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CHAPPER = VII

C Q N C L U S I 0 N

R, K, Narayan's outlook is primarily comic, It is comic in
a broad philosophic sense, which enables him to weave all the bigaree
events into a beautific vision of life; in which every small event,
every small acquaintance, however, insignificant and absurd it might
seem, turns out to have a meaningful role in the eternal scheme of
things,

Narayan's wision is shaped by a strong Indian sensibility that
precludes any possibility of tragedy, because man here is safely
placed in a cosmic hierarchy with relations extending not only to
his fellow men but also to Nature and God, not only in time and space
but also beyond time and space., In the scheme of things man is res-
ponsible to God as much as God is responsible to man, In hours of
human helplessness God's grace comes to help, as it is symbolically
affirmed in lhe Man Laster of #algudi, In such a universe man is

(1)

never driven to the 'poundary situation' so as to feel completely

abandoned, The Ipcian world view holds that the world and the wvarious
human attachments are 'maya', and failure on the mundane level does
not necessarily bring any awful sense of tragedy. For the Indian, man
is finally, not allenated from but united with the universe or with
the source of all creation, With the cycle of cause and effect
(*Karma’) operating from birth.to rebirth, and man assured of the
ultimate spiritual reunion, no final pessimism is possible, More-
over, the Indian traditional socierty by means of its rigid social and

moral codes maintains a keen cense of social cohesion thus making any
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alienation or disintegration impossible,

Malgudi comedy underlines this traditional Indian belief in
the ultimate integration., This also corroborates the views of critics
like Potts and hNorthrop Frye with regard to the Comic, Potts belleves
tnat there is in man's characcter a compelling tendency which seeks
integration with the life of his society, to merge with others and to
be a part of something greater than the individual self ;

The conviction that the individual is unimportant except

as a part of sorething wider; the impulse to mix, and to seek

(2)

commoen ground with the rest of one's kind ...

3)

Potts calls this, ‘social sense'( which Fforms the basis of comedy,

This social sense is the dominant motif Iin Narayan's nowvels,
In them "the sccial and moral world are contiguous®™ and “the social
wcrld is properly conceived a moral world, ....“(4) The emphasis is
not so ruch on puritan moral values as it is on a social consciousness

rooted in traditional morality that nevertheless allows concessions to

human frailties, To guote Northrop Frye 3

Comedy usually meves towards a happy ending, and the

normal response of the audience to a happy ending is 'this
should b®} which sounds like a moral judgment, 8o it is,
except that it is not moral in the restricted sense, but

5
social, Its opposite is not the villainous but the absuré.)

Characters like Sampath and Vasu are dismissed becauce they become
absurd in the Malgudi setting, At the heart ¢of Naravan's comedy there
is an awareness of absurdity, Even though in his novels there is a
perceptible moral bias, "one feels that the social judgment against the

absurd 1s closer to the comic norm than the moral judgement against
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(6)

the wicked*", In his comic world the characters are purged of

their absurdities and are integrated with the society,

But through these absurd characters -- printer, poet,
maneater, guide, financial expert, sweets vendor --- Narayan weaves
his Malgudi comedy that follows the traditional comic pattern of
order-disorder-order, Narayan's heroes, notwithstanding their stupi-
dity, rebel against all social constrictions which thwart their free-
dom, Their actions embody thelr existential defiance against a hos-
tile universe, But in the process they fall into incongruous and
absurd situations in relation tu their society. They overstep their
limits and forget the reality of their stations like the pretty wife

of the shoemaker in Lorca's, The Shoemaker's Prodigious Wife, or

take to a hedonistic credo of livingt%he Falstaff or like Don Quixote
fighting imaginary battles. The characters work out their various
schemes, pursue their grandiose ambitions in the orthodex, tradition-
bound society of Malgudi, All these take place in a special world
where the established roles of the society are in temporary suspen-
sion, upto the final comic resolution when various human forces are
brogght to the orbit of social equilibrium, The Malgudi society has
tremendous resilience to withstand all these pressures because there
is a built-in restorative mechanism in it that at the opportune mo-

ment gears itself back to order,

If the ‘'disorder' is due t© man against his society, the
ultimete order in the comic framework is due +to man wedded to his
society, In Narayan's fiction man and socliety are symbiotically rela-

ted and the bliss that comes at the end is the outcome of this rela-
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tionship, Not only man alone energes chastened; the society also gets
afiected in the sublimation process, Narayan's comedies register
this movement ®irom illusicn to reality“.£7) and in the process
characters as well as the society are born into a sort of new life.

