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1.0 AIMS AND OBJECTIVES 

This Unit seeks to explain the genesis of the creative impulse in a writer. By the 
end of this unit, you should have learnt to distinguish the features of a genuine 
creative impulse in order to give it a concrete form. 

It is distinguishable from a superficial emotion by its recurrent and empathic 
nature; 
it needs distancing from the event in terms of time and impersonality; 
it is concretised through an intermix of sharpened experience, observation and 
imagination; 
it may arise out of factual events or from submerged memories of the 
subconscious; 
it is wedded to motivation and not vice versa; 
it can be cultivated and developed into a short story or a poem. 

In Block 1 of the first course on General Principles of Writing we dealt with the 
fundamental norms of writing like the need for lucidity and directness, authenticity 
and credibility, as well as the nature and function of the authorial voice. 

This opening Unit of Block 2 on 'Structure of Material' is concerned with the genesis 
of themes and the preparatory stages of writing. 

The choice of themes for a possible short story or a poem is rarely deliberate; it is 
mostly spontaneous. That is, themes occur to you as you go about your daily work, 
and you begin to feel a t  it wiU be a good idea to put pen to paper and write on the 
theme that has come your way. But does each such impulse get transformed into a 
short story/poem? No. Quite often the impulse withers away, in spite of the brilliant 
promise it offered you at one point of time. And in quite a few cases, while you do 
start writing it out at the earliest opportunity, and with enthusiasm unbounded, you 
are compelled to leave it off mid-way. It's all the same whether you tear it up in 
disgust or treasure the aborted mess, hoping to do something about it at some future 
date. Then, again, there would be that odd one you complete somehow or other in a 
determined sweep and add to your tally, but you are never satisfied with the way it 
has turned out, and suffer the feeling that the theme that occurred to you was not 
particularly bright, and you should have better left it alone. These are the common 
occupational hazards that a writer has to put up with. 



1.2 ORIGINS qF THE CREATIVE IMPULSE 

So much for the themes tbat may occur to you. Their origins may elude you, rooted 
as they may be in memodes submerged in your subconscious. You should honour 
these impulses and test them for possible viability. Now use the methods suggested 
later on in this Unit befo~te you start writing. 

It would indeed be tragic in terms of time-management, if so many themes should be 
born only to perish. Therefore, you should persevere in using words and phrases 
which approximate the otiginal. 

1.3 GENUINE~SS OF THE CREATIVE IMPULSE 

You should make sure t$bt the impulse is genuine. Assuming that the impdie has 
troubled you on the emotional plane, as it often does, the question you should ask-of 
yourself is-charming and overwhelming as it may have been at the given moment, 
was it not rather a transieht and hence a superficial emotion? Just as an auntie of the 
neighbourhood bursts into tears at the sight of a puppy in distress or a bride leaving 
her mother's home? Could it have happened that you were taken in by the setting or 
the atmosphere? In a certain romantic atmosphere of moon a d  faraway music and 
what have you, you found the dialogue of an old couple particularly cute, and you 
thought you could write a poem on the theme of 'love in the Afternoon'. Or while 
passing through a slum y ~ u  were moved by the sight of a young, goodloolcug 
mother being harassed by a brood of unkempt and potbellied children, and you 
thought you could write a story on the theme of 'Roses in the Dust' etc. It may well 
be that you can write a pdwerful piece on either. But let the confidence grow in you 
over a period of t h e ,  a&r you have satisfied yourself that (i) such emotive reactions 
have been fairly recurrent with you in similar situations, and (ii) you can identify 
reasonably well with the old couple or the young mother in the hard core of their 
lives. 

Distancing is necessary fqr creative effort. Conversely, do not trust the impulse for 
immediate action, if it is much too intense, being acutely personal. Here one 
remembers the famous phrase of Wordsworth, 'emotion recollected in tranquillity' 
as the base of poetry. Let the storm settle into a calm surface; it is only then that you 
can write on it effectively, Truman Capote, a contemporary fiction writer of repute, 
writes in a similar vein-'4 have to exhaust the emotion before I feel clinical enough 
to analyse and project it. , . . My own theory is that the writer should have dried his 
tears long long before setting out to evoke similar reactions in a reader'. What he 
means to say is that insof& as the emotional stimulus is concerned, a certain 
distancing is necessary for creative effort. To cite an example: you have lost a child. 
You are naturally averw~lmed with grief and, being a writer, you wish to release 
yourself in verse or pros$. You may surely do so for therapeutic reasons, just as you 
could release yourself in 8 flood of tears. But the best results in terms of literary merit 
can be achieved only when you can look upon the event from a distance-thanks to the 
passage of time, among other things-and can call upon other parents to share those 
intenser moments with you. Your literary piece would then be both authentic in 
terms of emokonal experience, and objective in terms of expressed thought, the ideal 
combination that any writer could devoutly wish for. 

1.4 THE cREA- IMPULSE AS DISTINCT 
FROM POLUTICAL AND SOCIAL 
MOTIVATION 

Do not misjudge the stirrings of an abdmg motivation for a creative impulse. 
Suppose you are strongly motivated, by temperament and conviction, to expose the 
evils of social justice. Undoubtedly such motivation would govern your outlook on 
the buman condition, and you would smell injustice in a situation, which to some 
others may be no more tlpan a curiosity in terms of i n t e r p d  contlict. There is 



nothrng inher$ntly wrong in such coloumtion that is bound to creep into the works of u d~k#lr :   meion ion 
a motivated writer (the motivation covered could well be cultural, philosophical or LrW 

any other). But what is important is that the genesis should indeed be a creative 
impulse to start with, which could later be wedded to the motivation, and not 
vice versa. As a writer you should consider the impulse as creative only when you 
react to a situation primarily because it is interesting from the human angle, and only 
additionally because of its social implications. / 

The late Bhagabati Panigrahi, a noted writer who was also one of the founders of the 
Communist Party in Orissa, wrote a story named 'Shikar' which has acquired 
considerable fame and has also been turned into a competent movie entitled 
'Mrigaya' by Mrinal Sen. Here the theme, obviously, is of social injustice-the 
oppression of poor tribals by the moneyed henchmen of an alien administration. But 
one imagines that Bhagabati Panigrahi must have been impelled to write the story 
when he came across, through his observation-cum-imagination, a character such as 
Ghinua, a simple tribal who could never understand till his death, by hanging, the 
strange logic that he did not deserve an award more than any average hunter, for 
having chopped off the head of a well-known oppressor and presented it to the local 
Commissioner. It is the bizzare simplicity of truth embodied in the personality of 
the character that lends particular charm to the story and not the well-known fact of 
social injustice in the colonial times. 

And so, look for the seeds of an illuminating circumstance in human terms-absurd, 
funny, or tragic as the case may be-in the impulse you have had to write a certain 
story or poem; you could consider later whether it would also serve your cherished 
motivation. 

A story with a motivation written into it should indeed be richer, for it gives an extra 
dimension to the story. But let it not appear that the characters have been directed 
to 'prove' the truth of the motivation; for that may be self-defeating. On the other 
hand, give them the importance of being human and the freedom that goes with 
it-freedom to love, weep, howl, fight and act in all sorts of funny and foolish ways, 
in situations that may be called socially evil, and you will see how your motivation 
shines through the intensely human narradve. 

For example, let us compare two stories that you may gain access to without much 
difficulty. One is Anton Chekhov's 'In Exile1-the story of the young Tartar and the 
old Simeon, nicknamed Wiseacre, thrown together in exile in Siberia as ferrymen, 
along with some others. The young man clings pitifully to the illusion that life can yet 
be lived, and so he feels miserable thinking of his young wife and family left at home, 
whereas the old man, who has seen it all, makes himself believe that he is happy, and 
repeats-'God grant everyone such a life!' The cruel irony of the human situation in I 
extremis caused by the socio-political system comes throu-gh in the interaction 
between these two characters, both foolishly human and vulnerable, with others 
inciting them, as it were, from the sidelines. See how understated, yet devastating, the 
concluding lines are: 

All of them lay down. The wind blew the door open. Snow drifted into the hut. 
No one could bring himself to get up and shut the door; it was cold, but they 
put up with it. 

'And I am happy,' muttered Simeon as he fell asleep, 'God grant everyone 
such a life!' 

You surely are the devil's own. Even the devil needn't bother to take you' 

Sounds like the barking of a dog came from outside. 

Why is that? Who is there? 

'It's the Tartar c~ying.' 

'Oh! he is an odd one.' 

'He'll get used to it!' said Simeon, and soon fell asleep. Soon the others slept 
too, and the door was left open, 7 



The desperateness of the situation is underscored by the fact that the door is Id3 
open, after d, by both parties, in spite of their brave efforts to love life in their 
quaint and oppositk ways. 

