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Introcduction

0.1. Choice of suvbject for research: New arrivals, in
any form and hrough any means, are quite natural and
often becoming to Literature. They may be adaptations, trans-
lations, introductions from alien lands; a change, a growth
or merely a deviation from the traditional lines; or, merely
the rebirth of an once-glorious-forgotten-in-between form.
No matter what forms they assume, they are signs of growth,
Growth is a sign of progress, and progress is essential for
' any literature to be recognised as a living one. '

The history of "Tamil literature has ample evidences,
for the growth of its literary splendour, from the hoary past to the
present, in the form of newly introduced forms of literature.

( Many significant changes have occurred in Tamil liter-
a",ture through the passage of Time. An outstandingly remark-
able change was the beginning of the incceasing use of prose-
medium. This change came about after the introduction of

frinting machines It resulted in the creation of several mnew

orms of literature — novels, short Stories, biographies, etc:
|
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And, the field of short-fiction has been selected as the
topic of research.

0.2. Limitation of subject : In order to be exact in app-
roach and arrive at the essential aspects of the most prolific Tamil
Short Fiction, it has been felt desirable to fix definite limits for
the exploration of the topic. Hence, a problem arose in determin-
ing the period to be chesen for research. The mental ship carrying
the cargo of ideas, tossed about by under-currents cf fear and
over-powering doubt-winds as to the availability of the materials
and the capability of analysing them completely, finally found
itself safely anchored in the nineteen forties and fifties.
The rapidly growing grandchild of Modern Tamil Literature—
the Short Story—seems to have reached its age of scphistication
only in the nineteen seventees. Yet, the age of crawling and lisping
appears more attractive in that it offers more of swift chan-
ges to be noticed particularly; provides the reader with a
variety of interesting traits to be proud of; and above all,
possesses the still-lingering freshness of germination found in
a plant of a few inches height. Hence, the short stories of
the pre-independence days have been chosen for study.

0.3. Selection of the author: In that period when
Tamil Short Story was in its early stage, we come across
many short story writers who are remembered by us. In
fact, most of them are still alive. Many are still busy
writing; a few have turned critics. Ra. Krishnamurthi popu-
larly known as ‘Kalki’ had a unique place among them. - |

Posterity remembers him 'only as a novelist. But hé{sﬁ e
contemporaries have appreciated his stories too. No one can
deny that he was a popular, humorous short story: writer.
But the world remembers him only as a noveliste Why?
The ‘purpose of the thesis is to find the answer to that
big “Why’.

If even his contemporaries have ignored his creation,
we could easily have set him aside as a failure in that arf:,
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But, it has not been the case. That shows that he is not
to be altogether ignored in that field; nor ceuld he be recog-
nised as a successful master of the art, as his contemporary
Pudumaippithar (ysewwinisser) was.

Then, where did. he fail? And, how did he succeed in
spite of his drawbacks? In other words, what are the weak
points in his practice of the art of short fiction? And, what
are his merits that buoyed him in spite of them? To  find
an answer, a critical analysis of Kalki’s stories is attempted
here.

Since the contents and techniques cannot be easily
separated, the structural elements—Theme, Plot, Characters
and Language—are discussed along with the techniques hand-
led by the author in presenting each of these structural
elements. For instance, after discussing the various themes
found in Kalki’s short stories, the way in which they are
expressed in the writing is also discussed. The techniques
used by Kalki in the presentation of his plots are
discussed under respective sub-headings. While dealing with
his characters, the mode of characterisation is also studied.
Thus, a complete analytical study of Kalki’s stories is made,
keeping in mind as the foremost consideration, the policy
that a work cf art — especially in the field of short fiction
— 1is one of synthesis and hence, any evaluation or judgement
made of it would be worthwhile only if the analysis tried
to discuss it as a whole — as one single unit.

| 0.4. The material for analysis :The conclusions given in this
thesis are based on an intensive analysis of the stories
that occur in the following short story collections that were
published with the aim of introducing all the best and
popular of Kalki’s stories to the world.

{ 1. Veenai Bavaui (f&wr veumafl)

| : '
. 2. Madathevan Sunai (or 5Cseuet &ar)

|
|
1



4 Kalki’s Short Stories—A Study

3. Qrrai Roja (phewm Goregm)
4, Sarathaiyin Th;lnthiram (srremguisr 555 rib)
5. Kanaiyaliyin Kanavu (&% wrifulsr seare))
6. Zameendar Makan (2B bari wasr)
7. Bankar Vinayaka Rao (urBiIsT o Briwsyms)
8. Karirulil Oru Minnal (srfmeflsd om ereme)
9. Mayil Vili Man (wuled effl 1oTedr)
10. Mayilai-k-kalai (o0& a&m )
11. Thiruvalunthur (S menpbHrT
Sivakkolun thu fausQarep bs)

This thesis tries to justify the inclusion of Kalki’s name
in the list of successful short story writeres in Tamil in the
nineteen forties and briefly enumerates the reasons for his
success,




Chapter 1

The Background Injluences

1.1. Kalki’s purpose of creation

There were and still are, a set of writers, who write
fiction, not with the view to establishing any new, high ideals
and thereby reshape the attitudes of society and man, but
just to entertain. They succeed wonderfully in entertaining
and, nobody could claim superiority; over them or place any
blame upon them for their notion of entertaining through art.

Art may be instructive, but that is not its only virtue.

It can be entertaining as well. One cannot deny the value of
optimism in Art. Man lives on hope. It is the hope of
tomorrow that enables him to live ¢‘today’, forgetting or
Wignoring or setting aside, the blows of ‘yesterday.” Learning
" about the hideous facts of life are no doubt of value to
him-if he takes them with proper understanding ; if he is
able to accept and swallow the bitter truth and continue to
' live undisturbed under any circumstance. But, such an -
. attitude which is typically that of a karma yogi, is not an
easy one to be achieved by ordinary human minds. It needs
intense practice and serious contemplation. Hence, presentation
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of the gloomy side of things may perhaps result in discour-
aging one’s ambition. But, optimism (though condemned as
romanticism and idealism, and welcomed only by the critics
of the 19th century who advocated what was termed ‘The
Gentezl Criticism’,) has great value, since it provides man
with hopes for the future, essential for living.

Choosing the brighter side of Nature and the human
mind, strengthens the will to live and to ‘live good’. In
this way Kalki’s writings are definitely to be praised. He
teaches people to ignore the misery and the pathos in life and
stick hopefully to the humorous side of it. He shows how
to laugh at human weaknesses. He implies that man is a
mixture of good and bad. Thus, his writings are in a way,
not only entertaining but also enlightening.

Hence, it is necessary to understand his aim—that of
entertaining the mass—in order to appreciate his writings.

1. 2, Period of living

Another factor that obviously influences an author’s
writings, is the period in which he lives. Kalki lived in
the era of India’s struggle for freedom from foreizn domination.
The leaders of his nation were actively engaged in breaking
the chains of slavery. Several movemcnts were afoot all over
India. Papers and periodicals campaigned vigorously agains,
the British. Even the new generes - short stories, novels etc.,
portrayed the lamentable situation then existing in India
Chivalry and patriotism became the major concerns of writers’r
and characters were shown to be ready to sacrifice even!
their lives for the noble cause of liberation of their countfy"
from the British. The plots were spun around the much—
adored conflicts of the freedom movement. The themes were
related to the enthusiastic outbursts of patriotism of the
‘nation’s youth. The setting was more often than not, a city
or a village, busy in following Gandhi’s foot-path. Hence
Kalki’s stories abound in such plots, themes and characters.
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Other problems that were disturbing the then-existing
society set-up were: Women’s liberation, prohibition, and
corruption.

Even towards the middle of the 20th -century, when
Kalki appears, the Indian women were in dire need of libera-
tion from the partly self-imposed and partly enforced slavery.
They were not given an equal status in society. Higher educa-
tion was, to most of them,a thing undreamt of. Eyebrows
were raised and contempt was shown, if aneducated woman
moved freely with men. Still, exceptions were there, and they
were extraordinary. We meet im the history of India’s indepen-
dence, women who played an important role in the freedom-
struggle ; women who possessed higher education and were
engaged in social work; women who were great thinkers, poets,
politicians and social-reformers. Nevertheless, these were a mere
handful when compared to the great mass that was suffering -
from illiteracy, inequality, poverty and self-imposed subordi-

nation.

The two great evils that mneeded immediate eradication
from their lives were, early marriage and the rigours of widow-
hood. Before the passing of The Sarada Act, it was the
custom among Hindus to decide the whole future of a child
even before she was four years old. The most pitiable aspect
of those ' early marriages was the possibility of an equally
early widowhood which was vnredeemable. Also, there was
every possibility of an' eligible young girl forced by financial
or other unavoidable circumstances, to marry an elderly wido-
wer. In short, the women belonged to the suppressed class in
society in many aspects and it was rather an exception thap

rule, if a womaua proved herself to be capable or dominant.
I We find this state of affairs reflected in the characters
lof Kalki’s stories. Kalki’s women characters come from both
urban and suburban areas. We meet innocent, uneducated

females as well as educated, sophisticated and cultured ladies.
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He shows the reaction of the public to the upliftment of

women’s status in society, through the comments of the elders
at home.

For instance, in Kanaiyaliyin Kanavu the heroine
Salkunthala is praised by the youth, aod adversely critici-

zed by the elders of the village, for her attempt to re-
model the village.

Some of the conflicts in his stories are the obvious
results of the new opportunities placed before men and
women in a rapidly reforming society. Examples are, Chandra
mathi | Kamalavin Kalyanam 2 Subathirayin Sakotharan 3 Vaira
Mothiram ¢ etc. Thus we find that the problems of the
sociéty have influenced either directly or indirectly, his
character delineation, plots and seting

Another burning problem of his day was the enforce-
ment of prohibition. The great leader and the father of the
nation, Gandhi, was calling upon the people of India to
liberate themselves from the clutches of alcoholism - the
greatest evil that leads to ruin. His staunch followers were
actively engaged in propogating the advantages of prohibi-
tion. The deciples of great leaders such  as Rajaji, Patel
and Panth (Kalki was one among them) stood before toddy
and arrack shops and prevented the customers from enter-
ing them.  They were utterly unmindful of the physical
sufferings that they had to bear in implementing this antir
alcoholic programme. When such was the case, it is no wdndei
that one full co'lection of Kalki’s short stories - Bankar
Vinayaga Rao - was devoted to the theme of advocating

prohibition by emphasizing its evils.

1. &58rwg 2. sworeddr sowurawd |
3. susBorudsar C&T Sy T 4. emeuy Gurglyd ‘
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1.3. Personal life

‘The third factor that has to be takem into conside-
ration while discussing the background influences that are
responsible for the sort of output of aay author is his
personal life.

1.3 1. Journalist : Kalki was, above all, a journalist,
and a successful one in his career. As any journalist who
wishes to make his life a suecess would do, Kalki under-
stood the proper material for mass-appeal, and succeeded
in his attempt to reach readers of varied interests.

As P.S.Ramaiya points out in his article about the
Manikkodi period, ‘“S.S. Vasan, the publisher of the well-
known Tamil journal, Ananda Vikatan,! soon understood
that the sales of his magazine would rapidly progress if
only he oublished in it, interesting articles and entertaining
stories. Naturally, he invited Kalki, Thumilan and other
authors to be included in the editorial board. From that
day, Ananda Vikatan has been following the policy of
publishing only those writings that would appeal to the
mass in general. Even now it is the same. Kalki, the chief
editor, obviously worked with the view that magazioe litera-
tare should have a standard within ths reach of the mass.
His style, helped by the democratic concept of the publi-

o

sher tremendously helped towards the growth of the magazine.”” 2.

Kalki has worked in Navasakthi®, Ananda Vikatan,
and Kalki.* He bhas contribuied to other magazines also.
- But, unlike other journalists who specialize in a particular
field and devote their life-time to it, Kalki had a wide circle
of interests’ ably supported by an equally wide range
of talents. :

-As it could be learnt from the publisher’s note to the
collection, Kumariyum Kuudramum, 5 ‘‘’Kalki is the unparall-
eled artist of Tamilnad. His writings were read with equal
1. yearps elsrer = 2. ‘Deepam’, Jume 70, p. 72
3. paussgl ' 4. seoa
5. Guiyn Garpepd, wspugldy, 1956,
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interest by everyone - rich and poor: children and adults, men
and women. He wrote about everything in Tamil—Politics,
Art, Literature, Music, Novel, Short Story, Economics. In
all these fields, he was capable of expressing his views with
authority sometimes based on research and deep study, in a
simple style sprinkled with humour.’” ! '

The high regard in which Kalki was held is justified
when one goes through his publications. About 40 books
have been published in his name and they range from short
stories and novels to articles of literary criticism and politics.

P S. Ramaiah, in his teview of the writers of Manikkodi
period, points out Kalki’s sense of humour and his descriptive
skill. He comments: ¢People realised their latent strength in
the field of politics. Kalki wrote in a way that reminded
them of it. At the same time, he wrote critical reviews
about the cultural programmes in a manner that popularized
music and dance. He made it clear that enjoyment of
those arts are not reserved for the handful who have learnt
them who have acquired deep knowledge about them: but,
that they should be learnt and presented in a way to reach
the people of all levels™’.2

1.3.2. Fiction writer : The fact that Kalki is also one of
the great fiction-writers in Tamilnad is expressed by C S. OChell-
appa’s words: ‘‘whatever credit Manikkodi gets in the field of
short story, has been equally achieved by Kalaimakal,? in the field
of novel. And, Ananda Vikatan, also shares the credit through
the achievements of Kalki.”* o i

Kalki started publishing in Ananda Vikatam, new idgas
in new forms. He presented with skill the new genre tHat
was touched by V.V.S. Iyer—namely the short story.

Thus we find that he had a wide variety of talefts
and interests, and was able to communicate them to his

1. wugliyemy 2. Deepam. June 70, p. 72.
3. e&mwasr 4. Deepam, Dec,’72, p.34.




The Background Influences 11

readers through various media - short stories, novels, bio-
grapbies, auto-biography, essays, articles, criticisms, and drama
in a simple style full of humour and iromy. Perhaps this
wide range of interests accounts for his not concentrating
upon any particular field.

1.3.3. Active politician and social reformer: In his
life, Kalki was actively engaged ia politics and social
reforms. He was directly involved in the various move-
~ments of India’s freedom-struggle, and had tbe privilege of
being in prison with great leaders and politicians as acco-
unted in his very short auto-biography Mundru Msatha-k-
kadunkaval ! (three-months rigorous imprisonment). This in-
terest in politics—Kalki’s active participation in India’s revolt
for freedom—is clearly revealed in most of his plots aad
"occasionally in the characters and settings of his stories:
We can'quote such instances:-

a)  The commeat he gives in. the end of the story,
- “Idintha Kottai’ :2

““The devil! Could he not have confessed the truth at-
least{ with me? If only he had done so, I would have saved
“him by telling, ‘My foolish boy—Love, affection and all such
noosense would last merely for three days. If you would
sacrifice your life for the noble cause of saving your nation,
atleast then, you would have really achieved something.”

b) The introducing of foreigners as minor characters
in the stories Madathevan Sunai Ejamana Visuvasam, 3
Lianjam Vangathavan, * Rangadurkkam Raja ° and Vaire
k(othimm;
|

7L eapsroy wr5s SORETD 2. @5 GsrleoL
| TQWLTeT 65T & 4., QEFFD GUFM ST GaUsT
5‘& JRI&GSITSSD [Iror
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c) His choice of conflict in the following stories -

Tookkw Thandanai' where the main character is por-
trayed as being mistaken for an energetic youth of extremist
principles engaged in anti-British activities and unjustly sen-
tenced to death by a ‘loyal servant’ of the British Empire-

Rangoon Mappilli > where the telling medium is a
Rangoon-returned Indian who narrates the pathetic story of a
atriot.

Thippiditha Kudicatkal, ® where the characters are nomi-
nees for the Panchayat Board Election ;

d) The setting in the stories: Zamindar Makan and
Rangoon Mappillat where the plots occur in bombed areas
and the characters are evacquees returning to their motherland
amidst great confusion and troubles.

e) The characters in Governor Vijayam*—two big in
dividuals in a village, craving for the atiention and recogni-
tion of British officials and the conferring of the ¢Bagdur
Titles upon them for being very loyal to the British.

Srikanthan Punarjenmam,> where the heroine is dis-
appointed with the hero who is unable to withstand the hard-
ships of fighting for independence ;

‘Vaira Mcthiram” where the minor characters includ
- people from the high society circle, affected and showy, try %
ing to imitate the customs of the British ; ; ql
persanal

All these are undeniable proofs of how his
life and attitudes moulded his stories.

1. gré&@s saw g 2. grigmer wridertr |
3. SURSF GFSHET 4, seieri elguwib t
S, UB&TEG6r L6 66T .

i
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1.4. A Ciritic

Kalki was also a good critic himself. H2 had definite
notions of his own about theme, plot, characters and langu-
age in short fiction ; and he had expressed them in! some of
his articles. They throw light upon his own practice of the
art. An uunderstanding of his theories wquld help us to app-

reciate his works.

1.4.1. Kalki’s theory of the art of short fiction: In
the preface to the collection of Vinthan's! short stories,
‘Mullai-k-kodiyal’,2 he writes, ‘it had been the practics
in Tamilnad for along time to write short and long fiction
about one particular caste alone. The writers as well as read-
ers belonged to that group - namely Brahmins. Hence, stories
were written about them, and the style was Brahminic Tamil.
But, once the readers from other castes also increased in
number, then arose the complaint about the language used in
stories. Thereafter, stoties were written about other castes
also. However when the author happened to bs a Brahmin,
the descriptions were naturally not very appropriate. Even if
the author takes much pains to write in a typical non-Brah-
min setting in pure non-Brahmin Tamil, yet, ar times, mis-
takes such as the exclamation ‘Ata Rabana’? -peculiar to
Brahmins and alien to other castes - occur, and protrude gla-

rifngly in the eyes of the critics.

i

scAnother dapger was also there. In a story, there are
bound to be good as well as bad people. Whatever was
'v&i‘ftitlen ridiculing the Brahmins — Some times it was portrayed
tjat a character (a Brahmin), with his head shaven, was taken
igk a procession mounted on a donkey - nobody objected to
it. But, If any such thing against other castes were written,
aé controversy definitely arose. Hence, even non-Brahmin
v;{ritcrs wrote only about Brahmins, leaving alone other castes.

1{1. &l 15 5 6ot 2. @psv%vé G HTIQWIMET 3. YL grUED
!

|
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“¢All these things are desds of the past. Nowadays, the
p-oblem of caste is almost dead in the field of Tamil liter-
ture. The situation has come 1o the stage wherein one could
write fearlessly about any caste. At this stage, the modern
renaissant writers ccme to light. They have started writing
about the poor labourers of this country, following the Wes-
tern writers.

‘*Leaving the Mirasdar, Thasildar, I.C.S. officers and
advocates, they have begun considering the poor peasant, the
mill labourer, rickshawala and the porter as their heroes. But,
with whatever sympathy and artistic talent they write, the
stories, in spite of being good in other respects, fail to ring
true to the readers.

*‘Opne who is unaccustomed to manual labour writing
about the labourer; and one who has never trodden on dust
writing about the troubles of peasamts, can write only senti-
mentally about them. Those stories may even possess all the
good aspects of a short story; yet, they would never have
that unique communion of heart that is the result of genuine
communication.

“In order to write stories that reflect the truth, writers
must rise from the poor and the Ilabourers; and, their
writings should posses the essential artistry, too.

‘‘Modern men of ambition and great literary genii state
that only such stories that could deeply stir the minds of the
r aders are true literature. If 4t s true, then there 1is no

doubt that Vinthan’s stories are good. ,
!

His style is simple but powerful. He does not trouble
the rteaders with incomprehensible old terms of the Sani}<am
Literature, or with the meaningless and merely pedantic
renaissant Tamil. Neither does he tries the patience of the
readers with rhyming words in every sentence and in every
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~

line; nor does he irritate them by wusing the unreadable slang,
under the pretext of writing ‘colloquial spoken tongue’. He
uses a simple style, with the sole intention of making his
writing understood by the readers.”

These views, expressed by Kalki, in a critical review of
one of his contemporary’s short fiction, reveal his attitude
towards the mastery of that form. His ideas, we learn from
the above review, are

1) Fiction, a common means of epjoyment to all,
should have po restriction whatsoever in the choice of
characters or theme.

2) the language should neither be highly pedantic and
thereby puzzling to the ordinary reading mass; nor should it
come down to the level of slang words and colloquial language.
As William Hazlitt points out in his illuminating essay on
prose style, it should be a ‘familiar style’; used with the
sole purpose of making the author’s ideas understood by

the readers.

3) as Jame Austen did, writers should have first-

hand knowledge of the materials they are handling - be it a
mere description of nature or the characters and situation-

4) the stories should ring true to the readers.
In |other words, they should pessess the essential ‘illusion of
reality’ that is responsible for the dream that readers enjoy

while reading fiction, and

J

! 5) the themes should be light and optimistic, reflec-
ting the brighter side of Man and Nature (this is latent in
thc{ big ‘if’ he puts while quoting the views of those whom

he has termed as ‘modern ambitious men and literary genii’).
t \
1.4.2. The application of his theories in his works: These
th?ories have greatly influenced his practice of art. His
characters, as it would be seen under the headings
)
I
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«Characters and Characterisation’, belong to many differ-
ant castes and positions in life, possible in the worid of
fiction. People belonging to various social levels appear in
his stories — the poor peasant addicted to drink, the wealthy
mirasdar of 1he village, a newly appointed young and
enthusiastic overseer, an old or retired I[.A.S. Officer; an
innocent suburban gi1l, a sophisticated and highly educated
lady. Since as we learn from his personal life, he had the
opportunity to move with people of all walks of life, it 1s
no wonder that he depicts them convincingly in his plots.
They are indeed true to life.

His language is an easy flow of the familiar and stan-
dard dialect of Tamilnad that could be understood without
effort by people throughout the region of Tamil speakers.
As it would be seen under the heading ‘Language and Style’,
his is a ‘manipravala’ style—a mixture of Tamil, English and
Sanskrit. However, the ratio of mixing has a logic of its
own, and one could boldly say that he has adopted a style
highly suitable for Tamil short fiction - appealing to the
common man and at the same time not uanpleasant to the
cholars.

That he wrote omly about those things which he knew
well, is very clear, because his stories are natural and un-
affected, Also, as we see from his personal life, we undefr-
stand that though he had spent much of his life in cities
moving among high society people, his early life had been
spent in the village. It may be surprising to believe that lhe
comes from a family of village Karnams and he has aljjo
passed the examipnation held for selection for the post of
Karnam.! This explains to some extent his access to tile
intricate workings of a village panchayat. He speaks quite

1 Information received while talking with ‘Sunda’—the auth}r_
of Kalki’s biography entitled ‘Ponmiyin Puthalvar’ Gwreirsufludsdr
L S6b6ult) ’ |
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assuringly about Karpam, Thasildar and all village officials
" Thus we find, as he has implied in his review of Vianthan’s
short fiction, that he has written only about what he
thorou'ghly, knew. He had thus produced stories displaying
great illusion of reality. ' :

1. 5. Kalki’s personality : Apart from his views about
the art of short fiction, his personality also has had an
influence on his creations.

For instance, we understand that in his opinion, love at
first sight common among the youth, is foolishness. Love, which
is generally the topic of interest of most stories, the point on
emphasis in most themes, the centre of conflict in several plots, in
short,the axis around which most of the stories revolve, appears in
Kalki’s stories too. Also, we find his ‘characters are ready to
sacrifice their lives for the sake of love. Yet-whenever he
gets a chance to speak a word in the form of an'/“aside’
he expresses his low opinion of love at first sight.

. The influence of his personality over his art'is so great
thai at times it even mars the effect of the stories--as it would
be ween ; later while analysing the intrusion of the: author’s
personality in the sphere of the short story.

Kalki never hid himself behind his work. He always
preferred coming to the front, addressing the readers now and
then, commenting on characters, the turn of plot ‘etc
than receding to the background to let the story unfold
itself’ gradually. Some of his views,he expresses bluntly; some
arg\'hidden,under comments; some are spoken by his mouth-
piects who appear as characters in his stories.

. This habit of Kalki - of revealing himself in his stories
reminds us of the remark: *“It sometimes happens that 'thé
auth‘{or’g views on |, beauty, life or sjmilar subjecls‘ make a
stropger impression in his short stories than in his. novels. The
,-ligbi of his sensibility is not falling, as in novel, with the

|
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same strengths on a irregular surface, with the result that the
contours appear far more sharply etched in light and shade”. !

1.6. Kalki’s role in the development of Tamil short
stories

The quality worthy of appreciation ia Kalki is that
be did not stop with criticising the growing art ' of
short fiction, but, as a journalist actively engaged in writing
he suggested ways and means of improving the genre in
Tamil and demonstrated them, too. =

In the ninteen thirtees, a few who engaged themselves
in reading western literature, joined together and formed a
circle with the intention of exchanging their views, enjoyment
and appreciation of good literature. The circle gradually
widened and T. K. Chidambaranatha Mudaliyar headed the list.
Kalki had an important place in the circle. 2 Since he never
stopped learring things, and since it was his custom to prac-
tise what he learnt, he obviously tried various methods to
introduee into Tamil what he epjoyed in foreign literature.
Fortunately, he was a journalist and possessed two powerful
means—his pen and his jouraal. .,

For the betterment of Tamil fiction as well as to increase
the sales of his magazine, he made his writings highly intar-
esting. He tried every new means to popularise Tamil SHport
Fiction. One of the means he adopted for that purpose Wvas
the conducting of short story contests in ‘Ananda Vikatfan’
He announced a weekly prize of Rs. 50/- for the best shiort
story published in his journal.

Thus, we find him doing everything humanly possihie
for the betterment of his jourmal and consequently for {the
improvement of the art of writing short fiction. These
attempts prove his interest in the art, and as it will be seen
resulted in his mastery of the art that led him to sucgess

and recognition in the field of Tamil short fiction during his
period. §

1. Junzo Shuno, The Kenyan Review, No. 126, Issue 4, IVol
xxxi, 1969,p. 95 -

2. Introduction by T.K.C. to Kalki’s book Kanawyaliyin
Kanavu, p.7 ‘ ,




Chapter 2

fheme

2.1. The role of theme in fiction

The artist recreates a reality and presents itto us
in a fashion in which we see its essence clearly. This essence
of reality is the theme of any Art.

. In music, the word -theme’ means, ‘a short tune which
is repeated, expanded etc.’! In literature, theme is the idea
which the author wants tec communicate, it is the life-giving
nuclgus around which other substances revolve; in fiction, it
is the pallavi 2 of the song—the very soul of it.

{ It would be interesting to note here that in Greek
mytl*Lology, themis is the goddess of Law and Equity.?
From this, perhaps, can be deduced that in Literature, theme is
the g'evclatiou or presentation of fundamental laws—natural or
ethical.

[ All arts in a way, embody and express the obser-
vatikm of artists. Any observation unaided by reflection wor
ol
IEEE—The Concise Ozford Dictionary of Current English, F

{ Edition Revised, 1956.
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be sterile though presented in art form. Even the imitative
theory of art includes the notion that art should give us
pot only pleasare, but also insight into the nature of reality.

Hence, theme is an essential aspect of any art, and
particularly in short story which aims at singleness of effect.

2.2. Kalki’s attitude arnd "approach to fiction

: Many of the authors, of past and present, explain the theme

of their writings and the stimulus behind them. But Kalki
has not done so in his writings which range from essays
and reviews to biogrophies and fiction. g :

The fact that Kalki has not expressly stated aphiloso-
phy of his own, does not mean that he has no point of
view. We can apply to Kalki what Charles Morgan has
remarked about Thomas Hardy, ‘‘He stood on a hill top
and from it surveyed experlcnce and it was .his own hill-top..
He was not inconsistent in the sense of being w1thout dis-
tidct individuality, he was not forever blown hither and
thither by the opinions of others........ He preserved his
integrity, guarded his individuality, looked out from his own:
hill-top. But bhe did not look only North or only South or
East. or west. He did mot fix upoa a favourite view [and.
say,“‘This‘is truth there is no other.’’ He surveyed | the,
whole landscape of experience with what eyes he had and
said to us: “Look: what do you see with your diffelrent.
eyes"” And we looked, and though we did not see whati he
had seen, see saw what we had not seen before and m ght
never have seen but for his visionary flash.””!

What is it then, Kalki enables the readers to
‘“Ideally he enables them, looking out from the pointl of
view of their own 1nd1v1dualmcs to see their own experie\nce

S a llght of Truth,—in a llght not the. llght for there {are
i : :

“e Writer and His world, First Edition. Reprint, 1961, p.J13..
“d. : f
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A 3 Kalkl s themes

2.3.1. Socml ‘reforms :  The entire lot .of stories’ in
the collectlon entitled Bankar Vinayaka Rao advocate pro-

Among them, C'hmnatham’nyu,m, Thirudarkalum?®, is

hlbmon.
the vices of mankind appear as

an allegory where all
characters. Ubptouchability is condemned in Visha Manthiram?.

Kamalavm Kalyanam and Subathirayin' Sakstharan, speak:
of the necessity of abolition of child marriage. and allowance
of widow-remarriage. In  Kadithamum *Kanneerum?, the
readers arec made to realyse the ‘necessity - of women’s edu-
cation. Thanthaiium Makanum?® speaks: highty of the value
of patriotism, the pressing' need of the pre- independence days.

2.3.9. Greatness of love : Kalki has written a number
is the dominant theme.: Orrai Roja.
Thanthai,  Madathevan  Sunai
Katharakkallan®, Vaira Mothiram, Bavani, B.4.,B.L'", Ranga-
durkkam Raja, Kaithiyin Prarthanai8, EnDeivam ?,,
S.S. Menaka 1°, Tiruvalunthur Sivakkolunthu't, and ‘Natakakari'?,
are stories whxch deal w1th fove, ‘the obstacles in its path and,

its ultimate triumph.

of stories whcre Jlove’
Mayilaikkalai,” -~ Malathiyin

2. 3. 3. Character revelations : Kalki has written also a_

ew stories where superficially, we find a humorous presenta-
tion : of certain incidents that are apparently = meauingless
However, on closer study, one is surprised to find the sub-,
tle way in which the stories reveal, by implication, the pecu-
liarities of human mind and conduct. Puli Raja,'®, No. 888,

{
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Vasthaluw Venu !, Engal Ur Sangeethappotti 2, Ithu Enna Sork-
Fkam 3, Veedu Thedum Padalam ¢, Theeppiditha Kudicaikal,
Cinimak Kathai®, Governor Vijayam, Tharkolai,® Kanai-
yaliyin  Kanavu, Srikanthan  Punarjenmam, and Idintha
Kottai are cases in point. The last three stories treat of ado-
lescent foolishness that attaches much and undue signifi-
cance to what it mistakenly 1magines as genuine love.
Tharkolai, most beautifully asserts the justification for
living. The confidence— that -is_recessary to try to overcome
Fate by human efforts, is the theme of the story. Governor
Vijgayam is another excellent humorous piece that has deep
meaning. The nature of man’s ambitions, and his efforts to
gain recognition in the eyes of high officials are finely stres-
sed with great subtlety, and brilliant touches of humour.
Theeppiditha  Kudicatkal is an indirect attack on politicians
ridiculing -their ways of winning votes from the public through
preplanned activities which are made to appear accidental. Veedu
Thedum Padalam, is apparently an account of a person’s
efforts to find a house for rent. Bat the twist the author
gives to the story turns it into a Warning against the presence
of parasites in society. KEngal Ur Sangeethappotti ridicules
the ways in which prizes are given. Kalki emphasises the
irony of how upworthy people get unduly honoured by in-
ferior judges whose drawbacks are unknown to others.
Vasthathu  Venu subtly  explains  the superiority | of
mental intelligence over physical stamina. Ithu Enna Sorkkam
beautifully brings out the fact that achievement of a goal
often falls short of the expectations of the man who craves

for it. }

Thus we find that Kalki’s stories, though primatily
meant for entertainment, do possess a significance. They
convey the author’s understanding of life and human natufre.