'his is a form of the comic archetype of deatheresurrection, Frye's

comrent on this ritual patiern in comedy is relevant in this context:

The ritual pattern behind the catharsis of comedy ia the
resurrection that follows the death, the epiphany or mani-
festation of the risen hero, In Aristophanes the hero who
often goes through a point of ritual death, is tresated as
a risen god, hailed as a new Zeus, or given the quasi-
divine honours of the Olymplc victor, In New Comedy the

(8)

new human tody is both a hero and a social group.

Narayan's nuvels can be said to be in the pattern of the
New Comedy, The individual troverses along a path of follles and
misadventures seemingly throwing the scecial stability into peril, and
at lest expisting for his blunders, returns to the folé of the
scciety, In view of the assured security of the Malgudi society, the
apparent disasters resulting from the unbridled impulses and instincts
of the comic hero only serve to build up the comic tension, The
narrative implies this sense of social security, and in the context of
this awareness the erratic acts and adventures of characters in

Narayan's fiction arouse laughter,

In all the chaos and confusion, in all the disorderliness
that we perceive in his fictional world, Narayan systematically

shapes the emotional response of his readers towards the final end.
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He, by means of clever contrivance, weaves the disorderly episodes
into a significant pattern within a framework of moral or aesthetic
awareness, IThis pattern may sug est either a reintegrated society or
a repentent individual., The individual's acts and aberrations are
judged against certain pre-existing values implied in the narrative,
The narrative shapes the reader's response or attitude, for it con-
tains, a:s Bradbury suggets, ‘'a running act of persuasion', Bradbury

says 3

Our means of engagerent with that world is through a
running act of persuasion which may be stabilised as a
‘tone’, a rhetorical wholeness or narrative posture devo-
ted not only to convincing us that there is here a whole
world operational and worth attention but that it is
ossessable and comprehensible only if a certain attitude

is taken to it.(g)

This ‘'narrative posture' in Naravan implies an awareness of moral
ncrms of social manners, And because cf the subtle assurance of the
narrative posture, the reader is able to laugh at the eccentricities
and absurdities of the characters, It is worthwhile to gquote Maynard
Mack in this context:

Even a rabbit, were it suddenly to materialize before

us witnout complicity, could be a terrifying event, What

makes us laugh ig our secure conscicusness of the magiciean

ana nis hat.(lo)

Narayvan's comic vision, like the magician, gives us the assurance that

2ll Shall be well despite all the follles and misadventures of his



340~

heroes,

Narayan uses irony as a rhetorical weapon to wake his
characters out of their dreams and thus to bring them back to the
fold of the society, Narayan does this by an affectionate understan-
ding of the various existential compulsions which confront his charac

(11)

~ters, It “accepts life and human nature" and in that sense it

is different from satire, Satire “dcoes not accept, it rejects and
) . ) (12

aims at destruction® )whereas Narayan's comdey aims at correction

and integration as it evokes ridicule and laughter,

There is a distinct low mimetic bias in Narayan's comedy,
It operates within a definite social framew@rk with roots in tradi-
tional and moral values, The historical and geographical details
about Malgudi and the behavioural details of its people convey a vivid
impression of Malgudi'’s .small, docile society, The reader can feel

» (13) s0 that the human comedy that

immediztely its "welghty ecology
he witnesses here becomes a part of his intense, intimate experience,
T'he characters who are brought to the stage of Malgudi are ordinary
men and women with common human ambitions and flaws, Margayya., Raju,
Jagon, Vasu and many others are bound to their obsessions and thus

(14) These obsessions relate €0

exist in states of ‘ritual bondage®.
either money or son or ohher comon human aspirations, Because of
these shared premices between the characters in the novel and the
readers in terms ot the ordinary human longings, Narayan's comedy is

rendered affectionate and intimate. Rather than bear the satiric

venom of Swift, it combines the good humour of Fielding and Wodehouse,
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the moral awarvness ©f Jane Austen and the humour and pathos of
Chekov,