Now compare this story with another-Manik Bandyopadhyaya's 'Primeval' 
(translated from the Benga5 original 'Pragaitjhasik'knd included in Modern I a d b  
Short S to rk ,  Vol. IV, published by ICCR). Here the motivation is all too evident, 
for the author decides that the central character should be nothing short of a 
monster, who is totall debid of love, sympathy, kindness and what have you, and who 
commits all sorts of I?. emous crimes to feed his flesh. The author makes no bones 
about it, for he wants his character to reflect the unmitigated evil of the social 
situation. And he makes hi$ position clear in the concluding lines, after he describes 
how the beggar, Bhikhu, rdbbed a lame fellow beggar of his pitiful savings and 
carried off his woman, Panchi, also a beggar, to satisfy his lust-thus beginning a 
'journey towards an unknown world, with the stars above watching their steps' . The 
lines go like this: 

The -n in the sky bas a past, the earth below has a history, but the darkness 
that saw the birth of Bhikhu and Panchi in their mothers' wombs, and was 
likely to see the origins of a new life inside Panchi's body, had no past, no 
history. It is primeval. 

Activity 1 
i) How will you distingyish a creative impulse from an emotional reaction? 

(40 words) 
ii) Why is distancing from the object necessary in any creative writing? 

(30 words) 
iii) Explain the connection between the creative impulse and motivation. (40 words) 

(Check your answers with those given at the end of the Unit) 

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

........................ d . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  



G c n c s k 0 f T b U I : P r m  

1.5 PREPARATION FOR WRITING firr W- 

Finally, do your homework. After you have made sure that your impulse is genuine, 
if not overwhelmingly charged with a personal emotion, and  not 'created' by'a social 
or other motivation, the task before you is to convert the impulse into the hardcore 
genesis of a theme. In essence, what you have to do is to concretise the mqmke you 
have had into flesh and blood and living tissue, so that it may acquirea body. This is 
the last stage before you put pen to paper, and it constitutes what may be termed as 
preparation for writing. 

1.5.1 Marshalling of relevant facts concerning locale, atmosphere 
and characters 

If you have a story in mind, you should take particular care to marshal the 
facts-authentic and recognisable details of the locale, the atmosphere, the historical 

' or social background if that be relevant, as also of the character(s) you have decided 
to summon for your purpose. Focus on the concrete facts of perception which 
would make the reader alive to the 'reality' of the story, even though you would be 
mixing them up cleverly with loads of imaginative fiction. 

Take, for example, RK. Narayan's Malgudi. There is indeed no such town in India 
or elsewhere. But we seem to find our own small town (for those of us who are 
familiar with one, in present living or nostalgic memory) talking to us in numerous 
ripples of events, peuplecl, as it is, not merely by recognisable men and women and 
children, but by temples, hospitals, markets, goats, donkeys, andwhat have you. The 
writer has brought them close to us, no less by the care he has taken to study and 
organke the authentic factual details for his story, than by the other charms of his 
story-telling genius. 

The importance of fact-£inding is less, but only relatively so, in a poem. Subjectivity 
has no doubt been, traditionally, a distinctive feature in poetry. Nevertheless, thanks 
to the value placed on realism in modem literary thought, poems are considered to 
be richer and hence more acceptable, if they are seen to be in response to concrete 
scenes and situations of life in our times, as a reader would recognise them--e.g. the 
tourist and the beggar-woman following h@ gazing together at a Mithuna'sculpture 
ixi the temple-walls of Konarak, the body of a child floating down the river in the 

I aftermath of a bloody riot, the poor fish in the marketplace staring in awe and 
I wonder, as it were, at the amplitrfde of the rich housewife closing in on 'him' for the 

bargain . . . etc. Won't the poem be more picturesque and powerful if you could co vey 
I 

I authentic details of the Konarak sculpture, aaiver bank that was indeed witness a a  
bloody riot in recent memory, or the sights and sounds of a typical fish-market? And 

I then what about longer poems rooted in history of mythblogy? Can.you trust your 
I creative impulse to yield a worthwhile poem unless you arm yourself sufficiently 

with factual details of the locale, atmosphere and character(s) relevant (or 
supposedly relevant, in a mythological piece) to the situation you havt in mind? 

k 1.5.2 Combining experience, observation and imagination 
The emphasis, as above, on 'homework' is derived from the compulsion, in literary . 
parlance, of the circumstance, that while a creative impulse is derived from 
(a) experience, @) observation, and (c) imagination, the three ingredients are Bgrdly 
ever matched in ideal proportions in the mental equipage of a writer. Hence the 
need to deepen the experience, sharpen the observations and avoid overdoing the 
imagination, by taking upon oneself, for the time being, the role of a researcher, and 
thus provide the genesis of a theme, that will hold, for a story or a poem. 

1.6 ADDITIONAL CRITERIA FOR SELECTION OF 
THEMES 

While.the guidelines indicated above would apply to the genesis of creative effort in 
gene% it will be advisable to apply spme separate and additional criteria in the case 
of short stories and poems. 



1.6.1 Themes for short stories 
A theme may pass the tests referred to above and you may have ma+e the necessary 
preparations, but it is still possible that it does not lend itself to the format of a short 
story, though it could bq excellent material for a piece of journalistic feature-writing. 
So before starting to work on the theme (a) you should satisfy yourself that it is 
susceptible of W i g  conwerted into a stbry, i.e. a tale that begins with a promise, can 
normally sustain a conflict or complication on its way, and ends with a certain 
revelation; and @) you sbould be fairly confident that it will say, or appear to say, 
something 'new' about Qe human condition, howsoever limited the framework of 
your experience or observation may be. 

Thus, for example, the antics of the bandamallah (monkeyman), sporting a *wing 
white beard and indulgirlg in toothless chatter, who seeks to entertain the children of 
the neighbourhood with the performance of his monkey, much less interesting than 
his own, may have prompted you to write something on the funny, yet sad situation. 
Apparently, it would make for a delightfully moving feature-article. But could it also 
be brought within the format of a short story? Yes,-if you could, through your 
further observation and imagination, weave the outlines of a tale around the 
fascinating character. Possibly you could connect the mirth of his toothless grin to the 
ebullience of his youth, and his pathetic dedication to the trade, hardly popular in a 
city, of playing the monk~y, to a fierce sense of independence that seeks to defy the 
fates which have been chasing the sunlights out of his life otie by one. So what seems 
pitiful and ridiculous too,'could well be an essay in bravery. Or could it be his way of 
taking it out on his family, a cranky old man pitted against his practical third 
generation? Whatever it is, you have to connect it with a tale, the brief story of his 
life or one outside it and sp 'reveal' the essence of his character at the end. See if 
your theme can yield sucH a tale. And having assured yourself that you can make it, 
on with your story, and best of luck. 

This example refers to a spcalled 'charactey-story'. But there are many other ways 
of telling a story, derived &om the twin prerequisites referred to above, and there 
are several other cqiate considerations that go into the writing of a story. These are . 
matters that would be dealt with in detail when the speciality of a short story as a 
distinct literary form is covered (Course 3). 

1.6.2. Themes for pdetry 

W e  the writer's statemeht in a shortstory comes through by traversing a certain 
distance, the statement in poem has to grip the reader's thought and imagination in 
an instant. This being so, it is of utmost importance before writing a poem on a 
well-chosen theme that yoC should be committed totally, right at the beginning, to 
what you are going to say and how. That is, to the basic thought-content and the 
tone (fearful, angry, excited, reflective or whatever) that you wish to adopt. The 
words will come later. Yod may have to chop and hew them any number of times. 
But your sights must be pretty clear at the outset, on the 'what and how' of your 
poem-to-be, which would determine the overall nature of the impact you wish to 
create in the mind of the rmder. 

/ 

Let us take for example the theme of being lost in the woods on an evening when the 
darkness is setting in-a traditional yet fascimting theme which has a fable-like 
charm about it that has enticed poets through the ages, from the immortal Dante in 
his 'The Divine Comedy' to the modem poet of today, anxious to seize upon an 
image which would be rich bn possibilities in terms of the various kinds of response 
that it tends to evoke. The& is a fatal charm about such themes, and they can tie you 
up in knots, if you are not careful enough to start with. 

In a poem the though~-content and the tone oftemtiad to coalesce;'the verbal, 
seeking to ekress a thought, would merge into the non-verbal, i.e. tbe 
pervasive mystical experieqce of the poem which can only be expressed 
symbolically. In its totality it may be, as most modem poems are, a complex 
phenomenon in awareness $hat you wish to share with the reader. Even so, it is 
necessary for pour poetic cmft that you shodd commit yourself to the quintessence 
of your statement in the mould of an overall emotion, before vou be&. 1 n ~ i n ~  



yourself in the woods while the daylight is fa-, slowly but inevitably, would give 
rise to a variety of emotions, depending on your mood, life-situation, world-view or 
whatever-fear, as of a child; a sense of adventure reaching out to the mystery; 
expectancy, hoping to find somebody from this 'deep and dark' of your dreams; 
surrender akin to divine consciousness, etc. It is not d ike ly  that you have been 
taken in by the multi-faceted charm of the situation, and your reactions are chaotic. 
But you should weld them into a dominant outlook of the mind, one of the 

' 

indicated above. And then bind yourself to it. It is only then that you can formulate 
the 'what and how' of your statement in f k l y  clear terms, which will yield the 
appropriate images and metaphors. .. and then, move on to the opening tines. 