_ !
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They deal with themes which have great relevance not only
to a section = of society, but mankind in general.

2 4 Ethical value of Kalki’s themss

2.4.1. optimism : Quite often we fmd people apprecna-
ting or decrying an author for his selection of a particular
theme. There are certain authoritarians who demand that
art be moral by portraying what is accepted as good by
religion and society. Tney would have fiction describe only
the optimistic or bright aspects of our everyday world.

On the other hand, we find also the extremely contrary
views among critics. Some hold that truth is a bigher quality
than beautyQ The merely beautiful in art seems petty to
them. Since life does not consist of only the beautiful, art
which is a reflection of life should depict not merely the
be autiful.

It is true that only natural laws could be universal and
that ethical laws at best can only be relative. What is good
in one place, at one time, may not be such at other places
and at other times. Even in the case of an individual, we
find differences of opinion, at different levels of age, education
or culture. |

As far as Literature is concerned, any subject would be
suitable for. artistic representation. The artist is at liberty to
choose his subject. In fact he should be allowed to do so
" SINCS, restriction or impositicn of any kind may lead to arti-

ficin',y Art is full and beautiful only when it is unrestric-
ted Thhe artist should not be denied the choice which Nature
if he is to be as natural and beautiful as Nature
he is imitating.

Nchrtheless, since literature has great influence over
the |jives of individuals it would be better to be careful
choice of themes. If we analyse Kalki's tbemes, we

find ghat they are of an optimistic and sublimating nature.
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Trigedies that depict the fall of ¢good’ are very rare in
Kalk’s writings and even in the few  occurrences, the fall
is due to the weakness inberent in the character. Cynicism and
pessimism do pot touch even the periphery of Kalki’s
thematic circle. :

2.4.2. Universalily : Besides being optimistic, great
or true literature is universal in its outlook.

For instarice we may cite Maupassant’s The Necklace.
The story is about the vanity of women that leads to self-
destruction- The story has universal appeal as it is appli-
cable to all, irrespective of nation, colour, race, or religion.
Though Maupassant “tells the story of a particular woman.
the derived fact is applicable to maunkind in general.

A story with a Jocal or limited theme may win
appreciation for its manner of presentation or other excell-
ence. But it can never win wider appreciation, as the theme
will be of interest only for a select few.

It is intercsting to note in this context, that Art, which
is in a way a *‘particularization” - the point of view of a single
man from his own angle - is appreciated best when it has
universality. ' ;

Most of Kalki’s stories are local in ~colour - depicting
problems of his days - political, social or ‘ethical.- For in-
stance, his stories in the collection ‘Bankar Vinayaka Rae’
ddvocate prohibition which is indeed a npoble theme. Some
of his stories deal with problems such as women’s education
equality of women, patriotism, the vice of early marriage
etc. Though these were the !burning problems of his ¢ Iy,
they have lost their intensity now and . they are nowi; read
only for other reasons than for their thematic value.

But there are stories like Governor Vijayam, 'iﬂhich
operate on a wider area of interest. Their appeal is Bf a
universal nature. They present factors common to all \hum-
anity — like the craving for recognition in society. !

{
1
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2.5. Aesthetic value of Kalki’s expression of themes

There are several modes in which an author may express his
theme. They could be classified under two main categories,
i. e., explicitness and implicitness. = An author may state his
theme frankly, in clear terms. Sometimes it may be suggested
in the title itself, or repeated in fthe story at frequent intervals.
Some authors give an additional emphasis to this, by setting
aside a whole paragraph exclusively for explaining the signi-
ficance of the theme. This may sometimes deny the reader
the thrill of discovering the significance of the theme by
himself. As Nancy Hale expresses her experience, ““What I
mean by meaoing, what [ look for in a short story, is the
reverberation of significance beyond the matters immediately
under observation. 1 want to be able to look up from the
end of a story and then slowly, as what I have read sifts
down, to have the flower of relevance open for me.”’ !
Anyone would agree that ‘do it yourself’ jobs, though clumsy
at times, give fuller enjoyment than getting objects ready-
made.

Value of suggestion in Short Fiction : When the
theme is merely suggested, and not explicity stated, it acts
as a sort of stimulant to the reader. It gives the reader the
freedom to ruminate over the significance of the theme, and
analyse its relevance to his own life or to the conditions of
society.

ianger of obscurity : Nevertheless, the technique of
suggestion should not be carried too far. Abstract painting
may ~'sim superiority over other kinds in its iofinite sugges-
tivent , but it can impress only a sslect few. Art, it must
be rem&mbered, cannot be confined to a limited circle. 1t
ceases tp be art if the circle of enjoyment is very limited.
Art is }falso for enjoyment of the many.

1. The Realities of Fiction, 1963, Macmillan & Co., Ltd,
Lq(ndon, p. 129,

)
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As Nancy Hale observes “ There are some who prefer
not to know what they mean. They may even consider it
glamorous not to know. But clarity is the best principle. It
is pot at all an easy thing to achieve. Clarity is not ' obvi-
ousness. If one’s subject and one’s meaning are subtle, then,
to express them with clarity is, ipso facto, subtle too. It
1S not a good idea when good writers attempt to be subtle
about what is obvious, or when they are obscure, if it
is possible, by whatever toil, to be lucid.’”’ ! Hence, limited
suggestibility has its due merit in Art. An author can be
suggestive and stimulating, but not at the risk of being
vague, clusive or obscure.

2.5.1. Ewplicit statement of themes in Kalki’s stories

In Titling : Some of Kalki’s titles themselves suggest
the themes as we find in the case of, Pudu Owverseer?,
Vasthatu Venu, Ithu Enna Sorkkam, Saradaiyin Thanithiram,
Kamalavin  Kalyanam, Governor Vijayam, Tharkolai® and
Paladaintha  Bangala.*

However, as it would be seen under the heading,
‘Titling’, some of the titles some times do not refer directly
to the theme or tbe main idea of the story. Very often
the theme is suggested through subtle indirection.

For instance, let us consider the title Vasthatu Venu.
The story is about a man, who took great pride in his
physical strength and who used it to suit his own whims
ard fancies; who had his own way in the world, kven if
it meant putting an end to those who crossed hig path.
The story goes on to illustrate how his pride was [shattered -
by a man of great mental strength and patience. 4

The conflict of the story is between physical | irength
and mental courage; between might and right; betwg en mus-

cles and justice. Ultimately the mind wins over th‘)e merely
physical.

1. Ibid. p. 131 2. 18 QuiFdwi 3
3. 500&r% \ 4. urpeL 55 LII'E'MSWIT\
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Still Kalki has chosen the physical as the title. The
adjunct *Vasthatu’ hints at the irony and gives additional
emphasis to the theme that stresses the superiority of intelli-
gence over mere brute strength.

Expressed  through plots: In some of Kalki’s stories, the
themes have been stated explicitly through the plots themselves.
In Visha Manthiram, for instance, a - highly orthodox
Hindu is made to realise that contrary to the -existing belief
the presence of an untouchable does not in any way spoil the
power of his craft - to cure people bitten by poisonous insects.
Similarly, the stories in the collection ‘Bankar Vinayaka Rao’
suggest the significance of themes like prohibition through
the manipulation of plot.

Author’s explanalion : Tn some cases, Kalki himself turns a
‘preacher and conveys the main significance of the theme through
a narrator or acharacter. For instance, in Onpathu Kuls
‘Nilam,! we understand the theme while listening to Seenivasam
Pillai’s® son’s remark: “After all they are our relatives. What
does it matter even if they have illegally taken possession of
this small piece of land? This dual has resulted in waste of
money, and has also created an enmity between us.”’

2.5.2. Implicitress. To the great epjoyment of his
readers, there are a number of stories where the themes
are implied in the action and characterisation. In  Thookku
thandanat and Lanjam Vankathevan, Kalki implies, how
fear comes as Yama in the lives of the dishonest and
‘unscrupulous ~cowards. The story Thunthaiyum Makanum
on the surface refers to the valie of loyalty to the
sovereign. The story is set in the period of the great
Maharashtra Warrior and King, Veera Sivaji. However, as
Bharathiyar has done in his Panchali Sapadam, Kalki bas
-indirectly pointed out the need for patriotism among Indian
people in the then-prevailing circumstances. The story
implicitly is a call for participation in the freedom struggle.

l. qsrugi gyl peb 2. FaflureFn Kerdar
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Ejamana Visuvasam, beautifully brings out the irony of fate,
in the typical O.Henry style. Mohan dismisses the office
watchman, plotting to set fire to the office building and
claim the insvrance money, to make good the loss incurred
in business. How could he have expected so much fidelity
from his watchman as to come for duty even after he had
been unreasonably, unexpectedly and callously thrown out of
his job? Yes, the unbelievably sincere Veerasamy, now the
self-appointed honorary watchman in charge, patrolliug the
office building as usual in the night, unwittingly shatters
his master’s plans by calling for the help of the fire-service,

thus saving the property.

Kalki’s skill lies in his techoique of bringing out the
irony of fate through sheer suggestion. In a manner gene-
rally unusual to him and found only in some of his stories,
he has expressed his thems through suggestion in an adora-
ble way, which blends brevity and entertainment. Similarly,
in Kadithamum Kanneerum, the importance of women’s edu-
cation is stressed through the ill-fated hfe of Sawvithre who
is made to lead a life of frustration merely because of her
inability to read a simple letter written by an enthusias-
tic young man who comes forward to marry her, then
a young widow. Left on her own to decide her future,
she gets educated later and spends her life as the head of an
institution of social wark. Instead of melodramatically relating
her story from the beginning, which would have spoiled the
effect of suggestion. Kalki makes the end the starting point
for his story and portrays Savithri as calmly relating her
past, thus taking the reader back to her early years. This is
a very modern and effective technique.

Apother story where Kalki has expressed his theme
very subtly is, Tharkolai. Jagannathan ! tries to commit suicide
by thowing himself before the train, since he is ashamed of
his inability to pass the B.A. degree examination even in
the third attempt. He realises the foolishness of his decision

1. @s5ETs67
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and recognises the importance of living - the urge needed to
succeed in man’s struggle for existence through thick aad
thin-when he meets another person arriving at the same place
with the same motive but for a different reason. The other
person has passed in the examination, but is suffering because
of unemployment. This strange meeting stimulates their think-
ing and gives them a new courage to face life. Theyboth
decide to jointly start a concern and ‘try, try and succeed’
in life. The beauty lies in the fact that Kalki has not resor-
ted to sermoanizing or soliloauy to drive home the basic
idea.

Nevertheless, Kalki who has expressed his themes either
explicity or implicitly, and who has been subtle and sugges-
tive in a few of his stimulating stories, has digressed

in a bandful of stroies.

2.5.3. Digressions : Kamalavin Kalyanam is a story
which demands, through the emotive and suggestive presenta-
tion of the story’s incidents, abolition of the injustice of
elderly widowers marrying young girls, and the consequent
sufferings. But, this theme with contemporary appeal 1is
presented in a fashion that permits plenty of digressions.
People who read the story would surely evjoy the humorous
comments and sudden twists the plot takes.

Similarly in Puli Raja, the author’s effort to make
the episode fantastically humorous, throws into shadow the
main issue and fails to throw light on the intended signifi-
cance of the story.

9.5.4. COrossing the line-mark : Subathirayin Sakotharan
is a story that resembles Kamalavin Kalyanam in many res-
pects. One cannot deny that the author has stressed his
idea ‘well in this story, which speaks of the futile attempts
of a loving brother who tries twice to stop the marriage of
his sister with a very elderly man. It would have been a
good story, but for Kalki’s introducing another idea also
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into it. The author has not stopped with pleading for the
abolition of the practice of elderly widowers marrying young
girls. He has also inserted the most forward view of widow
remarriage, towards the end of the story. The attempts of
the girl’s brother - Subathirayin Sakotharan, after whom the
story has been titled - fail both the times and the unfortunate
girl is doomed to marry the old man. But the brother, who
fails to stop the marriage, succeeds in not letting the old
man live with his sister. She becomes a widow and he is
sent to a lunatic asylum. However, his friead fulfils his
desire and marries the young window - the still fresh fragrant
flower of morning, pure and laughing in the rays of sun.

2.5.5. Arriving at the wrong coast : One is surprised at
and appreciative of P. S. Ramaiya’s remark! about Kalki’s story
Ciranjeevik Kathai,? in his review of the Manikkodi period,
which shows how highly he praises its artistic value. Though
a modern critic he is like the Sankam poets who pever failed
to appreciate and sing in praise of another poet’s talents;
But one wonders whether Ramaiya’s verdict could be accep-
ted in toto. ]

Kalki starts writing a story about a man who decides
to lead a new life of strict regularity and discipline. A re-
tired man, with.a whole day’s leisure at his disposal he
plans every minute of the days to come. With all good
intention, he resolutely begins his morning exercises. Oa
realising that he has planned far beyond his abilities, he
stops in the middle and decides on a less strenuous exercise
of a mild walk along the beach. The story could have very
well stopped there. Then atleast the story would have
humorously served to point out mankind’s habitual failure in
carrying out the new year or any other special day’s resolu-
tions which usually do not progress even half-the-way. But
instead, tbe story ends depicting salt-satyagraha, an event
utterly unrelated to the story.

1.. Deepam, Qct., 70, 'p. 18, 2. Ay Ealssms



Theme : 31

One dare notassume that in this story Kalki has tried
to covertly point out the mob that gathers unintentionally in
the. footsteps of a leader since. that would be an insult to
the movement as well as the persods involved in it. The
ending mars the essential unity of effect.

Another defect of Kalki is his not carrying out fully
what he very often promises. For instance the story No. 888
begins with the author, promising to deal with three things.
But the promise is not carried out. The story is about a
person who, tempted by his dream, tries to get at a hidden
treasure which he thinks is located inside a well. In his
covetousness to acquire it without the knowledge of even his
peighbour he tries singlehandedly digging the earth. The story
ends with his getting imprisoned for the charge of counter-
feiting currencies. What connection does this story have with
Kalki’s remark in the very beginning of thestory?: I have
considered establishing three ideas. They are: (1) Desire
pever goes unfulfilled; (2) Astrological predictments ars sure
to happen; (3) In ‘Kali Yuga’,- I do not know of other
eras - one cannot ascertain that good people would reap good
and the bad would suffer.”

2. 6. Educative value of Kalki’s themes

The imitative, expressive and affective theories of Literature
spring from three different notions of Art respectively.

1. The artist presents experience and is not a tea-
cher.

2. He presents experience and is a teacher incidentally,
and

3. The artist is essentially a reformer.

Since we have already seen that a critic should recog-
nise the author’s freedom in the choice of themes, we
could safely conclude that presentation of an ideal is the
purpose of writing a thematic story and, the understanding
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of it by the readers is the desired effect. Nothing else could
be expected of a short story. :

As Morgan beautifully and elaborately discusses, ‘‘A-
story is not a moral agent ; it is sot an educational agent ,“
and people who praise tbe drama as educational, are prai-
sing it for accidents, not for its essence ; nor 1s Art, as
'he later Tolstoy argued, an agent of utility. A great story
is an imaginative flux and that is all.”

It is true that truth, either moral or intellectual,
Ought to bes the ultimate end of a work. Yet, if communi-
cation of pleasure seems to be Kalki’s immediate purpose,
that will only distinguish the character of the author and
not the class to which the work belongs.

1- Quoted in The writer and His World, p.98
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CHAPTER 3

;Plot

3.1. What is plot

The term ‘plot’ designates the chain of events in a
story and the principle which knits them together ip a cause-
effect relationship. In every story, things must happen, and_r
in a certain order, and it .is the order which distinguishes
one kind of plot from another.

In other words, the mere facts of the story in the
chronological order-as when the reader tells what the story
is about to his friend - is the content or the subject matter,
whereas their arrangement in order of author’s presentation
in order to achieve the desired effect, is the plot.!

3.2 Basis of plot :Conflict

Fiction is too large a subject to be seen in. the same
fashion by different minds, but there is one point on which
nearly all studies -are agreed. Conflict = is its perennial
theme; almost every story centres around some scruggle
internal or external. 1 ‘-

1. Theory of Literature. Rene Wellek And Austin Warren,
P, 140
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Actually, there are omly two sources of drama, on
being man’s relation to his environment and the other bzing
man’s relation to man. The first exhausts itself since
the author must keep searching for some other new eaviron-
mepnt; Whereas the second is inexhaustible in that man’s rel-
ationship to man is infinite in its variations. <‘Somebody
has well said (that) to set the maximum desires of a character
at maximum intensity against maximum opposition results in
maximum drama.’’!

The plot, it is obvious, need not necessarily be limited to
physical conflict. There may be mental conflict between forces of
good fand evil; or it may occur within the mind of a single
person, the forces for good opposing those of evil within his
own temperament.

Plot, trap and dramatic conflict mean more or less the
same thing, the only difference being that trap grows out of
plot or conflict. Trap is the factor that is responsible for
creating reader-interest. The main character is confronted by
a seemingly insoluble situation, caused by the opposing force-
the villain, by impulses within himself or by outward circvms-
tances beyond his coatrol. He is trapped and apparently
canpot extricate himself, trapped by a love he does not want
or cannot get; by a life he cannot change, by a habit etc ,
This creates suspense in the reader’s mind and makes
him follow with interest and anxiously await to know, the
outcome of the plot which is gradually developed to a climax.
The usual stages in the story pattern while the plot is deve-
loped are, the situation, deadlock, denouement,  rising action,
catastrophe and falling action. The outcome of the plot
decides the effect - whether it is a comedy or tragedy. ;

3.3, Conflict in Kalki’s Stories

Kalki has employed both the types of conflicts in his
stories. Man versus environment in Rangadurkkam Raja,’

1. The Short Story, Kempton, p.30
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Onpathu Kuli Nilam,! Arasur Panchayat ® etc., and man versus
man in Thappili Cup,® Lanjam Vangathavan, Thookku Than-
danai, etc. It needs pointing out that the latter type is more
in number and superb in excellence of execution. Play of

fate and chance also intervene in Kalki’s coaflicts as it would
be seen later in this chapter.

33.1. Nature of Conflicts: Modern writings con-
sist of revelation of ths fact that ‘good’ is not always good
and vicz versa: and in demonstrating that our accepted cus-
toms and behaviour in. modern society are not necessarily
either good or correct. In other words, the modern writer
often discards the traditional plot pattern of good as opposed
to evil; of hero as opposed to villain. Kalki too, mostly
aims at and produces often hopeful realism. Nevertheless, his
characterisation does not follow the traditional lines since the
hero-villain extremities are absent in his stories.

3.3.2. Moments of Conflicts: Regarding the choice of
conflict, it is to be noted in this context that selection of
a particular event in the life of characters - the selection of
the moment of conflict — also decides the success of the
author’s presentation of it, through the key-hole of his wri-

tings. Speaking of moments, one cannot help (but) thinking

of Kumaran Asan,* for his selection of a wonderful moment

in the life of Sita, the main character of the epic Ramayana®
to write his famous work upon the Sinthakulam of SitaS.
Sita is mpearing her life’s end. She has lived a life of glory
and joy, as well as of sorrow and sufferings. She has been
immersed in the devoted, pure love of bher husband Rama,
but she has also had to endure the tidings of suspicion.

1. gsrug GU pOD 2. QU&T UEGEFILS G
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Poets wrote of her uarivalled beauty and glorified her chas-
tity; but people. spoke of her stay at Lanka and questioned
her purity, Kumaran Asan has chosen a moment when she
is alone in her hermit’s cottage. She has ample time to
reflect about and over the past. She tearfully thinks of her
life full of ups and downs. What a wonderful moment for
a poet to capture in his mind. ‘Emotions recollected in
tranquility’, pour out of his pen with great intensity.

Such a choice of moment is also seen in Pudumaippithan’s
story Sapa Vimochanam!'. He has chosen a moment in the
life of the puranic characters - Gauthama® and Akalikai®, that
single moment, with all its impacts of the past, reflection
' of the present and vncertainty ef future. The puranic and
epic writers were satisfied with Rama’s granting sapa vimochanam
to Akalikai. To them, the problem was over once the wrong
was set right by patient endurement under the curse. But
whoever thought about the after-effects? Though a saint,
yet, Gauthama is a human being with feelings as strong as
apny ordinary man. Though Akulikai has proved her innocence
and purity to the world, and has also endured a severe
punishment for an unfortunate happenirig that was beyond
her comprehension while it occurred, yet, could they continue
to live normally as before as if nothing bas happened in
their married life? How much mental adjustment is needed?
How much sympathetic understanding is essential? How much
patience is wanted to bear the intolerable sight of the
accusingly - pointing fingers of other women who almost
‘always fail to uaderstand the misfortune of their own sex?
How mwuch . moral courage is nseded to begin  everything
once again? What would be the reactions of Gauthama
and Akalikay to each other? How would the society
welcome such a reunion? What are the obstacles that

1. srueiGuresrid 2,056 5 weir
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.could come in, their way?— All these problems are pos:d
before her, and Pudumaippithan has chosen this moment in
their life — a moment never thought of in his style by any-
body during all these centuries through which the story has
passed and remained.

Kalki’s choice of moments are entirely different. Local
in colour and setting, they are universal only in their impli-
cations. Moments of adventure, pathos, humour, and fall of
idealism are his choice.

3.4. Construction of plot in Kalki’s stories

Despite the fact that the component elements of fic-
r‘tion are all present in some degree in every story, oOne wri-
ter may choose in a particular story to emphasize the charac-
ters and to minimize theme or plot: another writer may pre-
fer habitually to give stronger emphasis to plot than to the
characters ; and so on through endless variations. This vari-
ation in emphasis iS one of the deciding factors in the con-
struction of plot. Hence, an analysis of plot should begin
" with finding out the factor of emphasis in the story.

3. 4. 1. Classification of Story Interests : Many attempts
have been made to classify story mateiial on the basis of
the patterns in which it can be used or the effects which it
~can be made to produce. ‘The story of dramatic incident’,
‘the love story’, ‘the humorous story’, ‘the psychological
story’ and ‘character sketches’ are the classifications used in
Professor Benjamin A. Heydrick’s little collection of ‘Types
of the Short Story’!. These are based not only on kinds of
material but also on ways they can be used. Similarly in
Mr. J. Berg Essenwein’s ‘Writing the Short Story'? we find
short story divisions based on “types of humanity’’, ‘‘moral

"l v Quoted:. by T H. Usel in Narrative Technique,
pp. 98, 99
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ature’’, ° occup ations’’, “locality’’, ““wonder”, “‘social classes’’
and “emotion”. Here we have fundamental classifications
of subject matter mingled with story patterns and effects.

Based upon the fact that all emotional effects can be
put under four heads according to the materials from which
they derive, Uzzel suggests the following divisions :

Emphasis on character (Story of characterisation)
Emphasis on an event (Plot story)
Emphasis on setting (Atmosphere story)

Emphasis on a general truth (Thematic story)

Being economical as well as exhaustive, this classifica-
tion has been followed in the presentation of this thesis.
This chapter attempts an analysis of Kalki's plots with a
view to finding out whether he has succeeded in . emphasizing
th: desired effect through the construction of his plots.

3. 4. 1. The Thematic Stories : A thematic story ‘says some-
thing’ ; it not only entertains the reader but alse influences
his conduct and his ideas about life. The - difficulty with
the thematic story is that it is a story with an idea and
not all writers have ideas! Most writers, indeed, see life as
pictures and not as problems. Their reactions, in other words,
are emotional and not philosophic, and a certain philosophi-
cal turn of mind ijs indispensable for success in this type
of story.

No doubt Kalki had definite views regarding problems
and this is evident through his comments on characters, turos
of events and plot - endings. His mode of talking directly
with the readers adds more to the revelation of his
visws. Also, as it could be seen in the chapter on ‘Theme’
Kalki’s stories are definitely thematic in the sense that they
do have some significance - they carry some idea of the
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author about life, its problems and the people, to be con
veyed to the public. But Kalki’s intention of creation
is centered mostly in interesting presentation of plot and charac-
ters. His stories are thematic not because of any deliberate
care and effort on the author’s part but because of his in-
nate talent for writing fiction that automatically turned his
writings purposeful, with a meaning and significance to be
conveyed to the world of the reading public. Hence, it is
no wonder that themes are present in his stories but mostly

pushed to the background for the benefit of plot and charac-
terisation.

Selection and Suggestion : The stories which Kalki consciously
and deliberately wrote to present a theme are those in which
he advocates prohibition. and a few more. In the construc-
tion of plot of these stories, Kalki has been very careful to
select those - and only those - events, that are essential and
related to the point of emphasis in the story.

Omalkkutti Mudaliyar,' the here of ¢Deivani’,? struggles
to come up in life just in order to make himself suitable
for Deivanai. He opens a toddy shop. Deivanai’s father him-
self falls a prey to the habit of drinking, and dies leaving
his second wife and children without a penny. Omakkuit;
hesitates a while to shoulder the responsibility. Nevertheless,
his love wins and he decides to marry Deivanai. But, when
he learns the fact that Deivanait too is addicted to toddy,
his love tuins into disgust. He forgets her.

Kalki’s aim in writing this story is to poiat out the
consequences of addiction to alcoholic drinks. He does not
care about the love story of Omakkutti Mudaliyar. Hence, he
developes the plot and ends it without any serious complica-
tions or twist of events. The revelation of Deivanai’s weak-

1. guisely wgdwri, 2. QFuiaru.
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ness comes as a surprise and shock—but there ends the story
without any further development. The ead is all the -more
emphatic since it makss the readers reflect pityingly about
the ‘could-have-been’ of the love story, but for Deivanai’ g
weakness. Even the practical Omakkutti Mudaliyar decides
to marry the girl of his dreams and get entangied in the res”
ponsibility accompanying her; but even the seniimental and
loving Omakkutti Mudaliyar refuses to share his life with
the very same person if she is a drunkard. The unnecessary
burden of two more souls in his family is not as disgusting
to him as the mere sight of a drunkard is. A true “and no’
ble love that is strong enough to withstand the hammering
of poverty and responsibility, is shattersd to pieces and gra-
dually ceases, by the thin stream of alcohol. What a wonder-
ful way to emphasise the destructive nature of the habit of
drinking? What a stimulating manner to end the plot of an
otherwise ordinary love story, into a story that gives room
for speculation? =

It is not the ending alope but thz entire story that
has been handled wonderfully by the author. The author has
not digressed at any point in the story. He does not even
care to mtroduce or individualize the members in Deivanai’s
family. The protagoinst Omakkutti Mudaliyar alone gets the
needed cttention. Thus, the plot has been handled with
great sel_ec;tidn and suggestion and results in unity of idea
and effect.

Govindanum Veerappanum ' is socther story thaf
advocates prohibition, but in a different way. Govindan and
Veerappan, both work in the same factory and earn the same
wages Govindan brings home the entire sum intact -and
spends it shrewdly. Neither a miser nor a spendthrift, he is
happy and content, and able to even save a ‘little. - Veerap-
pan goes straight to the toddy shop on the weekly wages

1. Gosrelsssyb efyiusmyb.
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day and retarns home with a meagre amount. His wife
quarrels with him and he beats her. Their little boy also
suffers and they spend the days starving and quarrelling:
The author does not give long sermons on the after-effzcts
and consequences of drinking; he has merely portrayed two
strikingly contrastive pictures—a “home sweet home’ of peace
and happiness, and a ruined cottage that is nearing destruc-
tion. The reason for the difference is made obvious not 1in
words but through the plot itself. The story consists more
of dialogue than of author’s explanatory words. :

The only objection that could be raised is the present-
tation of the ‘too goond’ and <“the too bad® in the plot.
Life is not a bed of roses; nor is it full of thorns and
twigs. If perfect happiness is impossible under any circums-
tance, equally impossible is a state of utter dejection perva-
ding all through the days. Life is full cf wups and downs
where one can only expect for maximum possible happiness
even under the most favourable circumstances, and one is
bound to get the natural consequences of abnoxious character
even under the least controllable circumstances. Even with
all the good nature of Govindan and his wife, and the happy
home .atmosphere of affection and playfulness, one’s life is
bound to have tides and ebbs; Even with all the weaknesses
of Veerappan and his wife, vone can be surprised at Nature’s
mercy in sprinkling a few drops of the scent of happiness
over them. Life cannot be as uniformly happy as we see
in Govindan’s Life; nor can it be as monotonously sorrowful as
in the other’s life. The pendulam of normalcy has to be
oscillating if the balance of life is to function properly. How-
ever, one does not expect actual reality in fiction but only

au illusion of reality. Also, plausible imagination extended

up to the limit of tolerable exaggeration 1is an allowance
given willingly by the teaders to the writers, in order to take
them into a dreamland. Moreover, if the clouds of reality
would spoil the brightness of the stars of poetic truth, the
fiction writer is at libsrty and evea obliged to wipe them
away in order to get the proper, clear background.
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The intention of the author in the story of Govindan
and Veerappan is to point out the differences in their normal
daily - day activities due to the differences 1o their babits.
The drunkard only spoils his life whereas the other per-
son leads a peaceful life. This 1s the poiat that the author {
wants to emphasise. He has chosen to present a single day’s
activities in order to bring out the coptrast. When the stage
is set and the curtains are raised no wonder we sse a per-
fectly rehearsed drama. Neot that the actors are ever as perfect
in their lives, only ¢hat they do their best when they are before
an audieoce. A ‘model day’ bhas been presented and
the reader, fully aware of the possible ups and downs, is satisfied
with the illusion of reality. Life, by itself, has its own problems
which can affect anyone’s home life; but drunkards lower
even the normal standard. That is the point of emphasis in
the story. Hence, Kalki cannot be blamed as sentimental,
‘jdealistic or romantic on the grounds of his presentation of
perfect happiness’” and ‘irrevocable drudgery’s His subject
needs such treatment - a presentation of the extremes - in
order to emphasize the point. The author hss suceeeded im
expressing his view precisely and clearly, untarnished by
questions of reality. His ecomomy in words, selection of
incidents, and suggeanon of the iheme——all result 1a 2 good
thematic story. :

It is really surprising that Kalki's approach is perfect
in matters of economy and precision, whenever he chooses fcé
be so. It is to be regretted that he did not intend 1o write more
number of thematic stories. Hisstay at Tiruchengodu Gandhi
Ashram! and Lis involvement in the political and social problemé
of his days’ India has resulted in these thematic stories which
he wrote, we learn from the preface, while his stay at
Gandhi Ashram and published in the journal Vzmochcmam2
edited by Rajaji.® All bis thematic stories are good from the

point of view of emphasis. L
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3.4 2 Character stories : “Thare are three kinds of audi-
ences ; thinkers, who desmand characterisation; women who
demand passion; and the mob who demand  action.” ! Kalki
who has wri‘ten many stories of passion and action, and who
has shown great interest in his characters and their characteri-
sation, his written only a haindful of stories of characteri-
sation - even less than his thematic stories.

Dramatisation of wnigue characters: Stories in which the
effect depends upon characterisation are character stories. There
are several ways of revealing character in short fiction. One is
by subjecting it to the supreme dramatic test and that is
the most powerful of the methods of characterisation..