Narayan's comeay aoces not, of course, ignore the sad things

of life wnich are at the very root of human existence, But these are
woven into the very soul of comedy. It admits the painful fact of
man's living in an ironizal universe, Whether it is the painful pro-
cess of ageing, or the death of a grandmother, whether it is the sad
disintearation of Jagon's dreams and ideals or the compelling ordeal
of Raju -- all these are woven into the fabric of comedy and as
inevitable facts of life, these are accepted not with bitterness

but with humility. The Comic slways ensures a triumph of life over
death, separation, over all that negates life in a social context,
The sorcrows make the characters humble and wise and this is the vision
that the comic spirit reveals, Wwith this humility and wisdom, it
becomes again a family or social reunion or at times, as with Raju,

a finzl transcendernce,

Whether it is a story of children as in Swami and Friends

or a story of an old man as in The Vendor of Sweets, the reader is

straight carried into the heart of the scene without any aid of the
author or the marrator. He wins the éitizenship of this world and
emotionally gets involwved in the events and in the characters, Any
authorial interjection or any ccmment of the narrator would have con-
ditioned the reader's response creating a barrier between the reader

and the fictional reality., Neither Narayan, nor his language which

is a 'plain mirror', creates this barrier. In Mr, Sampath we accept

Srinivas, the narrator, becauze of his clése proximity te us, The

narra-ive technique wants us to see tnings ag Srinivas sees it. Cne
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may say that the reaeder fidentiflies himuelf with Zrinivaes ac much as
Narayan does it with the lot-er, that "The author is present in every
speech ~iven by any character who hifs?ad conferred upon him, in what-
ever manner, the badqge of reliability®, "hrough Srpinivas, the human
comedy iz brought home to the reader, This is made possible by the
occasional comments anu the philosuphizcal reflections ¢f Srinivas,
ihis technisue har sonecimes the danjer of sacrificing the dramatic

tension, Save lhe llaneater of ..algudi where Nataraj could well have

oeen tihe narcator necause of his proximity to the common reader, no
owner nuvel could have justifiably employed any of its characters as
narvator, 1the cace of Jagon narrating the story of his own life or
Raju describing hils last days would have reduced the comic tension to
a grest extent, In poth the cases it would have slided into the senti-
mental or the melodrematic. Bub when ther« ls no such medium s the
narrator or the voice of the author to carry the reader, the scene is
an open one where the reader can have a sweeping vision of all the
things happening both incide and ocuiside the characters without

ever being blased or prejudiced or In any way conditioned by any
partizular point of view, He sees events in all their aspects and
with an unclouded vision perceives the inherent comedy., In The Guide
Narayan makes an innovalion in his narrative technique, rhrough the
autobiographical narration of Raju's life from his innocent childhood
to che cruciad turning point, we are persuaded to see the joys of his
early days, the auventure of his adolescence tnrough his eyes so that
his wiiltiny martyracvm can be underctocd in the perspective of the

spiritual journey of his life,
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The'authorial silence' in Narayanfiction is not absolute
void, for “thougn the author cEggfuo some exsent choose his disguises,
he can never choose to disappear". L'he objective narrator always
remains in the wings to guard us agalnst going along blind alleys
of judgment and enjoyment, In this context Narayan's neutrality is
based on a strong sense of the traditions, on the accepted deccrum
and decency of life in a middle class family as well as in a small
town. Through the very treatment of plot and particularly through

his delicate irony, Narayan subtly communicates his point of view,

Mr. Booth's words may well be aprlied to Narayan

Everything he shows will serve to tell; the line
between showing and telling is always to some degrce