This is not to say that you have to do without the truths of a complex reaction. But 
let the complexity be derived from or opposed if need be (in a point-counterpoint 
syndrome, if you can make it) @ @e dominant outlook, as you move along. Do not 
mistake your chaotic and criss-crossed reactions for complexity, and allow the 
words to find their own bearings. h a t  might land you with confused images and 
mixed metaphors; a failing which cannot be saved always by the plea of subjectivity 
or the vaunted obscurity of the modem consciousness. 

Activity 2 , 
i) What are the three factors involved in creativity? (25 words) 
ii) Attempt to combine them by writing a piece on the death of your dearest 

relative or friend. (70 words) 
iii) Comment on the connection between the creative impulse and motivation 

against unjust oppression in Mrinal Sen's movie 'Mrigaya'. (50 words) 
(Check your answers with those given at the end of the Unit). 

1.7 SLIMMING LTP 

To recapitulate: 
Judge the genuineness of your creative impulses by distancing yourself from 
personal and overpowering emotions, if any. 
See that they are not handmaidens of your motivations, social or otherwise, 
and having come this far, and only then, should you prepare yourself seriously 
for writing the piece you havejn mind. 
In the process, the first thmg you have to do is to familiarise yourself with the 

( theme for the sake of credibility and felicity. 
/ For a short story, m e e  sure that you can convert the theme into a tale, and it 

will say some- new. And as for a poem, commit yourself to the ' quintessence-both in thoughts and affections-before you begin. 



-of- 
1.8. A-S: AIDS TO ANSWERS 

Activity 1 ~ 
I 

i) An emotional reacgion to a scene or incident, however strong, is a passing 
phase, unless it conitinues to recur in similar situations and disturbs you deeply. 
A genuine creative impulse is distinguishable by a persistent emotional turmoil 
as well as a capacit$ for identification with the object. 

- ii) Distancing is necessary to get away from excessive personal involvement, in 
order to control thet overflow of emotion. Creativity needs a measure of calm 
and detachment. 

iii) Every creative impdse has a deeper and more pervasive human perspective 
than motivation wqch constitutes a strong sense of purpose in a writer. In any 
great writing, motiytion does not dominate the creative impulse hut only 
subserves it. 

Actiiity 2 

i) The three factors inkolved in creativity are experience, observation and 
imagination. Unfohmtely, imagination alone is often-ccmmissioned to 
substitute for experience and observation. This invariably leads to shallow 
writing. 

ii) Hints 1 
Write about something that really happened to you. If that is not possible, then 
recall a similar incident that affected you deeply. Precise details would indicate 
close observation. I 

Imagination could heip you to alter your account from a mere report to a 
fictional narrative-ichange of locale, names, descriptions of people and so on. 

iii) Hints 
A writer's creative i@pulse enables him to raise a mere local event to the level 
of a universal experience. 

You will find in the gloqsdry a short list of the literary terms used in this Unit. 

Atmosphere is the mood and feeling of a story. It is ereated by the writer through 
the use of imagery and symbols and communicates itself directly to the reader. 

Conflict: In a literary work this term refers to thefension in a situation between 
characters who are in opposition to each other. 

Fable: A fable is a short fictional tale, in prose or verse, in which animals often act 
out human roles. It is designed to make a point quickly, clearly and sharply. 

Irony involves the perception of a difference between words and their meanings, 
between actions and their results, or between appearance and reality. 

Mythology is the study of tales and legends of a particular c W e .  Myths offer 
explanations for the supernatural origins of man and his universe, and centre around 
a culture hero. 
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'2.0 AIMS AND OBJECTIVES 

' f i s  Uni is on the technique of 'opening' in creative writing with particular 
reference 4 the short story. It does not give you any readymade recip6 for writing a 
short story, but talks about details which you will have to keep clearly in your mind 
in attempting this form. At the end of the lesson you should understand: 
* the importance of 'opening' in a short story; 
* that every genre of creative writing, be it poetry, drama or fiction, has its own 

particular requirements which determine the opening of each; 
* that there can be two types of openings-the planned and the improvised-and 

this is applicable to both novels and short stories; and that 
* in a short story the nature of the opening is determined by the target audience and 

by the conventions and requirements of the publication you are writing for. 

:2,l INTRODUCTION 

In the previous Unit, we dealt with the genesis of themes in the mind of the writer, 
lhe genuineness of the creatiie impulse, its connection with the writer's motivation, 
imd the art of combining experience and observation with an eye on relevant facts 
concerning the locale, atmosphere and characters. 

;[n this Unit, we examine the importance of opening in a fictional narrative, acquaint 
you with the dominant narrative modes, and offer hints and suggestions about how 
lo begin a story effectively. 

12.2 THE IMPORTANCE OF OPENING 

'[n all types of creative writing, the first thing that teases the writer is the question of 
'opening'. That is to say, he has to face the problem of finding a suitable answer to 
the question: 'How do I strike the right note at the start? He ~t solve it, if he is 
going to be able to continue at all, even when he happens to be an experienced artist. 
IVaturally, then, the apprentice would be even more put to the testifor though 
certain helpful suggestions could, at times, lead him into the right street, no set rules 
or formulae could make him achieve the desired effect. There is a kind of mystery 
iibout the whole creative process, and the opening of a narrative is a part of that ' mystery. There is, as Oscar Wilde put it, pain at 'the birth of a star', and each new 

, Imem or play, story or novel, essay or biography, presents that problem. There is 
tiistress and despair when the blank paper seems to mock one's efforts, or, soon 

I 
tsnough, becomes a pitiful scmwi of writing and scratching. 



-d~.tsr id However, there is no-g to wony gbout, for my genuine engagement with human 
reality and any true irnpdse to create will eventually produce the desired effect. It is 
chiefly a matter of trust, application and insight. 

False starts are feally a part of the creative process, and need not cause undue 
anxiety. Even the greatest writers, as their diaries, manuscripts andletters, etc. show, 
have had to battle their Way through after a series of agonising and awkward starts. 
What is important then, is the ability of the writer to act as his own critic, and see if 
he has been able to put rqcross clearly and economically the ideas his imagination is 
struggling to organise. Indeed, to secure the right note, and the right tone, he may 
have to labour over the first few lines or even paragraphs. Maybe the scene or the 
idea will have to be written down in more than one narrative form, and from more 
than one angle, to test wbich of these modes suits him best in that particular case. 
And once the ifnaghatian is beginning to tick, as it were, the narrative often finds its 
own rhythm, and begins to take off on its own steam. Revision, then, is a part of one's 
vision of things, and must not be taken as a sign of failure. 

2.2.2 Different genies and conventions 

Obviously, there cannot be any standard advice with regard to the opening of a 
narrative. Each kind, pottry, drama, fiction, etc., has its own peculiar requirements. 
Even now, daring experiments can only be made within the norms of each-kind of 
writing. What may be an apt opening in a narrative poem may sound awkward in a 
novel or a short story. In, other words, the opening of a narrative is organically linked 
to the requirements of q e  type. 

Clearly, what has been suggested above applies chiefly to different forms.of fiction- 
the novel, the novella, thk tale or the short story-and is not intended to cover drama 
and poetry, though the estion of opening is, in its own way, important in those 
genres also. True, a poe % may begin with a startling line that makes the reader sit up, 
but we are not talking of openings here in that sense and context. The opening, in 
our context, is an integrdl p& of the narrative process, and in a lyric or a song or a 
sonnet, there is hardly a parrative to tell. For the birth of &poem is often a matter of 
luck, sudden illuminatioh or breakthrough, though even a great poet like W.B. Yeats 
is known to have prepared a prose version of a contemplated poem, and lifted some 
lines from it to fit the poetic frame. We are also leaving draqa out of this account, 
for the theatre has its o m  conventions and constraints, and therefore, a separate 
statement would be needed for it. 

2.2.3 The opening as a unit of composition 

As a unit of compositiod in a novel or a short story, tl~eofining is a part of an 
organic whole, moving (b) towards a visionary centre and @) and then a logical ending. 

2.3 P L , m  NARRATn7ES AND OPENINGS 

Some novelists and short story writers plan their narratives very carefully, and go on 
to prepare a full outline to be fleshed out later. In such cases, the opening is 
carefully devised so that it becomes a part of *e operative vision and structure. It 
impinges directly or indirectly upon the middle fdevelopment and process), and 

- more significantly, upon the ending of the novel or the tale in question. In the hands 
of a great artist like Heniy James such a plan usually, though not always, works well. 

. . - For basi~ally, such constraints do not augur well for the health of the tale. Some 
novelists, therefore, depbnd a good deal on improvisation en route, and leave the 
narrative to take its signbcant form out of its own inner compulsions and energies. 
One may recall here Thackeray's statement that his characters took him where they 
liked; he was, so to speak, in their hands. A modern novelist like Saul Bellow, for 
instance, moves away from the planned, tight structures of his earlier novels 
@ a @ q  Man, Seize the Day, The VlctSm) to the open, relaxed, picaresque, 

14 catch-all form in later ndvels (such as ' h e  Arhrctttute9 ofAq& March, h & m m  



the Rain King and Henog). The point we are trying to make is that the opening 
as a unit of composition may not be fully planned in advance where the novel in 
particular is concerned. It may even be desirable not to do so. 