For instance, let us analyse Kalki's character story,
“Pudu  Overseer’.2 The effect to be made in thatstory (which
is obvious from the outcome of the plot) is, thrill at seemg'
the character win in struggle for his ideals. The conflict is
between the hero’s desire to live idyllic literary life of high
ideals and the environment that forces him to reconcile with
the materialistic and p:actical world. The initial complication
arises even when Samlandum® argues with his uncle, and
challenges to adhere to his principles, come what may. It
develops when he is actually empleyed as an overseer in a village
that is ‘ruled’ by Udaiyar®. [t reaches a climax when Sambandam
refuses to accept bribery from Udaiyar and turns blind towards
his iliegal and amoral activities. The crucial situation ends
tragically wben materialism wins with the help of false and
fake evidences. Though the main character fails (o win in
worldly life, vet he is definitely successful in carrying out
his challeage. The main character -trait—his resolute devotion
to truth, honesty aud integfity-—is beautifully brought .
out by the outcorze of the climax. Udaiyar’s = change .

1. Vaclor ,H‘ugo quoted by Uzzel in Narrative Technique, P.218
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of ‘miad and ths consequent material gain in Samhandam’s life
only p'roves, the author’s natural bent for writing happy
endings. The story really ends with Sambandam’s standing
fast to his ideals even at ths cost of his job and security
in life. The development is unnecessary and only we akens
the emphasis on character. Idealistic men need not necessa-
rily and always be glorified for their convictions. It is not
so in actual life. Their thriving in life is occasional ; their
success is mostly accidental ; their glorificalion 1is often de-
pendent more upon other influential and practical reasons
than upon their integrity. Hence, the author need
not have followsd the traditional pattern of ending a story
that revolves around a change in one of the characters, with
material gain to the man of principle. However, as it is
pointed out in the chapter on <‘Characters and Characteri-

sation’ the reason given for the change in Udatya~’s charac-.

ter is quite acceptable and the characterisation thereby turns

subtle and realistic.

Revelation of inner -self: Another type will be the
revelation of the true self of the main character. Nothing
is truer of humdn beings than the fact that they are not
what they seem. Speech seems to be used more to conceal
than to reveal the real motives of our acts. Srikanthan Punar-
jenmam, is an example of this typs of story The main
character poses as a true lover and a patriotic, but when the
occasion demands patience and courage—when he meets a
crisis in his life—he exhibits his cowardice. This character is
in sharp contrast with its counterpart, Vasunthara. She is a
widow tortured by her mother-in-law. She is driven
out of her home. She lives with her father. Inspired
by the call of the Indian leaders, she takes part in the
freedom struggle movements. She meets Srikanthan who
is inspired by her enthusiasm. He too fights against the

British rule and both of them get imprisoned. Srikanthan -

comes out first but does not wait for Vasunthara who, on

G A
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being released from the prison, comes hopsfully to meet him
and start a new life. To her great disappointment she learns
that on the very same day he is getting married to a girl
less than thirteen years old, at Pondicherry. She bursts into
tears and decides to Jead a secluded life in a ‘Seva Ashramam’'.’
Her hopes are extinguished, and in the ashes Srikanthan’s
character is distinguished. ' :

While this type of character story reveals character,
it is not dramatic revelation; the reader is impressed not so
much by sharing the character’s experience, as - he does in
the dramatic story, as by the surprising truth of the reve-
lation and by the ironic incongruity involved ia it.

Presentation of a consistent act of violation : Still another
way in which a character may be effectively revealed in a
narrative is by an act which is a consistent violation of some
law or custom which society has ordained for its preserva-
tion The impressiveness of this type of character - revelation
lies not in the surprise but in the shock deriving from
another pattern of incongruity. The character acts in vio-
lation, not of what he was thought to be but of some law
or custom whose observance is deeply embedded in the con-
sciousness and habits of the mass of his fellow citizens,
among them the reader, too. The classical example of this
type of story is Merimee’s famous story, ‘Mateo Falcone’
which recounts the killing of a son by his father for | dis-
obeying the corican law of hospitality. To the readers, who
do not share the father's devotion to this custom, but regard
the protective love of a father for a son as a foundation
of society itself, the act is appalling. Ia this shock
and contrast lies the power of such act. Other
examples of this type in Tamil fiction could be had
from the several stories which revolve around § the axis of

1. Geawedgwid
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duty-consciousness. Usually a conflict arises between love
and duty, and the protagonist decides in favour of the latter
at the cost of the former. Nszvertheless, writers inclined!
towarcs romanticism usually relzas: thc hero from .chs trap
without any injury to him  The general pattern in such
stories is to make the hzro achieve both. Kalki has followed
this design in the plot of Thanthaiyum Makanum *

Kesavan, a poor peasant, is grieved when the Nawab
forcefully takes away his pretty wife. Though she preserves
her nprestige by cdomnittiny suicile, yet, he is not
reconciled. He takes an. oath not to remarry; he als)
decides not to give his son in marriage since he doss not :
want to leave his future generation i1+ a nation thst does no
care about its citizesns However. lLis son gets entaagled in
the meshes of 1love. The father and son serve uider Chatra-.
pat}'mf Sivaji 2 Op a day when the circumstantial evidences .
are against the son, the father proves his loyalty by tryine
to kill his own son. The son, however, escapes and the.
father Jearns the next day from Sivaji himself that actually
the son was on an errand, carrying a letter to S@'vaji's'army=
general -and that i1t was such a secretive mission that Thiru-
venkatam, ® the son, could not disclose it even to his father.
Even after learning that his son has preserved th: secret by
escaping at the risk of his life, Kesavan finds fault with him
for having spent the valuable time arguing with his father.
He is of the opinion that Thiruvenkatam ought 'to have un-
hesitatingly killed his own father and left the place for
farrying out the Kking’s mission. Thus the chivalry of the
ather and the shrewdaess of the son are brought out on
the foil of patriotism.

An _average father and son could not have behaved -
the same, under similar circumstances. It takes great strength
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of character to remain loyal to the sovereign at the cost of
his son’s and his own life. :

34.3. Complicatin Stories: Complication interest 18
the basis of one of the four fundamsntal patterns
into which all short story material can be ° classified
It simply means that the reader would be more interested in-
some unique or striking event or twist of fate than in development
of character, atmosphere or theme. It is a narrative whose
single effect results mainly from the dramatic presentation of
some striking event. The central complication when presented
dramatically and with emotional unity, produces the single effect.

Plotting the complication story is much more difficult
and at the same fime a more fascinating task, than plotting
a character — story. It is interesting because it often necess-
itates inventing backwards. With most character stories the
writer has his character in mind, and builds his events up
in chronological order, starting at the beginning of the story.
‘Whereas, with most complication story plots, it is necessary
to begin with the end of the plot and work backwards to
the beginning.

Most of the stories of Kalki — in fact, a major portion
of | them - are complication stoties.  Gandhimathiyin Kathalan,'
Chandramathi, Kaithiyin  Prarthanai, Bavani,, B A.B. L..
Kadithamum Konneerum, Vaira Mothiram, Zamindar Makan,
Mayilaikkalai, Rangadurkkam  Raja,  Katharakkallan, Orrai
‘Roja, DMalathiyin  Thanthai,®? Veenai Bawvani, En Deivam,
Saradaiyin Thanthiram, Kamalavin Kalyanam, No. 888
Puli Raju, Onpathu  Kuli  Nilam, Tharkolai® and 'S.S.
Menaka are examples. i '
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The striking factor in the plots of Kalki's comblication
stories is that] they are never pure complication stories which
would bs devoid] of characrer-interest, and merely expanded
an=cdotes. Kalki alwiys infuses chdracter-interest and situa-
tion—interest in the plots of his complication stories. In
fact, as it is pointed out while dealing with his modes of
characterisation, the onset, development and outcome of his
plots depend upon the character-traits of his characters.

The complications usable in the comblication type of
story are ofcourse of infinite variety. In most of Kalki’s
stories, complications arise out of turn ian events or through

character - traits.

Complication by Character traits: In Pudu Overseer, the char-
acier’s adherence to his ideals;in Police Virunthu',  Kandasamy’s
jeziness and following of short cuts to earn his living; in
Kaithiyin Prarthanai. the illiteracy of the heroine; in Veenai
Bavani® Tiruvclunthur Sivakkolunthu and  Natakakari 2 = the
tnferiority complex and suspicious nature of the main charac-
iers; in Prabala Natcattiram 3 the unadjusting and contrastive
temperaments of the husband and wife, and in Madatthevan
Sunai, the greediaess of th: old mu1, b:zin ta: corllist.

Complication through turn of evenits : In the other com-
plication stories, it is the action that is respoansible for the
onset of conflict — the loss of the bullock in Mayilaikkalai,
the arrival of Sakuntzla in Kuinaiyaliyin Kanavu, the plot
to kidnap the heroine in Chandramathi; the Nawab’s carry-
ing away of Kesavan’s wife in Thanthaiyum Makanum; the
interference of  Umakanthan * in the life of Seshadri ® 1n
Bavani B. A., B. L., the bombing and the consequeat evacuation,
in Zamindar Makan and Rangoon Mappillai, and the hero’s
suicidal attempt in Rangadurkkam Raja.
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O iz nz of plots in complicatinn stories: Surprise Endings
The outcome of most of Kalki’'s plots are happy endings
thoroughly satisfying to the passionate reader who approches
fiction. with an escapist mentality. Among the comedies, most
of the stories have a surprise-endins caused by an unexpected
twist in the events near or at the end of the plot. It is to
be noted in this context that in these surprise ending stories,
We meet only with complication surprise and not wicth charac-
ter surprise. In other words, unexpected changes and shocking
revelation in the character-traits of the main characters are
comparatively rare in Kalki’s stories; only the events are given
a twist to surprise the readers. Another factor thatis worth
mentioning is the comic irony found in these surprise endings.

When Gadothkaja Rao’s' persistence in acquiring  the
haunted house for rent, even after a thrilling adventure
during his nocturnal expedition through its dimly lit rooms
and ‘boltless doors, resalts in his losing it in the hands of
the rent controller ; when Vasthathu Venw’s® unending efforts to
cause trouble to his innocent neighbour, result 1o bestowing
an award of honour upon his rival; when Kandasamy’s® collec-
tion of donation for an imaginary farewell party to a non-
existing polize officer gets into the ‘hands of a real police
officer and is really used for the very same purpose for
which it was collected; when the ‘qualified judges” for music and
dance competitions are found to be respectively partly deaf and
half blind; - all these situations which form the surprise—endings
of the plots in Kalki's complication stories are ironical

and-’ comic.
Tragedies : It is really surprising that Kalki who has

a natural bent towards humour 1s capable of writing tragedies
that pierce the hearts of the readers.
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Srikanthan  Punarjenmam,  Grnthimathiyin  Kathalan,
Veenar Bavani, Kadithamum Kanneeum, Vidhooshakan Chinna-
mudali ' Arasur Panchayat, Deivanai Kethariyin Thayar > and
Governor Vand: % are touching. tragedies in which Fate play.é
cruelly upon the lives of the characters. The stories become
all the more tragic since the tragic ead is met with net
solely by the play of fate but also because of the wecaknesses
in the respective main characters. When the fall occurs due
to their own fault, when their fort of happiness is shattered
by their own temperement; when their lives are spoiled by their
own actions—the sympathy that arises in the readers’ minds i
unfathomable.

Weakness of characters: When Deivanai, Chinnamudali
and Chandrakasan lose their future happiness due to their
addiction to alcohol; when Muthu meets with the accident
that costs his life due to his momentary weakness of giving
up his principle before the tempting words of the village
official, when Gopalasamy * Mudaliyar ruins Bavani’s life and
his own happiness, because of his baseless suspicion; when
Vasunthara is left alene to suffer in disappointment because
of her keeping faith in an unreliable character such as
Srikantharn; whea Ganthimathi ruins the lives of all the three—
busband, her past lover and herself - through her momentary
weakness which but fades soon, one could not but sympa-
thise with these poor souls whose lives have been beautifully
portrayed in the carefully conjctured plots of the respective
stories wherein the author has selected the incidents that
would build'up the emotion and enhance the tragic effect.

Play of Fate: In Veenai Bavani, if only Gopalasamy
had listened to Kandappan’'s % advice, he could have known
" the real motive behind her acceptance to singin a concert soon
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after -the announcement of Gopalasimy’s death in a train  ac-
cident But, Fate has destined not only the failure of their
love but has also so ordained that Bavani’s true love and
loyalty to the Mirasdar should for ever go unrecognised,
Gopalasamy never gets an opportunity to learn the truth. In
Ejamana Viswasam, it 1is the strong hand of Fate that
acts behind the waichman’s loyalty and destroys the plans
of Mokan la_ Arasur Panchayat, we see that despite his
constant and sincere efforts to wipe away the ‘habit of drin-
king from his lfe, Chandrakasan succeeds only in the very
end when he eagerly returns to his mother-land from Singa-
. pore with sweet dreams ‘about his future, only to learn of
his wife’s disappearance from this world, following the foot-
path of her child Thus, we find that Fate plays a heavy
role in Kalki’s tragedies

Play of chance in Kalki’s plots : similar role is played by
‘chance ard accident in Kalki’s stories - not only in tragedies
but in general The single rose adorning the hair-do of
Manoharit falling down without her noticing .it and lying there
unobserved by anyone else, to be picked up by the
hero and  kept safe (Orrai Raja); the  arrival of
Sambandam at the exact moment Wh_,en Udaiyar is attempting
to flood the fields of his enemy by causing a breach in
the bank of the lake (Pudu Overseer); the presence of the
theif at the right moment and place, to bear the beatings
of Vasthathu Venu and help Veerasamy not only to escape from
the possible swelling of his body but also to win an award
for having caught red-handed a thief of marvellous strength
and cunning (Vasthathu Venu) are all examples of Kalki’'s use
‘of chance and accidents for the developmeﬁt of his plots.

3 5. Reurrent elements in Kalki’s plots

Another factor worth mentioning while discussing the
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plots of Kalki is the frequency of occurence of certain factors-
repetition of certain incidents or situations - in his stories.

3.46,1. Rumours : That which stands foremost in number
of occurences is the inclusion of dreams and rumours. In
Pult Raja, a fantastic account aopout the king’s childhood
is given in all seriousness with a simple remark in the
end as to its true nature - that it 18 a rumour. Similarly, in
Paladaintha Bangala,” the shop-keeper relates two entirely
different ghost stories about the same deserted mansion, to two
different people. When he is confronted with the crisis of
happening to meet both of them at the same time and
obliged to give an explanation for his mischievous conduct, he
states still another - a third story - with the remark that he
did not tell the truth first, for fear of incredibility. No doubt,
in this atmosphere story, the rumours help to c¢reate fear,
the desired effect. Yet, the fact that it is rooted in an illusion
and not caused by real circumstances, spoils the mood.

3.5.2. Dreams: Kalki has introduced dreams in Veedu
Thedum  Padalam, Subathiraiyin -Sakotharan, Orrai Roja. and
Kanaiyaliyin Kanavu, and illusions in Lanjam Vangathavan,
Thookkw Thandanai and Governor Vandi. The parson who spends
a whole night ia a haunted house, dreams of several ghosts.
The dreams help only to create an atmosphere and are not
in any way related to the plot of the story. Also, even the
atmosphere is confused since fear and humour are unharmo-
niously mingled. The author has every right to write about
devils, ghosts and angels - only he should present a convincing
picture of them; he should succeed in creating an illusion of
reality. He should either picture them according to the
existing beliefs - the traditional superstitions ~ about them, or
he should cleverly invent a plausible imagination that seemS
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realistivc. In Veedu TFedum Padalam,the author has made
the entire meeting riduculous by the introduction of ghosts
from well-known plays and films in Epglish and  Tamil.

Usually, authors write convincing episodes that appear
like the natural development of coaflict in the plot of the
story, thereby giving the impression that the story is proceeding,
and then suddenly reveal the fact that it is all a mere dream®
In such cases, the dreams are so plausible and so related to
the plot that the readers follow it with great interest and
tension, and the revelation comes as a happy surprise (though
annoying sometimes) that oply adds to the enjoyment of
reading the story. But most of Kalki’s ‘dreams’ are not
even dream-like; they are ridiculous, and- their nature is so
glaringly obvious from the very begining that they spoil the
essential illusion of reality.

The only two exceptions are the dreams that occur in
Kanaiyaliyin Kanavu and Subalhiraiyin Sakotharan. In the for-
mer, Raguraman, ! the nero, dreams of his success over bis friends
and fellow competitors in winning the hands of the Venus
of the village, Sakunthala. The dream is not only plausible
and realistic, but also helps to reveal the character, to create
the necessary atmosphere and to bave a connection with the
forward movement of the plot. The contents of the dream
help all the more to impress the theme - the foolishness of
adolescence in matters of love and marriage — in the readers’
minds. The characters appear true to life even in the dream,
making it all the more appropriate and convincing.

In Subathirayin Sakotharan, the dream is not realijstic
but symbolic of the future events. He dreams that he sails
on a space—ship moving towards the {lunar surface. The moon
is more than hundred times bigger than what is seen from
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the world. His friend Ryjrpopil ' and his sister Sud wthra % arce
accompanying him Suddenly a cyclons starts and the space —ship
stops moving. The travellers see a huge eagle-like bird with the
face of a fox pouncing upon them. Rajagopal leaves his sister under
the care of Thyagu,® aad starts fighting with the hideons
creature. Finally he succeeds in Kkilling it but he
does not join with his sister and friend. Oa the contrary
he changes into an angel and flies up towards heaven. Finally
Subathra and Thyagw are united happily in the bonds of marriage.

This dieam is, no doubt, fantastic. But the symbolism
is wonderful and real. It is quite common for human beings
to dream such symbolic occurrences which can be explained
in terms of future incidents. In this story, Rajagopal, his
sister and Thyagu share the idea of ‘travelling together
throughout their lives (their sailing together in the space
ship); they meet with an obstacle when marriage is settled
between Subathra and Ganapathy Iyer * - an old widower (li)e
arrival of the hideous creature); Rajzgopal kills the bird (he
kills Ganapathy Iyer when all his other efforts to stop the
marriage fail) and flies towards heaven turning into an angel
with wings (he dies after suffering from ill-health and impri-
sonment). Not only the occurrences but even the characters
have been symbolised. We hear Rajagopal referring to
Ganapathy Iyer as fox, and how appropriately the face of the
eagle-like creature appearing in the dream resembles that of
a fox?

Thus Kalki has introduced a symbolic, effective and
convincing dream that adds to the creation of 'atmésp‘hcfc
in the story and also foreshadows <ymbolically ‘the future
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events. Are we not reminded on reading this, of the dreams
of Kannagi' and Kopperunthevi? in Cilappathikaram?3

\ 3.5.3. Illusions : The illusions experienced by Parankusam*
~ the L.A.S. official in Lanjam Vangathavan (meeting the
deity of death), and the judge in Thookku Thandanai (meeting
the prisoners - are very realistic, convincing and properly
motivated. The judge whose mind is terribly vexed over
giving a verdict against th: innocent boy, throwing aside the
alibi suppcrted by such a truthful evidence as that of
Catagopa Acharyar, ° naturally plays havoc and that results in
his death.  The figure of Yama formed by the scot rising
from: the lantern, causes an illusion of having had a con-
versation with him. A : ‘

~ 3.5.4. Journey through the past : H’is plots in Solaimalas
Ilavarasi® Mohinittheevw (a novelette) Idintha Kottai and MayiliVili
Man" are not only fantastic, but also show his love for writing
maginary episodes based unon historical and literary eviden-
es. In 21l these stories the narrator visits the place of his-
ctorical evidence, to listen to a fantastic tale from a person
who claims a long life that extends over centuries and cen-
turies.  The fantastic accounts resemble fairy tales.

Two more factors that receive repetition in the plots
of Kalki’s stories are, the life of artists with freaky tem-
peraments and striking resemblance between two . characters,

3.5.5. Life of Artists ¢+ Tiruvalunthar Sivakkolunthu,
Natakakkarti aod Veenai Bavant - all the three stories are
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based upon the lives of artists. Aiysmpetiai Kandappan !
is involved in ‘all the three plots. Being an artist himself,
Kandappan is no doubt an appropriate telling m:dium who
is  alsoo'd enough to have kmown people of the past whose
jves were full of interesting conflicts cavsed by their own
temperaments. Either an artist or a lover of arts gets
entangled in the love of a girl who is either an artist her-
self or comes from a family of prostitutes. Once the initial
infatuation—the period of mutual love, adoration and respect—
is over, the shark of temperamental difference which was
already present but only hidden by the flood of desire,
brolrudes, above the calm stream of faith and rocks the
vessel of happinsss. Kandappan's efforts to pacify the lover’s
conflicts succeed in Natakakkari and Tiruvalunthur Siva-
Ekolunthu; but fail in Veenai Bavani. 1a all the three
stories the author has employed train and car accidents to
cause important turns in the plot. The idea that is oft-
siressed in Dr. Mu.Va.’s 2 novels, that artists have an un-
reliable temperament and that their lives are bound to wit-
ness aps and downs caused by their own weaknessess, is-
made clear in all the three above mentioned stories.

-3.56. Resemblances © Striking resemblance between cha-

acters. is madz use of ia the conflicts of both the stories - -

Rangadurkkam Raja and Bavani, B.4., B.L. - only the treat
ment is different. -

In Rangadurkkam Raja, the resemblance is made use of

simply for the onset of the conflict. Two characters who

resemble each .other in every respect, fall into the sea on
the same day at the sam: time for different reasons and
trom different ships sailing side by side but bound for
opposite directions. When rescued, an interchange in their
places occurs through accident. The people on board the
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ship naturally mistake Rangarajan for Rangadurkkam Raja
and refuse to coansider his appeals and explanations. After
the initial stage, the resemblance causes no more development
in the plot. Also, the other character does not even appear
in the story and is in no way related te Rangarajan. - The
resemblance is a merz coincidence.

i But, in Bavan: B.A..B.L., the Public Prosecutor Sesha
dhrit and the prisoner Umakanthan® are step-brothers, resemb-
ling each other to such an extent that even the police are’
unable to differentiate between them. Umakanthan appears
very late in the story and the mistaken identity helps to
solve the problem and end the conflict. Seshadri, the jealous
brother_ of vindictive nature, wishing to take revenge upon
his step-brother, changes his mind when he learns that there
is no chance of his winning Bavani’s love, and saves his
brother from prosecution by posing like him and surrendering
to the police. The relationship between the characters, the
nature of the conflict, the role that the resemblance plays
in the two stories - all these make the two stories entirely
different pieces from the point of view of the author’s pur-
pose and the ouicome of the plot.

3. 6. Defective plotiing in Kalki's stories

- The reasons for the defective plotting seen in a mere
handful of his stories are lack of idea, unwanted addi-
tions, cbange of track, double-focussing and undue lengthening
of plot and conflict.

7 3.6.1. Lack of idea : The humorous episode spun  around
the elections - 7'heeppidithea Kudicaikal, - no doubt presents
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a true picture of politicians. But, the plot of the story
is not developed around any definite idea. = It is written simply
as a single man’s attempt to uncover the facts about the
elction stunts. The author has not concentrated upon the
arrangement of events in the story that would build up the
conflict to reveal the sigaificance of the story. Hence, though
endowed with a general theme of character—revelation, yet-
the story suffers from lack of point due to defective plot-
ting,

3.6.2. Unwanted additions : In the story Kaithiyin Prar-
thanai, the story of the prisoner is an unwanted addition
to the main plot. 1t is given merely 10 provide a pretext
for Kailasam’s! entering into the village, that results in his
meeting with the girl be left on the eve of the marriage-
day due to a misunderstanding caused by circumstantial evi-
dences. No other reason than a strong impulse and wish on
the part of Kailasam to revisit the place 1s needed. Is it
not quite natural for any buman being to be tempted to
step into the place that stirs remembrances of pest ? Would
it sound implausible if Kalki had not provided an additional
motive in the form of a prisoner’s request to deliver his
Deepavali presents to his children living there ? The episode
may help for effecting a sentimental background to the story,
but it is not in any way essential for the development of
the plot. 1t only stands as an unwanted addition. But for
Kalki’s talent ip blending the two unobtrusively, the story
might have turned into a flop. As it is, it is glaring only
to the eyes of a critic who starts analysing the plot step
by step.

3.6.3. Change of track : In Siranjeevik Kathai?, as it
has already been pointed out in the chapter on ‘Theme’ the story
changes its direction and ends in a different track which re-
sults in lack of significance in the story.

; 3. 6. 4. Double focus : The complicated plots found in En-
Deivam, Thanthaiyum Makanuwm and Idintha Kottai, are de k
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fective due to double-focussing. In En Deivam, the love story
of ' Ranganayoki, ' and the tragic, sacrificing life of Sambamoor
thy’s? mother Chellam® are two different stories each . having
the potentiality to serve as individual plot on its own. Ranga-
nayaki loves Sambamoorthy but fails to get her parents’ con-
sent since they blame the conduct of his mother. She ret-
orts that she is getting married to the son and is concerned
only about his character. She points out that he cannot be
held responsible for the alleged misconduct of his mother.
This conflict by itself is a full story, reflecting upon society’s
taboos and revealing the strong character of Ranganayaki But
the author has taken  the pains to include the entire
story of his mother, - her husband mairying another woman
without her knowledge and dying suddenly leaving the other
wife and her son penniless, wherein Chellam iotervenes and
promises to the dying second wife to save her child, who is
pnow blaming her for spoiling his happiness through her mis-
conduct. This story is necessary only for the onset of the conflict
and even for that, such an elaborate portrayal of her past life
described with every minute detail is not essential. A mere
mention of the suspiction about her conduct is enough and
if at all the author wants to ciear a doubtful atmosphere
a short explanation regarding thebirth of Sambamoorthy would
have sufficed. Now, as it is, the two stories stand separately

poiling the unity of effect.

in Thanthaiyum Makanum Kesavan’s pledge begins a
conflict. Itis leftin the middle ; another coaflict built around
the Joyalty of the father and son begins, and is developed
to the end. The possible obstacles to the carrying out of
the pledge and the resultant revelation of character-strength
would have made a wonderful plot and it is to be regretted
that the author has missed the chance. The development of
the second conflict forms a separate story by itself.
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In Idintha Kottai, (1) the story of the narrator who
visits the Cenji Fort and listens to a false account of a love-
affair, only to learn later the real facts about it in news-
papers ; (2) the story of Sukumaran' and Malathi* during their
previous six births ; (3) Sukumaran’s version of his story during
this birth and (4) the real story that appears in the news-
papers - all these are combined to form a complicated plot.

To state the story briefly, the narrator of Idiniha
Kottai visits the Cenji Fort ® and meets a man who gives
an uobelievable account of a love - affair that has continued
through more than three centuries. He says that now in the
seventh birth, he is awaiting for the arrival of his lady-love
and that they would get married on that day at midnight.
After two days the narrator reads in the news-papers thata
poor village schoolmaster and the daughter of the ‘wealthiest
man in the village, unable to get the consent of the bride’s
father, have committed suicide at Cenji Hills. This compli-
cated plot of ‘story within story within story’ surpasses the
limitations and scope of short fiction.

3.6.5.  Unnecessary lengthening of plot : In  Pudu
Overseer’’, once Samdandam has proved beyond doubt, his
sincerity and integrity, the conflict ends. But the author has

unnecessarily lengthened the plot (as already mentioned also
in other places in this thesis)

But for these handful of stories wherein we find
defective plotting, all the other stories consist of well-plotted
conflicts whose outcome satisfy the law of cause and effect.

3.7 Plausibility in Kalki’s plotting

While remarking about the plot in short fiction
~ Summers makes the following observation : “The short story
contains deliberately selected details and incidents which may
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leave gap and questions in the reader’s mind.”, ! This state
can be appreciated when it gives room for speculation - when
it is a stimulant. But, when the author’s selection of events
raises questions on the ground of plausibility, the reader’s
willing suspension of disbelief suffers.

In Natakakkari, the real reason behiad the accidental
explosion of the bomb is not given till the end ; in Idintha
Kottai, the readers are left to wonder as to why' did not
the spirit of Malathi roaming around the Cenji Hills, awaiting
for the arrival of Sukwmar during his seventh birth, meet
him on the first day of his wvisiting the place; in No. 888,
the arrival of Venu, along with the police to arrest his father
1iemains unexplained since the author has not anywhere from
the beginning involved him in the story’s events. |

3 .8. Contradicticn

Certain statments in his stories are contradictory.
In Veenai Bavami, we hear the narrator, first saying that
Bavani has written a will leaving all her properties to
Gopalasami’s children. Towards the epd of the story, when
he reveals the contents of Bawani’s letter, he says that Bavani
has left half of her property to Gopalasamy’s children and
half to the temple.

In Idintha  Kottai, the narrator visits the Cenji Hills
on a full moon day, He says that two or three days after
his reaching Madras, he himself began to  doubt . his
experience at the Cenji Fort. He continues to say that
he was reminded of it on reading an account of the happenings
at the Cenji Hills on the full moon day, published in a
corper in the news-papers, released on the evening of the
third day. But the Papers give the account as the happen-
ings of the previous day.

1. Summers R, craft of short Fiction, p.27.
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3.9. Adaptations

Kalki is blamsd as having written a few adaptations
and not having the courtesy to make the proper acknowled-
gement.! To answer this charge, first we have to see whether
he has really written adaptations ; if so, how many, and
which of his stories come into that circle.

Wz read the following remarks of 7.K. Chidambaranatha
Mudaliywvr, in the preface hz has written for the collection
Kanaiyaliyin Kanavu? <‘Among the fifteen stories published
in this book, Paladaintha  Bangala, Mayilaikkalas, Than-
thaiyum Makanuwm and Veira Mothiram -all 1hese four stories-
have adopted the construction of English short stories. To
say that they have followed the construction, only means that
the author has used the frame-work. The drawing is his own.
Shakespeare in Eonglish and Kamban in Tamil are genuine
creative artists possessing real inspiration. The stories which
they adopted were already there; using them as supporters
they have built grear mansions. When the author says that
those four stories are adaptations that is how we should look
st them If we happen to ride in our neighbour’s car, could
we call our experiences as that of the car? Moreover, struc-
ture, plot and techniyue - all these aspects' may add to the
artistry but are not the essentia] elements. Characters and
character-traits are the Iimportant aspects.’’

This statement preves that (1) Kalki did write adap-
tations; (2) four out of the fifteen stories in the collection
Kanaiyaliyin Kanavu ha.vc been considered as adaptations
and (3) Kalki had acknowledged the fact. T.K.C.’s remark
has been quoted only to prove that Kalki had not lacked
the courtesy to ackanowledge when he adapted foreign works.
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Jn this context it needs mentioning that Rangadurkkam

Raja, Bavani, B.A:,B.L. Ejamana Visuvasam and Prabala

Nalchaliram are cases in point where the characters, the

main 1dea, the twist in the plot, the setting-all seem alien.

Even if one leaves the first three since the method of

adaptaing them to Tamil culture is comparatively good, one
cannot set aside the fourth as Kalki’'s own creation.

Temperamental differencss between husband and wife,
being responsible for the onset of a conflict, is not an alien
subject for the world of Tamil fiction. Jeyakanthan’s '
Kokila Enna  Ceythuvittal ?2, Dr.Mu. Va ’s Kari-t-thundu,?
and several others are undepiable proof for the presence
of such a coatroversial theme in Tamil short fiction. Even
Kalki’s own Alai Osa* Sivakamiyin Sapadam® are in a
way based upon the conflicting personalities of the partners.
However, from the beginning till the end, one cannot help
getting the illusion that one is reading a trapslation - not
even adaptation but a literal translation - of Kandekar's ®
work. The history professor immersed in his werk, remaining
deaf to the call of youth and turpning blind to the beauty
~and sweetness of his much-younger-than-him wife; his visiting
sister who under-stands and sympathises but not interfences;
the ‘uncle’ = Paichirajan ™ who swindles the money and
leaves the heroine helpless in the hands of cine-world; - do
these people resemble the husband, sister-in-law and villain
of Tamil short fiction - or Kalki’s characters? Not only the
onset of the conflict but also the development and ending
are typical Kandekar’s writings. Great men may think alike-
but not just in a single case where-in the path is a
deviation from the main line just for a short distance. The
choice of theme and characters, the stcucture of plot, the
treatment of the subject - everything souads ‘unKalkian’ and
resemble in every way, Kandekar. The matter shall rest
there till the spade of concrete proof comes to uproot it.
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Chapter 4

Characters

4,1. The importance of characters in short fiction

The importance of characters in a short story is
stressed reasonably and effectively by M.Elwood. The author
explains that since all Arts aim at creating an emotional reaction
on the part of the beholder, a piece of creative writing is
effective omly as it moves the readsr emotionally, and that
in stories, the basis of all emotional response in the reader
is characterisation. !