, (17)
an arbitrary one,

The deep sense of humour which pervades all his novels
springs from the recognition that our misfortunes are the conse-
quences 0of our silly idea and ambitions and can be accepted not
with despair, out as a positive intfluence on our cnharacters., The
discomfiture of the individual 1is mainly of his own doing resulting
from his absurd aspirations in a limited world, Tnus "humour may
be defineda as tne sense witnin U8 which sets up a kindly contem=-
plation ot the incongrutties of life, and the expression of that
sense in art“fl&,Not only are the comic hero's confrontation with
an unfriendly universe and tne corresponding comedy depicteds but
also are presented the numerous peculiarities of other men and
women, their oddities and angularities in doing tﬁe various tran-

sacticns of life, The Malyudi reality is based on stable social
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values s0 as to contain these irregularities, these occasional
eruptions of passions and emotions, Malgudi's presence i1s made
vivid not only by mere geographical cdetails:; the reader also be-
comes emotionally aware of its enduring presence, The thousand
smail comeaies of man'’s dreams and aspirations, of his revolts
and retreats glow in tneir typical humanness, against the back-
drop of the intimate and eternal presence of Malgudi. That in
this docile yet vivacious setting of malgudi, human suffering
oiften nas a humourous side, is illustrated by Narayan's delec-
table irony. It is because tne religion of the comic asks to
take palns and suffering in one's stride and laugh at one's own
self as Raju and to a lesser extent Jagon do. By refusing to
suffer in pain they deny the supremacy ©f pain and assert their
indomitable ego. Narayan's comlc vision not orly deals with the
Joyous sides of life, but alsc with its serious and painful as-
pects, The 0dds of life are transmuted into meaningful experi-
ences, In spite of the occasional sorrows and sufferings in the
novels, Narayan's world does not present any pilcture of gloom
and despair as thne comic vision diffuses the assured warmth of
life. 1ost of our problems are tne result of our wrong under-
standing of this world and ourselves, Since disaster is not the
ultimate fact in Narayan's fiction and since the sarayu river
the Taluk ortice gong, the Lawley statue the Puja rituals of the
mothner, the supersitions of the grsndmother and a lot of other
tnings convey the sense of the inevitable and the eternal rea=-

lity of Malgudi, the individual's abusrd designs and his
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corresponding sufferings and embarrassments aprear funny deserving
to be viewed with a sympathetic smile, What Ian Watt comments while
discussing Fielding's Tom Jones holdés equally good in the case of

Narayan's treatment of plot;

Flelding must temper our alarm for Sophia‘'s fate, by
assuring us that we are witnessing, not real anguish,
but that conventional kind of comic perplexity which
serves to heighten our eventual pleasure at the happy
ending, without in the meantime involving any unnessary

(19) -
expenditure of tears on our part,

In a work of comic realism the fictional world must closely corres-
pond to our impression of the real world. Minute details with re-
gard to the way people eat, dress, worship, desire and 4o a lot of
octher things are described so0 as to create the successful fictional

illusion. As David Lodge commants 3

Fictional characters are, therefore, provided with a
context of particularity much like that with which we
define curselves and others in the real world:; they
have names, parents, possessions, occupatlon ete,
ordered in such a way as not to violate our sense of

(20)
probability derived from the emplrical world.,

Since Narayn's maln concern is not with any social documentation,
but with the depiction of the comic side of life, he has to provide
an authentic localz in which he has to treat men and women 1in their

various manners and moods, ikightly, thereafore, he sharply chisels
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out his characters in terms of their particular individualities,
These characters meldom fall into the category of ‘types' and are
distinctly marked out from one another by their individual ideas
and idiosyncrasies. The characters as well as the place Malgudi
with its distinct features like the river, the hills, etc,, convey
unmistakably the impression of a living existence, The Malgudi
experience is brought home to the reader through, what Ian Watt
calls ‘'the individualigation of its character’, and 'the detalled
precentation of their environmenﬁg{) rhese contribute to the ‘feel’,
‘the atmosghere' of the novels, which as Brooks and Warren say, is

(22)
also 'an element of the meaning’.

In Harayan's fiction there is ne prolonged description of
natural scenery., the topography nas been rendered clear and vivid
to tne extent that it serves a meaningful role in the human drama.
The Sarayu river is as much associated with the cnildhood play ©of
Swaml and his friencus as with Raju, Jagon,Raman and sO many others,
Narayan is more concerned witn the detalls of human actions, and
the small geographical descriptions provide necessary authenticilty
to these actions, The river, the hills, the statue and the streets
together with the Malyudians and their thousand small events and
aspirations provide a vivid rendering of life, a community existence
becund not only to one another, but alsc to the mute Mampi hills and
tne Sarayu river in an age-o0ld emetional attaciment, Sarayu parti-
cularly brings an intense nostal yic fervour to the novels, nhel be-
cause it is assoclstea witn the daily living of the Malgzudians, but

because it is an snauring company 0. the innocent days of childnood,
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0f the carefree adolescence and tne long years of old age, The
Sarayu is not only a fact of the lmmediate present, but as Srinivas

muses in Mr, Sampath, mingles with the hoary tradition as its history

stretches from the remote past to the present, Into thils flux of
time, tne abiding spirit of the Sarayu brings in that compelling
sense of the Eternal before which the serious transactions ¢f the

temporal world of Maljudi appear guite quixotic.