2.3.1 The opening in the novel 
Since this Unit is more directed toward the shorter fiction, only minimal comments 
are offered as regards general rules or ideas governing the opening in the novel. 

As we have hinted already, it hardly matters how the first sentence or even the first 
paragraph or paragraphs begin in a novel, though should the opening in this limited- 
sense be arresting, startling or amusing, it straightaway arouses the reader's interest. 
Eventually, of course, it is the full body of the novel and its total effect that would 
tend to measure its value, not a flashy sentence or two at the start. Still, there are 
some interestbig examples of such startling openings, and one of the well'known 
examples is Jane Austen's Pride and Prejudice. Its celebrated opening sentence has 
already passed into the realm of sayings and aphorisms. 'It is a truth universally 
acknowledged, that a single man in possession of a good fortune, must be in want of 
a wife.' 

Again, Tolstoy's Anna m e n h a  starts &us: 'Happy families are all aiike, every 
unhappy family is unhappy in its own way.' These are good examples, but, & a rule, 
the opening sentence or sentences in a work of longer fiction would hardly be 
remembered by the reader when he is through with the book. Or, take another 
opening: 

Once upon a time and a very good time it was there was a moocow corning 
down along the road that a nicens little boy named baby tuckoo. .. 

The Portrait of the Artist as a Young Man 
-James Joyce 

The appeal of such an opening is almost purely linguistic, and it has hardly any 
signtficant bearing on the theme of the novel, but its 'fairy story7 air ahd its repetitive 
pattern and slang make it an admirable example of an arresting.opening. 

2.3.2' The opening paragraph or paragraphs 

A good opening may set the tone away as in Saul Bellow's Henderson the Rain King: 

What made me take this trip to Africa? There is no quick explanation. ~ h i n ~ s  
got worse and worse and worse and pretty soon they were too complicated. 

When I think of my condition at the age of fiftyfive when I bought the ticket, 
all is grief. The facts begin to crowd me and soon I get a pressure in the chest. 
A disorderly rush begins-my parents, my wives, my girls, my children, my 
farm, my animals, my habits, my money, my music, lessons, my drunkenness, 
my prejudices, my brutality, my teeth, my face, my soul! I have to cry, 'No, no, 
get back, curse you, let me along!' But how can they let me along? They belong 
to me. They are mine. And they pile into me from all sides. It turns into chaos. 

Now, the two-line opening paiagraph has hardly any great merit, but the condensed, 
capsuled second paragraph springs upon the reader all in a rush to whet his appetite, 
and soon plunges him into the whole mad world of this American millionaire. And 
somehow, amazingly, the high comic tone persists till the end. The opening has done 
the trick, so to speak. But equally, the raciness of the tone characterises the tempo 
of this rambling novel. So, here, the opening paragraphs tie up with the opening as a 
unit of cvmposition in a long narrative. 

Actlvity 1 
i) Why is 'opening' important in a fictional narrative? (50 words) 
3) Distinguish between a 'planned' and an 'improvised' opening. (35 words) ' 

(Check your ansdvrs with those given at the end of the Unit) 



2.4. THE O P E W G  AND THE SHORT STORY 

Since our business here id chiefly with the short story (and the apprentice-writer has 
often to start there), it is important at the outset to decide what kind of story is being 
played and for whom. Any potential writer will have to take note of the 'target' 
audience. And since he must, more or less, begin with magazine and Sunday-paper 
short stories he may have to sort out his priorities straightaway. For when a subtle 
and refined imagination i$ at work (as in the case of Henry James), a writer may not, 
indeed cannot, write below a certain level even if he were inclined to court 
popularity and hanker after the 'best-seller' status. That is the theme ofJames's 
story, 'The Next Time', and the narrator laments, 'You cannot make a sow's ear of 
a silk purse! It is grevious indeed if you like-there are people who cannot be vulgar 
for trying. . .' I 

Choose carefully the area of your interest and operation. Art, however, is a wild cat, 
and no one really knows bow it springs to life out of some bush to carry the author 
along. 

2.4.1 Different types and targets 

The magazine story has rdughly been described as (a) 'pulp', @) 'slick', and 
(c) 'quality' or 'art'. This diVision parallels the one in cinema. We have the 
'commercial', the 'slick' and the 'art' film catering to low-brow, middle-brow and 
high-brow audiences respectively. So, if you are writing for, say, a ladies' glossy 
magazine, the conventions and requirements of such a magazine will have to be kept 
in mipd, and that too will determine the nature of the opening. . 

With a view to guiding the Bpprentice-writer some general hints and suggestions (not 
rules) are set down below. 

2.4.2 General hints and suggestions 

i) Try to finalise the titlie of the story before you plunge into the unknown 
territory ahead. Generally speaking, a kind of outline is in one's mind, even if 
not sketched out on paper. The title naturallv has to indicate the spirit of the 
story, and should, therefore, be apt and efiective. It may even be ironical or 
humorous, if such is $our intention, and such the nature of your th~me. As part 
of the opening proceds, the right title will automatically set brakes on your 
imagination, which may sometimes run away with the situation. Of course, this 
is not a strict practice4 and you may well be obliged at times to write out the full 
story first, and then pdmder over the problem of the title. And here also, you 
may have to score outl several headings before you hit upon the right title. 



If it is a character study as 'Miss Brill' by Katherine Mansfield, the name 
of the chief protagonist is often quite convenient. Similarly, if it is about some 
place or institution of common interest such as a hospital or a station, you may 
highhghtthat part of the proceedings which concerns the theme of the story. 
One is reminded of HE. Bates's stories like 'The Waiting Room' and 'The 
Station'. 

Sometimes, a governing symbol may be the most appropriate title as in the 
case of 'The Rocking-Horse Winner' by D.H. Lawrence. 

ii) In fact, even as the title is being finaliied, you have to decide the question of 
the focus in the proposed short story. Is it primarily a study of (a) character, 
(b) incident or situation, or of (c) mood or atmosphere? Is it again, a specimen 
of (a) thriller or murder mystery, (b) the supernatural (ghost stories etc.). 
(c) humoudfarce, (d) fantasy/allegory, or (e) science fiction, etc.? The opening 
of your tale will naturally be determined by the type of fiction you pian to 
write. For instance, a loaded hint or a startling comment or speech in a murder 
mystery may be just the right thing, and a joke in the case of a humorous 
naurative or sketch. 

iii) Never give 'the game' away in the opening itself unless, of course, that is the 
whole point of your story. 

iv) Avoid a show of artiness as far as possible. A flamboyant but forced opening, 
even when attractive, wiI1 not do in the end. However, a genuinely startling 
opening gives your narrative a head-on advantage. 

Edgar Man Poe's celebrated statement, made in his review of Hawthome's 
Tales, seems to sum up the matter:'If his very first sentence tends not to the 
outbringing of this effect, then he has failed in his first step.' Says Poe, 
concerning a story-writer. This should not, however, be taken as gajxd truth 
or as a 'sure-success' fonnula, though Poe is right to add that each sentence 
must logically be linked to the one that precedes and the one that follows. 
Consider RK. Na~ayaa's opening sentences of 'Half-a-rupee Worth'. 

Subbaia sold rice at the marketgate. In his shbp you found, h tapd  in 
wicker baskets, all varieties of rice: from pebbly coarse rice to Delhi 
Samba. White as jasmine and slender as a needle. His shop was shlffv and 
dark but there was no place like it on earth for him. . . . 

This begbung foreshadows Subbaiah's end: 'death due to accidental toppling 
off of rice bags'. 

Or consider the opening of Raja Rao's famous story The Cow of the 
Barricades'. 

They called her Gauri, for she came every Tuesday evening before sunset 
to stand and nibble at the hair of the Master. And the Master touched her 
and caressed her and he said: 'How are you Gauri? and Gauri simply 
bknt her legs and drew back her tongue and, shaking her head, ambled 
round him and disappeared among the bushes. And till Tuesday next she 
wasnottobeseen .... 

Thus the central character of the story, the divine cow, is built up step by step. f 
The details establish her as a figure of mythology, invested with signs of 
divinity. As the story ends in an incredibIe finale, the: reader can the 
incident as well as the myth Uat immediately grew round the cow, lwcawc the , 
storyteller has, right at the beghning, given us hints that as this is no ordinary 
cow, the story he is about to relate is no ordinary story. 

v) Also, it is important not to prolong the opening, or stretch it out so that it 
begins to iook a thmg apart, hanging separately like a bunch of balloons. A 
god opening shouid glide wmfottably, unobtrusively and economically into 
the next '@. The idea is to be developed into a certain set length, 
and you cannot srifiond to Haget over 'effects', etc. 



