieswould not beworth critical attentionwereit not for thefact that
amgjority of readersarefamiliar with theserather than the more sophisticated class
d storiesthat we havesofar considered. Thesestoriesappear in women's
magazinesand other popular journals, and work to a neat formulaor a readymade
pattern. They reflect the reader's own fantasies projected outside. Neither their
ending nor theclimax of moodsand premonitionsissurprisingin thetrue sense.
"Theirendingsaresmplyinfull accord with our collectivedesiresand sentiments. -
Every writer of televison seria sknowsthisand makes maximum useof the reader's
:susceptibilitiesWhat makesthem appealingistheir utter predictability.

:Formulastorieshavelong enjoyed popularity and critical recognition; but the kind
we get to read today demand aminimumdf intellectual effort to graspthem. All
such storiesend on theright note: thegirl marries her dream lover, theadventurer
finds histreasureand poetic justice neverfails.

To writesuch storiesrequiresa sharp perceptionof thereader’s psychology,aswell
as familiarity with thekind d languagewhich embodiesour fantasies. A
wdl-defined schemeof ideasand attitudescongtitutesthe'plot’ of theformula
stories. They inviteour identificationwith oneor agroup of characters(witnessour
responseto thetelevisoncreations). The narrative, by placing obstacles between
desireand eventual fulfilment, nakes anticipation of theend anendinitsef. Itisby
keeping thisanticipation aivethat formulastoriessucceed in alarge measure. In
formulastories, particularly the soap operas which weseeon our television screens,
theendingsarestretched over a period of timesoastoleaveroomfor
complications.Oncethe endingscome, order isrestored and our desiresatisfied. A
formulastory appeal sto our desirefor order and wholeness, but it attracts more
readersthan other kindsaf storiesdo, precisay because obstaclesare removed, no
rnatter what happens, and just desertsare meted out. Thisiswhy thesestorieshave
thewidest possible audienceamong uninitiated readers.

Activity 2

i) What effect do mood and atmospherestoriesaim at, and how isthis achieved?
(70words)

ii) Read Poe’s horror story 'Pit and the Pendulum'. Comment on itsending. (if
thisstory is not available, read any other horror story). (50 words)

(Check your answerswith thosegiven at theend o the Unit)
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4.4 SUMMING UP

Our consderation o endings has shown that no ending can »e the ending. Stories
differin thar ends aswdl asther endings.

Themain pointsdiscussad pertain to thenatured literary endings which arenot
closuresbut reve aionsabout people and things They areopen and suggest varied
posshbilities. Therearethreemgor kindsd endings

i) Single-effectendings, asin incident storieswith surprisereversds, or detective
or crimestorieswith startling resolutions,

i) Theendinginamood and atmospherestory which becomesarevdationd amood

or atmosphere(horror, evil, fear, dienation), asit susainstheemotiond tone
built up throughout the Sory.

iii) Endingsinformulastories whicharea projectiond thereader's desresand
fantases. They haveaformd poetic justiceand are utterly predictable.

45 ACTIVITIES: AIDS TO ANSVERS

Activity 1

i) Lifeand art have‘ends’ and 'endings. When theend o anovd isclesed, the
end and theending coincide. If thefinal episoded a novd isopen-ended,
leaving something unsaid or undone, then theending suggests anew beginning.

i) Sngle-effectendings aredso known assurpriseendings Thestory endsrather
unexpectedly asthereisno duetoit earlier on. However, suchanendingis
entirdy within therange o possibility. A good exampleisO’Henry’s story The
Giftd theMg'.

Activity 2

i) Suchstoriesaim at projecting the subjectivestated the protagonist so thet the
ending causesthe reader to ponder over hismentd subtleties They o
project thecomplexity o life-Stuationshy investing the plot with an emotiona
aura. Thedffect hereisachieved through a repeated used thevisid and other
sensory symboals scenic descriptionsand the creationd moods. Thisis
followed by asurpriseending which heightensthe origind effect.

ii) Hint: Refer to 4.3.3 in thisUnit.

46 GLOSSARY

——

Youwill find in theglossary ashort lig o theliterary termsused in this Unit.

Ehd ng Theendingd anarrativeshowsthefated the protagonist—hisdesth, exile,
marriageor whatever.



Formulagory: A formulastory iswrittento agiven pattern. Romances, detective Appropristc Loing
fiction, sciencefiction and other popular formsdf fiction areal formulastories.

Reversal of fortune: See climax, Block 2, Unit 3.

Scenicdescription: Thisrefersto awriter's attempt to achievea scenic effect
throughvivid, colourful description.

Situation: seeBlock 1, Unit 1.
Soap opera: A radioor seria drama, performed usudly on adaytime commercia

programmeand chiefly characterised by stock domestic situationsand
melodramatic or sentimental treatment.
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