The characters journey through time, The journey 1is
very often focused in a biographical perspective, that unfolds their
movement from ignorance to Xnowledge in the comic framework of the
narcative, 'Life by time' and 'Life by values', to quote phrases

from E.M. Forster's Aspects of the Novel, are interwined together,

In order to create a suecessful fictional i1llusion the
local is to be properly identified, Narayan provides all the de-
tails of a traditional socisty in transition -- the age ©0ld super-
sitions, gods and grandmothers, the cricket club, the £ilm actress
and the family planning, Simultaneously, the values that sustain
the Malgudi society are underscored implicitly as the plot advances.
8y the techgique of *‘formal realism' Narayan provides authenticity
as well as credibility to his creations. This helps in directing
all the narrative efforts of Narayan towards, what Malcolm Bradbury

¢alls, 'the persuasive ends' of the novel:

the novelist undertakes so to shape and use the fic-
tional transaction as to elicit from himself and the

reader, the highest sense of meaning, relevance, sig-
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nificance, of variation and rizhness but also of con-

(23)
cord and elegance...

In lNareyan's human comedy, a sort of liberated awareness of life is
inherent, ~This awareness is realized not through a moralising stance,
but through aesthetically satisfying form and style that enable us to
derive a meaning of life anda things, for as Brooks and wWarren sugggest
“"We do not like to be preached at, but we do demand a sense of mea-

(24)
ningfulness,"

That there is a certain moral concern in Narayan's novels
is generally accepted., A casual reading of his novels will acguaint
us with, what F.,R. Leavis calls, 'a vital capacity for experiencae,
a kina ot reverent openness before life and a marked moral inten-
sity(st)But the moral concern is not divorced from the form ©of the
novel, Ordinary human transactions are transmuted into the beauty
of living as these are descrived to us lucidly, with authentic cir-
cumstantial details, with ironic turn of events and understones, and
witn a unijue sense or good numour permeating even the odds of life,

to amend Leavis' comment on the novel:

When we examine the moral preoccupation that characterize
Jane Austen'’s peculiar interest in life as manifested in

Enma, we find that they c¢an be apqﬁﬁﬁiated only in terms

©of the formal perfection of the novel,

Narayan's sensibility operates on varicus levels of human experiences

and e does it in & style that can be called 'neutral’, He draws
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from the vast spectrum of life -- from the ordinary detalls of daily
drudgeries to nignh ampitions and passions, and all these are snaped
anq moulaed by the comic sensibility of Narayan to find their due
places in the Malgudi comedy. All these contribute to the unified
impression of the Comic., It is made pOssible by Narayan's extraor-
dinary sensibility, wnich is like, as Henry James points out while
discussing the artist and the artistic process, "a kind of huge
splder-wep of the finest silken threaas suspended in the chamber
of consciousness, and catching every air-borne particle in 1its
tissugleﬁlHe gives vivid details of his men and women and in the
process he subtly suggests the pecularities involved, The triviali-
ties, whether they have a direct bearing on the plot or not, build
up the comic atmosphere of the novel, Narayvan in treating these
trivialities in a very simple and affec:ionate manner, transmutes
them into signiticant aspects of lire., His is not any grand theme
of kings and emperors, of marvels and murders; his is a theme of
the ordinary man trying to live lire more meaningfully, Narayan's
art takes cognizance of tnhe zact tiiat "some of the most interesting
exceriments ot wnicn it's capanle are hidden in the bosom of common
(28):

things", Narayan chooses a style whicn is in perfect harmony with

such a theme, a style that is simple yet dignified and graceful,

Narayn's narratlve records the details not only of the
physical states of belng, but also of the psychic states of the
characters, His language and the manner in which the narrative is
l2id out govern the tone ot the novel, In this simple style, the