~br tn  ol ~.tcrirl vi) And &ally, there is the question of a writer's prose style. Clearly, you cannot 
have a separate style fdr the opening of your narrative to make it look 
distinctive, but, you sh~uld, at all costs, avoid the use of old, tired and 
weather-beaten simile, 'set' phrases and conventional idioms, which is not to 
suggest that you may dse such linguistic props in any other pax't of your novel 
aftale; only in such'cases, they would not draw the reader's critical rtttentiofi so 
much as they would db in respect of your openings. 

I 

vii) Personal style in tun; with your world-view, if visible at the start, like a 
'signature tune' in radio and TV, can win you an attentive audience. 
Hemingway's celebrdted style is one obvious example, thou* a young 
apprentice would do bell not to imitate it, but to understand its rightness. Its 
artful simplicity and bareness, if used as mere ploys, can end up as parody and 
artiness. I 

Nick stood up. h e  was all right. He looked up the track at the lights of the 
caboose going put of sight around the curve. There was water on both 
sides of the track, then tamarack swamp. 

(Ernest Hemingway 'The Battler') 

Activity 2 
a) Make a list of the suggestions given above (at 2.4.2). (50 words) 
b) Can you think of any pore suggestions? (25 words) 

(Check your answerslwith those given at the end of the Unit) 

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  i . . . . . . . . . . . . .  .................... 
! .................... d . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
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2.5 THE N W T I V E  MODES 

One of the most important problems facing a story writer is the question of 
supplying the aateribr background without giving a long exposition in the opening. 
This can be done inlseveral ways. In ofthe 
Short Sery (19828 Rofcssor Helmu examples of 
a variety of ope&@ in the chapter 'Short Story '. He lists f a r  dominant 
modes (a) Descripdon @) Report (c) Speech and (4) Comment. 



Eionheim goes on to talk of closed versus open beginnings and endings. 'Closed' 
openings are static as compared to 'open' openings which are dynamic and 
suggestive. Modem writers prefer to use the modes of report and speech, for they 
are, as in Hemingway, 'dynamic' modes. Of course, there can be a judicious mixing 
af the modes to achieve optimum effects. In any case, long and leisurely passages in 
tlle nineteenth century style, and expository passages in the manner of the essay, are 
now out. And even if a description (time, place, earlier history of a character, etc.) is 
necessary, it is often embedded in the 'dynamic' modes. Even authorial comments, 
much preferred by the earlier writers, are now frowned upon, for they tend to rob 
the story of that air of surprise and expectancy which a good short story writer 
vvlould always like to create and maintain. The modem trend, thus, is to start without 
an exposition or description, if possible. For the opening matters much more in a 
short story than in a novel or in a novella. The novel has an incremental character, 
and it can gather weight and momentum as it proceeds, but the short story is more 
like a poem; it requires speed, concentration and brevity. Its economy is a matter not 
of expenditure but of saving. 

:2.6 SUMMING UP 

'fiese are the main points made in this Unit: 
The importance of an opening lies in its capacity to arouse straightaway the 
reader's interest and curiosity. 

4, The opening leads to the middle and end of the story and hence it is an 
important unit of composition. 
A distinction is made between a 'planned' and an 'improvised' opening. 

l @  The opening and its effectiveness will depend upon the kind of story you plan to 
write and the readers for whom you write. 
It is not advisable to give away the story in the beginning. 

'* It may be useful to ponder over a suitable title to help you get along with a 
particular theme or subject. 

8 The opening should not be elaborate, nor the language flashy or rhetorical. 
8 The four dominant modes of opening are-(a) description, @) report, (c) speech, 

(d) comment. 

2.7 ACTIVITIES : AIDS TO ANSWERS 

Activity 1 
i) A good opening holds the attention of the reader and straightaway arouses 

his interest. Also, it generates its own momentum, leading the writer to the 
high point of the story. 

ii) A planned opening'is carefully plotted and organically connected with the 
middle and end of the story. An improvised opening, conversely, is 
relatively unplanned and depends on the inner compulsions of the narrative. 

Activity 2 

a) The suggestions listed are: 

i) finalise the title 
ii) decide the focus 
iii) avoid 'showy7 openings 
iv) do not reveal everything 
v) the opening must ghde unobtrusively into the story proper 
vi) avoid cliched openings and 
vii) try to cultivate a style. 

b) Try to thinic of some more possibilities. For instance, 

i) an appropriate quotation 
ii) plunging right into the middle of an interesting eve& & 
iii) an engaging bit of dialogue. 
iv) now explore some more possiblities. 



I 
You will find ih the glossary a short liG of the literary terms used in this Unit. 

Genre: Imaginative literature is divided into types or classes, defined according to 
their structure, called eenres. The major genres are epic, lyric, tragedy, comedy, 
satire, novel and short story. 

Mode: When a literaq work is defined by its theme and tone, it is said to be in a 
certain mode. For exadnple, a novel may be in the comic, ironic, romantic or tragic 
mode. 

Narrative: An accountl which develops its theme within the limits of a 
time-scheme-chronob@cal sequencing-is known as a narrative. 

Picaresque: A novel is picaresque when its central character is a rather likeable 
scoundrel, who moves from adventure to adventure, without s e w  down. 



UNIT 3 BUILDING A CLIMAX 
Structure 
3.0 Aims and Objectives 
3.1 Introduction 
3.2 The meaning of climax: an illustrative story 

' 3.2.1 The story moves towards its climax 
3.2.2 Resolution of the crisis 

3.3 The climax is a happening of heightened intensity 
3.3.1 The climax leads to a resolution of the crisis 
3.3.2 It suggests a new thematic direction 
3.3.3 It throws light on the writer's world-view 

3.4 The uncomplicated climax is most easily identified in the 'plot' story 
3.5 The climax is not an essential compcnent of reflective and experimental fiction 
3.6 The postscript to the climax in complex fiction 

3.6.1 The postscript reorders an established understanding of the protagonist 
3.6.2 The postscript alters perceptions of timeand matter 

3.7 Summing up 
3.8 Activities : aids to answers 
3.9 Glossary 

3.0 AIMS AND OBJECTIVES 

You will have grasped, by the end of this Unit, the signdicance of climax building in 
creative writing. 
The purpose of this Unit is to show how: 

important the building of a climax is in the structure of a story; 
the story moves towards its climax which may be unexpected but is not 
improbable; 
the climax resolves the crisis in the story and reveals, as nothing else in the 
story does, the writer's perception of a particular reality; 
a postscript to theclimax, in certain writings, profoundly affects the direction of 
the story and opens up newer perspectives. 

It is hoped that you will also have learnt the technique of building a climax while 
writing a story. 

3.1 INTRODUCTION 

I 

I 
Units 1 and 2 of this Block on the 'structure of material' have already given you an 
idea of how themes are generated and of the significance of the 'opening'. In this Unit 
we will discuss, in some detail, an important constituent of a plot: the climax in a 
story or a poem. 

A well-structured climax is a revelation of the writer's world-view. However, if you 
think that there can be no story without a climax, read some modem writers-e.g. 
Borges, Faulkner, Prem Chand. Events and incidents are recorded. It is only in the 
postscript that the intention of the writer dawns upon the reader-and he may feel 
like rereading the fictional work. 

I 

, 3.2 THE MEANING OF CLIMAX: AN 
I 

I ILLUSTRATIVE STORY 

I Climax is an intense and crucial point of the story which precipitates a crisis. A crisis 
is the culmination of tension and conflict which heads towards an inevitable 
resolution. The story given below will illustrate to you the art of building a climax, its 

1 nature and function. 

4%- - - 



Malcolm Scott is an embjttered young Englishman. He comes to India with some 
happy expectations but lias not quite foreseen the hazards he would experience by 
way of the climate of the country, the general living conditions, the quality of 
assistance he must be content with in running his home, and so on. India loowan 
awfulglace to live in, an4 the Indians primitive and lacking in refinement. Of course, 
he is not aware that a different culture can have a totally different, but equally valid, 
value system. His personal miscalculations and prejudices prevent him from seeing 
that the people he comes to rule over had a culture centuries before his own 
ancsstors did. He cannot bnderstand their tact and sophistication when they, as village 
elders, receive him as an official and even bribe him unobtrusively! He is not aware 
of the fact that he has a clerk who is intelligent enough to master five languages. 
Once he goes on an inspection tour of a few villages. He takes his young wife along, 
and their lodging for a few days has to be an inspection bungalow-the only roofed 
structure in a landscape of acres b f  fields and open land. On this tour his contempt 
for Indians takes the form of thoughtless mischief, and he lifts the'saree of a woman 
bathing in a pond, just to h o w  whether the 'animal' was a male nr a female. . . 