The author accepts that plot is important, whether by
plot is meant the sk:leton of a pattern story or the stru-
ctural basis of anycne of a dozen other types of stories,
‘but, only asserts that there is something more important than
plot, something that gives meaning, significance and life to
plot, and that something is, character.

4, 2. Kalki’s Characters '

- Frank 0 Conmior’s thought-provoking statement 2 that there
is no such ‘person as hero in a story but only a representative
of the submerged population in society, seems not to suit
Kalki’s writings. We meet "wtih real, typical characters indi-
vidualised and preserted convincingly.

\

1. Characters Make Your Story, p. 4,
&. The Lonely Voice po 116.
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A short story should consist of real, life-like characters.
This does not mean the presentation of aa exact replica of
a living model which may lower it to the level of
a puppet. Also, it may lessen the essential universality of
the character-traits. It is the attribution of the author of
select characteristics to his characters, that makes them indi-
viduals—unique enough to be worthy of a protagonist, and
at the same time, representing a type in real life, in order
to be convincing. This wonderful combination of commonness
and uniqueness accounts for the presentation of successful
Characters in a short story.

Kalki’s characters are real models in this respect. They
have the needed blend in apt proportion. Oaly rarely do we
stop to wonder at the plausibility or the possibility of exis-
tence of any particulaf character ; seldom do we retreat in
boredom at any glaring commonness in them. Kalki’s characters
are plain everyday folk with an individuality - of their own
to be remembered. And, their presence as main characters
in the respective stories is justified by the extraordinary
power of Kalki’s pen that brings out through the simplest
and bumorous means, the Thirivikrama ! within every Vamana 2.
Thus he successfully carries out the job of establishing the
character as an individual in the reader’s mind, which is of
primary importance. While he does that, we get some defi-
nite views about his characters who come under a general
pattern.

4.2.1. The general paitern : Kalki is branded by critics
as a romantic writer 3. That could be accepted as a fact to
a certain extent. But, as far as his short stories are concer-
ned, he has portrayed "not only sentimental and idealistic
characters, but also highly practical and realistic ones.

1. g ilefsalywer 2. QUFWETET .
3. yeweeng everd, us. 20



66 Kalki’s Short Stories—A Study

It is interesting and worthwhile to pote in this context
that true to life, Kalki has portrayed young men as idealis-
tic, and elderly people as practical, with a bit of cowardice
and policy of non-involvement in affairs of trouble and at
home. For instance, Rangarajan of Rangadurkkam Raja, and
Sambandam of Pudw Overseer insist up to the end, wupon
adhering to their ideals. Sambamoorthi of En Deivam; Ragura-
man of Kanaiyaliyin Kanavu; Krishnan' of Mayilaikkalas,
Sukwmar in ldintha Koitai, and Rajaraman?® in Vaira Mothiram
are sentimental and romantic, and, Kalki has beautifully
shown through them, the foolish infatuation of adolescence
for beauty, love and idealism, that remaios at first deaf to
the voice of experienced elders, but learas at last the facts
of life at the cost of prestige. \

A humorous writer chiefly aiming at entertainment,
Kalki always makes everything light, and portrays the humor-
ous, bright side of every human trait, be it good or bad.
He does not take sides and advocate openly any ideology
of his own. He treats, with a sense of humour and equally
both of them—idealistic as well as practical, romantic as well
as realistic characters.

Among his female characters, we find women surpris-
ingly smart, educated and sophisticated, endowed with wit and
wisdom and able to tackle the problems that face them, as
well as, young girls from suburban areas, full of innocent
love ani enthusiasm to live. Malathi ® in Malathiyin Thanthai®,
Premalotha in  Rangadurkkam Raje and  Sakunthala in
Kanaiyaliyin Kanavu are examples for the former. Poongodi °
in Mayilaikkalai, Chandramathi in the story entitled after her.
and Amirtham® in Arasur Panchayat are examples of the latter;
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Old ladies play no prominent role in most of Kalki’s
stories. The only two exceptions are the characters in En
Deivam and Kethariyin Thayar'. In both these stories, the
mothers become responsible for the conflicts that develop,
and the catastrophe. In all other stories, elders are pushed
to the background; they appear scarcely and only to com-
ment upon the incidents or characters.

Socicty gets an important place in some of  his
stories. We hear comments of people at appropriate places
(Kanaiyaliyin Kanavw) ;  we see them shaping the incidents
of the story (Subathiraiyin  Sakotharan ); -and we listen to
their explanation of the character, situation and mood in
several other stories.

Sometimes, certain characters resemble a few contem-
porary personalities. For imstance, we learn from his short
autobiography on Three wmonths rigorous imprisonment® about
a person who was having in his haods even after a long
lapse of time, the front pages of Hindi Bothini. When we
hear him speak of a similar character in Kamalavin Kalyanam,
(Gopalakrishnon Iyer), naturally we think of them as parallel
characters.

Similarly, it is obvious that he had definite persons
in mind when he wrote about (1) U.P. Ragavachari in
Rangoon Mappillai ; (2) the various Dbigshots who attend
a party in Vaira Mothiram; (3) the two characters who constantly
quarrel with their entirely different views on several issues in the
‘Letters to the Editor’ column ef newspapers, until the
editor announces thatno further discussion would be allowed
and no more letters on the subject would be entertained
for publication; and (4) the elderly man who frames and
preserves the letters written by high officials and political
leaders, to be showan proudly to visitors as  proof of his
cordial relationship with them (Vaira Mothiram) .

l. Gsgriudear grwnri 2. epsTy r5&5 SEMSTOIND
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It is quite possible to probe into the history of
Kalki’s life and enquire about his close friends and relatives,
to find out detailed information about such masked refer-
ences. But, to unearth or unmask them would neither be
of use to anyonme; nor wovld it be doing justice to the
author who, it is obvious from his deliberate concealment
of names, did not wish to reveal their identity. However,
- since in ome of the cases the author himself has revealed
the source, one is justified in revealing his habit of making
such references in  his stories which gain more life through
such ‘living’ portrayals.

4.2.2. Historical Characters : Tt is surprising to note that
Kalki, a reputed historical novelist, had not ventured into
writing many historical short stories. Very few of his stories
are based on historical events or settings. Madathevan Sunai,
Idintha Kottai, Solaimalai Ilavarasi,' Thanthaiyum Makanum, Mayil
Vili Man, and Zamindar Makan  are examples. However,
he had made use of historical characters only to form the
background of the stories.

In Thanthaiyum Makanum the great Maharashtra Emperor
Chatrapathi Sivaji appears. The main characters of the story,
the father and the son, serve under him and prove their
loyalty. However, it is to be regretted that the name of
a very great warrior has been used for a very trivial cause
of providing a mere background for a story.

The presence of the name of as great a soul as Sivaji
in a story, could be justified only if he gets a prominent
role in it, as the main character around whom or whose
family the events are spun; or, atleast the events should be
such, that their plausibility could not be questioned only by
his presence in the story. Supposing a writer spins a story
about a sculptor who took part in the construction of the

1. Gsrtovwdy Qarard
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Taj Mahal, then the name cf the Mogh'ul Emperor, Shah-
Jahan, could occur appropriately in the story, even if he is
pushed into the background, since the name is essential to
create an illusion of reality. But, Sivzji plays no such
part in Thanthaiyum Makanum. Any imaginary name would
have served the purpose.

4.2.3. Abstract Characters : Fear piays such a predominant
role in a few stories that one feels its presence as one of
the main characters as in  Thookku-t-thanlanai, Lanjam
Vangathavan, Ejamana Visuvasam and Veedu Thedum Padalam .
In Thookkust-thandanai, a young boy Thirumalai is imprisoned
in the period of the British rule in India on the charge of
treason. He is alleged to have been engagsd in. acts
of violence. The police bring the evidence of several eye-
witnesses who swear that they actually saw him planting
bombs under the railway lines. Thirumalai also has an alibi.
He swears that at that time, he was engaged in a con-
versation with Catagopa Acharayar a man reputed for his
truthfulness. The judge has complete faith in this evidence.
However, the numerical stcength of the police evidence gets
more weight and the judge is forced to accept it and reject
as falsehood 7Thirumalai’s alibi.

The judge sentences the boy to death, but loses his
peace of mind. On the eve of the day before the sentence
is to be carried out, the judge spends a sleepless night. In
the morning at about 4 O’ clock, Thirumalai comes to his room
and leaves after a small conversation. When the judge reads
in the morning papers that Thirumalai died in prison exactly
at 4 O’ clock on that day, he freezes with fear to think of
his mysterious meeting with the boy. His fear at the possibi-
lity of having coaversed with a ghost kills him, though re- -
ports attribute his death to heart-failure.

In Lanjam Vangathavan, an LA.S. Officer, engaged in
amassing wealth by getting bribery from the public, meets
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~with a crisis when his acts become unbearable to the 'higher
aurhorities who receive endless anonymous petitions against
him. He learns that he is going to be served with an order,
_asking for explanation. Nevertheless, he decides to continue
his way of lhife to reach the target of earning ten lacks (for
which only fifty thousand is lacking), and then to face the
consequences., He is well aware of the fact that atleast in
order to save its own face, the Government would not take
any drastic steps against fhim. At the worst he expects a
suspension order. It would not affect him at all, since heis
going to retire in a few months.

One night when he is calculating his money and think-
ing of his future he imagines he meets ¥Yama, the God of
Death, who has come to take his 1life away. The officer
pleads for an extension of his life but Yama refuses to give
Fim even a few minutes. With the intention to conguer Yama,
Parangusam, the officer, shoots himself to death.

Afterwards, we learn from the statement given by the
Dabethar, that on that night when Parangusam thought he
met Yama, the hurricane light had given out alot of smoke
and that the soot had formed on the wall, the shape of
Yama. We understand that, on seeing it, the officer has had
an illusion and was frightened to death.

42 4. Fantastic Characters : Kalki bas dared to chouse
heaven as his setting in one of his stories. People dead and gone
tfrom this world and are residents in heaven, are the characters.
Two of them were close friends in the world and are now
happry to meet each other in Heaven — a place much coveted

by them while living on Earth, but has proved a centre of
utter boredom after entering it. 4

Even with such a choice of setting and characters, of
which nobody knows anything for certain aund anybody

couid question the plausibility, Kalki has managed to sound
realistic. :
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Other fantastic characters occur ia Mayil vili Man,
Puli Raja, Karirulil Oru Minnal, Kailasamayyar Kabara'
Rangoon Mappillai, Veedw Thedum Padalam, Idintha Koftat and
Solaimalai Ilavarasi.

Mayil Vili Man, Idintha Kottai, and Solaimalai Ilavarasi
more or less resemble each other in plot, setting and
characters. As Kalki had the habit ef launching sarcastic attacks
on other writers if and when he did not approve of their ways
and means, it is to be doubted as to whether Kalki wrote
those stories to mock at Pudumaippitthan’s works such as
Brahma Rakshus?, Kapatapuram® etc. Though we are not
certain about the facts concerning these stories, yet as far
as the equally ridiculous story Ciranjeevik Kathai is concerned,
there is no doubt that Kalki wrote it to point out
sarcastically, the habit of ‘Manikkodi’ editors - of selecting
each issue’s best story and calling it as ‘Ciranjeevik Kathai.*.
Kalki's argument was how could one decide upon the
immortality of a work of Art even before it was recognised
by the reading public as good. Time should decide the value of
anything. Hence, instead of a caustic remark which he never
liked to make, he has expressed himself sarcastically in the
form of a story.

4.3. Character Types : Active Characlers

Most of Kalki’s characters are active. They determine
what is to happen next and seem to control even the accidents.
In such cases the opening of the story itself would establish
the hero’s goal and hint at some alternatives. ° And, the
central figure will either guide his fortunes safely through the
crisis (as we see in Rangadurkkam Raja, En Deivam,
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Natakakkari, Madatthevan Sunai, Pudu Ouverseer, Malathiyin
Thanthai etc .... . .) s or will shape the events ironically to
bring about his misery Or destruction (as in Veenai Bavani,

Ejamana Visuwvasam Lamnjam Vangathavan etc ....).

Among the active heroes, in some of them we notice
a change in attitude occurring towards the end of the story-
the respective main characters in Rangadurkkam Raja, Pudu
Overseer and Natakakkar: are examples. Such characters could
be called dynamic characters while, no such change occurs
in the case of other characters who could be called static
characters. In both the cases, the characters are active -
no doubt, but in one case, the character undergoes a change-
and is potentially dynamic whereas in the other, the events
move while the characters remain the same. Rangarajan
completely changes his attitude tewards life and womenp, and
is thus not only active but also dynamic; whereas Samba -
moorthy undergoes no such chapge and thus remains static,

(En Deivam) .

Passive Characters : In contrast to these ‘active’
heroes, some of Kalki’s characters are ‘passive’, in the sense
that their actions do not propel the story’s movement. As,
T.4. Stroud makes it clear, to these characters, ‘all episodes
appear as accidents; the events (in these stories) can no
longer be linked as cause and effzct. Instead, they seem to
be introduced to ‘disturb the emotional balance of the central
character and thus to facilitate a certain kind of change in.
him. In such stories, the hero moves from ignorance to
knowledge about himself or others, even though what he
comes to ‘know’ may be manifestly false. Since initially he
has no goal except some vague desire to be happy or secure,
he obviously will not determine what is to happen next or
do anything more than react to the situations as they arise’!

1. Ibid p.121
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Lakshmi in Saradatyin Thanthiram who goes crying to her
sister who solves the problem by tactfully giving a more
or less psychotherapic treatment to Lakshmi’s husband;
Ganapathirama Sastrikal ! in Kamalavin Kalyanam who, from the
beginning to the end, takes no decision of himself but yields
easily to the suggestions and threats of others; the narrator
in ‘Chandramathi’ who is simply an observor of the incid-
ents; the hero in Orrat Roja who watches with fear, astonish-
ment, curiosity and hope, the actions and reactions of the
heroine; Rajaraman in Vaira Mothiram who is dragged by the
current of love and ardour in the eyes of his lady-love—all
these pecople are excellent cxamples for the presence of
passive characters in Kalki’s stories.

4.4 Characterisation

‘The only subject - that is inexhaustible is Man’ -
remarked Maugham.? Man is an interesting subject to be
studied and presented ia  fiction. But depicting him in
stories is not an easy job since as Bliss [Perry explains in
his Study of Prose Fiction, ‘‘Short story writicg calls for
visual imagination of a high order; the power to see the
object; to penetrate through its essential mpature; and to
_select the one characteristic trait by which it may § be re-
presented. A npovelist informs the readers, of what his
characters look like; and, if he does not succeed in making
them real, they have a hundred other opportunities, before
the novel ends; whereas. the short story writer has but the
one chance. Hence. there is a mnecessity for restriction in
choice and presentation of character3. i !

In an article in Lippincett’s called, The Phifosophy of
the short story and later pablished in book form, Brander-
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Matthews had made a statement so widely quoted that it
needs mentioning here:

“A short story deals with a single character, a single
event, a single emotion or the series of emotions called
fourth by 2 single situation (and is thus distinguished from
the story which is merely short)’’

This proves that in short story writing, there can be
no development of character. The most that can be done is
to peel off an outer skin or mask, by means of an ioci-
dent or two, in order to reveal that which is inside. The
character will not change his spots; there is neither time
nor place for it in short fiction. Once development comes
in, it increases a writer's task enormously and only a tew
can surmount the difficulties.

Kalki  has not ventured into developing a character in
most of his stories. Even in the very few stories where a
change in character occurs, (as in the case of Rangarajan in
Rangadurkkam Raja, Udaiyar in Pudu Owverseer; and in the
attitude of all the characters in Onpathu Kuli Nilam, the
author has been careful to present the change as the axis
around which the story is |{spun and not as a development
of character.

44.1, Naming : The naming of characters in short fiction
is far more important than one realises,”” 2 remarks Summers,
and continues to explain its importance and value. He says
that although in real life people’s names may be entirely out
of keeping with their dispositions or temperaments, yet, in
the fictional world, a character is already half-characterised
by the name he is given. He points out the habit of writers
who sometimes deliberately employ names for people who are

1. Quoted by Kempton, p. 65.
2. The Craft of Short Fiction p. 101,
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just the opposite of what the names mean and then gradually
break down the connotation of the name. He warns against
the temptation of giving a character an ordinary name-probably
the very first that springs to the writer’s mind.

Whetber by design or accident, Kalki has chosen simple,
appropriate names for his charactérs. Also, there is another
remarkable thing about Kalki’s method of naming. In about
sixty stories he has  written, more than two hundred
characters occur. Among them, appropriate to the art of short
fiction, Kalki has selected those wno need no special reference
in the story and has left them out of his naming list. He
has not cared to name the very insignificant, minor characters
who are there merely to create an atmosphere, effect an
illusion of reality and are passive observers or listeners - mere
passers - by. Naming them for naming’s sake would not be
right. Kalki has cleverly omitted such an unnecessary element,
thus avoiding confusion that could have possibly resulted
frcom too many names in every story.

It is also surprising that repetitions are rare. Thiscould
be proved by even a mere superficial observance of the list
given below. The ,Jist would also reveal the fact that true
to life, Kalki adds to the names of his characters, the names
of their respective native places, castes and occupations. He
has also used pet-names, nick names, titles etc. ‘

Caste Names : Seshadri Reddiar, Gopalaswamy Mudaliyar,
Vyagrapadae Sastrikal, Kaécapeswam Mudaliyar, Kailasam Iyer,
Ashtothram Iyengar, Appadurai Iyer, Veeranna Pillai, Periasamy
Pillai; Sadaiyappa Mudaliyar. Sambandam Pillei, Govindarajs
Udaiyar, Varaham Iyengar: Veerasamy Pillai, Krishna Konar,
Perumal Konar, Omakkuits Mudaliyar, Appukkutte Mudaliyar....,

Names of Native Places: Aiyempettat Kandappan, Poontho
¢tam Bavani, Koolippatti Zamindar Kavadi Pillai, Tiruvalunthur
Sivakkolunthu........... g ; '
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Titles and Pet-names : Kabali Sundaram lIyer, Abohi
Anandaraman, Vaikundachariyar, Sojji Sulochana: Vidooshakan
Cinnamudali, Diwan Bagdoor Ashtothram Jyengar, Rao Bag-

door Vyagrapada Sastrikal, Diwan Bagdoor Kaccapeswaran,
Anaikutts Mudali.

‘Occupations: Zamindar Kavadi Pilla.,, Raja Prithvisingh,
Dabedar Chinna Kesavalu, Murugappa Kangani, Thalaiyars
Muthu. :

Names of Women Characters : Premalatha, Malathi, Bavani
Renganayaki, Chellammal, Ammulu, Mrs. Lona Dutt, Sulochana,
Seethalakshimii Ammal, Thangam, Janaki Ammal, Manohari,
Mangammal, Poongodi, Amirtham.

Other names: Kesavan, Venu, Muthu, Rangarajan, Singaram.

Thus we find that Kalki’s portrayal of characters has
a serious beginning ever from the naming—a minor detail
which needs minute attention if an author wants to pay
equal attention to all the aspects of characterisation and
create the much desired eftect, by suggesting the variety of
~all the aspects.

4.4.2. Physical Description : Physical description of cha-
racters is very rarely found in Kalki’s stories. And, there
are merely a handful of places where we get a very brief
and to-the- point description of the characters. Ia Idintha
Kotiai, the telling medium of the story is visiting the
Cenji Fort where he meets a young man. ““He was a young.
man, sophisticatedly dressed in Veshti and Jibba. He had
his hair cropped handsomely. His face was pretty. He app-
eared to be intelligent, too, ” 'is the description given by
the author. ; ;

1. wu%vé srr, us. 64
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\ Theie are also stories in which Kalki does not care to
speak a single word about the appearance of his major or
minor characters. If one thinks of the pains he takes to
describe as vividly as possible, the minds of his characters
and the setting of the stories, one is bound to come to the
conclusion that he does not intend to imprint his characters’
physical attributes on his readers’ minds. He 1is concerned
more with the portrayal of their minds, and it should be
accepted that Kalki’s approach in this respect is highly pra-
ctical and conducive to produce the necessary effect, since
the characters of a story stay in our minds more by their
attitudes and reactions to the events thau by their physical
attributes.

4.5. Modes of Characterisation

The nature of even the simplest man is too complex
to be presented effectively and convincingly in its entirety,
even in a book. The wise writer uses all the mechanics and
all the art at his command, to create the illusion of reality
with a few charactertraits, while at the same time satisfying
the reader’s instinctive demand for the orderly procedure of
cause and effect to a logical, dramatic and satisfying con-
clusion. :

4:51. Author’s Bxplanation : Rangarajan, the hero of
Rangadurkkam Raja, iS portrayed as a man of impulses.
Kalki does not speak of his falling into the sea as a pre-
meditated act. ‘The young man was admiring the calm sea, the
full moon, the broad sky and the uncountable stars. Ae
that time he gets an idea in his mind and it tures into a
decision quite soon’! This is how Kalki writes about th
incident of his hero’s jumping into the sea from the deck
of the ship on which he has been travelling.

I, wugtvgErr, U&. 19
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After this first incident of the story’s plot, Kalki takes
great pains to elaborately discuss the character of Rangarajan
rom early childhood. Though a long explanation, yet, it
helps to understand his behaviour on board the ship and
fmakes his action on impulse, urquestionable on the grounds
of plausibility, In other words thes detailed characterisation
satisfies the law of cause and effect.

4.5.2. Through speech and dialogue : Next to author’s
explanation of his characters, the characterisation in Kalki's
stories is done mainly through speech and dialogue of
the characters. This is explained and illustrated under the
heading *Speech and Dialogue’.

4.5 3. Through suggestions : As_ Sean O’ Faolain re-
marks, ‘“Characterisation 1is something that can be no more
than assumed in a short story. If onme looks for a detailed
characterisation, one finds only puppets, oue does not there-
fore look for it - another tacit agreement between author
and reader. Insiead, we are given further hieroglyphics. We
may, for example, be given a situation which always exposes
some temperament or character; or conversation, if bright
enough, teveals it; or gestures which express it, by which I
do not mean that pz=ople make gestures - they are gestures,
that and no more.”’! There are several suggestive means
of revealing character.

Through action and reaction : Mangammal ?, wife of
Vasthathu Venu, exhibits the curiosity so very natural and be-
coming to women of any age, when she stands watching at
the door step, the arrival of new tenants to the neighbouring
house. They arrive in a cart with all their bags and bagga-
ges; and smart and neatly dressed, sweet-looking children of
theirs. Mangammal does not even care to reply to her husband’s
call 2s he 1s seated before the plate in the course of his lunch,
waiting for pickles.

1. Sean o’ Faolain, The Short Story, p. 199
2. WEGHDWTST
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It would be interesting to make a comparative note here
of the character Nagu! in Kamalambal Charithiram> by Rajam
Iyer'*’. Women seem to take such rights for granted. They
are not afraid of their husbands, when it comes to such
‘trivial matters’, especially when the occasion demands al
their attention, promising to satisfy their curiosity.

Another predominant feeling ia JMangammal’s character
is, her innate jealousy. She could not bear to see any other
woman enjoying life with more material comferts than what
she has. What other justification she has to find fault with
the new neighbours for having twe cartful load of cots,
mattresses, chairs, trunks, instrument boxes and other things?
What is wrong if the children wore frocks? All these natural
things annoy her unreasonably. Thus, Kalki has brought out
her curiosity and jealousy through her reaction om seeing the
would-be neignbours.

Theeppidiitha Kudicaikal is a story where Kalki has not
analysed the winds of his characters, and explaiped or
commented upon their actions. He expresses everything through
their actions-an admirable way of characterisation. His portra-
yal of the telling medium of the story, who takes the trouble
of going to the place of Koolipputtt Zumindar* justin order
to learn how the least expected candidate Kavadi Pillai®
succeeded in the election held in that arca,/shows that he 1is
a man of curiosity whose reguiar and only job is probing
jnto others’ lives and gossiping. -

The Diwan Bagdoor and Eaj Bagdoor who diive away
fast without even reducing tbe speed of their cars to look at
the fire, clearly express the view of aristocrats over the
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sufferings of the poor. It is none of their business! Haven’t
they got more uszful work thao listening to the grumblings
of the poor? After all, thsre i1s ths fire service that could
fly to their help in such emergencies. Even otherwise what
could they possibly have done in such a place? Mere waste
of time : Above all, they have the support of the respective
parties to take care of the voters. They need not worry about
the ‘worthless’ vofes of these people who could be called 1o
their doorstep by a clap of their hands. Have they not money
to buy the votes? Well-why should they stop then?’’- These
thoughts, we can imagine, running in the minds of those two
people and, we understand them fully without any explana-
tion of the author. That is wonderful. He does not mention
a single word about the thoughts, not even comments upon
their act: but merely says that they drove.away fast, passing
the place in a minute without stopping even tu  enquire.

4.5.5 Through Interior Monologue : Kalki - uses this
technique for detailed and ' minute characterisation. This
is also discussed under tne heading ‘Speech and Dialogue’.

4.5.6 Subtlety in Kalki’s Characterisation : = Srikanthonr
Punarjenmam is a tragic story of the heroine’s failure in
love. Srikanthan inspired by the love and ardour of Vasunthara.
gets entangled in India’s struggle for freedom movements.
Both of them get imprisoned for non - cooperation. = After
release, Vasunthara returns with the hope of marrying Srikanthan
apd starting a new life. To her great shock ‘and disapp-
ointment, she learns that he 1is getting married to a
thirteen year-old girl and that the marriage is taking place

on that very same day of. her return, at Pondicherry,
where the Sarada Act is not in force.

. The 'title Srikanthan Punarjennam meaning - ‘the re-
irth of Srikanihan is no doubt sarcastic. We understand
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that - the author laughs at the short life of his infatuation
for Vasunthara, which is mistook for matured manly affec-
tion by the poor, loving soul. Kalki shows. to what extent
the hero could low:r himself - from the state of a. chivalrous
lover fighting for the freedom of his nation, hand in hand
with his inspiringly patriotic and enthusiastic lady-love, to a
citizen who tries to cheat the law by finding the loopholes
in. ite

But, in a story that provides the grounds for beauti-
fully bringing out the weakness of human mind that poses
its best when watched but loses its integrity at the very first
chance and temptation, it has not been cvertly explained
anywhere in the story, as to why Swrikanthan lost his interest
in Vasunthara and uhanged his mind. [t comes as a surprlse
and shock, not only to the heroine but also to the rc;aders
who are left to wonder at the suddem change in the main
character. We realise from Kalki’s covert delineation of the
main character tbat Time is a powerful transformer of ideas
and that human mind is bound to change its views and
desires in course of time. The hero has succumbed to the
authority and desire of society and his parents, once he is
out of the grip of Vasunthara’s inspring and encouraging
presence. Suggestibility, a valuable a:set that is mostly lack-
ing in the expression of themes in Kalki’s stories is
‘admirably hapdled by him in character delineation,

4.6. Appreciation of Kalki’s Characterisation

The matter of learning to create characters so that
they may seem actual flesh - and blood people to the readers,
is of supreme importance to the writer. The main reason
behind Kalki’s success in this aspect is his providing proper
motivation for the actions of his characters. His characters
respond characteristically to stimuli-to whatever happens to them.
The actions of his characters seem quite natural and becom-
ing to their temperament .as portrayed by Kalki, and, once
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the motivation has been established, the story runs unhalte-
ringly with great immediacy and spontaniety.

4 6.1. Natural life-like Characters : Having depicted as
innocent and simple a soul as Krishnan, Kalki spots outin
him the general tendency of human being to teact to a
particular situation, according to their then - prevalent moods.
Krishnan’s action and words of endearment expressed towards
the bullock that has caused him so much trouble as to
arouse his anger, just because he was in a joyful mood after
his meeting with Poongodi in the forest proves this. (Mayilaik
Kalas)

Another admirable quality in Kalki’s choice of his
characters is, his careful avoidance of the ‘too good’ and
the ‘too bad’. Every man is an admixture of various
traits of characters - some good and some bad. He is a
creature of his environment and his glands. Science has dis-
covered that man’s behaviour has much to do with the
number of vitamins in his system and the financial circum-
stances of his everyday life. Given a few hundred rupees
more a month, he may be an entirely different person. In
fact, man is so unpredictable that he may react differently
to the same set of circumstances on different days in differ-
ent moods. Also, from the writings of Freud and Joyce,
we know that the so -called ‘good’ men may have start-
lingly ‘evil’ propensities, kept concealed, well - sealed by his
lips and outward reactions; people superficially belonging
to the heroes may be, in actuvality, the most villainous in
their lives.

True to life, Kalki has portrayed his characters as,
a realistic mixture of good and bad elements. No parti-
cular villain endowed with all the vices in the world counld
be seen in his stories; nor could anyone come across the
unbelievably good-natured souls. In other words, his charac-
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ters are not the epic herozs. Oan the other hand, Xalki’s
heroes do have some defects, and his villains do possess a
few good qualities.

Chandrakasan, addicted to alcohol in Arasur Panchayat;
the pathetic clown in Vidooshakan Chianamudali whose entire
Iife is wasted on acting as buffoon on a stage; Kandasamy
in Police  Virunthu who earns his living through illegal
means; the Thalaiyari in Governor Vandi who  ‘encourages
Muthw to drink a little in order to keep himself warm and
turns into an active preacher and follower of prohibition,
on seeing the consequences of his encouragement - Muthw’s
falling 3 before the train due to the after - effects of his
pewly tried drink, arrack;- all these people are undeniable
proofs of Kalki’s choice of real, life-like characters endowed.
with jgoodness as well as weaknesses, natural to human beings.

The success of bis stories lies not only im his choice
of characiers but also in his capacity to portray them vividly.
The greatness of Kamban ! is seen in his lalent of making his
readers admire both Rama ? and Rawvana ?; of making them
understand both Kumbakarna * and Videeshana ;> in arousing.
sympathy for both Vali® and Sukreevan 7 ; in porirayieg with
equal clarity and impressiveness, the characters of both
Kaikeyi 8 and Kosalai; ® in preserting equally convincing argu-
ments from the lips of both Rama and Vali, after Rama’s
killing him from behind a tree; in arousing our pity for
both Rama and Sita '® — the inflictor and the sufferer - for
their predicament after their much-coveted-and-long-awaited-
for reunicn that existed but for a short time—in short; in
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his talent for portraying with ‘ejual ease and conviction,
characters of both kinds ; and in arousing our admiration
and sympathy for both. ;

4.6.2. Knowledge of human nature: We understand
from his portrayal of characters that he has a deep and
sound knowledge of human psychology-the workings of normal
as well as abnormal and eccentric minds - which has resulted
in his real, minute, detailed and convincing characterisation.

Thavul Kandappa Pillai', while relating the story of
Tiruvalunthur Sivakkolunthuw, comments: ‘It was partly funny
and partly agonising for me, to witness all these happenings.
But I did not venture into advising them on any account. [
have known from my experience that rendering advise on such
occasions, would be of no use. That was why I did not say
anything even while Sivakkolunthu was entangled in the
meskes of love. They have to learn from their own experi-
ence, in such things. Pain or pleasure - they have to endure
and know. Our interference would only increase their infatu-
ation.”’ 2

What an understanding of adolescent physchology is
essential to have written this speech and to have portrayed
a character who could speak thas?