style ot a story-teller, the reader insteaca of remalning away from
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tne events becomes involved in it ana is completely won over by tne
fictional reality, ana pecomes a citizen of the fictive town. Such
privilege is denied to ths reader of the comedies of Aristophanes or
of Snakespeare. But Narayan makes it possible for he treats the
fctions and aspirations or tne cummon man in a common langyuage of the
middle class anda oOf the mediocre town., <algudi is any small South
-Indian town, experiencing increasing pressures o:r tne modern civi=
lization in its traditional set-up, Much of the sweet old way of
living is still in tact. The lanjuage and the style convey an impre-
ssion of intimate familiarity and tnere is a nostalgic fervour which
springs from its unpretentious simplicity. With unfailing faith in
human life, Narayan records the oddities and the beauty ©of the commnon

man's existence,

A sense of jood humour informs Narayan's narcation., In a
study of ‘'uood humour and Gaiety' F.L., Lucas remarks, "Johnson nas
sumwnea up in two wor.s that charm of Falstaff which covers (on the
stage at least) all his sins =---" parpetual gaieggv. There is in
Raju's character tnis 'perpetual galety' which springs from tne
comic defiance of all his misfortunes and wnich endears him to the
reaaers. That is wny the moral censure for Raju's sins and mistakes
is not so immediate and scvere, This warnth of life can be perceived

in all his characters in verying degrees.

Marayan views life's lapses not with any missionary bene-
velence and zeal, but with the understanding and wisdom ©0f an artist
wio adamits lite’s various compulsions and whose vision of life is

escentially comic., Hence in his novels, the treatment of any episode
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or of any character hardly moves to an extreme, Even Vasu, the man-
eater ic very casually dismissed, The narrative treatment always
keeps to the straight middle path, neither becoming chivalric nor
churlish. Instead of the 'dreary and portentous solemnity', which
Fe L. Lucas finds much *‘eppressive®, there is in Narayan's novels
a sopriety of style that corresponds to the flow of life that is
recoraed Narayan never sounds pompous or pedantic, His language
has the charm and magic ©of ordinary speech that persuades us to
the fictional reality because of our intimate kinship with the

language.

Good humour is a way of living where life's occasional
sorrowes and sufferings are not only accepted but also are trans-
muted into meaningful experiences. A sportive spirit dominates
over the defeats and disillusiomnment:s of life, This sense of good
humour pervades all the descriptions of Malgudi life where man's
sins and mistakes even though disapproved of, are also loved, for
these sins and mistakes are intensely human, The characters of
Sampatn, Raju, Jagon, Margayya and of all others are affectionately
drawn, Hwiwour in Naravan's novels serves an aesthetic purpose in

terms of snaping the reader's response of various situations ==

capturing nostalgically a lost childhood in Swami and Friends and

an adolescence in The Bachelor of Arts, dispproving the pseudo

values of the modern civilization in The Financial Expert and The

Venaor of Sweets, realizing the varicus compulsions of life with

Raju in The Guide, and partaking oif tne timidity and innocence of
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ordinary humanity and negating an aggressive individualism in The

Maneater of Malogudi,

In order to bring a sense of immeciacy as well as of inti-
macy to a recognizable Indian theme and setting, Narayan not only
harrs on the traditions, its beliefs and supersitions from time to
time in tne course of his narration; ne also draws broad mythic
parallels to his plots., While analysing Indo~Anglian fiction from

the standpoint of Myth as technique', Meenaskshi Mukherjee comments,

If & world-view is reguired to make literature meaning~
ful in terms ©0f shared human experience, then the Indian
epics offer a widely accepted basis of such a common back-
ground whicn permeates the collective unconscious of the

(30)
whole nation,

The Guide and The Maneater of Malgudi are very close to

tae valmiki and the Bhasmasura myths respectively and tims bring an
easy credibility to the actions and their consegquences in the context
of an Indian ethos, Dr. Mukherjee in an extensive discussion of The

Maneater of Malcgudi notes that “the battle between the gods and

demons, the sura and the ashura® happens to be a “recurrent motif in
(31)

Hindu mythology." Narayan, in addition to finding well defined

mythic parallels to plots, often weaves the narrative with allusions

from ancient scriptures, In Mr, Sampath Srinlvas muses about the

god Nataraj. In fhe Maneater of ialcgudi an anxiocous, worried Nataraj

praeys to Lora vVishnu wino nad saved tne elephant, [fhis is wnat Dr.