3.2.1 The story moves towards its climax 

From now on the story rushes towards its climax. Hardly is Scott bdck in his 
inspection bungalow then be and his wife notice a strange spectacle-men inones 
and twos gathering round the bungalow. Each man carries a stick and stands 
rocklike. Scott discovers tlhat his servants have slipped out. Now a stone comes 
crashing in. Scott and his wife know they are threatened but for what they do not 
know. Their only means of knowing is the clerk who knows five languages. The clerk 
goes out of the bungalow to enquire. He comes back with the news that the men are 
from the village the bathing woman comes from, and that they have come to seek an 
answer for Scott's misdemeanour. Scott at first thinks of shooting his way out of the 
situation, but the clerk poihts out the impossibility of such a course of action. Scott . 
promises to pay some money to the woman as compensation. The clerk goes out to 
the mob to negotiate. The mob, he informs Scott, will have none of the money. Scott 
has violated a woman of their own. The just penalty is that the same should be done 
to a woman of Scott's kind. Scott's wife faints. Now the clerk asks not oiily Scott but 
his wife also to go out and beg their pardon. 

What is a terse narration of a possible situation in colonial India comes to 
a climax most unexpectedly. Scott teases the woman not %th the intent of assaulting 
her; he is not in an agitated state of mind when he does it playfully, but in that action 
he reveals his deep-rooted contempt and racist prejudice towards a subject people. 
The climax in suck stories is rather complicated because it is not easily identifiable. 
To a discerning reader, however, the indication is subtle and strong. 

3.2.2 Resolution of the crisis 
They beg pardon on their knees. Scott stays on in the town for another year and a . 
half. He never mentions to Anyone the inspection bungalow incident. Nor does he 
make any more remarks about India or Indians. 

The crisis is resolved not by the readily conceivable solution of giving a thrashing to 
the guilty, but by transferring the outrage from the guilty to the principle unaerlying 
the guilt-insulting women, @d dewsing a corresponding punishment. Personal sting 
and malice is taken out; no wonder Scott takes the punishment as a just retribution. 
He must have been at peace with his conscience because he continues to live hl that 
region for a year and a half rhore. It is a conversion, a very radical conversio~ at that, 
but the climax brings it out effectively and effortlessly. 

I 

3.3 THE CLWIS A HAPPENING OF 
HEIGHTENED INTENSITY 

So in a narration of h i g h d v e  content, the climax is a happening of heightened 
intensity, but well along the drogression of th% events or happenings narrated 
already. 

, 



/ 
3.3.1 The climax leads to a resolution of the crisis -. , 
The climax leads to a resolution of the crisis contained in the story. The resolution 
may or may not be on the anticipated lines, but it never fails to be convincing. 

3.3.2 It suggests a new thematic direction 
Climax in both a short story and a novel performs the same function. It brings 
matters to a head, so to say. The different strands of the narrative suddenly acquire a 
new meaning and sigdicance. 

3.3.3 It throws light on the writer's world-view 
It also reveals the direction in which to look for the 'message' of the story, if the 
author had intended one. Even otherwise, it reveals the unconscious intent of the - 
author much more tangibly than the other earlier details. Climax assumes great 
importance in the sociological analysis of a writer's works. His leanings, affiliations, 
and his personal vision of the world, get revealed in faf clearer terms in his climax 
than in 'the other segments of the story. 

Activity 1 
Note: Answers should be brief and to the point. 

i) What is the nature and function of the climax in a story? (50 words) 
ii) In not more than 5 sentences, write another resolution to the story cited in the 

Unit:(l 50 words) 
(Check your answers with those given at the end of the Unit) 

..................... . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
-- 
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3.4 THE UNCO~\~~PLICATED CLIMAX IS MOST 
EASILY IDENTIFIED IN THE 'PLOT' STORY 

As against the complicated climax discussed above, both the climax and its 
resolution are ~ncomplicated, and are most easily identified, in an 'incident' or 
'plot' story. There is quite a bit of the external world in these stories and these, in a 
sense, are easily shared Mt ies .  The author here has very little possibility of 
manipulating the nature 6f these realities-a railway station is a railway station, and 
the Qutab Minar is a tower of specific dimensions, situation and period. The 
concreteness of these details contributes to the enjoyment of the story by the largest 
number of readers. Eventhe predictability of the resolution can go towards adding 
to the enjoyment of the effort. The stories of Maupassant and Poe, even Chekhov, 
contain this structure, and are never the poorer for it. 

3 5 T H E ~ I S N O T A N E l S S E N l l A L C X ) M P O ~  
OF REFLECTIVE AND EXPERIMENTAL FICTION 

The writings of Andri Gide, Franz Kafka, and in more recent times, Alain 
Robbe-Grillet, Marguerite Duras, and a host of new writers, do not necessarily tell a 
story, rhough they are interesting in themselves without the beginning-middleend 
structure in which a climax-and-resolution is the final part. There is a story by 
Hemingway by the namd 'Mr and Mrs Eliot'. It is a model short story in that it 
unfolds, very effectively, the despair of a childless, middle-class American couple.in 
the early part of this century. Without being overtly 'experimental' in his rendering 
or in constructing the piece, the author succeeds in creating a moving story. Latin 
American writing, in general, and that of Gabriel Garcia in particular, does not 
entirely depend on climaxes. Apart from the exotic appeal the writing may have for 
a non-latin American b d e r ,  it weaves one episode after another, still retaining a 
sustaining interest As almatter of fact, it is considered, among the avant-garde 
writing community, that a climax is an outdated component of creative writing. 

3.6 THE POSTSCRIPT TO THE CLIMAX IN 
COMPLEX FICTION 

But there are a number of very special creations which even have a postscript to the 
climax-resolution structure, and which take the story far beyond its structural 
dimensions. The story of the English Deputy Collector in South M i a  does not end 
with the official and tha local residents coming to terms at the inspection bungalow. 
The story has a narrator, a very old man, telling the story to his great grandchildren. 
He ends his narration by saying that as he returned from the inspection bungalow 
after all the commotion, he still found the woman washing clothes in the pond. It is 
obvious that he was tha Collector's clerk. A young boy points out a flaw in the old 
man's narrative. The pond was some distance from the village, and when the 
Collector teased the woman, there was none else besides the clerk on the scene. 
How come the villages gathered round the bungalow to seek an answer from the 
Collector? Certainly, the woman was not the person who carried the news and made 
the villagers surround the bungalow. 

The old man looks about confusedly. He says, 'You know, according to Scott's 
orders, I should have followed him to'the bungalow. Instead I went the other way.' 

3.6.1 The postscript reorders an established understanding of the 
protagonist 

The story now assurnqs an entirely new dimension. It is not the story of an 
Englishman, but of hi$ clerk. It is he who is the protagonisk of the story; it is he who, 
in seeming to negotiate with the villagers on Scott's behalf, is devising a strategy for 
making Scott see reason, and realise how limited his understanding of the world has 



been. And he has lived with that secret for years. The story suddenly grows beyond 
the mere plot. 

3.6.2 The postscript alters perceptions of time and matter 
A postscript transporting a story into vaster realms occurs in quite a few stories of 
Jorges Luis Borges, and a classic example is his story 'The Secret Miracle'. The 
story is of a condemned man whose only grievance, before his execution, is that he 
does not have enough time to complete a creative work he has been at for quite 
some time. But a minute before his execution, it so happens that his brain functions 
with extraordmary clarity and efficiency and he manages to complete the work, 
revise it and make skilful inclusions and corrections, all the while facing the firing 
squad. All this is a long process in time, probably weeks, months and even years 
long. But the last line of the story tells that the man was dead two minutes after he 
stood facing the squad. The story has all the standard ingredients, but with that 
postscript it is transmuted into a most powerful speculation of (i) the concept of 
time, and (ii) the reach of the human mind beyond organic limits. 

Not so profound, but effective all the same, is a story by William Faulkner; 'A Rose 
for Emily' . A seemingly uninspiring case-history of an eccentric woman suddenly 
gains immense stature and poignancy when, in the last line of the story, it is revealed 
that the woman had been for years sleeping in a bed by the side of the unburied 
mortal remains of her beloved. . ,  

Activity 2 
i) What is an uncomplicated climax and where is ~t easily identifiable? (50 words) 

ii) What is the function of a postscript to a climax? (30 words) 
iii) How do the words of the old man at the end add a new dimension to this 

story? (30 words) 
(Check @ur answers with those given at the end of the Unit) 

3.7 SUMMING UP 

The main points to be remembered are: 
Climax is a happening of heightened intensity. 
Climax leads to a resolution which needs to be convincing to make the literary 
experience self-sustaining. 
Though climax is an important component of story, it is not indispensable Y 
certain kinds of literary works and in certain experimental and reflective stories. 
A postscript to a climax can, in certain literary efforts, elevate the experience to 
greater dimensions. 25 



Shucbre of Material 

3.8 ACTMTIES : AIDS TO ANSWERS 

Activity 1 
i) Using the given vocabulary--crisis, culmination, conflict, resolution-build up 

your answer. 

ii) The apology made by Michael Scott is not accepted. Now develop this different 
approach. I 

Activity 2 
i) An uncomplic&xi dimax deals with the external world of concrete realities. 

The author has little scope for manipulating the nature of these realities. In.. 
such a case it i not gifficult to predict the resolution. And such a cliiax is 
easily identifiable irq the magazine 'plot' stories. 

ii) The postscript @vesa radical twist to the story when the different strands of 
the narrative suddeoly acquire a new meaning and sigdicance. 

iii) The old man (Scott'& clerk), and not the Enghhman, stands out as the chief 
protagonist of the stpry. It Is he who is able to expose Scott's narrow 
understanding of the world. 