In the story entitled ‘Orrai Roja’, we meet the hero
even in the very beginning of the story in a critical moment
in his life whean he has decided to commit suicide. People
who commit suicide are often termed cowards. But, on the
contrary, the opposite is true, as far as they are concerned:-
Ordinarily one does not realiss how much courage is needed
to really do it, to take the last and drastic step, to over-
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come the last moment’s wzakening of mind. Man’s mind is
indeed clever and cunning to place all sorts of argﬁmcnts be-
fore him in order to justify the need for living. Kalki has
beautifully pictured this moment. :

*‘I could not carry out my decision for two reasons.
First of all, it was a deadly frightening sight to look at the
falls. Three waterfalls were falling down from the height of
a coconut tree into an unfathomable pool formed below. To
think that my body would be tossed in the current of this
water, was awfully disheartening. From the day of birth from
my mother’s womb, how much pains were taken to bring me.
up? How much oil and soap, how many kinds of dresses
and food. -oh! how much was spent on photography alone ?
I could not even dream of drowning this body in the whir-
ling water. Hence, I gave up the idea.’

In the story Thappili Cup’,® the weakness of human
nature is wonderfully portrayed with great suggestion. Two
race-goers resolve to earn back their money lost over horses,
through staging a drama written, directed, acted and produ-
ced by them. They succeed in their attempt and decide to
start a clean living. They part, only to meet each other
within a week’s time in the next racing fieldi  Without
uttering a single word, Kalki has achieved his puipose of im-
planticg in the readers’ minds, the impossibility of giving up
the habit of betting over horses, once one gets into it. The
high’attraction that the horse-race has for human minds; the
fact that losing in gambling ounly encourages the race-goer to
plunge in more deeply; the difficulty in getting over this ha-
bit—all these are explained, not in words but through charac-
terisation, which is very natural. Don’t we meet similar char”
acters in our daily life? If not in race-going they are in
the clutchés of some other vices. ‘
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In Deivanai all the characters are very common, simpl,
people. The heroine after whom the story is titled r1akes
no active part in the development of conflict. Her father
is an ordinary man who spoils his fortune, health and fu-
ture - in a way, his daughter’s fortune also - through his
habit of drinking. Omakkutti, the hero, is an equally ordi-
nary person who is very practical and highly calculative.
His hesitation in accepting the hands of Deivanai, for whose
sake he tried to come up in life, is quite natural and real.
Any sensible man would stop and think twice before step-
ping into a house where he has to shoulder the responsibi-
lity of providing a living for his lady-love’s widowed step-
mother and a child. His disgust on seeing his object of
adoration fallen in the pit of alcobolism is also equally
natural. Thus, with such simple characters Kalki has spun a
good story and the reason behind the success 1is, obviously;
good characterisation - the resulr of Kalki’s knowledge of

human minds.

In Orrai Roja, we see that the hero tesents the pre-
sence of another man in his compartment, especially when
he is expecting an attractive young girl to board the train
in the very same compartment, at the next station. Quite
naturally he gets irritated where any normal person would
have been only interested. It 1s revealed in his punching
remark : “‘Still I don’t understand’’, in a caustic tone,
when  the other person mentions about the single rose on
the bair - do of Manohar:. It is also quiet natural for a
lover to pose outwardly as though he is thoroughly disinte-
rested in the other person, when within he is bubbling with
curiosity to know all about her. This hypocrisy of a bud-
ding young loving mind is brought out in the hero’s words,
‘«Neither | know about her, nor do I want to’’, when
the other person enquires whether he knows the details about

Manoharti.
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The trinities of Virtuz - Truth — Kindness and Beauty
are the underlying basic qualities of the human mind. They ar®
there within everyone, only suppressed or temporarily covered
by circumstancial and environmental soot and smoke. It is
rather man’s ego that is mainly responsible for the buria
of this live wire which lies tickling in the obscure sub-con-
scious mind, ounly to be excavated by the hands of occasion
that demands quick action through love and affection, Even
stern minds melt before the warmth of innocent childhood :
even years of rivalry cease before the springs of love and
chivalry. Only it needs the passage of time to easure forgetfulness
and forgiveness and an occasion strong enough to raise thecurtain
and reveal the inverself. This human tendency is the axis of the
story Onpathw Kuli Nilam, in which we find Srinivasam
Pillai ' jumping into water to save his rival’s daughter,
Neelambigat. 2 He hesitates for a moment when a thought of
devilry enters in his heart, but soon he decides to choose a
humane path within a second’s time. It isnatural for a mind
like that of Srintvasam Pillai which has for long suffered
from the pangs of jealousy and rivalry to hesitote
before plungicg into action to save his ememy’s daughter.
The hesitation is human; the decision is virtuous; and it is
good characterisation that lends the moment of action its
vitality.

4.6.3. Presence of only the necessary Characlers :The absence
of unwanted, insignificant and irrelevant characters in Kalki’s
stories is aiso to be appreciated. QOnly the necessary characters
are introduced; no insertion of unwanted elements could be
found in his stories. Certain minor characters are simply
included in the speech of the main characters, or, are made
to appear elong with them as mere listeners, in order to
make the story appear matural and convircing. Apart from
that necessity, they are not made to utter even a single word.
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Vasthathu Venu is an excelleat’ example where Kalki
has introduced just five characters - who are absolutely essen-
tial. Though theite is a mention of Veerasamy’s children in
the beginning of the story, their presence is' mentioned only
‘10 create an atmosphlre in the story, and they do not play
any 10le in effecting  the foreward movement of the plot.
We could not but appreciate Kalki’s  limitation over the
number of characters and their parts in the story.

Venu and Veerasamy are the main characters and their
wives also play significant roles. But the part played by Venu’s
wife Mangammal® is much more than that of Veerasamy’s wife.
Nevertheless, her silent participation in the affair betwe:n
the neighbours; and her few words op just two occasions, do
what is 1mportant for the story. Kalki is good in deciding
how much of a character should be presented, and how
much to be implied. Mangammal’s brother appears in the
story just in time and just for the time.

4.6.4 Variety in the Choice of Characters : As already men-
tioned with rteference to the general pattern in Kalki’s choice
of characters, his characters belong to as many castes,
occupations and social levels as possible. )

We find landlords in Onpathuw Kuli Nilam, ertists talen-
ted in music, Veena, Nagaswaram and acting, in Veenai Bavant
Natakakkari and  Thiruwvalunthur Sivakkolunthu; a rogue in
Vasthatu Venuw; an unemployed rowing man in Police Virunthuw,
people of village in Mayilaikkalai, ArasuriPa,nchayat, Chandra-
mathi and  Kanthimathiyin Kathalan, chivalrcus fighters in
Madatthevan  Sunai, and Thanthaiyum  Makanum, dacoits in
Katharakkallan, social reformers in Kamalavin Kulyanam and
Su’)aihzrav/ln Sakotharan, political non-co-operators in Srikanthan
Punarjenmam; and educated women engaged in ‘planning for
their -betterment -and uplifiment -in-—Kadithamum Kanneerum
and Kanaiyaliyin  Kanavu.
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4.6.5 Interesting Characters : = The successful . story,
novel, stage-plays, movie etc.,, whether designed to entertain
an adult or young audience, are art forms in which people
“react characteristically to situations. The key-note of Kalki's
successful characterisation is that he endows  his. characters
with interesting traits. ~In novels as well as in 'his short
stories,  he has the unique knack of presenting absorbing
charactqrs in whose destiny the readers feel involved.

A talented artist who neglects her art for her lover’s
sake; a wealthy Mirasudar, already married and having chil-
dren, falling in love with the beautiful artist and living
with her; the sulently suffermg wife whose 'pent‘-up feelings
burst on heanng about the accident in which her »‘husbahd'
is invoived; a friend who is a go-between for 'both the
‘families - all these characters in Veenai Bawvani arouse our
sympathy and interest. | S e j

In  Vasthathu Venu, all the three main characters are
different and interesting, each in his or her own way. Veera-
samy, the policeman is an average character. He 1is neither
a coward nor a pusher; he neither gets too much involved
in things nor does he stand aloof watching the discomforts
of others; he neither makes_usc‘ar of his position to harm
others nor abuses it by being indifferént to his job. “He has
the manly patiencz which gives him dignity: Also, he is inte-
lligent enough to understand the motives of the other and
to handle him accordingly. His dealings with Venu are subtle
enough to offend his neighbour but -at the same time he
does not become a tresspasser of Law which he is supposed to
guard. He is clever, cunning, honest aad courageous. His
strength is not in hlS physique but, in his mind ‘and spirit,
as the story s plot reveals. He is a eye-for-an-eye type who
answers every movement made by Venu. He has a sense of
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humour which gets revealed in all his dealings with  Venu.
We could picture him laughing sileatiy at Venu's unending
efforts to cause him trouble.

Venu, the other man in this dual between personalities,
is a drunkard. a thief and a scoundrel who world go to any
extent in order to getrid of a man whom he dislikes for no
valid reason at all. He is very small-minded, and he finds
pleasure in teasing his neighbour. He has a plotting mind
and is capable of making cold-blooded assaults. Rut he is
not very clever or cunning. His sole strength lies in his

physique.

No wonder Mangammal does not love him. It is not
love that binds her to her husband but mere convention that
a married woman should stay with her husband better or
worse. She is not the type to accept her pactner as he 1is
and love him for what he is. She has her own grievances
against him and bis behaviour. But she is afraid of him—terribly
afraid. She refrains from uttering even a single word against
him, only because she is afraid of the consequences. She has
no respect for him, too. All these facts come out, when
ber husband gives her, her life’s chance to speak out
her mind. She gives vent to her pent-up feelings-all the
harsh sentiments against him. This incident throws light not

only on her character but on the entire relationship that
exists between husband and wife.

This is but a single example of Kalki’s presentation

of real, patural, typical, convincing characters whose actions
he makes the readers follow with interest.

46 6. Unforgettable minor characters; The  admirable
quality in Kalki’s characterisation is the fact that he has
portrayed even minor characters well and true to life, as
a result of which, even they stay in our thougits.
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The doctor who appears in Veerai Bavani is a typical
specimen of “‘the social invertebrae’’ whoe succumb to the wishes
of the white-collars, without caring for the digmity of their
profession.

The car driver of Iyengar in Theppidittha Kudicaikal
who saves his master from being compelled to help the
poor by giving a ° truthful’ reply on behalf of the wounded
and moving the car away from the place of confusion
before they are obliced to get involved in “‘social service’;
the bus driver in Kamalavin Kalyaram who contacts the
enthusiasm of the ‘social reformers’ inside the bus, and
happily drives fast in order to get in time to the place of
marriage which they are hurrying to stop: the chokraboy,, in
Tirvvalunthur Sivakkolunthu; the ‘obedient’ Kesavan in Pudu
Overseer who runs away at the right moment leaving his
‘master in distress, (o save himself; Krishnan’s mother in
Mayilaikkalat who worries about her ‘child’ (only twenty years
old!) if he fails to return home before dusk; the ladies in
Kunaiyaliyin Kanave who, giving importance to social values
and customs render even when unasked for, their ‘valuable’
criticism about Sakuntala, that she is ‘old enough to ' have
borne four children and yet is roamiug about like a ‘bullock”’
lyempeitai Kandappan who occurs in all three stories - Veenal
Bavani, Natakakkari and Tiruvalunthur Sivakkolunthw as the
narrator of the stories;—all these are examples of unforgett.
able minor characters 1n Kalki’s stories.

4.7. Interdependence of plot and characterisation

As Henry James has remarked, after all, ‘what s
‘character but the determination, of the incident;-and, what is
‘incident but the illustration of character?” Definitely Kalki
konows to interweave plot and character, effectively.

In Police Virunthu, Kandasamy tries to earn money by
cheating the public. His action reveals his character; his
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characterisation provides motivation and justification for his
action ‘In Tiruvalunthur Sivakkolunthw and Veenai Bavani’,
the characters bring ruin to their lives through their own
mistakes and misunderstandings. In Vasthatw Venu, the plot
of the story itself is a sort of characterisation. The conflict
is between two personalities arising out of *he differences
in their character. Thus, in all his stories, the development
.of the respective plots are justified by characterisation; and
characterisation is done, by revelation of character through
~.the actions and the conflicts in the plot.

However, there are very few stories where characteri-
sation has been spoilt by the development of the plot; and
where the development of plot appears absurd through im-
‘proper characterisation.

Siranjeevikkathas and Karirulil Oru Minnal are exam-
ples of the first. For the second, we have a . handful of
stories where Kalki, the master of characterisation in the
field of short fiction, has urnbelievably failed, by creating
implausible char‘acters or plotting unexplainable behaviour.

4.8, Flaws in Kalki's characterisations : Implausible:

His creation of U.P. Ragavachari in Rangoon ~ Mappi-
llai, and Sugumar and Malathi in IdinthaKottai, are fan-
tastic and highly improbable.

In Orrai Raja, tbe behaviour of the heroine appears
queer on the ground of common sense and the -existing
social values. Manohari, having failed in exammatlbn, decides
to commit suicide. In order to avoid embarrasment to  her
father, she comes to India carrying a diamond to be used
for the purpose. In a letter written to her father she says

that she is leaving Ceylon with her lover to get married in
“India. '
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A girl of so much courage and shrewdness, utterly
devoid of the feminine shyness and coyness, deciding to
put an end to her lifc for having failed in the examination,
may not be so improbible, since it only reflects ‘her seasiti-
veness. And sensifiveness is quite natural in such a girl,
partly due to her age and position, and parily due to
her mental make-up. But her coming to India just to pat
ar end to her life, appears ridiculous.

Of course, nobody could predict how an individual
would act in' a particular circumstance in his personal life.
The nervous strain, the already built-up tension, the previous
history unknown to the world - all these have a share in
people’s coming to a decission and acting accordingly. But,
if the auther could justify the actions of his characters in
terms of the character-traits which he has chosen to depict;
and if he could convince the readers ‘that it is possible for
such ‘person to act in a particular way under certain situations
it. would had been true to art.

Jn other words, Kalki has failed to build up proper
motivation for her act. It is rather surprising (especially
when compared to the pains that he has taken in order to
explain the reason for the hero’s presence in the train on
that particular day and to establish a motivation for his
change of mind), as to how he has been satisfied with such
a meagre motivation for the act of the heroine which is
the very beginning of the conflict, and wupon which every
other act - in fact, the entire story - hinges.

That her committing suicide would spoil the reputatlon
of her father if dome in Ceylon, is not a convincing reason.
It seems ridiculous when one asks the question - would not
the act of eloping with her lover to India, spoil the reput-
ation of her father ? In fact, self-immolation for the sake
of satisfying one’s ego would atleast seem justified in the
eyes of the society. A daughter committing suicide for having
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failed in the' examination would not spoil the family’s
prestige and her father’s reputation, as much as her eloping
with. her lover. The former would atleast bring sympathy;
the latter would only cause embarassment and utter-shame.
One wonders how and why Kalki missed this point.

Unexplained : S.S. Menaka,' is a stcry that happens on a
ship. The vessel is facing a crisis and everyone has lost hope.
Rajam® alone stays normal. People around ber look with
suspicious eyes when she dresses herself as usual and snends
the time joyfully talking with John, the Engineer of the ship.
They gossip about her past in Singapore. One night John
takes her in a life-boat under the pretext of helping her to
commit suicide. But in fact he attemp's to save both of
their lives since he has seenm a submarine coming to attack
the ship. They watch the ship sinking gradually. We learn
from their conversation that hz had been a tepant residing
in an apartment in the upstairs of the house where Rajam
lived with her father who is a thoroughly irresponsible
crook. Once her father stole money from Johwn’s trunk. Rajam
tried to replace it. John who saw it, naturally misunderstood
her. He left the place without her knowledge and disappeares
from her life without any explanation or excuse. They meet .
on the ship and everything is cleared after a heart-to-heart

talk in the midsea.

It is quite natural for lovers to separate on account
of suspicion caused by a trivial incident, which s
exaggerated through the microscopic eye of suspicion, But,
their behaviour at the time of their reuaion is queer. There
is no necessity for Eajem to turn into a subject of gossip
in the ship. It is understood from the gossip that she had
no good reputation even during her stay at Singapore. what
justification is given for her acquiring a bad name in society,
for suspected. misconduct? Even if one sets it aside as mere
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gossip, vet whbat basis was there fer the gossip? People might
have misunderstood her, but what was the occasion or her
behaviour that led to such misunderstanding? Kalki has not
made it clear. Left without any explanation her character
appears vlllainous and black.

Her behaviour on the ship, only adds to the mystery.
Of course, a sense of neatness and women’s inborn desire
to appear pleasingly before others, would justify her action.
We can also guess that her recognition of the real personality
latent in the Eunginecr, Jokn, made her act so. But the author
does not care to even imply that. Moreover, theirs i1s not
an age that craves for attraction and attention through
physical appearances. Perfect understanding of the love they
have for each other would suffice.

Even if both of these actions could be explained and
justified in onme way or the other, their, act of escaping,
leaving others to get drowned, is unpardonable. Being the
Eogineer aboard the ship holding such a responsible job and
having pre-knowledge of the disaster, what a ruthless person
he must have been to escape with his lady-leve? No sence of
duty - lack of humanity and chivalry - no pity or regret even
after seeing the ship drowning with all its crew and passengers--
all these qualities of Jokr, the protagenist, are shocking and
highly improbable.

In Kamelevin Kalyanam, an elderly advocate arrangss
for his second marriage with a small girl. The wmarriage is
stopped by the efforts of Sundaram Iyer. The bride’s family
is however very intent upon this alliance and hence forces the
bridegroom to marry her. The bride herself gives her consent
for this marriage. The troubled Ganapathi Sastry asks for
permission to have a talk with the girl and during their con-
versation learns to his surprise that she is only a foster-
daughter of their parents. To his great shock, on further
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questioning he learns, that she is his own daughter lost twelve
or thirteen years back in Kumbakonam, amidst the crowd
gathered there for the great Mahamaham festival.

This revelation is not only unnecessary but it also
comes in an unusual way. Usually, in such cases, even before
the identity of the lost personis koown, the concerned persons
get some unexplainable feeling of nearness - of being telated
to each other. The authors deliberately follow this convention.
which is true to life and also heips to foreshadow the future
incidents. Such foreshadowings are even essential as rewards
for the readers’ suspension of disbelief. Kalki has gone off
this usual track and has disclosed the fact suddenly. This is
in a way a breach of promise since there is an unsaid, tacit
author-reader agreement wherein the reader promises to suspend
his disbelief and the author promises to sausfy his curiosity as
well as his craving for order. Suppressing evidence merely
for surprising the readers is- no valid reason for an ' author.
Hence, it is not ooly surprising as to how and why the father
has no feeling whatsoever on the several occasions prior: to
his last meeting, on seeing the girl: but also puzzling, as to
what justification Kalki could give for not hinting itin any
one of the several possible ways, especially when he is not
a non-believer of such intuitions as it is clear from the story
S.S.Menaka where tke heroine remarks, “what if you have
changed a lot? You could deccive my eyes not my mind.
Could you?’” and the hero also proudly announces of his
premonition.

In Kanthimathiyin Kathalan, it is shocking to see the
heroine, unusual to the ideal fictional character, not for-
getting her past life and deciding to elope with = her lover..
We meet wavering hearts and upstable minds losing track
of the traditional lines of thinking, in Dr. Mu. Varadarasanar’s
novels also. But there, the sitaation is entirely different.
The author tries to look realistically at the problems of
human mind and life. S0
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Here, Gandhimathi has no reason whatsoever to be
kindled afresh with the lost love on merely secsing her past
lover, especially when the author has not cared to portray
a deep love or understanding between them in the days of
their courting when, in fact, they were mnot even sure of
each other’s intentions.

Not Individualized : It is only when a character is
characterized as good or bad, admirable or despicable, that
the reader cares for what happens to him or what he does.
Otherwise, a character may be involved in a climax, or
he may escape but the readers would remain iodifferent.
This is what happens in the case of the characters in
Chandramathi .

The hero and heroine are outwardly such passive and
inert characters that we are not fully aware of the impor-
tance of their presemce in the story. Before the  reader
understands who the main character is and what the confiict
of the story is, the story comes to an end perhaps sur-
prising .to the narrator and surely puzzling to the reader.
Chandramathi fails to impress the readers in any. other
way except through her beauty which is but too flimsy an
a;;pcal to draw the whole attention of the readers. The
author has not cared to characterize her as an individual.

In order to make effective chararterization, it is not
enough if an author presents convincing characters; he has
to endow them also with a striking personality that would
individualize them. There is a fine line between character
and personality. One may so characterize his story-actor to
make him come alive on the printed page and yet he may
have failed to individualize him as a distinct personality.

" The characters in Chandramathi have neither typical
traits nor a personality of their own. In the end, when
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Chandramathi disappoints everyore and marries the Jeast ex-
pected spouse and also secretely leaves - India with him, we
understand that they have been working in . an  underhand.
manner. But this is not even implied or. foreshadowed; nor
18 it justified = by proper characterisation. - Hence, the story
remains a puzzle and the events fail to arouse our interest.

Pointing out these flaws in Kalki’s chearacterization
which breaks the basic rules of plausibility in fiction and
thereby spoils to some extent the necessary illusion of reahty,
does not mean that the author’s freedom in introducing new
characters with fresh thoughts should be restricted. No one
can depy an authot’s innate right for expressing his own
views from his own angle through his own experience or
imagination or by his own way of characterization; only he
should justify the actions of his characters by providing
proper motivation. Kalki is blamed, not for presenting un-
asual characters but only for leéving their attitudes unex-
plained, and questionable on the grounds of plausibility in
fiction.

“The pattern of life is too vast for human comprehension.
We see causes without visible effects and effects without visible
causes. Life stretches into infinity on either side of us. Our past....
our vision of the future is no farther away than our next breath,
and not always that far. Life does not satisfy the craving for
pattern, for logical arrangement that is inherent in our every
fibre. Only in the art of the writer can we find satisfaction
for this fundamental craving of the human heart for orderly
events, for a comprehensible sequence of cause andeffect, for
unity in character, and for a series of related happenings
increasing in dramatic intensity to a climax and a conclusion.”’

49. Language of Characters

Since the chapter on Kalki's language and style deals
elaborately with this aspect, it would suffice to briefly. men-
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tion here in general, that Kalki has chosen to write in a
‘familiar style’ of the standard dialect in Tamil Nadu.Neverthe-
léSs, it his worth mentioning here that he has not taken the
trouble of handling’ the regional  dialects even though his
characters belong to a wide range of castes and placess.
One could divide the langaage of his characters into two
main categories - Brahmin and non-Brahmin dialects, and
there stops the variations he makes in the utterences of his

characters.

We can distinguish clearly the Tirunelveli Pillaimar dia-
lect in some of Pudumaippithan’s stories; the Tanjore Brahmin
dialect in T.Janakiraman's stories; the Nagercoil dialect in
Neela Padmanaban’s storie’s; the Madras dialect in Vin-
than’s stories; a cosmopolitan society,s manipravala Jan-
guage in the stories of Jeyakanthan, Asokamithran and
Indra  Parthasarathi, The intention behind the citation of
these examples is to point out that some authors take care
of the language of their characters to such an extent as to
preserve the exact dialect of the characters’. respective castes

and places. But Kalki has not been precise in the use of
regional dialectal variations in the language of his ¢haracters.

He uses Brahmin dialect when Brahmins appear in his
stories; He uses invariably a standard non-Brahmin dialect
when be portrays non-Brahmins. There eands the difference.
Even when he chooses a loafer as the main character, he does
not use any special dialect (as it could be seen in Vastathu
Venu,) and he has not changed in the case of characters
who lived centuries ago, (as in the case of ‘Mayil Vili Man,’.)

On the one hand it is not appropriate to use such a
general dialect for all people irrespective of the normally pre-
sent variations in their respeciive languages. On the other
hand, the other way round is equally a drawback from
another angle, since regional dialects are at tiraes difficule
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for the reading public to understand, If it is also essential
for the creation of illusion of reality in the story, to use
the appropriate dialects of the characters, it is also essential
from the point of view of puritanic scholars, to safe-
guard the standard of language in Literature. The view
of the student is, that in order to avoid controversy and
confusioun, it is betler to use the language that authors
such as Kalki, and Mu.Va., use since it would be under-
stood by the mass and not objected to by the scholars.



Chapter 5

Language dnd Style

5.1. The language eof fiction

Language in the field of fiction, is merely the form
of expression - the means to achieve the end. Therefore, its
importance lies only as a means, and to stress upon or
evaluate it from any angle other than that of a means to
achieve an end - would be giving undue importance to it.

The criteria to be considered in the selection and
evaluation of language and style in fiction are, the appropriate-
ress of the choice and the achievemsnt of the desired
effcct through it. In other words, giving the writer the
liberty to choose the language and styls, a critic has to see
only whether the author has chosen the proper dress for the
material and whether it is fitting and adorning. That is all
and nothing more.

The problem of the use of slang in flction and the

cry of the scholars over it on the ground that it spoils the
purity of the language, is not an ultra modern issue; nor is
it an issue only of Tamilnad. It had been there for centuries,
and in other countries too.
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Kempton enlightens us in this issue by tracing the
history of language in English Fiction. He says that, ‘it was
Mark Twain and Bret Harte who prepared the way for this
final touch by getting close to spoken language. Hampered
by Victorian rhetoric and typographical traditions, of which
this rough young country was inordinately conscious, their
efforts had always to be priggishly surrounded by quotation
marks (for slang) as evidence to the cultural reader that the
author knew better,”’! He remarks that the authors wrote care-
fully including suspect phrases in quotation marks as if in

apology.

Thus we find that the use of slang is not a recently
antroduced modern trend in short story, but it had been
there even before two centuries. Only the writers’ attitude has
changed Instead of marking and viewing them separately
they have become used to accepting them in the flow of
language quite naturally.

5.2. Kalki’s view on fictional style

It may be surprising to the readers of Kalki wused to
his manipravala style, to learn of his views about the
medium of education. He remarks, “Gandhi is a great
Mahatma, no doubt. But still, he is a Gujarathi whose mother
tongue is not Tamil. Hence, his preachings cannot easily
impress vs. Om the contrary, Rajaji is our own statesman;
capable of speaking convincingly in our own mother tongue.’’?
This observation is an undeniable proof of bhis notion that
ideas could be clearly expressed and grasped only through
one’s own mother tongue. However, for the very same
reason. he objects to scholars strictly adhering to grammar
and writing a lapguage that is, if not incomprehensible,
atleast a bit above the normal standard of understanding of
laymen.

1. The short story, p. 133,
2. Preface to the Collection ‘Bamkar Vimayaka Rao’
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Hence he writes, commenting upon the speech of some
of his fellowmen when he was at Tiruchengodu Gandhi Ashram,
«One could atleast follow the renaissant Tamil writers’
Janguage. But, even Lord Siva and Saint Agasthiya could not
understand Sivagurunathan’s' language ... ... ... At first their
speech was not at all comprehensible to me. Ramadurai’s>.
utterances were still more incomprehznsible. To put it in a
nut-shell: their speech was as clear to me as the style of
the commentators such as Parimelalagar® and Naccinarkkiniyar*;
and the prose of puritapic Tamil schoiars of today. In fact.
it was fit to be prescribed as text for vidwan examination.’

This observation, together with the views he has ex-
pressed in his review of Vinthan’s® short stories, make clear

Kalki's 1dea of fictional style.

He is of the firm opinion that writers should write'
a natural and original ‘familiar style’ comprehehsi’blc to’
readers of all kinds, for the simple and obvious reason that
the purpose of any kind of writing is communication ' which
should not be sacrificed for the sake of ‘style. A florid
style written at the cost of clarity and communication, loses
its value and purpose.

As already stated, Kalki has always proved to be a
person who sincerely practised what he seriously preached.
As a result, his language is very clear and communcative to
the great pleasure of his “readers, the satisfaction. of the
critics and the appreciation of his contemporary writers.®

1. AeuGnsrsar 2. FTOSOT

3. uMlCwps&IT 4. pFdeis Sletlwir

5. &k geor :
6. sed) ury Gl B 5 g & v, Gsel, ,mma;ér&mm, Qgerlay,

poflarw, SQSNUIL RS DD M TRS5HE QST LTI,
rdud Fapsn, sHSE ToGLUD D TWI @D &HevaludsT
Twsge @F5 @awunser popis  SSDHUDSE
srameri— 19, sTev. Frevown, Sub, Ger 1969 us. 66—67.
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5.3. Kalki’s style: A general view

A full consideration of style must involve a generali-
sation of the writer’s manner. In this context, what FEasi-
man gives as the  basis for analysis of style in novels, is
appropriate for fiction in general, including short story. He
says that from a page-by-page exposure to the language of
a given work, the reader would become aware of what may
be called the narrator’s degree of presence.!

5.3.1. Objective presentation : The writing may seem
so objective that the narrator’s presence is barely felt :
he remains an impersonal observor. Kalki has written a
number of stories in the third person narrative medium—
from the non-participant, point of view— Governor Vijayam,
Cinimakkathai, FEngal Ur Sangeethappottai, Arasur Panchayat,
Governor Vandi, Chinnathambiyum Thirudarkalum, Vidooshakan
Chinnamudali, Ithw Enna  Sorkkam, Tharkolai and a few
other stories are examples for Kalki’s objective presentation of the
events of the story. It is a pleasure to read them wherein no intru-
sion of the author occurs by way of comments upon charac-
ter, situation and theme: aside speeches or unnecessary ex-
planations. The stories are themselves the proof for Kalki's
talent and it could neither be explained nor illustrated in
any other way.

5.3.2. Participant - presentation : The author, in this
way of writing, joins the reader as flesh-and-blood
companion who vivaciously reacts to his own story.

In Orrai Roja,” the writer remarks, “Once 1 went to

Papanasam; you may perhaps laugh if you knew the reason.
Some may pity me.”’ '

1. Critical Approaches To Fiction, p. 150.
2. g@pomp Crrgr, us. 1,
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In Mayilaikkalai, he asks for the readers’ opinion upon
Krishnan’s behaviour. ¢ What do you think is the reason for
his losing the bullcck yesterday and going in search of it
today? My oplnion is that his age is the reason behiad 1t.
Perhaps you may not agree with me.  You may say that
his brooding over Foongodi instead of grazing the cattle is
the reason. That is true. But what 1 say is thatit is his
age that is behind that also.’’!

5.3.3. Spectator-Presentaticn :!1n tetween the dispassionate
recorder and the engaged participant, another narrator may
pose as a detached spectator drily ccmmenting to the reader
as from the next seat in a tus cr a tkeatre. Usually the
undertones are placed in brackets.

In Mayilaikkalai , the author ccmments from within
brackets, ‘‘Ohy! Kricshna Komar, how! can loss turn into gain
sir? It seems ycu will utter nontense in your confusien. ’’2

Thus we find that Kalki’s stories consist of examples
of all the three types of style possible in fiction. Usually,
only one type is followed by e:ch authcr. Hcwever. a
versatile writer, Kalki has used all the three. One 1is not
able to find any jusuficaticn or motivation for his choice,
i.c., he has not chos¢n them in order to suit the characters
or situations of the stories. Apy particular type of story or
telling medium is not the basis for the choice. All the three
types are found in all types of stories and irrespective of the
story’s point of view. For instance, objective presentation is
found in boith ‘Governcr Vijayam and Engul Ur Sangecthap-
potti - the former narrated from non-participant point of view
and the latter from participant point of view. Participant
presentation is found in both Rangadurkkam Raja and Tiru-
valundur Sivakkolunthu - the former parrated in third person
and the latter narrated in first]. | person. The third type is
comparatively rare in Kalki’s stories, and occurs mostly in
omniscient point of view stories. :

1. vwW%ésrr, us,[l. 2.6wiuyg, us. 4.
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It would not be a digression to refer to the fact in
this context that though Kalki has wused the participant
presentation  style to a lesser extent in his short stories, yet,
\f one views all his creations togetner-short stories and also
novels - it is cleat that objective presentation 1s not the
style of this author. Whether by accident or by design, he
has chosen to present many of his short stories in the
objective presentation style which is very appropriate and

to be appreciated.