(32):2
Muknerjee calls thne 'digressional tecnnigue', by means ¢of which the



=353

novelist serves to illustrate a point, or make the realization more
vivid, Bqually significantly, tne mystic reunion of Krishnan with
his dead wife, the renouncement of Jagon, the penace ¢f Raju to save
a village from drought are age-cld beliefs and ideals that have per-
colzsted tO the very bottom of our psyche., These Indian myths and
the traditional rituals, beliefs and superstitions not only create an
authentic Indian locale, but also contribute to the effective commu-
nication of e xperience, The use of myth whether as a broad parallel
to plot or as a 'digressional tecnnigue', has made Narayan's style

Ot story-telling lucic and amply communicative,

As has already been suggyested in Chapter 71X, Narayan's
plots move in a pattern of order-cviscorder-order, and tnis pattern be-
comes a “part or his world-view"., This ‘'world-view' is typically
Indian as it owes to our traditional concepts ¢f creation, The for=
ces of Evil which from time to time appear in the world disturbing
its peace and stability are ultimately undone by themselves or are
destroyed by the Incernation. The stability returns with a renewed
assertion of moral and spiritual values, This theme is recurrent in
Narayan's novels with ar astonishing degree of accuracy. But while
the battle is fought between the force of Evil and the force of Good
on an ethical plzne, on an existential plzne the focus is on Man's
comic predicament, With the exception of The Guide, Narayan's novels
evoke a fecling of traversing a circular path of life's various ex-
periences, reacning at last, the ordered world at the beginning, "“That

is why, most of his novels 4o not nave decisive conclusilons as there

is in Tne culde,
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Narayan'’s comedy does not move to any height oif fantasy
as in tne comedies of Aristophanes, nor does it bank explicitly on
satire as Swift does in his novels, Hls forte is the commonplace =-
the commonplace events and aspirations of people in a small South
Incdian town., For this Narayan uses a language that can well bear
and provide ample testimony to the reality of ordinary lives, He
treats not only individual's experiences, but also a collective,
social experience., It is not only the life story of Swami, Chandran,
Raju, Jagon and others; it is the saga of vast Malgudi experience,
He portrays the diverse experiences of an average human existence --
dreams, anxieties, actions, frustrutions and so on in a manner in

which,

vsse it 1is not the phrase that lingers in the memory as
the tning itself ..., Words are merely a plain glass

(33
through which one sees the things, i

Narayan’s style encompasses many diverse facets of life
and experience, which are all subject to one Malgudi ethos that 1s
constant or eternal in spite of the seeming changes, His canvass
is limited in the sense that he treats a small group of people in
a small geographical cetting:; but at the same time he gives detalls
of the innumerable equations in which they exist with one another

and with the society,

Narayan not only focuses on the universal through the par-
ticular or tells a story and conveys an allegorical meaning as {n

The Maneater of Malgudi, but also takes the comic to the deepest
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human level., His human comedy bases itself on the comic¢ incongruity
arising from man's peculiar reactions toc his society, The eternal
world thwarts the desired way of living of the individual and in this
conflict between tne individual and the world, an ambivalent attitude
is yanerated., 1In spite of his viclation of the moral codes of the
scciety, the indivicual is not wholly condemned, This incongruous
relationship with the world, is a fundamental fact of our existence,
Narayan's genial humour, which permeates his narrative, embracing the
innumegable small triymphs and tragedies of life, forms the anchor of

his comic vision,

The novels of Narayan illustrate the fact that despite all
the odds and frustration we encounter and experience, life has an
idefatigable persistence and charm of its own. Within the bizaree
events of Malgudi, Narayaﬁ subtly focuses on the bea%fic side of
human life, As Narayvan's comic vision embraces an intense humanism,
his comic mode constitutes ©f the grace of a lanjuage of the everyday
world, of a style that simply but truthfully tells the story of the
common humanity as they live in the small town of Malgudi. Thus his

style while embodying his vision becomes an inallienable part of it.
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