3.9 GLOSSARY, 

You will find in the glossary a short list of the literary tenns.used in this Unit. 

Climax: A climax is that part of a narrative in which the luck of the central character 
changes for better or worse. It is a moment of the greatest intensity and leads to the 
resolution. Often the climax and crisis coincide. 

Avant-garde writing: When a creative writer experiments with style, form or 
content, his writing is referred to as avant-garde or experimental. It is a deliberate 
effort to break through the traditions of imaginative writing to search for newer 
meanings. 
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4.0 AIMS AND OBJECTIVES 

The purpose of this Unit is to inform the learner about the nature and kinds of 
literary endings. By the end of this Unit you should become aware: - 

of the meaning of 'ending' in the contexts of art and life; in both, an appropriate 
ending lends significance to their structure; even when somethmg is begun, its 
value is determined.by how it is going to end; 

that there is no such thing as the standard ending; therefore, the numberless ways 
in which stories can end should be studied; 

of the various kinds of endings, which are all basically determined by the nature 
of the material: the detective story, the formula story, and the mood and 
atmosphere story. 

This is the concluding Unit on the structure of material. The preceding three units 
dealt with genesis of themes, the opening, and building a climax. This Unit on 
'appropriate ending' discusses different kinds of denouement or resolutions 
depending upon the nature of material and the writer's partlcular perception of 
people and things. We speak of the meaning of our lives in terms of their eqqs. In 
life, endings without &I end bespeak futility, lack of purpose and moral anarchy. It is 
the end which makes the structure of life whole, lending it both meaning and 
Purpo,se.' 

4.2 L m R A R Y  ENDINGS 

Our experience of life as well as of literature is in the context af time. Hence the 
need for begbhgs,  middles and ends-points around which this experience is 
organised. Ours is story-shaped world, and the story can be called a metaphor for 
reality. Stories, like lives, have an ending and an end. In both, endings and ends 
confer a sense of linality of accomplishment. However, by ending his stories, the 
writer does not package life into a neat aesthetic whol?, but discovers its rich 
possibilities in varying contexts. Not a termination, an ending in a story is, in fact, in 
the nature of a revelation about peopkand things. 'Is that so? I never imagined it 
this way' -are common reactions to endings in stories. The revelation is itself a - 
moral act in that it leads to knowledge about the eccentricities of our behaybur, 
abdut the deceptions of the world surrounding us, about dimensions hidden £rum 
our surface-view of things. As Aristotle argued, the proper function of the ending of 



&weemd~. ta~  a tragedy was to purge dhe unhealthy emotions of the audience (a moral act), and if it 
did not do so the 9 was not well-formed. 

Considering that in constructing their plots, writers determine their beginnings in 
the light of the endings, it would not be wrong to say, to vary T.S. Eliot's memorable 
assertion, that 'in my ending is my beginning' . Endings determine the form of the 
story, the direction it would takein order to lend an experience coherence and 
intelligibility. Form is what makes a story easily understandable. Form 'concludes' 
it even as the experience always remains unlimited. 

This is why endings are not closures, fdr closures involve shutting off of experience, 
sealing it as it were. On the other hand, endings are only turning points in the flow of 
experience. Closures cdme when the subject is exhausted, en- when the subject 
rev@s its inexhaustibility. In Kafka's The Trial the hero is 'too tired to survey all the 
conclusions arising from the story. . .' . In quite a few other stories, too, the en@ is 
open, leading to endlesd possibilities. 

Unlike closures, endings provide a resolution of experience, both in artistic and 
thematic terms. Ending$ are invitations to further exploration even when they do not 
seem to say so. This is their deceptive power and their amazing hold on the reader's 
imagination. 

4.3 KINDS OF ENDINGS 

There are as many kinds of endings as there are short stories and novels, and the 
possibilities are rich and suggestive. Short stories are noted for their compactness, 
restricted compass and concentrated effects. Consequently their endings will be 
determined by both thenature of the material (an event, a moment, a brief 
illumination, to mention a few instances), and the manner in which it is treated. 
Being a complex form of writing, embracing many narrative types, it would be 
wrong to make generalisations about endings in stories, but a few familiar examples 
may be given to show tlieir scope and limitation. Our reading experience itself would 
give us an idea of the ty4es of endings in stories. There are action storks, 
atmosphere stories, fonhula stories and many other intermediate types of 
stories-each with an appropriate ending. Many of the stories in R.K. Narayan's 
Lawley Road, may have no perceptible endings and yet we find them dependent 
upon some kind of a conclusion. In what follows what we would like to do is to 
spend more time with those types of endings that are easily accessible without, 
however, forgetting that narrative'innovation does not stop anywhere and that all 
endings do not have to be stereotyped. 

4.3.1 U ~ q u e  or si~gle effect endings: stories of incident 
Also called surprise endings, these are to be found in stories that end rather 
unexpectedly even thoqgh not abruptly. In such a story, the reading experience is 
built in the following way: while our expectations fluctuate with the unfolding of the 
plot, a situation that nd one would have expected in the normal course does occur, 
and surprises us. Such dn ending is unique inasmuch as it is not foreseen in the plot, 
even though it stays within the range of probability: it is single because once the 
ending occurs we beginto wonder whether it was not a slight gesture, a single hint, a 
sudden disclosure, that might have caused our surprise. 

In this connection, we cbuld examine at some length 0Henry9s well-&own story, 
'The Gift of the Magi'. This story is like a riddle in which our expectations are built 
up in a certain directiori. We watch both husband and wife parting with their most 
precious possessions inorder to give fitting gifts to each other. But at the moment of 
giving, they discover that the g&s have no value since they would be of little use to 

~ 

either. Our initial reactibn is one of being Mcked. But only later do we realise the 
pathos of the situation. By reversing our expectations, we acquire more insight into 
the working of the hum@ mind and the futility of its sentimental concerns. 

Maupassant's story, d e  Diamond Necklace', provides another evidence of a 
surprise ending accompanied by a sudden reversal of our expectations. As in the 
O'Henry story, we are brought face to face with a human situation. The fact that the 



original necklace turns out to be a fake, whereas the replaced one is of genuine 
diamonds, adds to the irony of the situation. . 
A different kind of surprise ending is to be found in Mulk Raj Anand's The Lost 
Child' (also discussed in Block 1, Unit 3). It is about a child who asks for various 
attractive things while going round the fair with his parents. Once he loses his 
parents in the crush of the crowd, he refuses the very same things and asks for 
nothing but his parents. Here is a reversal of the reader's expectation, but it does not 
have the same suddenness as we notice in the O'Henry and Maupassant stones. 
Expectations built in a certain direction, by gradual steps, represented by the child's 
visual contact with attractive things at the fair, are equally gradually wound down 
along the same chain. The element of surprise is weakened, though not completely 
lost. Anand is malung a point about the psychology of the child's behaviour in 
relation to people close to him. The point does not 'erupt', it is unfolded gradually. 

4.3.2 Endings in detective stories 

Detective or crime stories also have surprise endings but with a difference: there are 
competing solutions to the possible end of the story, that is, the revelation of the 
identity of the criminal; while on the one hand the criminal has buried the evidence 
cleverly, on the other, characters,in the story behave in a suspicious manner. Often 
incidents are introduced into the story to divert the reader's attention from the right 
course of investigation. The surprise at the end, fixing the identity of the criminal, 
has been all the while present in the story, although the revelation of its true nature is 
made ever so gradually. 

The ending is surprising, not because it introduces any new element, but because 
everybody, except the detective, has failed to read the clues. Edgar Allan Poe's 'The 
Purloined Letter', as also the Sherlock Hohnes' stories, are good illustrations of this 
point. In the Poe story, the king. the queen, the minister and the police chief chase a 
secret letter bearing some damaging evidence against the queen. The way the letter 
passes from one end to the other, finally, through the detective Dupin, prepares us 
for seeing our expectations belied at various levels. The final.revelation comes only 
when Dupin discovers the letter by employing the very same means by which the 
others had sought to conceal it, that is by 'discovering' it in full view of all. We know 
From the very beginning that the story must end with the recovery of the letter, and 
the enactments of the 'discovery' scene must be seen as a prelude to the final 'find'. 
Normally such an ending should not have any- sudden or surprising about it; 

' 
but this realisation comes only at the end when we understand the whole logic of 
Dupin's strategies of discovering the letter against the elaborate plot of concealing it. 