Based on these analyses, one could make the following
statements regarding Kalki’s style.

Generally, Kalki writes with the reader in mind before
him. Hence, his style resembles typically that of an ~oral

anecdote.
In most of his short fiction he has chosen to present
the matter objecuvely and has succeded ip creating immcdiécy,

spontaniety and an illusion of reality.

Regarding his participation in the stories’ events as a
running commentator, it is discussed elsewhere.

5. 4. Analysis of style: Factors for consideration

An analysis of the technicalities of language and style
naturally starts with diction since words are the building
materials of style and the much desired harmony of precision

results mainly through appropriate diction.

Making a few broad classifications but taking care of
even minute details and variations, Eastman observes that

there are what are called,

general words and specific words
concrete diction and abstract diction
formal diction and informal diction, and
literal words and figurative words.!

1. Critical Approaches To Fiction, p. 153.
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Learniag the typss of diction appropriatz  for fiction,
and their application and usage in the art, would help a
critic while analysing a short story, to point out where the
style of the anthor has contributed to the effect of the
story by revealing character; by effecting transitions of time,
and helping for the forward movement of the plot unobrtru-
sively; creating an atmosphere congenial to the proper under -
standing and appraisal of the theme; and in totality, to
produce the unity of effect. He can also ' show where the
style has failed the author, retarted the movement of the
story and has resulted in spoiling the illusion of reality.

54.1. General and specific diction : General diction
is used to summarise, abstract or abridge. On the confrary
the author of short fiction who implicitly wishes to ‘make,
present’ a scene - whe wants to set the stage for the story
by creating the appropriate atmosphere through lively descrip
tion, - uses Specific woirds that particularize everything
present. Kalki is very specific in his descriptions of setting
and atmosphere, or characters.

“ eoiud LTSS WL LY ; .G rildurmslar BH
ynww SCpawras mibug a&mSHEEH BT QD
vl gigsr HpAmiss .. .. eouisst sl 1y 555
Casranry (HEGL OTHESTST Jemau . .« o« « YUUg Hlarny
Qarsaymiusisaflsd) pugh sZowrfl wsHab @Ha6T.
2(H &I WrHFHL, LHIM®m sV Suub Gy 555
QarewyhELmeT. euredLE &THM ‘eI T MY g Li-
usTe YeuaT o by @Goflflgnsd ‘G Geur ' GleusiT oy
sORGENS. udgds LCEEHng. Cuby wHYES
on GCaramfliemu. wey GCsraflimusgst By b
WwsIGEG aubs Caug CarwrudHmi. 2 Bs5Hw
Galyemwl upié QFrdn Gauaiyw sy, !

1. of2wmrusurefl, us.72.
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In the above quoted example w: find that the author
takes great pains to describs the setting, situation or action
in specific words. Actions or places that conld have easily
been described in a few sentences are explained in a para-
graph, registering even minute details.

Mere mentioning of the fact that people were waiting
for the ar:ival of the special train that would be carrying
the Governor would have sufficed - had it been an essay.
Appropriate to the fictional style, the author has described
the characters, sztring and atmosphere in words that bring
the picture of a cold November night, dark and raining. The
pouring shower and the people who shiver, stay in our minds
through the eftect of the specific diction of Kalki.

5.4.2. Concrete and abstract diction: Concrete diction does
the same job as specific diction in its particularity of refer-
ence but only it is more restricted to details of senses.
It invites, FEastman writes, ‘‘the reader, not only to
believe  the scene, but to partake of it as if physically
there’’.! The description of the ‘sounding cataract’ and
the sky-high trees’ are examples of concrete diction  that
is employed in short fiction

In Idintha Kottai, the parrator visits the Cenji Fort
alone for a second time on an evening. His friends, as per
his instructions, leave him there and move away promising
to rcturn in an hour after a:-small tea. All his desire to
enjoy the beauty of the historical ruins of the fort leaves
him, once he is alone in that god-foresaken place. Kalki
describes the situation thus:

“avamy Guri HGm GG, 9 bs asThs0 Grlsss

o fleisd Gy Caranig. aaraoLw  @red
Qmuldar sussmss GCal® mrlar FHHEH.GLeir.
39 5hS G,r_rw';_'r,gﬂsi;‘ 9 bS Bl wrsyesw wirer 915G 5& & %15 gt :
g,‘s&rmrrj&gaﬂwrra& Cear PCGuTs  warsHD  oHMiss
SVESWPD UTUTOYD 2 e L rufe

1. Critical Approaches to Fiction p. 158
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“Qu me s Sewelidhbs G NEMEGL e @ fue
FeQrearny wonbsgy. Cwug Faedrsid w&Cupssi
wopyhd GCEri ahg HFL S ... Q@HI®L S LT
wevyr L usiaat]ed (p b & Qmmsmrsi:é;sfr‘@,@&ma;mm; g 555
Qarsigndn 550 GC&LLH .. BV Cailmwrs,
Ty GQuariawmiBursrd, &psGs yrew shSlrer
o suwirbls QarevsTig (HHSTEET. -

Thus we find the author using the appropriate concrete
diction to portray sensory impressions. Actually his language
consiste of not mere words but - word- pictures ‘that bring
before our mental eye, the figure and appearance  of the
object, person or setting described by the author.

5 4.3 Formal and informal diction : Diction may also be des-’
cribed by its formality or its informality as it draws on the special
vocabularies and usages of relaxed conversation, slang, dialect
or on the other hand, of serious public communication.
Formal diction cap further be classified iato sub-categories
such as technical terms, foreign words, allusive quotations,
learned tongue from books and verses that exhibits the author's
knowledge, etc.

Hoffman’s view about formal diction is worth men-
tioning here since he has listed as ‘small distractions’, unusual
words, foreign words; classical, historical and fictional referen-

ces and unusual proper names. 2

It is true to certain extent that these in a way distract
the reader’s attention since they are capable of focussing his
atrention more bn'language and style thap on the pIot, theme
and characters of the story. Howevel, mixed in apt propor-
tion and placed at the right place with a view (o making
the ideas clear, these so called ‘distractions’ would only en-
hance the beauty of the aulhors language and style and would
also effect‘clarity of eéxpressSion.

1. wuNlwsardr. wé. 63.
2. Kempton, p. 67.
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Kalki’s dictioa, in the sense explained above, is partly
formal and partly joformal — he uscs them  at the right places
for the right purposes.

_ Dialectal Variations : As already discussed in the Chapiter
on Characters and Characterisation under the sub-heading
anguage of Characters, we could differentiate only two types
of dialects, namely Brahmin and non-Brahmin. Typical Brah
minical expressions such as

“ofgran e alws sSTymSHHGE? !
“ampll YROYUMCrCuw @msLmenm sreiven?” 2

“preorus Guratwer,”’ 3
cccur quite naturally in his stories.

Literary Splendour : Though an advocate and practi-
tioner of the °familiar style’, Kalki has chosen to reveal
his literary knowledge and skill in certain contexts of his
stories. ‘

He writes a pedantic style full of high-sounding terms,
occasionally taken from the great poets, especially when des-
cribing how characters appear to him.

o auisaild), sTrews USsmy wrpml Gursresyd s
Cuaflllensir. egFrevwrer @phiu Hdey om 945
SSIDYID ST SEHLD UL SSH6F . Jeusiy Svw ol sgyen Com
Qobs & HAfaGar. gnelingd ©nepeausmy
YWpbg OCavany hbsor. s sw. ssam  slFFrduw
9@[1’ QussHer Hl%wr Garem® L ewsmyuyd 6luss-
yeory o sdwrend F DEpTIL WesT ST eTETLIG),
geadifslr emuan uriss SjemellenGe  silen BiG1d.
SuCurswiss Grrgr wefldsr @aswyurss sear

I engomslsr FESrm v T 2. Bupup, us 29
3 sCwwryuisr sara), Uk 86



Language and Style 111

S srusallsd ystarmaulhas, Carp Curer, & posser
a50hG Ty sHACw Curgyw, et Fs Yuramm
ser el hg Qarsrarslad®u....BUCurs @S5 o s < -
oL wrefaflldTgh U amsgin O YUY m B e
sl &if. gever wr B n Cuwefluieyeir. FBSSWTE 6w -
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5gitE Gsreang®sss.'”

B Guarisaflsr ey byser @ '@Lﬂeq,w BlUTEIT 6116001 WY LD

Qubms dHspbsar. HBOS55 Hllagd b Cusnser
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Quotations : Kalki has liberally quoted eminent writers
of his period and of ancient days. What is more, he has
quoted not only verses but also parts-of a novel; folk

songs ;

grammatical Sutras ® and ‘other such materials. He

has also quoted Tamil and Sanskrit proverbs.

Poetry::

o

'
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Qenssilens ury aubsrer -aaGey

@eaeflens unig snri;grsir.”
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Grammar :
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Prose Works :
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Proverbs :

“swiHf yss Arerwrbsar’l

* Qenuiledeit ymemw @eflflad @5y’ 2

“ dlywr apehd qTrGECGur Qurensd c’rgmswr
o sarsy aerorisGer’’3
e
Figurative Language : Similes, metaphors, idiomatic usage.
and other such figurative speeches abouad in Kalki’s works.
Some of them are cliche's or hackoeyed phrases. But, though

their expression is stale, the contexts are appropriate.

The following list shows a few of the Cliche’s used
by Kalki at appropriate places to emhance tbe style.

@ bFr mrevd Cuned - ‘6ff@wr wLsuTst)
fafl G &srehF Hmy - ‘G5, 888’, ‘asvsTs
‘ Gou gy’

Faurh el @A L mer - ‘s e fwd’
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Other Cliche’s which are also onomatopoetic words

are :

1. srrengulsr g5, us. 43. ‘
2. &2mrwrfdsr sarey, us. 191. 3. ef % yarel, u& 33
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The comments of Kalki upon his characters and the
occasions of the stories, reveal his mastery over Tamil. The
dioms, similes and metaphors he wuses on such occasions
speak for his talent in writing and stand as proofs for his
imagination. Historical refcrences, current and ancient; literary
references and epic similes are also found in Kalki's language
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Pun on words : In certain places we hear the author
punning with words.

In the story Pudu Owverseer, he has used the term ‘con-
trac’ udaiyar to denote Govindaraje Udayar whose main busi-
ness was couttact. The ‘udaiyar’ denotes the name of a caste;
it also meané; <one who has’. Hence, we enjoy the double
meaning of the term, both appropriate to the context of the
story.

In Engal Ur Sangeetha ppotti, we listen to ‘the following
conversation between the narrator of the story and the Secre-
tary of the music club of that locality
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The secretary — Gsilerr &msfmw?

The narrator — GuriredgnGewr GasL &6V iD,

Sangathi means news in the ordinary connotation of the
term. The secretary enquires the other person as to whether
he has heard a news; to which he replies that eonly if th»
news was given he could know. Sengathi taken in apother way,
is a musical term denoting the recitation of the Swarams-
Hence, the counversation enters into a new line referring 10
the world of music. 3

“pPid you hear the Sangathi?

«“‘How could 1 without their being recited?”’

N

Thus, we find the author using the appropriate diction
well suited for the context and the characters. His quotations
show his wide knowledge in the field of Tamil Iliterature
and his application of the lines at proper places, reveal his
taste, selection, and talent of plscing them in suitable contexts.

Manipravala Style : Kalki, as already stated, writes not
in puritanic renaissant Tamil. He follows the prose style of
the well-known national poet Subramanya Bharatht ard writes
a language that is simple and clear, aiming at making the
issue fully comprehensible to the reading public. The intention
to reach the readers of all levels leads him to use a common
and easy - to - follow style, sometimes involving borrowed
terminology. Some of the Non - Tamil words and sounds
present in his stories: wgHrib, ewri, Gursfer, Ggw
Gamri giurer, efruwr, Oarsflar, ewFe, eVauTFeVWILD,
Ges, as, Grmevid, B, evenril, episews, erFSHrTeT,
swrey, EHrrorbsrh, VWEST®, @ap b, GuUTWD, VTFVTEG,
Cougrpd sroyend srramb, &hGsrasw, elagwid, @rerod,
BHow, sidgari, uvsdflsens, swrerym, GCurev® < Fev,
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.G'LBWIL@Q yewgw, Gusredsy, @rﬁ:ﬁaﬂal}srsfsir GCremFu g,
o arsr, 2 uGurdlégh, urbur e wrerd, écxyrwuw 9}, BsvT & et

vl fwik, enL sy urizdm,, .,

While borrowing and using the alien tongue, Kalki
does not care to ‘‘tamilise’” them. He simply uses the Sanskrit
Grandham in  the Tamil alphabet to denote foreign
sounds. He is so wunheeding to the transformational rules
in Tamil Grammesr, regarding the tamilisation of foreign
sounds that he pot only pays mo attention to Tharcamam *
and Tharpavam % but also coins words such as ‘Garermiug,

Caagem’3

This analysis of Kalki’s language proves that he is
more concerned with clear expression of thought, precise dic-
tion appropriate to the content, and context, humour, and
casy understanding of the matter, than upon the exXisting
grammatical conventions and the ‘purity’ of the language.
As a fiction writer, he is rather to be appreciated for his
choice and application of diction that beautifully serves his
purpose, than condemned as a corruptor of language.

5 .5 Kalki’s humour

The main aspect for consideration in Kalki’s style is
his humour. His aim being entertainment, his subject con-
cerning the lighter and brighter issues of life, his- attitude
to life and its problems being humourous - it is no wonder
his presentations are highly entertaining - mainly through his
humour and partly through other aspects.

Humour is nothing but the power or gift of noling
the incongruity in character or situation. A lower level of
humour will be that of physical and [linguistic issues. We
could roughly classify the various aspects and modes of
presentetion of the humour in life and man, into the
following

L. gpFon 2. gpuaw 3. swrwrdler serey wuvs. 113.
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humour + intelligence = wit
humour + desire for reform = satire

humour + desire to wound or pain = sarcasm

humour + double meaning = irony

humour 1 painful and pointed attack = lampooninz

It is also to be noted in this context that humour and
pathos are twin sisters, both often going together. However,
as already stated, the intention behind Kalki’s humour is
simply to bring out the incongruity in situation and character,
and to Jaugh at life’s worcies and troubles. Though his humour
reveals the underlying facts about human character, he has
not chosen to present ‘“an iceberg’” where hideousness and
pathos are hidden under the stream of language

Kalki is humorous 1n every bit of his writing which

only shows his general attitude to life; his angle of thonght
and his way of presenting his views. However, his humour

can be studied mainly under three headings.

5.5.1. Huomour in situation

That which is fifty percent responsible for the humour
in Kalki’s stories, is the situations in which he presents his

characters.

In Puli Rouja, the king is intent upon killing one
hupdred tigers since the astrologers have predicted that he
would die at the hands of the hundredth tiger he meets in
his life. He exhausts shooting the tigers in the forests within
his territory and then goes in search of more tigers in other

people’s territory.

He even chooses his bride on the condition that she

should be the daughter of the king who owns the maximum
pumber of tigers in his forests. The Diwan, exhausied in his
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efforts to quench the thirst of the king, finally meets a
crisis in his life when there are no more tigers anywhere in
the nearby states, and the king needs stilf one more tiger
to complete the fatal and decisive number of one hundred.
Failing in his search, he finally decides to bring a tiger from
the zoo and put an ead to this seemingly unending search
of tigers.

He brings the famszd riger in a van and tries to leave
it in the forest where the king has gone for hunting. But
alas! - the .tiger does not co-opsrate with him. [t refuses
to get down from the van - so safec and secure - into the
‘frightening’ forest (its mothartand!). Kalki explains this
final situation wherein the Diwan sweats to bring the tamed
tiger outside the van and leave it in the forest to be
‘accidentally’ discovered by the king.

In Theeppiditha Kudicaikal also, we get an equally
and even more humorous situation in the narrator’s experi-
ence of missing a train,

“Koolippatti Zawindar is an old friend of mine. You
need not feel jealous of me. Also, it was not my foull—but
that of the railway man—that we became friends. Once both of
us happened lo be wailing for the train. We were ready with
our baggages iw our hand. A second class carriage stopped  in
front of me. He was standing before a third class ladies’ com-
partment. I went in search of a third class compariment and he,
a second class. 1 fourd my place first.

«¢ <Sir, sir, sir. Please open the daor,” I cried.

“ <Sir, sir, sir; please go to lhe next compartment,” was
the polite reply.

[ tried to enter into it forcibly. At once a dozen hands

seized me. I had to refreat. Before trying two more compari-

ments in 1his same manner, the train sarted | moving.
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I ran for a short distance along with the train. After some
yime I decided that the train could mot cope up with me, and
stopped. When I turned back I saw Koolippatti Zamindar also
standing on the platform. I learnt afterwards that a white man
travelling with his wife in a second class compartment ‘blessed’
him to go lo hell : A conversation followed immediately thereafter :

‘I : What if the train goes to ruin?

He : ‘What if this company goes to the underworld.’
“No objection.’

Thus we became friends’

In Pudu Owverseer, Sambandam, the tero, is astonished,
shocked and grieved at seeing the efforts of Govindaraja
Udweiyar to ruin the lands of his enemy. Udaiyar, caught red-
handed, tries to pacify the new overseer by offering bribery.
Without understanding the integrity and duty-consciousness of
Sambandam, Udaiyar mistakes his refusals for signs of greedi-
ness. Hence, he gees on increasing the rate, auctioning the
authority of a government official. He is werried over the
passing of the precious time and enquires irritatingly whatever
Sambandam expects from Udaiyar in order to seal his lips.
Udaiyar, not losing his faith in winning the officer’s consent
to forget his illegal action, and the inexperienced Sambandam’s.
astonishment at such open offering of bribery, make us smile,
when we listen to the following conversation.

Udaiyar : Alright, sir; say what you want 9

Sambandam : What 1 want ! You dare ask me whot

1 want ! Thunder shall fall on your head.
This flood. shall swallow thine. That’s what
I want,
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Rangarajan, the main character in . Rangadurkkam Raja,
is portrayed as an eccentric - character, immersed 1n his own
jdeologies and leading a life of seclusion and restlessness.
While the author elaborately explains his mental. make-up and
his past life, he refers to an episode that shocks us first,
but afterwards makes us burst into laughter and contemplate
over the possible roguishness of adolescence.

The humour could be best appreciated only in Kalki’s
own words Since the words of Rangarajan’s fellow student
that shock and amuse us at the same time, are non-translatable.
The expression is typically Tamilian, the humour embedded within
the language structure and the people’s culture.

Kalki writes :

M spaNE e & T S HuTwi ser, swrerd Aflui-
&6t @euiasefled wofl @b TEIST TR dd@ wilure sume g,
FCpawraug, o HULL S Ao wrg. ouiast gCaT
S S516G U HS SuEHC By Cureissr. G aer
sLmib@s Csl (s OsTWHSTH. Ju@dLuw eGETsT
wrEpdsiast diapwds §Iw SOUR SSTET. (Y B6T S0
mansvem i) whs CsTbsEUTS), SH6T uss s 56l m b 5
wregwEaCem® Cuiss Q&aTHS ST, JSTEFHT N (BN~
Y s aeudsd @obsud aarn HPbsSD T
ouuyl’’ oty GelLTar. ‘ge@? ersgHurid uwed
TGS Qer(éasisdy. aear srwnds,” ot
ufle ebse. "

Another episode in the same story that changes Ranrga-
rajan’s attitude towards his friend is also explained humoro-
usly by Kalki.

Rangarajan, after finishing his collegiate education, goes
to his friend’s village to have a nice time with him. In the
evening he calls his friend for the usual walk on the bank
of the stream. Darmalingam, his friend, eanters into his

1. owWésrdar, U, 22
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house saying that he would inform his wife and then go out
with Rangarajan. At once Rangarajan’s eyes open. And, he
is all the more dejected when his friend who went in, returns
with the one - year - old child in his hands. He realizes that
now they belong to entirely different worlds. On the very
next day he takes leave of his friend.
5.5.2. Humour in Churacterisation : In Kanaiyaliyin kanavu,
a typical village scnool master is portrayed in a humorous
setting and situation. Kalki writes :
“glmwrifuied Guenser uveefldm b QaTn GHHSS-
g se e ursFurular  Quui swsswu arSHwri.
QaTEssd UYWL STOS% walsi. DGwr srdl; — T m -
SauirgewLbs sTurTamal Gured s DHEWsT o (HmL W
suripprefled eTeTmid SyewL b Sl .

2

“eumi, ewri @ wrGrT ewym, QUTH : eTsirm) ey Gluswr
neiEer. et Gor eTVTL Cluam ST 26T 60T VST SO L
@M pg Canydms urissnrEisst. arsHurpd O bs0
uéasw Grrédei. oL Car usiaflédmiw, Clushs,
»rhared, Cueng, & wWEHmB QT DTS &hP&
suws QsrLmder. 06L& n “Aarr&Curi@®’ SIWL&GE D
GLewLoww d0555 sEIUTHSLTES &HDHS Gl & 63T -
Lri. Quengy BHmbs stoiuremsow o 51 RSN -
rural Gurl ®s GarswLri. 9ne, BTHeTed (p &y &l vt
Cusd &ips Gus Cuasyeomw aBsgH. DS a7
Qs G sy Csfurwe dfigsni. @) s nGer sbusdls
s ds S5l Cal eCa, oms Cuamem e puld Gl&msl-
AL BU Quamadnt) uriss ‘soflueaaler o L &THES6T .
Saureuigst (@)L msefle) 2 Usr(pBisen:’  eTeTm LTI
Fpeug Curenn @reled Hslyei.”’ 1
This episode not enly makes us laugh at the simple
and ignorant school master but also reminds ‘us of a similar
character we meet in Rujam Aiyar’s Kamalambal Charitram.
The Tamil pandit Ammaiyappa Pillai provides laughter whenever
he appears, : -

1. wudsvsardr, us 11
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Evea such noble minded people as Gopala Iyer in
‘Kamalavin Kalyanam have not escaped from Kalki’s sarcastic
portrayal of charactcr While etplammg about Gopala Iyer
he remarks : ‘‘since the arnval of Gcmdhz in the Indian poli-
tical field, Gopala Iyer has been seventy five percent congress
~man,...He started learning Hindi twenty years ago. Still, he
is .try_ivn‘g‘, to master it. He was actively engaged in Anne
‘Beasant’s Home Rule Movement and hence, was aptly called
Home Rule Gopala Iyer. But, a few jealous minds used to
~interpret it as referring to his subordination at home wherein
.his wife reigns; having in ‘her charge all the reins.”’

The carelessness of the money-monger® Mokan which
endsin his own destruction inthe end, is beautifully and
humorously portrayed by ‘the author, in the following lines-

QLTS WESE &G ETTH (y;g)sv, g&vm@&msgjmgwm

- sueruls) TS5%MCwr ETETETsEhES CuraaT o6 msiend

QICEE TS @mmmp slerburw  Gswaugng 1psoe
Gan_suraa@a;qr SUY DL ushFTEISHSET, wLAser, Gaevear-
Liaeir- @UUU}OIUGLGUJLD Lﬁhraww Ceuwg 65T mdlensir.
Guras ughsTmsh oG #’sﬁngslélcv drdsSwrdl, Goumy

- THS0 UEHETRIGSM Sujib 6L Guom &aT LIEHETEIS S lsd &1 6T
é,u);rmrrmeru{w,_ igﬂ‘lurrgiu](yl)tbv g Haip, aarm Quuenys
AGU&)QI Sl Lg. G’wn&s&r'Gssvsu'eri- s‘rsiw\rgsb & BIG 6]
‘4, szrq_ch ) a;u;'g;u} o_sma_nmgu mgp&swrruﬁl,@@ 3| 6l 6n 6y
eﬂnrr&ceﬁ' Gwrrasw oLl wrssssie 33 G548 aarp
q&@m Lsmu_frufi,mgv ..... 1

It should be pointed out in this context that Kalki’s
humour is sometimes partly dependent lupon the language
structure or the ' culture of the people.’ For " jnstance, the
‘humour lying’ in the above quoted lines “of ‘Kalki cannot be
‘easily understood by people who "aré not familiar with the
Indian culture that gives importance -to such astrological
calculations as mentioned in the passa,_g_g hquo_a;d.

l. &f%wr vevwal, u&k. 69
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Kalki’s sarcastic remarks about the actions or moods
of the characters add life to his humorous style, on certain_
occasions.  His appreciation that °‘one among them stood one
foot *far away’ from the tiger and shot it down with per-
fect aim’® (Puli Raja) is ome such.

Kalki’s humorous characterisation is not only enter-
taining but at times is also enlightening since they reveal
the general human tendencies.

In Ejamana Visuvasom while commenting upon the
pature of Mohan’s business and the ways and means of
earning his living, he ecalmly r marks : ‘‘eraryaTurs @-
wrdfl  dAurungsdd, Bry) @Y STLTDIES (LpEST DEW I
ghurii&@ Gwe) eumu matuSadumr sore, LT o bhS
geiws QgrLmduwg.”!

In - Srikanthan Punarjenman, tbe main  character
Srikanthan, gets imprisoned for taking part in the movements
against the British rule. Kalki explains the situation at his
home in the following lines :

*Chaos prevailed at his home for the two days follow-
ing his imprisonment. There was no-end to the worry of
his sisters. They lamented, ‘Oh, God! Father’s pension should
pot suffer as a consequence of this.” His mother, for her
part, cried ‘‘I was insisting wpon his marriage but no oneg
istened to me”’.”

, In man’s struggle for ezistence, under whatever pretext
he may try to justify his attempts to earn fame and name; his -
efforts to gain recognition in society; his ways and means of ear-
ning his living ; his thirst for knowledge ; his love for his job; his

1. of%wusunref, né. 69
2  sqwwrifer serey, us. 91
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duty-consciousness - everything. every single movemeat of his-
has as the ultimate inner motive, necessity to thrive - the
compulsion to exist - the desire to be comfortable. In rough,
undignified, unveiled terms - to provide for his plate and bedding.
Every man has an outer roof which he nonchalantly exposes
to the world aad an inner safety —locker, even the existence
of which he dires not bz known to others. The fine dressing
and the pretty mask however, fail to save his face at the un-
guarded moments when he reveals himself, through his speech,
actions and reactions. The c‘affectionate’ daughters who pretend
to be worried about the imprisoament of their broﬁther, reve’ |
their real cause for anxiety over their father’s pension, in their
words, The general belief that a man loses part of his courage
and inspiration to sacrifice his everything for noble causes, once
he is entangled in the chains of wedlock which increases his
responsibility and binds him uu.der am oath, is revealed in
the mother’s cry.

Equally humorous aond revealing is apother situation
that occurs in Karirulil Oru Minnwal. Sambu ard his friend
on their way to Sambu’s father-in-law’s house, get stranded
in the highways road when the taxi in which they are tra-
velling needs some repairing. It is alrcady mid-night. To
make matters worse, a heavy rain is pouring, accompanied
by thunder and lightening. The night being the eve to
Deepavali, one can imagine the degree of coldness in the
weather. When they were anxiously waiting for the car to
move, the driver enquires whether they have brought a torch.
On getting a negative reply he is disappoiuted and gives a
valuable advice in a complaining toume, “‘People like you who
start on a night journey should always have a torch in hand,
STEFe iniens o

'~ We can see even in our daily life that some people
have the habit of convenizntly blaming otbers, and even in-

1. s%mwrdliar sere;, us. 161
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animate objects for everything that happsns. The way is
blamed for getting lost; the food is-scolded for getting scarc-
hed; the fire is chided for one getting burnt; “the ' stone'is
scowled at for oue’s falling’ down, and if no such  object.
comes in handy to put the blame upon, ‘fate’ is always
there to bear the blame. This attitude of mankind is revealed
humorously by Ka]kl in the ‘driver’s remark ‘

Another lmportant f'actor to be mentloned in . conmec-
tion with Kalki’s humour in  characterisation, is, . his , bring
ing in of puranic, epic, and historical characters into  his
stories and referring to them mockingly.

His mocking reference to Lord Krishna's rnusmal ta]cnt =
in  Mayilaikkalai-and his’ draggmg of Veda Vyaaara name
in Veedu Thedum Padalam' are “but few examp]es of the puramc
characters who are drapged by the current of Kalki’s humour
to float ridiculously perched upon his Sarcastic ' languagc

The author has also ,ghe. habit or quoting m hlS
stories, as similes for snuatlons appropnate anecdotcs elthcr
imaginary or acquned by heresay.

In Veedu Thedum Pddala_m, he speaks ot the! petted
servant who ‘affectionately’ enquires’ about »the welfare of -the
Mirasudar’s wifein“the: first person inclusive plural.'“‘srepwmeir;
bbu FRETrsS HE Ly elug @msdns? ﬂmgy Gsr !
Lr@w”; and of’ the Malayala Namboothri who, on  seeing
too many ‘To let’ boards hanging in ‘the frontyard of houses
in several streets, temarks ‘when he rteturns to 'his homeland
that ‘Lord To “let”" must be the richest 'man at Madias,
owning almost three” fourths of the house$ in 'the . city,'

In the same story, he mentions about the ghosts that
occur in several stories, films and p]ays. in Tamil as well as
in English. Reference 13 made to Ratnakumar (an old Tamil
film) ; Manohara (an old Tamil play) and Hamlet (SkakeSpeare)
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3

Contemporaries and even thc cabmet mmmters of his
period do not escape the clutches of his humour. The cha-
racter Gadofhga]arao in Veedu Thedum Padalam rc*parks “(in' his
dream) to the ghosts, ¢ Oh, ghosts: Do you think that”[am"
not aware of your lying to me? You are cheating the world
crying that you died of famlne You say SO, in order to
insinuate the Congress ministers. In fact, you ‘did” not die
of famine or hunger. - You diéd because your: days.in the
world were overi That was your fate.. Who could -interfere
with it? Run away immediately:from -this place. . Otherwise I
shall call the honoravle Minister: for~ Food; «Munshi., . Yout,
bones contain phosphorous which is good:for lands.. He will
place an order on seeing you that your bones shall be pow-
dered by ma..hmcs aud uscd for the lands that are’ plouc’hcd L

5.5.3. Homour ‘in Ld‘rig’imge-‘:V-T'h'c"irohicfa‘l references which
give just the opposite of the dictionary meaning of the word,
is also responsible for humour in Kal”k_i:s" stpries.

When Mangammal gcts her hfeschance to speak against
her husband who asks her 'to start a pretcnﬂous quarrel for
the benefit of his nelghbour ) cars, she gets really interested
in the job, after some time. Formerly, mere openmg of her
mouth in contempt would result io Venus beating her. Now,
he is obliged to._remain mlcntand his sxlcnce stnmulatcs her
Afier about half an hour, both of them forget that it 1s ;a‘
pretention, and enter into, the splrlt of a real quarrel Venu
stands up angrily and enquires, s that all or havc you
got more to say‘?”Mangamma replies that she has alot more,
and begins once again_ the pumnam. But. on reallsma hat
Venu is serious, she goes inside the room and bolls it from
inside. From there, Kalki wntes, “a,nmr Gm@"’-””“&sﬂ"
S|V LW LT LT L eT @m@mw @ﬂ%l—lﬂﬁﬁf UEQ’(‘:’;’W““"

T
=i, TR

1. wrL§6geear &%r,_ un..lOl“
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st Gerrmev L w cepdsumadnud  suienl S5 jouit &

g fiurgh Qewwareesr.”!
In this story, it is not only the situation bat also
the ironical language that enhances the humorous style.

In Srikanthan Puzarjenmam, while introducing the main
character the author rtemarks, “‘wfarpser GQuflu waagrer
S Gulam &, el urisseL GaGu qaBsGD )3 Qafbsi
Quriai@. S Quiln weyesrsr T GU Quswy TaTUSTS
waluesuyd ¢pCsduiushe @rilyrg.’ >

In Onpathu Kuli Nilam the incongruity in the name
of cne of the characters arousesa mvsement especially because
of Kalki’s mentioning of his age within brackets, “Chinnappayal

(Sixty five years old).”’?

Equally amusing is the language of the character
Mohan in Ejomana Visuvasam, who challengingly inferms his
employees *‘to be aware of his ability to run the office
even with the help of brooms used to sweep the streets.’’*

The classifications made above were for convenience’
sake since in faci character, occasion and Janguage are inse-
paratly uniied in the completed siory and it is only their
harmorious tlendirg that is responsible for the outcome of
humour. It is only the degree of their presence that decides
or justifies the classifications- There are several occasions
wherein Kalki’s pen has bestowed humour equally upon all
the threce, so that removal cof even a single word is either im-
jcssible ¢r would result in, if not complete change of
meaning, lessening of the humour in the writing.

l. @pem Crrar, us 94 2. &% w fudsir serey, ué. 77
3. engewgular sEFIW, us. 152 4. eflawuenreal, us. 64
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Rangadurkkam Rajr writes a love lettar to the fellow

passenger on ship, Premalatha. The contents of the letter are

given by Kalki in such a stylz that there is humour in all

the three — character, situation and language.

The language of the first part of the letter - the Raja’s
addressing his lady-love—reveals the foolishness that prompted
him to use senseless words of love and adoration, not coming
from his heart but stolen from books. Kailki himself tavites
us to enjoy the taste of it.

eTeir o L) Qurmer gyiwws Osrerdm Claeratre 6T
sanewils) smuafl Gurdrp, HHDLUID Anbs,
CQumsninuisd g hs, CoslmiGursd @ afls5, wriad
Cursd NS5 ... @orryred  @orw @B ps i
wfwd GCruwsrCsaillées rmEsITEsh o eg ey @ &l
Brey aupde Gasrawe s’

The rest of the letter humorously reveals the nature
of the character and the situation. It proceeds like this :
‘Cuesy uraumi !

T @hSLLTETS o DEETS  THMTH $IG&Y FHE
Qsrangmedn Ossugd, Greignd ussligih, &Eer-
lguh mewel g BTST Uil e_uswwBw sswr®, CsL @,
awmbd, wpss andCps aaugo BT 05565
TaTgoLY  QHHuSDS o udflLb Sphbsy sTCig
‘Brer  @@uusT, @oougr’ asp Gasrelmus 2 bl 1b
CaL U uded Gsfbs OGsrerer Couadr (B STHTUS DET S
BTepid @ bss &Ousd GLraif &iew PP 5 F0(® b &
Harviug wsd wuwbhHsd g uGAGDST. Y@
950G EHumrild &85 &hHsiUUD fevL & s ailsDd

@rew® opp  SLenoaussiis) e bl @55
siaswsmsn HravsrdsHnsdCpar aETUS 0TS
w@uw. UBur@sdord BT ‘wyorg’ aarg Csrsed
uilem & &) 15 Q@&  wariytawrs ULy B
Serdwaodubusiugy aaigs 6sfyd. v &) F @6
‘Wwywrg)” aargy GErarEed, 5 ‘ef’ aaTusnHSG
DL TD TS HIET DT S s T
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5.6. Vafious types of humour in Kalki’s stories

The intention of the speaker, the reactin in the
listener, the potentialities of the meaning of the words - all
these decide the type of humour present in the author’s
style.

56.1. Wit : The following conversation between Rangarajan
and  Premalatha is an example for the presence of wit in
Kalki’s style.

““‘Rangarajan : Is it mot an offence to try to lewve this world
in. which a lady like you resides?

Premalatha : If that is the real reason, then your jumping into
the sea could not be an offence.

Rangarajan : How s it ?

Premalatha : Was it not because of that you came to know
of my existence?

(Rangarajan blames himself within his mind. ‘My boy,
you deserve this. Were you not under the impression that you
are the sole tntelligent soul in the whole world and that all
the rest are idiots? Now you stand blinking before a liltle g'irl;
unable to reply!’)

Premalatha : I think if you have no objection we could sit on
these chairs and have a talk.

Rangarajan : Whatever objection could I have?

Premalatha : Well....of course, everyone sits. But I am not sure
whether intelligent persons and those who make this world fit
for their living could do so.

Rangarajan is obliged to laugh aloud. He wonders how
this innocent looking girl is capable of such witty talk.”’;

l. wud%ésror usé 43-45,
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5.6.2. Satire : Satire, fiercer than comedy in its moral
intentions, measures human conduc! pot against a norm bat
against an ideal. The intention is reformative. 1 The satirist
holds up for his readers to see a distorted image, and the
reader is to be shocked into a realisation that the image is
his own. Exaggeration of the most extreme kind is central to
the shock tactics. The reader must see himself as a monster,
in order to learn how far he is from being a saint.

Kalki who has read the works of Bernard Shaw, the
greatest satirist of the century and calls Veda Vyasa as the
Bernard Shaw of the Dwabara Yuge,? is himself a satirist.
He has not written books of satire with the view to reform-
ing the entire outlook of the existing socieiy. In that sense
the could not be compared with Bernard Shaw or even with
‘the Tamil poet Kavimani Desika Vinayakam Pillai 3 who wrote
the satirical comedy Nancil Notiuw Marumakkal Vali Manmiyam. *
But, his portrayal of characters, his picture of the ' situation,
and his description of the atmosphere are satrical. They denote
the aspects that need reformation either in society and politics
or in Man himself, and demand correction in an indirect way.
The reason behind this difference of the satirical remarks of
Kalki in his stories and the satirical works of Bernard Shaw
and Kavimani is that, the intention behind their writing is
social reformation and political reorganisation whereas Kalki’s
main intention is to point out everything humorously. That is
evident from the very fact that his satire, in most cases, is
not the theme of the story.

For instance he remarks, ‘Astonished, the chief of the
gang of astrologers, placed his index finger on his wnose. If
a ten days old child not only talks but also puts such an
intelligent question - it rather appears like the report of the

1. Arthur Pollard, p.2. 2. geurugrysn 3. selwel G545
I prwsn Werder- 4. prEpsie) sri@ wELsssr Yl wreTdwb
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war department and does not ring true. Does it?”
The author in these words has criticized the exaggerated

reports of the war department.

Similarly, a more biting remark is given by him in
Srikanthan Punarjenmam —Since Kalki himself was a direct
and indirect participant in the freedom struggle of India, he
sympatkises with the fighters and appreciates them, and passes
adverse cri‘\{cisms over cowardice and selfishness of the non-
participants. This is evident in his satirical remark over the
the incidents' in Srikanthan’s town.

wfsrbssr Uphe euaribgy 190 - uThH  JQw I b-
BErSHH Ssiaumas YrousHd sidari.... G5 HHser
BBIG6 SLOWOWS HybsravwL vl G G abHs-
i, OgTavLismEes Sus (QLCwr, o aneaT 2 6w -
Cour Qsr(Héss LT 661D 2 Ssrawudh SIMCLTFrL
CurlGu udlriistu®sSeissr... Guugu’L SHery
Sy Spuspeiu yamow ybs psid $Cr oG-
WBEGSETHT  @mbselsaTy  Casflurtpn. bS5
@muCrr Quenemuwl Wpbsaurrdmbsri.’’

Similarly, in ‘Puli Raja’ when he informs the readers
that nothing strange happened in the life of the prince dur-
ing his early years, he continues to explain it vividly and
says, ‘Like all other princes of the various states, he drank
the milk of the English cow; was brought up by a Eoglish
nurse; taught by an English teacher, saw English films.” We
understand from the tone and language, the sarcasm against
the lovers of English language and culture.?2

‘ 9.6.7 Iromy: The definition given in the oxford dic-
tionary is ‘‘a‘ contradictory outcome of events as if in mockery
of the promise and fitness of things’’. Its potentialities are

1. &%wwrddsr searey, us 81
2. erpomgulsrt FHglrm, 140
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high, since it can also bscome a m>ode of escape. To
laugh at the terrors of life is in some sense to evade
taem. To laugh at oneself is to become less vulnerable to
the scorn and indifference of others. An ironic attitude is com-
plex and unpredictable; fluctuating with mood and situation,
too subtle in its possibilities for.any simple definition in terms
of moral purpose - a ‘test’ of truth® to be generally
applied. ‘However, it sometimes ‘ceases to be a functional
technique serving a moral purpose and becomes the embodi-
ment of an attitude to life.” Kalki’s irony is of the
second type - showing his or his characters’ attitude to life.

In Governor Vijoyam, two rich citizens of a 'village
compete with each other in gaining the recognition of the
Governor whose journey’s schedule includes his passing by
their village and stopping there for just a few seconds to
receive their welcome. Both, Chettiar and Iyengar, try from the
very beginning each to avoid the other in gztting the atten-
tion of the Governor. On the particular day, both go to
the railway station. The governor’s Visit is over ina matter
of two minutes and the train moves away. Both return
home. The author explains the situation at their homes.

Chettiar enters into his home. The people at home
gather 7round him and express their eagerness in knowing
about what happened at the station. Chettiar has a kind
heart. He does mot want (o disappoint them, Hence, he
gives a Ctrue’ account of his ‘long’ conversation with the
Governor in  which he appreciated the sovereign’s rule over
India but specified ome defect with reference to their giving
honorary titles to the ‘loyal subjects’ of the throne. Chettiar's
relatives are surprised and worried at his audacity in making
such a remark straight to ‘a Governor. Chettiar nonchalantly
poses a ‘I - don’t - care-for’ attitude and everyone admires him.
The story does not end there. The same thing occurs in. the
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neighbouring house also. Kalki ends the story with the following
words ; *‘If omly someone had gone to Iyengar's house at
that moment, they could have heard him relating more or
less in the same manner his wversion of his  conversation
with the Governor who, according tc Iyengar. did nol even turn
in the direction of Chettiar (who also makes stmilar  claims.).

In Vasthatu Venw, we hear Veerasamy enquiring Venu
‘“What is this? Everyone said that it was you who beat
your wife. Poor fellow ! Was it you who got the beatings?
Your whole body appears bloated.”” The laughter that
accompaines the reading of this as well as the above
mentioned incident is due to the irony .of char-
acterisation and situation. The reader as well as the charac-
ters concerned know, what really happened. In both the
cases, the prestige of the characters is involved and we laugh
at their attempts to save their faces, knowing all the time
that the other person is ,also aware of it and attempts
the same. |

Irony relates not only to events but also to the tem-
perament and personality of the man who records the events.
As far as Kalki’s stories are concerned, it is his personality
that rules his style. Even in the above illustrations it is
not only the characters and situation but also the tone of
the author that is responsible for the irony. This sort of
ironical tone occurs not only through the characters but also
in the aside speeches of the author who occasionally comments
over the thoughts and actions of his chara.ters.

While speaking of Rangarajan’s decision to jump into the
sea, Kalki asks the readers whether anyone could guess the
reason and then comments, *‘Let us see what is the reason
for his arriving at such an ‘intelligent’ decision-one that
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could act a model to others.””’! Whoever reading this story
could miss the irony in this comment?

Kalki is well known for such comments and he makes
a similar observation in Puli Raja also. From the beginning
the story is related humorounsly and the motive of the author
is established even in the very beginning - in the very opening
sentence of the story which introduces the main character.
“HWG SSTHTWSET Grdubs b WETTTRT O T &%,
aflsv eanare mGugri—Cgarre, HCwsri, Gogy,
sgfwrsy evbaprf, war rregrSyrey  eflaauyeuenw
oubgrL, evir sflevrsflpimBILESTT, 6T, . 4., o1, o1,
w #., 68 gi.el. Gs. erermd Geredeugiaw (; ‘yedl-

rrer’ adp HHhEsWTss 6lFnsdeu g o e (®.’ "2
On proceeding with the story he remarks, that the
special feature of his death was that even on the very day
of his birth, the astrologers amazingly discovered the fact and
also plainly teld his father, that he is going to die cne day.

Similarly, while describing the surroundings of the
deserted mansion in Paladaintha Pangnla, he writes: ‘‘Under
the thick shade of trees, there was a big well. There was
no device to draw water from it. At the bottom ofa tub
nearby, a small amount of stagnant water could be seen is
viter black colour. There was no doubt about its high '
antiquity. Hence, one could aptly call it even as sacred as
the Ganges.?

Both the remarks of Kalki, quoted here, are typical exam-
ples of Kalkian bumour. Hisirony is based upon and aimed
at the people’s blind belief in astrology (not accepting it
as a gift of predicting the future) and the value people
place vpon the water of the Ganges, ignoring its (scientifically)
impurity - carrying everything that is thrown into it from
flowers to dead bodies.

1. wil%éand%r, vus.20 2. ergamgulsr gE8lrn, us. 137
3. s wrifulsr sere, us&. 98
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5.7 Fantasy in Kalki’s Humour

On the whole on just three occasions, we find fantasy
entering into Kalki’s humouar which is othsrwise quite aatural
and becoming to his style.

In Puli Raja half of the story runs only on the rails
of fantastic imagination. ‘

When the astrologers make their remarkable and valu-
able observation avout the child’s future-that he will die
one day-, a miracle occurs. The author himself accepts it
as astonishing. He writes :

“At that moment a great miracle happened. The ten days
old child talked : Only one single word came out of its mouth
and it was an address : ‘Brahaspathikale’' was that word.

« All stood wonder-struck, staring at each other.

“ It was me who talked, Brahaspaihikale.

“This time there was mo doubt, Definitely it was the
child who had thus wonderfully spoken!

“The chief astrologer removed his spectacles and closely
observed the child.

41l men are mortals. What is new in your astrological
finding? Atleast it will be reasonable if you could predict the
means of death—thus spoke the prince in his small voice.

“The chief astrologer replied, ¢His highness, the prince,
is born wnder the zodiac of Leo. Enmity exvists between Leo
and Tiger. Hence, death will occur through a  tiger.

<You may think that the prince Jang Jang Bahduwr
would have trembled at hearing the word ‘tiger’. No, he

1. 8 rsavuglsCer



140 Kalki’s Short Stories — A Study

simply roared once. Then, two lerrifying words came out of

his mouth :

“Tiger, beware, (of me).’

The author accepts that the incident mentioned above is a
rumour. But the way of preseatation does mnot give
the impression of its being a rumour. It sounds so real
that the casual mentioning of the author of its true natare
even passes unnoticed.

Atleast this can be ignored on the grounds that the
author has made a passing remark of its being a rumour.
In the other two cases, he speaks of the respective fantastic
accounts as real happenings,Athough his tone makes it clear
that they are exaggerations.-

In Theeppidiitha Kudicaikal, he portrays the character
as jumping a few yards above the ground and coming down
lowly only to step on a burning cigar and again go up.

In Rangadurkkam Raja, he writes that on hearing the
astonishing news the doctor exclaimed, and in that breath-
taking wmoment, the cigar suddenly went inside the throat
and was swallowed.?

Also, in ‘Puli Raja’ the following conversation between
the Diwan and the king, results in fantastic characterisation.

One day Maharaja sent for the Diwan. He arrived,
The Fking reminded him, ‘Diwan ~ Saheb. You do remember
that still thirty more tigers remain to be shot dead by this
gun. Don’t You?’ :

l. gowp Grrgr, ué. 52. 2, wlkvEsrdr, usé 53
3. erpomguist spglrn v, 144—(45
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: Trembling at the sight of the gun, Diwan replied,
*‘Maharaja, 1 am nol a trger,....

“Which fool said you are a tiger? You are neither a
tiger nor @ gun, Diwan Saheb. The reason for nty sending for
you remains unsaid. I have decided to marry.”’ At once Diwan
began fto stammer more than ever. “Maharaj, already I have got

two wives. Marrying you too ...

“Tyt tut. What nonsense are yow. speaking? Why should
I marry you? What I want is a tiger. ’

““Maharaj; Please don’t. Think it over [first, Your fore
fathers married the swords. If youw wanf, better marry your
gun. It is enough that this state has got a tiger-king. we don't
need a tiger-queen also’’ '

On hearing this the Maharaja burst into voaring laughter.
«:No tiger, no gun. I am simply going to mdarry a human
being. First, prepare a list of the states that abound in tigers
in their forests. Then, see to if there is any eligible bride for
me in the state that kas got the largest number of tigers.”*

This conversation is no doubt very humorous and of
course there is always a bit of exaggeration allowed  for
creative writers in order to convincingly present a dramatization
of life. Yet, there is a limit for that allowance and Kalki
has definitely surpassed his limits.

The exaggeration has gone to the extent of spoiling the
essential illusion of reality in the respective stories. Humour
at the cost of plausibility, entertainment at the cost of
illusion of reality cannot be accepted or appreciated, It is
too big a price to pay for such cheap humour.
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57. Uses of language and style in short fiction

The very first use and purpase of language is expre-
ssion of ideas and feelings. The expression should be convin-
cing and hence language is partly responsible for the creation
of illusion of reality. Kalki excells in this but for a few
stray cases, wherein his attempt to be humorous is responsi<
ble for the spoiling of illusion of reality.

Since language is a highly potential instrument, a good
writer could extricate the best from it. Therefore language
in short fiction could suggest more than what it literally
means and thereby contribute its share in the implication of:
‘theme. Kalki’s language lacks this asset, since he tries to
be as exact and' clear as possible in the expression of his
ideas as to the extent of exhausting the contents of
his mind through the power of his language. Suggestibility
present in Kalki's expression of themes, action and characteri-
sation is mostly the result of his clever plotiing and only
rarely the product of his language. A

However, in the few occurences of _suggestive  diction
seen -in his. stories, they excel in their implications and
revelations. They point. out a deeper, understanding of human
nature.

Language could help the author to bring about satire
and irony in the most implied manner possible. Being known
for his humour, Kalki’s works abound in humour and sarcasm.
His language is of excellent use to him as the perfect.
medium for expressing humorous thoughts, comments and.
situations.

Since the theme, the suggested ideas, satire and all
such deep levels of meaning in a story are the author’s ownm
individualistic interpretation of life, language helps in learning
about the author also. That is, through the language and
style he uses in his art, we learn about Kalki’s personality’
and understand the tome of the author too.
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€echniqueo

6.1. Titling

To speak of the values of titling in short fiction, least
of. all, it helps to refer to the respective stories while rel-
ating - or criticising them. Also, it plays a part in creating
reader-interest. When the title is‘attractive——openly referring
to an interesting subject which is the plot of the story, or
covertly suggesting the theme of the story that is thought-
provoking it provides an additional stimulus for the reader
to sit and read the story. In fact, next to his general inter-
est to read fiction either to while away the time or to satisfy
his thirst to enter into the world of fancy- the reader gets
his very first inducement to read a story from its title.

On making a general analysis, we find that most of
Kalki’s stories are named after the characters — either major or
minor; sometimes consisting of the names of the respective
characters (Veerai Bavani, Chandramaths, Vasthaty  Venw)
and sometimes disclosing their relatiorship with the main
character (Thanthaiyum Makanum, En Deivam). It is interesting
to note in this context that Kalki has at times, given' im-
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portance to the scemingly insignificant character in his
stories. He has done this when they have been responsible
for development of the plot. For instance in the story Mayi-
laiklkalai the Mayilai is a bull that the hero loses in the
forest while letting the cattle graze in the harvested fields. Because
of the loss, he is unable to go to the Mabamaham ! festival and
while be comes in search of it, meets the heroine and the
story develops thereafter. The main characters give great
importance to the bull in their lives, since they
believe that by getting lost in the forest, it enabled
them to get united in the sacred bond of marriage.
But as far as the readers are concerned, apart from such
sentimental attachment to the character in question, it helps
for the development of the plot by creating a plausible reason
for the presence of the hero in the forest on the very same
day when the heroine is also present there under different
circumstances.

More or less the same case is found, also in the case
of the story Rangadurkkam Ruja where the Raje Saheb is but
an insignificant character who does not make a single physical
appearance in the story. He is simply talked about and referred to
by other characters, However, only because he was an exact
replica of the hero in appearance, and also happened to fall
into the sea exactly at the same moment when the hero fell
into it, that the story moves further. Hence, his name gets
an importance in the story.

In some other cases, one finds that the titles that are
made after the characters, suggest the theme. For instance,
in the story En Deivam, the title refers to the hero’s
mother and it suggests the theme of the story- appraisal of
the patient, sacrificing motherhood.

PERPEDge S S ENE

1. wsrwsw



_ _Techniques 145

Sometimes the names of two characters are brought
in the title that refer either to th similarity or to the cont-
rast in their character-traits. (Examples are  respectively
Thanthaiyum Makanwm and Govindarum Veerappanum..)

Kalki has given a few ironic titles, too. The story
in which destruction of life is brought about by nothing but
the extreme loyalty of a servant who persisted in saving his
master’s properties even after his dismissal of office, has
been entitled Ejamana Visuvasam,. The title Lanjam
Vangathavan tefers to the incorruptible death, in the story
that speaks of the life of a corrupt person.

Similarly, Srikanthan Punarjenmam is a story in which
there is a chaoge in the mentality of Srikanthan which leads
to the shattering of the heroine’s dreams built over the hero’s
unreliable temperament. Punarjenmam is ‘a. word that 1s
usually associated with changes for the good. In this story
it has been used iromically.

In Vidooshakan Chinnamudali, oneis left in tears to
konow the end of a person who spent his whole life on the
stage in making people laugh. Doesn’t the title bring out
the irony of a wvidooshakan tuning into a tragic figure ?

*

: Just the opposite is found in Vasthathn Venu—a
story that speaks of the superiority of intelligence over phy-
sical stamina. The title gives importance to the ‘loser’ - in
the story. The epithet adds to the humour by giving an
emphasis to the well-built physique of Venu.

Among his stories entitled after his characters, one
particular story - Chinnathambiyum ~ Thirudarkalum is  alleg-
orical. Chinnathambi is the hero and Thirudarkal refers to-
all the vices of man that shape his destiny.
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In another of his stories - Kamalavin Kalyanam Kalki
has inserted double meaning. The title means 1) the marriage
of Kamala (or) 2) Kamala’s (husband) Kalyanam. The word
Kalyanam in Tamil, denotes marriage. It is also a proper
name. Kalki makes use of this and also mentions it in the
end of the story.

A few of Kalki’s stories suggest the themes in their
respective titles as it could be found in Saradaiyin Thanthiram,
Governor Vijayam etc.

Some other titles make a reference to the plot by
speaking about an important incident in the plot—Veedu Thedum
Padalam, Engal Ur Sangeethappolti etc.

Very few of his stories bring the picture of setting ‘in
their titles as it could be found in  Kanaiyaliyin Kanavu,
Idintha Kottai and , Paladaintha Bangala.

To conclude we could say that Kalki followed no
special mode of titling. He simply gave the most appropriéte
titles to the respective stories. In one single instance, one
finds an absurd title for an absurd story (Ciranjeevik Kathai).
Most of his stories are named after characters, either major
or minor. In them, we find irony, double-meaning, contrast
and the relationship between characters. Some other titles
refer to the plot by mentioning the impor‘rant incident in the
story or giving a clue to the main suspence in the story.
A few of his titles put an emphasis on the theme. Anotfler
handful of his titles refer to the settings.

On the whole, his titles are appropriate to the stories
in one way or another and nobody could blame Kalki for
giving either inappropriate or unprecise titles to his stories.
jrh'ough t.he title plays its part in arousing the reader-interest
?t is so insigaificant that unless it is kept up by the beginn-
ing of the story, it fades away.
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6.2. Beginuning '

The saying that ‘First impression is the best impression’;
the Tamil proverb that gives the meaning thzat, that which .
starts unpromisingly would doubtless end so!; and the custom
of the pious ones to begin any writing or aay function with
prayer—if the psychology behind all these sayings and ways
of living is understood, it would explain how important ‘the
beginpning’ of a short story is to its success.

~““The moment of arrival in a story ~ the reader’s arrival —
must be carefully chosen,””? since “The capricious reader is no-
only ignorant of all the facts of place, situation, and
character necessary for an understanding of the story, but
here at the beginning is émotionally cold, critically alert, is
not hostile, and mere understanding of facts will be
futile unless at the same time his interest is awakened.
‘Vagueness will irritate him; a mass of details will send him
packing '3

The effectiveness of beginning depends upon several
factors, and one can only analyse the stories individually to
find out whether the beginning of a particular story is con-
genial to it or mot, whether it is appealing and effective in
creating the proper atmosphere to enter into the story and
thereby succeeds im arousing the reader-interest, or not.

Kalki begins his stories in two ways, one is the direct
and the other is the indirect way, i.e., in some of his stories
he straightaway begins to tell the story, whereas in most
others he ‘takes roughly from -haif-a-page to four to five
pages to explain how he happened to know the story orc
why he wants to tell the story. |

1. wspCsrarsd wpmmbd GCs&memrs)

2. The Kenyon Review No. 126 Issue 4. Vol xxxi, 1969
3. Kempton p 221
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In the stories that begin direstly, we find either one of
the following.

a) Introduction of Characters : The introduction is made
mostly by describing the mental maike-up of the character.
Though Kalki’s stories are not lacking in physical descriptions
of characters, he does not venture ioto an elaborate detailed
description of the body - particularly not in che beginnings

Mayilaikkalai, Pudu Overseer, Onpathw Kuli Nilam,
Viasha Manthiram, Tharkolas, Srikanthan Punarjenmam, Police
Virunthu, Veaira Mothiram, Govindanum Veerappanum, Vidoo-
shakan Chinnamudali, Kailasam Iyer Kabara, etc are examples.

b) Description of Seltings ¢ Since description of setting
is one of the causes of arousing reader-interest, Kalki begins
a few of his stories with them. Rangadurkkam Raja, S. 8.
Menaka, Lanjam Vangathavan and V eenai Bavani are examples.
Jn all these stories Kalki has explained the setting.

3) Introducing the conflict of the story: 1In Governor
Vijayam, Kaithiyin Prarthanai, Kadithamum Kanneerum, Arasur
Panchayat, Governor Vandi, Thooku Thandanai, Chinnathambi-
yum Thirudarkalum and a few other stories Kalki has straight

away entered into the conflict.

4) Dialogues : An interesting dialogue that arouses
reader-interest and creates immediacy and spontaniety which
are the very spiczas of short fiction is fouud in the beginning of
Vasthatw — Venw,  Saradaiyin  Thanthiram, Gandhimathiyin
Kathalan, Deivanai, Cinimikksthai and Enga,l Ur  Sangeetha-

ppotte.

Among these Gandhimathiyin Kathalan and Deivanai
consist of dialogue between the narrator’ of the story, and
the listener. The casual speech leads to the narration.
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In most' of the  stories that begin indirectly, K,alki
has taken great pains to ‘create’ an episode that will lead
to the juscification for writing the stories, In Orra,z Ro_ga
an elaborate explanation is given, to justify the presence of,
the narrator in the place where the plot begins. In Idintha-
Kottaz En Deivm, Tiruvalunthur Sivakkolunthu, Rangoon Mappz
llai and Veenai Bawvni, Kalki gives an explanation as to how
he came to know about the events of the story. In certain
Other stories we find him mentioning something that 1S elther
similar to or contrasting with, the events of the story,l. €:s
he makes an unnecessary mention of things that are related
to the story only in an indirect way.. Such a begmmng

is appropriate more for an essay than for short story. Thus we
find him giving an incidance (that reminds him of the elec-
‘tions conducted a while ago when he wants to write a story
‘about- the 1925 elections, .in Theeppiditha Kudicaikal.

In Kamalavin "‘Kalyanom, he mentions the necessity for

'lying in ocder to bring about a marriage alliance, which is

not even remotely connected.with the story that cpeaks of the

 prevention of a :marriage. Kalki admits that he menticns the

fact ohnly in contrast. Nevertheless, it is an unwanted ele-

' meot in the 'story.

In' No.888, the beginning contains, two things  that are
utterly unrelated and unnecessary to the story. Flrst he gnves

" a few ideas that he says . are going to be established in the

story. Secondly, he gives an elaborate _explan'ation‘of how he
happened to be in jail where.he got an opportunity to listen
to the story of a rprisoner, when, after all a_mere mention.

' " of their being imprisoned together, at a jail m ‘the same cell

would have sufficed:

In Kanaiyaliyin'© Kanavu,, he comments about the dream
of Thirisadai ! a character in ~the epic  Ramayanam since the

1. gAféoL i S e e



150 Kalki’s Short Stcries—A Study

story is about the dream of the village Kanaiyali-in a
figurative sense.

In certain stories - Subathirayin  Sakotharan, Bavansi
B.A.,B.L., and Karirulil Oru Minnal for example - the author
has himself entitled the first two .pages as ‘introduction.’

In the story about the foresaken palacial building, he
makes an unnecessary note of an utterly unconnected event of
his going to Pallavaram,' where the mansion 18 situated. .

Thus we find both the extremes in Kalki’s beginnings.
Some of his stories begin directly with great immediacy and
spontaniety, whereas, some others contain unwanted elaborate
discussions that spoil the focus of interest.

However, one finds that it is typically Kalkian and he
was appealing to the readers of his period only through the
same methods that are criticised adversely in this thesis. The
group of unsophisticated readers of Kalki asked not for
suggestibility and spontaniety which readers of today demand,
but were quite satisfied if the story could entertain them-
which Kalki’s stoties definitely did!

The stories, however the author begins them, has to be
narrated by some one, and the choiee of narrator has to be

carefully made in short fiction.

6.3. Telling Medium

A nparrative has to be narrated. In oral as well as ip
written form, there is bound to be a narrator. That narrator,
to use the techrnical term, is the °Telling Medium’. Itis the
medium through which the story is told. Since any story is
told from the narrator’s angle of thought, behaviour and
reaction, it is also known as point of view. The narrator is
the point through which our attention is focussed to get the
view of the story. Both the tertms - telling medium and point
of view - are used by critics.

I. vderayrd
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The following classification could be made for the sake
of analysing Kalki’s Telling Media.

Telling Medium
l
| |

Third First
Person Person
I
|
il i I
Omniscient Selective Author Author
Omuniscient appearing appearing
as himself as an ima-
ginary
character
{ |
l l
|
|
| !
Major Minor Mere Observer

Character Character or listener

I
[

direct indirect

6.3.1 Non-Participant Point of view : Most of Kalki’s
stories are written in the third person. In many of them,
the author has handled the omuiscient point of view, where
he is supposed to koow everything about everyone. In some,
he has been selectively omniscient where he knows only certain
things about certain characters and is ignorant of others.

One thing that is strikingly seem in these stories is the
auther’s intrusion. Kalki gets an opportunity to speak his
mind. At the very first chance, he begins to elaborately
explain about the physique or the mind of his characters,
his views about various things, comment upon the characters,
situation and mood of the story etc., etc.. ;
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o
' ' It should be admitted that this habit of the author
whlch 1S but an mtegral part of his style and individuality,
to a certain extent spoils the reader’s enjoyment of the story
since, it spmls immediacy and' spontaniety;.stands in the way
of'creéiing singleness of effect, 'and: constantly, brings the
autlhor’s'picture ioto the story which is: not only unwantad
but also a hindrance.

Nevertheless, in' certain Ccases, they 'subtly predict the
future Bapp‘enings in the story, the turp in the plot or . the
ending-and, this sort cf fore-shadowing is welcomed ag a
way of arousing teader - interest.

9 32 Participent ' point of view : ' Some of. his stories
are written in First Peérson Telling Medium. Tte person who
tells the storxes in first person is either' a major character

or a mmor one, Or sometimes a mere observer or listemer of
the story

o It is to be noted at this 'point that a particular
telling medium is chosén by the author not simply at ran-
dom or according to the whims and fancies of the author
but only because that particular medium alone could be
congenial to the 'presentation of that particular \story.