'h the Sherlock Holmes' stories the mathematical precision accompanykg his 
pursuit of his cases is the reward for our curiosity about how things will shape. The 
'unexpectedness' of these devices lies in the way puzzles are solved and not in the 
1-estoration of a rational order after the confusion of the plot. 
14ctivity 1 
i) Distinguish between 'end' and 'ending' (30 words)' 
ii) Write a note on single-effect endings (30 words) 

(Check your answers with those given at the end of the Unit) 



~ . c ~ . o r i . l  4.3.3 Endings in mood and atmosphere stories 
In the stories of maod aqd atmosphere, the aim is not to jolt the reader into a sudden 
recognition of the fakitylof his expectations. It is to create an atmosphere in which a 
state of mind is presented or a complex situation created. Such stories may 
occasionally have unedcted endings, but that is not their real aim. In this 
connection two stories des- s p e d  attention: 'The Monkey's Paw' by W.W. 
Jacobs, and Poe's The Black Cat'. The horror in both stories is created by the 
atmosphere, and the endiigs only complete the mood created in the s c e ~ c  
descriptions. In the Jacdbs story, the ending corresponds to the fulfilment of the 
ptophecy related to the inonkey's paw.Towards the end, the news of the son's dedth 
is broughi to the parent$ in a blaze of moonlight; but such an eventuality has already 
been anticipated by the lvarying contexts in which the strange object, the monkey's 
paw, is being presented, What is built up in the stay is not so much the reader's 
expectation as his fear that gets confirmed in the last scene. The story creates a 
mood which in turn quickens the reader's fear. The ending is appropriate in that it 
comes just at the mome/nt when the main characters are still uncert&~ about the evil 
effects of the monkey's paw-the ending confirms the evil effect. 

In Poe's story the atrnopphere is haunted by the mutilated eyes of both, the black cat 
the narrator has hang@ out of fear, and the white cat who appears later in the story. 
The mutilated eye odous ly  suggests the story's ending bexuse it provokes the 
horror in the story and: seals the fate of the cats. The recurrence of the missing eye 
repeats the original hoiror as in a dream. Thus the ending is not really an 
ending-but a 'repeat'; and in one sense it is always present in the plot itself. Such 
an ending does m t  beqome dramatic (as surprise endings do) but gives rise to a train 
of psychological reachns in the reader. It invites us back into the character's mind 
to study its subtle workings. , 

If the above two endingsare rather extreme examples of their kind, Chekhov's 
endings suggest a subtile manipulation of the reader's response to the atmosphere of 
the story. As in his pldys (the ending of Uncle Vanya is a good case) the endings 
grow out of the #lot bbt spill out unbidden as the pistol shot does in the play. 'Uncle 
Vanya' is yet another bstance of how the author creates a mood of boredom and 
frustration and how &dually, almost imperceptibly, something new and strange 
takes place. Chekhov's endings have a quiet solemnity about them in keeping with 
their subtle and undef-the-surface movement. 

I 
On the other hand, Giorky's stories end with the assured openness of a moral tale. 
Consider the story 'A Man Is Born'. We all know that the pregnant woman 
travelling along the T e r  bank with the narrator goes into labour and the narrator 
helps in the delivery of the child. The ending is related as much to the moral as to the 
fact of the birth-themoral concerns the famine in the area and the possible trouble 
of feeding the new-born. 

In 'Twenty-six Men a d  a Girl' or 'Tales of Italy', the moral emerges clearly out of 
the interaction of theme and character. In a story such as D.H. Lawrence's 'Sun', the 
ending is the result of a cumulative sense of bee- of identity between the human 
being and the worldaround. Virginia Woolfs stories in The Haunted House 
concentrate their erqdings in the momentary impressions created on the narrator's 
mind. In such stories endings and impressions are one and the same, and cannot be 
independently grasped. Faullmer's 'Old Man', though an extended impression, also 
climaxes a mood, edpanded earlier in the descriptions, of his drift on the water. 

Usually endings in mood or atmosphere stories tend to be situational. Obviously no 
story can be compldte without establishing a relationship between a character and 
the world in which he functions. Albert Camus's stories end precisely when the 
relationship betweein character and atmosphere gets fully established, either through 
an identification of ithe two or through their alienation. Often these stories are 
projected against a bleak landscape ('The Guest' is typical), and the ending becomes 
symbolic. In 'The Chest' the schoolmaster's predicament places his character 
against the bleak setting and brings out the duality of his response to his guest. In an 
ordinary sense nothing exciting happens. And yet the hostile surroundiigs become 



determining factors in finishing the story at its appropriate end. In this way the 
reader's curiosity is allowed to £low out in different directions rather than be 
guided in one direction only. The juxtaposition of the character and his landscape 
keeps the reader's alertness intact up to the end. 

Lacking the chronological order of an ordinary realistic narrative, the mood or 
atmosphere story progresses through shifts in the consciousness of the reader 
(Hemingway's 'The Killers' comes at once to mind). When such stories end, these 
shifts come together, acquiring a sigmficant meaning. Such stories always begin with 
a central situation which gets amplified when placed in a particular background. 
This situation may be only implicitly available in the beginning (as in Joyce's 'The 
Dead'), but it constantly remains at the centre of the reader's consciousness. 

4.3.4 Endings in formula stories 
This class of stories would not be worth critical attention were it not for the fact that 
a majority of readers are familiar with these rather than the more sophisticated class 
of stories that we have so far considered. These stories appear in women's 
magazines and other popular journals, and work to a neat formula or a readymade 
pattern. They reflect the reader's own fantasies projected outside. Neither their 
~znding nor the climax of moods and premonitions is surprising in the true sense. 
'Their endings are simply in full accord with our collective desires and sentiments. . 

Every writer of television serials knows this and makes maximum use of the reader's 
:susceptibilities. What makes them appealing is their utter predictability. 

:Formula stories have long enjoyed popularity and critical recognition; but the kind 
Iwe get to read today demand a minimum of intellectual effort to grasp them. All 
:such stories end on the right note: the girl marries her dream lover, the adventurer 
Iinds his treasure and poetic justice never fails. 

'ro write such stories requires a sharp perception of the reader7s psychology, as well 
as famhrity with the kind of language which embodies our fantasies. A 
well-defined scheme of ideas and attitudes constitutes the 'plot' of the formula 
stories. They invite our identification with one or a group of characters (witness our 
response to the television creations). The narrative, by placing obstacles between 
desire and eventual fulfilment, makes anticipation of the end an end in itself. It is by 
keeping this anticipation alive that formula stories succeed in a large measure. In 
formula stories, particularly the soap operas which we see on our television screens, 
the endings are stretched over a period of time so as to leave room for 
complications. Once the endings come, order is restored and our desire satisfied. A 
formula story appeals to our desire for order and wholeness, but it attracts more 
readers than other kinds of stories do, precisely because obstacles are removed, no 
rnatter what happens, and just deserts are meted out. This is why these stories have 
the widest possible audience among uninitiated readers. 

Aictivity 2 
i )  What effect do mood and atmosphere stories aim at, and how is this achieved? 

(70 words) 
ii) Read Poe's horror story 'Pit and the Pendulum'. Comment on its ending. (If 

this story is not available, read any other horror story). (50 words) 

(Check your answers with those given at the end of the Unit) 



Our consideration of endihgs has shown that no ending can je the ending. Stories 
differ in their ends as well as their endings. 

The main points discussed pertain to the nature of literary e d q s  which are not 
closures but revelations ahu t  people and things. They are open and suggest varied 
possibilities. There are three major kinds of endings: 

i) Single-effect endings, as in incident stories with surprise reversals, or detective 
or crime stories with startling resolutions; 

ii) The ending in a mood and atmosphere story which becomes a revelation of a mood 
or atmosphere (horr~r, evil, fear, alienation), as it sustains the emotional tone 
built up throu&out the story. 

iii) Endings in formula qtories which are a projection of the reader's desires and 
fantasies. They have a form of poetic justice and are utterly predictable. 

4.5 ACTMTIES': AIDS TO ANSWERS 

Activity 1 
i) Life and art have 'erids' and 'endings'. When the end of a novel is closed, the 

end and the ending coincide. If the k a l  episode of a novel is open-ended, 
leaving something unsaid or undone, then the ending suggests a new beginning. 

ii) Single-effect endingo are also known as surprise endings. The story ends rather 
unexpectedly as there is no clue to it earlier on. However, such an ending is 
entirely within the rgnge of possibility. A good example is O'Henry's story 'The 
Gift of the Magi'. 

Activity 2 
i) Such stories aim at projecting the subjective state of the protagonist so that the 

en- causes the reader to ponder over his mental subtleties. They also 
project the complemity of life-situations by investing the plot with an emotional 
aura. The effect here is achieved through a repeated use of the visual and other 
sensory symbols, senic descriptions and the creation of moods. This is 
followed by a surprise ending which heightens the original effect. 

ii) Hint: Refer to 4.3.3 in this Unit. 

4.6 GLOSSARY 

You will find in the glossary a short list of the literary terms used in this Unit. 

Ending: The ending of a narrative shows the fate of the protagonist-his death, exile, 
marriage or whatever. 



Formula story: A formula story is written to a given pattern. Romances, detective 
fiction, science fiction and other popular forms of fiction are all formula stories. 

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

Scenic description: This refers to a writer's attempt to achieve a scenic effect 
through vivid, colourful description. 

Situation: see Block 1, Unit 1. 

Soap opera: A radio or serial drama, performed usually on a daytime commercial 
programme and chiefly characterised by stock domestic situations and 
melodramatic or sentimental treatment. 
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