_Wé find that Kalki chooses' to present the story,from
_ “the fi;st per'son point of view only when the story contains
- ipcidents that could be better 1old with the necessary suspense
by the selective omniscience of either a major ora  minor
character. For example, the story Orrai Roja, is told im
first person by the protagonist. The story proceeds more or
less like a detective fiction. ' 1f the story has been told in
the third person by the omniscient author,  suppressing
certain facts till the 'end would become am offencc since the
author has no right to hide facts from his readers without
justification. He may wish, in crder to have suspense, to
withbold certain_facts and ‘disclese them to tke reacers enly
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towards the end. Bat h: his no right to do so since there
would 'be no justification for - his withholding, whereas,
if the same story is told by one of thes characters in the
first person telling 'medium, then nobody could biame the
) c‘haragter for having bsen ignorant of certain things. [t is
quit; n'fltl;xral that the character understands those things,
only towards the end 'of the story, whea he has followed
e»very'steb in the development of the plot aad looks back
at them in the light of the experience he has gathered. To
the readers who would have been reading the story, nor-
im;ally identifying themselves 'with the telling medium, it would
not come as a suddea blow or shocking suprise but would
be ‘g mere lifting up ‘of the fog due to the natural change
in the atmosphere 'of the story. In such cases, withholding
of the facts under ‘the pretext: of .the .ignorance of  the
telling' medium, would be quite natural; the suspease created
thereby would not be irritating. The knowing .of the full
factsj and the understanding of the hitherto puzzling incidents
in 't'llle plqt' of the ‘story would be a pleasant ending of
a journey. o5 : ]

Thus, Kalki’s choice of first person telling medium in
’ ! ¢ . o | . - -
case where selective omnisciedce is required to arouse reader-
interest, is quite apt. !
In this medium, sometimes he makes the mnarrator
appear merely as a listener, i.e., even in | the first person

telung medium, the story is not told from the participant
point of view but, from the mon-participant or observer’s

point of view. iy : Ay T

, For instance, in Veenai Bavani, En Deivam, Natakakkari,
Rangoen _'Mappilla%, Tivuvalunthur. Sivakkolunthu and Deivani,
the narrator appeares as a persoen who listens to,  thg story
told by the major or the minor character.



1:4 Kalki’s Short Stories — A Study

In certain others, the parrator is a person who obser-
ves the incidents of the story — Engal Ur Sangeethappotti, Cinima-
l:hathai etc are examples.

This subtle distinction may superficially seem to be of
no significance. However, when one looks deeply into it one
can find out that Kalki writes the story from the listener’s

point of view only when,

(1) the story happens to be consisting of incidents
that happened long ago as we could find in the case of
Veenai Bavani, Tiruvaluntur Sivakkolunthu or Mayilvili Man

(2) When the incidents take place in places far away
as we could seein Rangoon Mappillai or '

(3) When the incidents are fantastic accounts, and
there arises a neccessity for the balancing between romance
and realism to create an illusion of reality as in the case of
Idintha Kottas.

A striking factor that we fiad in stories related from
the listener’s point of view is that Kalki always stops in
between the narration, to continue his  dialogue with . the
narrator of the story either to put some questions or to
comment upon the story. Whereas, in his observer’s point
of view stories he aptly gives at appropriate places, cer-
tain comments that foreshadow the future events. This fore-
shadowing is quite natural in the first person since any normal
person is bound to give such forecasts while narrating some-
thing that happened before, and about which he now knows

everything.
The tale narrated has to happ:n somewhere and hence
the author has to choose a proper setting for his story.

6.4. Seiting and atmosphere

Any story has to take place somewhere at sometime e
“ Hence, the locale and element of time are as essential as
characters and action. Characters cannot stand in a vacuum :;

. 2
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actions do not happen in mid-air. Even in a plane or inside
an ‘Apollo’, still a setting is needed. \

Art has two backgrounds - the physical and the  psy-
chological backgrounds. The physical one is the setting
which helps as a back-screen on the stage. While speakiog
of the setting in short story one is bound to remember the
two of the three essentials for an Akam Poetry in the
Sankam Age, namely the Muthal ! and Karupporul 2. Only with
the pioper background, we get the impact of the emotions
clearly.

The most important and necessary aspect to be consi-
dered in writing the setting of a story is that it must De
appropriate and essential to the plot. :

6. 4.1 Locale of Kalki’s seftings: Most of Kalki’s
stories happen in villages. Koli Koovapputhur ? in Katharak
Kallan * Poonthottam 5 in Veenai Bavani Mathaguppatti ¢ in
Thooku Thandanai Koolippatti 7 in Theppiditha Kudicaikal
Prathibanthap uram ® in Puli Raja, Perumal Pudur? in Kaithiyin
Prarthanai, Chattirappati 1 in Vidooshakan Chinnamudali’,
Melgudi io !! No. 888, Kamalapuram in Onpathu Kuli Nilam
Arasur !2 in Arasur Panchayat’ Poikai Arru-t-thekkam '* 1n
Governor Vijayam ‘etc. are examples.

Some of his settings are, unlike the remote names meo-
tioned above, well-known places. We meet Vasthathu Venu
in Nellikkuppam ¢ the characters of Saradaiyin Thagpthiram
in Mylapore Mada Veeihi; '° Kamalavin Kalyanam takes place

1. s peur@Esr 2. s@UuQurmer 3. Ca&riflemerriiyg s
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7. eaefiitiv e 8. Wrdlussyrd 9. Qupwrer yETT
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2l S I\ b=y f
at’ Kulasciwmrapuram ! and the events of Kethariyin Thayar,
Police Virunthu, Ejamana Visuvasam and Paladaintha Bangala
*ake place at Madras and its surroundings.

{7

Some of the ' stories happen in a irain lcompartment;'
,(Kailasam Iyer Kabara and. Orrai Roja): on board a ship
(Rangadurkkam Kaja ‘and S.S. Menaka), and on the wa)}
from l’{e'mgoon to Madras (Zamindar Makan).

On the whole, we find that his settings véry to é
great extent, from an imaginary and unrecognisable villag:q‘
to an exactly pinpointed place as Mylapore Mada Veethi and
‘Aramanaikkaratheru; * from Bombay Railway Station to the Cenjli

Hills.

This habit of not sticking to any one particular pléic;e
greatly helps the author to avoid monotony. He selects \'a
‘setting 'appropriate’’ to 'his story, and the appropriateness
1esults in creating an illusion of reality.

e g P ’

For instance, the innocent: and simple characters are
quite fitting to the 'suburban atmosphere. (Krishnan and
Poongodi in Mayilaikkalai, Amirtham in Arasur Panchayat and
Athe sophisticated 'characters in an urban area (Rajaraman in

Vaira Mo;hi{am, Malathi in Malathiyin Thanthai.)

Not ouly the characters' but even the plots prove that
Kalkli has successfully 'created the - right atmosphere throﬁlgh
the selection of a conducive setting- For instance Cenji Hills
is a right plecz tc get the mood of attentively )istening 1o
an ordinarily unbelievable 'story'; the. forest, adjoining Rajan
Canal is an excellent ‘place for the plausible development of
plot in Mayilaikkalai; Rangoon serves as aproper setting for
the actions of U P. Ragavacheri who indulges in tying notes

1. Ga@ssgysh’
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around the necks of bats and calling them jet planes that
would dive-bomb and drive away the Japanese. And, who
could deny the appropriateness of the -selection of Aramanai-
kkara street - even now the centre of business and a place
coveted-for by business people, as “the place of Mohin’s
office, in Ejzmana Visuvasam ?

The one place where we find the supernatural element
entering into the setting, is in the story Ithu Enna Sorkkam
which is also appropriate, since the story is about a dialogue

between two souls that have already had their departure from
the world and have met in heaven.

A properly described, convincing setting increases the
credulity of character and action, The reader gets into the
spirit of the story, which is very essential for the enjoynient
of any type of story. Kalki’s description of the Cenji Hills
in Idintha Kottai; of the cucumber fields in Madatthevan
Sunai ; of Madurai Railway Station in Orrai Rojo ; of the
green fields in Onpathu Kuli Nilam ; and the Unidentified
island in the Pacific ocean in Mayil Vili Man are examples.
Kalki’s knowledge and presentation of even the minutest de-
tails, surprises us. When he describes accurately all the way
from Kangoon to Tamiluad, mentioping the name of each
and every town inbetween, and the condition of the connecting

roads' we get the impression of really travelling with the
hero (Zamindar Makan)!

Description of setting may_ at times be a mods of
characterisation. The description of the environments can
aptly imply the character of the person who has selected to
ive in it. For instance, a clothes-dumped coatstand, inverted
wastepaper basket, unmade beds and other such small details
predict a person of untidy habits or of busy engagements.

This setting-cum-characterisation typz of description serves

L. obpgri wsear
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many purposes and a multipurpose scheme is always appreci-
ated in any field for its utility, beaaty and versatality., By
such condensation and compression of action, characters ‘and
setting, stories tura more dramatic and effective  which is the
dream of every short story writer.

In this way, Kalki’s settings are wonderful. They
bubble with life as a painting does.. For- a2 moment they
take aback a person in the belief that they are real pictures
They effect the reader’s merging with the characters and
action—becoming one with the story—his identification with
the action of the story—his experiencing of it as a dream
without being jolted by realities. } '

To cite a siogle and simple example, while describing
the dress of Sarada and Lakshmi in Soradaiyin Thanthiram
Kalki says that Sarads was wearing a ‘Kadhi’! saree whereas
her sister Lakshmi was adorned in costly sarece and jewels.
This reflects their respective social status as well as their
attitude to life—Sarada, the elder, mature enough and following
Gandhian principles ; Lakshmi, the younger, inexperienced and
crazy over worldly possessions and pleasures.

Thus, on analysing Kalki’s settings and their descrip-
tions, we find that most of his stories. happen in villages-
some recognisable and some very remote. Several of his
stories happen at Madras where he even refers to the very
street and door number. Heaven appears as setting for just
one story. His stories happen also in compartments of train
and on the deck of a ship. His settings are appropriate to
the character, situation and mood of the stories. They are
not inventories, nor are they separated from the body and
movement of the story since Kalki has cleverly interwoven
character and setting description with the plot of the story.

. &rg
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6.5 Speech and Dialogue

The functions of speech and dialogue in short fiction
are many and important. The principal uses of dialogue in
any fiction would be, (1) the advancement of narrative; ( 2)
the demonstration of character and (3) the creation of atm-
osphere mood. Kalki has handled these essential aspects
wonderfully.

6.5.1. Advancement of Narrative: Instead of relating
all the incidents of the story in author’'s words, Kalki has
employed speech as a vehicle to effect the foreward move
ment of the story.

In Madathevan Sunai,! the hero Madathevan is angry
with Velammal for not having noticed his arrival, while she
has been talking with a stranger. While she brings his food
he refuses it.! ‘

‘I don’t want this food. Take it away. Go and give
it to some other dog!’’

“Alright. J will stop coming here.”

The above quoted conversation is but the end of their
long  quarrel which has moved the plot a step. A conflict
has ‘arisen between them. The man ' has turned suspicious and
the girl has refused to see him anymore. = This state of
affairs has been effected through their speech instead of a
dull ‘explanation in author’s words.

In Saradaiyin Thanthiram’,? Lakshmi informs her sister
‘that everything has' been alright before Sarada left them. On
-hearing that, Sarada exclaims, ‘Oh, God! So you have been
suffering for the past one year!” This conversation reveals

1. wre g6 geaer Eﬁ?sor, us. 29
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the fact that they have been living together and have parted
before one year. We also understand that something has
gone wrong with Lakshmi’s life during this one year.

6.5.2. Introduction of Characters: In the same story:®
while Lakshmi speaks of the days of their youth, she mentions
about her husband’s behaviour during those days. She passes
remarks also about her sister and brother-in law. This speech
introduces the characiers to the readers in an indirect way.

Thus Kalki has made use of speech, also to introduce char-
acters.

6.5.3. Revelation of Characters : Apart from introducing
characters, speech and dialogue in Kalki’s stories, also help
to reveal their character-traits to the leaders. In ‘Orrai Roja’
Manohari calls the hero and requesis °Please, can you ask
the restaurant man to bring me cup of tea?”” After a
while she asks, ‘Can you do one more help for me? ...
But, perhaps, it is time for the train’s departure?’’! - This
speech clearly brings out the politeness of the character
who has been portrayed as an educated girl.

In Deivanai, Omakkutti Mudaliyar’s speech seems to be a
self-analysis which reveals everything about the character. It
is a long speech but not unappropriate since he has got a
good listener in Appukkutii Mudaliyar. We learn about the
hero’s taste and likes; we understand his views about life
and love; we come to know of his desire in reading; we also
gather facts about his past history.

In Saradaiyin Thanthiram, the following dialogue between
the sisters, reveals their respective characters - the loving elder
sister affectionately scolding her younger and taking care of
the responsibility of solving. the problem; the youmger, inex-

1. gpeop Crrgr, us.ll
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perienced and grieving over trifles but true to Tamilian cul-
ture, blaming only herself and mot her hushand for all the
troubles. !

Sarada : You fool. Are you still a baby? You are 18. You have
got a child of your own. And, you are crying
unashamedly! What is the matter. Tell me. If your
husband torturing you?

Lakshms¢ : Oh, please don’t blame him, I have no talents;
o beauty; ne good luck. That s all.

6.5.4. Interior Monologue or Stream of Consciousness :
Direct and indirect mental discourse - both these methods of
expressing thought are useful. In talk, direct discourse is
almost always preferable to indirect becauvse of the vividne 8
secured. In quoted thought, the opposite is the case. Direct
mental discourse, the interior monojogue or stream of cons-
ciousness, is fatally easy to write and soon runs into space out
of all proportion. Indirect mental discourse, or something closely
resembling it, can extend unchallenging and unchallenged through-
out the story. Well-done, instead of erdangering illusion 1t
would steadily support and enharce it Kalki has handled
with tact, purpose and appropriateness both the types of
discourses. ;

In Tharkolwi, he writes: Jagannathan reinained deaf toall
the arguments of Chellammal. His friends’ sarcastic remark
that he failed because of his wife’s staying with him, did
not leave his mind.>2 Here, the remark of his friend 1is
quoted in indirect speech, quite naturally.

1. ergenguicr FHgyb, us.7
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If the author is good in fusing quoted speech quite
naturally in his style, he is equally good at writing interior
monologues.

In Pudu Quverseer, Kalki writes about the thoughts that
were running fast  within Udaiyar’s mind: ¢« Udaiyar
thought it over. A devilish idea entered into his mind. ‘Do
well whatever you do.” Why not kill him and  throw his
body into the river? He issingle. We are two. But, no.
It is not good. The mesthri ' who has gone for help
may be bDack at apny moment. He and others would
back - up the overseer’s stateraent. I don’t have any weapon
also. Moreover, the river can swallow the spade but not
a human body. It would definitely float. Above all, another
obstacle has arisen now. Kesavan who has been standing
here has suddenly absconded. Smelling danger he has run
away. Well, only the usual way of offering bribery remains
to be tested.’'2

In Rangadurkkam Raja, Rangarajar falls into the sea
from the ship’s deck. “His head knocked against something.
He was travelling down and down into the water. *‘Good God!
Why is it so difflcult to even  breathe? This clothing is
suffocating me. Let me tear them. Rangarajan ramoved his coat
and started tearing his shirt. Next moment he was unconscious...,
Rising uo and up from the underworld .. ... Where am [
goine? My Lord! I can breathe well now. Perhaps I bave
~come to the suriace from the deep water. Let me open my
eyesiandiisee o TaE What miracle is this? How did I come
here? Who is this young girl? Why does she look at me like
this? What an uncaring-for look! What is it, I notice a
change in her look! What is she thinkiag of? Waono is the
other lady who appears a bit older? This person looks  like

1. Guovglfl 2. @poom Crrgr, wuwé.73
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a doctor; where am I1? This looks like a ship’s cabin. But
these people were not present in my ship. All are unfamiliar
fages, Perhaps I died due to my drowning into the sea and
is now in Heaven! Are all these ghosts? Perhaps I am dreaming?
Was it a dream - even my jumping into the sea? - No. It
sounds real. Let me again close my eyes.” Rangarajan’s eyes
were again closed after a moment’s opening,”” !

These are but very few examples of Kalki’s successful
and effective handling of interior monologue at the appro-
priate places and moments-

6:5.5 Natural ogening of Cenversation : Breaking the ice
of silence between strangers and opening a coanversation, is
not an easy job. National and cultural trends are also
preseut to be taken into account. Kalki does it non-cha-
lantly. In  ‘Orrai Roja’ the person’s remark about the
weather - Oh Ged what a  heat? Extremely thirsty - by
the way, did you potice that wonder?’ results in a natural
opening of coaversation.,®

6.6.5. Dialogue appropriate to Character : Apart from
the effect the author wants to produce, the movement in the
story, the topic to be discussed and the motive of the
speaker, the character of the speaker is also to be considered
in order to write natural, convincing speech which would
contribute a lot to the plausibility in fiction. Talk should
not be dimly and remotely human but natural and lively.

In Madatthevan Sunci the following conversation between
Madatthevan and Velammal is a typical lovers’ speech®. The un-
duly lowered, respectful tone of request in the woman’s words and

1. pu%serdr, us. 27
2. @pop Crryr, us. 18
3. wrL5Gseuer &%, u&. 16
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the foolish ‘nodding-for-everything-you-say’ tone of submision in
the man’s reply—both seen wusually and only before
marriage.

Velammal: 1 have come to request a favour ........
Madatthevan: Request! why? -order me! I am waiting for 4t !

In Srikanthan Punarjenmum, the following conversation-
wonderfully reveals the mentality of society, in general, re-
garding matters of the weaker sex. The humour, the under-
lying smotions, the hypocrisy, everything that is to be seen
in that conversation could be appreciated only in Kalki’s own
words. In fact the tone of the speaker, the emotional
reaction in the hearer, the sarcasm inthe author’s commeats,
the effect that the author is capable of produciug through
the use of adjectives endowed with irony—all these are untrans-
jatable without reducing the real flavour of Kalki’s style and

minimising the effect.
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How typically Kalki has brought out feminine gossip
and ‘masculine logic’ regarding the problem of women’s libera-

tion?

6.5.7 Dialogue appropriate to situation : During a dinner
party conducted to celebrate the safe-arrival of the people who
have returned from places of and near war-front, naturally
the conversation would begin with, and be full of, episodes of
war or the conditions of civilians residing there. This haman
aspect is made use of to start the story ‘Rangoon Mappillai’ »
The dialogue that Kalki has written as the opening scene of
the story, isthus quite appropriate to character and situation.

A point that needs special mention about Kalki’s art
of writing speech ard dialogue in short fiction, is his care-
ful avoidance of writing speech and dialogue in the absence
of the narrator. The question of plausibility would definitely
arise on such occasions; the reader’s willing suspension of dis-
belief would be upset. Kalki has cleverly avoided such situa-

tions.

6.5.8. Indiscrepencies: One of the prime technical re-
quests for the story teller is an ability to make characters
talk like living peopie.

Addressing the bystanders as Ganavankale ! (Rangadur
kam Raja) and Kulandai 2 (Subathirayin Sakotharan) is unusual
and dramatic. Perhaps Rangarajan spoke in English and the
author has meant the word ‘Gentlemen’ which would have
been quite natural and appropriate. Nevertheless, the

1. saraundrsCeor 2. GUEOF
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translation is literal and sounds uareal. Similarly, the natural
flow of talk bzstween two sisters (in Saradaiyin Than—
thiram) is hindered when the elder remarks: ‘s ér wasgHsd
Curash @wédns. 2 o1 sonsefld @Gerub Gonidns.’’ !
People who are used to the language and culture of Tamil
would definitely be shocked to read these words -it is
surprising to see a lady speaking these words to her sister-
however close their relatioaship may be and whatever situation
they may be in. What the author means is, of course, obvicus.
He has meant to make the elder point out to the younger,
that she has beauty and youth - the powerful weapoas to
hold her husband in reins. No doubt, the crisis in human
lives occasionally demand such open talk about delicate
subjects ; but even then, respectable people use as far as
possible dignified terms and turn to vulgar ones only as a
last resort. Of course, Man is always at his best when he
1s watched ard no one can predict human conduct when one
is alone. The prcblematic situation which demanded immediate
action might have wiped away the usual formalities in language
and behaviour. The objection has been raised not as much
on the grounds of plausibility of such speech, as on the
author’s presenting of it in writing to be published. The fall
- 18 ncither great nor from a great height, but has gathered
momentum due to the weight of the author's potential skill
and the velocity of the genre's demands-

6.6. Suspense and Surprise

Suspense is one of ths aspects that could be called
purely techaical since it has to be carefully and deliberately
planned by the author. He makes the reader wonder and
continue to wonder throughout the story, what is going
to happen and how things are explained or worked out.
The author kanows exactly how his story will culminate, and

he avoids telling the read:r everythinz he knows in an orderly
fashion.

1. engpemgulisit sp85b, us 13.
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Suspense and surprise are studied together since they
are complements; suspense preparing for surprise, and surprise
relieving suspense that has become intolerable. Suspense
which is the reader’s emotional reaction 10 information
with held by the author is one of tke major factors of
interest in Kalki’s stories. The author has cleverly managed
to evoke suspense, and in some of his stories it evem com-
prises the story’s main design. His plots themselves aid to
create suspense since the events are arrapged in such a way
as to arouse the curiosity of the reader.

As it has been pointed out in the chapter § on ‘Plot’
most of Kalki’s writings are complication stories. Hence
it is no wonder that his art is fall of suspense and surprise-
in fact one could easily count the stories that are not’ centered
upon creating suspense and effecting surprise-endings. Even
in them, lack of suspense‘is only due to the obviousness
that results out of the #uthor’s style. ;

6.6.1. Character Surprises : A handful of Kalki’s stories
are centered around character surprise. Srikanthan Punarjen-
mam where the rteaders understand the weakness of character
only towards the end of the story; and Pudu  Overseer
where an unexpected change in the character of Udaiyar

occurs, are examples-

6.6.2. Complication Surprise : Kalki has followed a number
of ways to effect complication surprise in his stories. He
bas employed trick endings (Engal Ur Sangeethappotti) unexpec
ted turn of plot (Kamalavin Kalyanam, Lanjam Vangathavan,
Visha Manthiram No. 888 eic). additional complication} of trap
(Subathirayin Sakotharan, Bavani B,A.,B.L. and Pudu Overseer,)
and irony of fate (Veenai Bavani Puli Raja Ejamana Visu-
vasam Governor Vandi etc.) to effect” complication surprisz .
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Generally, in order to create suspense, authors- hide
certain facts from the readers. But this withholding of in-
formation to create suspense is subject to two provisions.
First, it must be legitimate. If the author merely suppres—
ses information which the telling medium wHuld, at that stage
of the story, have logically knowa, or be likely to remark
then the author has risked collapse of illusion and everything
that it implies. This is what happens in the case of Kanai-
yaliyin Kanavu. The young men of the village Kanaiyali are
eagerly awaiting for the arrival of Sakunihala the daughter
of their friend and teacher, Renganathan. They try theic
best to attract her atteniion and please her, during her short
stay at the village. One could imagine their disappointment
when one day a Bengaliis intrcduced to them &S Sakunthala’ s
husband. The fact that Sakuntkala is a married woman
and has just come for a short stay at her father’s hom:?
has not been revealed to the characters or the readers, up
to the very end. The suspense and surprise cannot be appre-
ciated since the author has delibsrately withheld the evidence
without any justification. Even when he formally introduces
his daughter to the youngsters of the village, the father does
not speak of her husband. Not only that, he deliberately
misleads them by putting the question, ¢ who are the unma-
sried chaps in your group ?”° Usually only the father of an
unmarried girl puts the question. The meaning cannot be
missed since the author writes that he puts this qusstion
with a smile. He has also registered the reaction of the
youth on hearing this ‘significant’ question. The author who
is noted for his comments and foreshadowings is unusually
looking in the other direction while writing this story. Ille-
gitimate withholding of evidence and deliberate misleading of
the meaning of words are so unusual to Kalki that in fact

his slip seems to be the ‘real surprise!’

Secondly, suspense shouid not encroach upon clarity.
Mere confusion or mystification of the reader is not suspense.
In order to abide by these rules honest craftsmen employ
the technique of foreshadowing.
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6.7 Fore-shadowing and Flashback

These two are closely allied to suspsase. The writer,
knowing how he intends to shapz the eveats, with a few words,
more often a sentence, rarely in a .paragraph, hints at some
thing that will occur later in thz story aand thea drops the
subject to deal with something else. He has piqued the
reader’s interest; he has urged the reader to come along with
him to find out the answer to the question, or he has placed
in the reader’s mind the background for a surprising turn
of events or a surprise - ending so that the reader will accept
them without question.

Visha Manthiram is a story that shatters the superstition
about untouchability. The post-master, a staunch believer of
religious taboos, swears that his pow:r to cure snake-bite
ceases to act in the presence of an untouchable - a Harijan.
One day during a heated conversation b:tween him and the
narrator of the story, another man is also preseot - an inspec-
tor who has newly joined duty in the village police service.
The narrator notices a change in the inspector’s face when the
post-master remarks. angrily thait he does not want freedom
for India, if a society free from the existing taboos would be
the consequence. In the end, we learn that the inspector is
a Harijaun. It is a surprise, but the auther has foreshadowed
it by remarking about the shadow that crept into the inspector’s

face.

Similarly, in Kitharakkillan when Thilla: Muthw Thevan !
asks the cheief of the dacoits, whether he knows the where-
abouts of Karutachala Thevar’s * palace, he smiles; when he
enters: the palace, the silk cloth concealing his face falls down
and one of the servants shouts on seeing his face. When we

1. gleod @‘ggg' Cgeuer 2. &GBLIENG Bgeui
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learn afterwards that he is actually Karutacala Thevar's son,
naturally we reflect upon the past references. When the story
is parrated in first person telling Medium or in the author-
omniscient point  of view, the narrator already
knows the entire story and hence, is justified in making such
references. In Selective omniscience, observer’s point of view
or non-participant point of view, such references could not
be made.

It is to be appreciated that Kalki has handled th2
technique of creating suspense in the story very well on legiti-
mate grounds, without any confusion, with apt foreshadowing
that suggests covertly the future incidents but is kept in the
background in order to avoid obviousness.

Nevertheless, as usual, there are a few occasions where
we find slips. In Saradaiyin Thanthiram, the author remarks
that as soon as Sarada promises to solve her sister’s problem
she takes a pen and paper to write something. Afterwards
there is ancther reference that the handwriting appears fami
liar to her sister’s husband. Thess two forershadowings spoi
the suspense of the story which hinges upon the identity of
the writer of the anonymous letter.

Such foreshadowings are abundant in Kalki’s writings.
In a few of his stories, thsse foreshadowings are made to
create an atmosphere. For instance, in Veenai Bavani the
narrator Aiyempetiai Kandappan hints at the tragic end of
Bavani’s love affair in six places. Though a complication
- story, suspense is not, ‘the’ element in the story.
Hence these foreshadowings help only to create  an

atmosphere - an expectation of a tragic end.

It is also worth-mentioning that appropriate to the
conventions and rules of fiction, the forebodings about the
future are made on definite lines only.
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In coatrast t> ta: foreshai>wings that predict the
future, Kalki has also me use of the techaique of ¢‘Flash-
back’ to explain events of the past in the light of the con-

flict of the present.

In Serathaiyin Thanthiram Lakshmi speaks of her early
life in a casual mainzr, as though reminded of the joyful
days of their youth on this day when she is confiding her
sorrows to her sister. This helps to inform the readers more
about the characters’ lives. [n this story, it has still another
advantage. The fact that she has lost her mother vegy early
in her life and that she has been brought up by her elder-
sister, provides a justification for Lakshmi’s crying over her
Sister’s shouldzr, wazn she hersetf is 19 years old, married

and has a child too!

The beauty in Kalki’s treatment of this technique lies
in his not losinz imn:liacy and spomtaniety through it.

6.8 Immediacy and Spontaniety

The factors that should be prevalent throughout the
story, in crder to bring the appropriate effect, are immediacy
and spontaniety., Whether chronological or mnot, the events of
the story should be so realistically preseated that the reader
gets the feeling of having lived with them. He becomes one
wilth the character who is portrayed so vividly as to appear
as a living person; he experiences the events that occur to
him as if he is living that }ife. This effect is called imme=
diacy and the resulting spontaniety would go a great way
in producing the unity of effect and idea, Dby creating a
rermanent impression of the story in the reader’s mind.

In Kalki’s stories, these two factors are present to a
great extent. They are attained mainjy by personalising events-
making them happen to a person introduced Well and indi-
vidualised, and by giving details as if they are happening
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at the momsnt. Excspt in the few places where Kalki in-
trudes as the author and spoils ths illusion, in all other
places, his writings possess these qualities which make the
reader feel that he is one with the story and not reading

about it.

Actually. this is simply a round - aboat manner of-
insisting upon a chronological order of presentation of the
events of the story. In that case, there would be no such
element as ‘plot’ to be analysed at all. Plotis the arrange-
ment of events and it is tnis arrangement that is respons-
bile for the revelation of theme and character, the creation of
suspense and surprise, and the production of unity of idea
and effect. Whatever effect the author wants to produce is
besought by the rearrangement of the chronological order
of the story’s events.

It is true that the chronological order itself may suffice,
may even be necessary at times, to produce the desired
effect-as it is sesn in Kalki’s stories, Engal Ur Sangeethappotti
Cinimakkathai, Lwnjim vanjath avan Mayilaikkalai, Saradaiyin
Thanthiram, etc* But in most cases, the desired effect could
be produced only by a rearrangement of the events-as it
could be seen in Kidithamum Kanncerum, En Deivam,
Bavani, B.A B,L Malataiyin Thanthai etc.

In such cases, pressed by the need for achievement
of clarity and avoidaace of confusion, the author relies upon
foreshadowing, to create suspense and surprise; flash - back,
to present the past in order to understand the present; and
transitions, in order to glide uanobtrusively into the passage
of Time.
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6.9. Transiﬁons

In a short story, time should not flow. A moment
of life must be presented. But the understanding of what
happens at the moment depends to a great extent upon What
happened before. Naturally, the author’comprcsses everything
within a moment to be observed through the key-hole of his
writings. To do this, quite transitions are made in order to
preserve the unity of time in short fiction.

The necessity to effect transitions ocecur in Kalki’s
stories because of the long range of years he takes to be
presented in his stories For instance, the stories of Veenai
Bavani’, Natakakkari® Thiruvalunthur Sivakkolunthu occur several
years back; the incidents in Mayil Vili Man and Idintha Kottai
happen centuries back; the life of the main character’s mother

covering events that happened twenty or thirty years back-
is related in En Deivam. Thus, the plot itself necessitates

effective transitions in Time and the author is capable of
handling the situation well.

In Kethariyin Thayar the narrator speaks: ‘‘Kethari has
no remembrance of his father When he was three years old
his father ran away from howme leaving his wife and child
helpless. We were not aware of all thess for long time,
Only when the problem of Kethari’s marriage arose, did we
happen to learn about it through his mother.”

A short life-history has been given in the above - quoted
narration. Time has passed to and fro from each sentence
to the next and still the readers do not feel it. In a casual
tone and natural maoner of speech, the narrator has told

events of the past.

Similarly, in Veeni Bavani the narrator swallows three
gears in a single sentence without spoiling the reader’s

1. sawrwriflier serey, us 29,
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journey in dream-land-his enjoyment of following the events
of the story with a feeling of immediacy. 7

Thus, in spite of writing stories that consist of events,
that take place in the remote past or during a number of
years, and at times even at various places, the author hasg
managed through the techniques of foreshadowing, flash-back
and effective transitions in Time, to preserve the unity of
effect 1n most of his stories.

6.10. Unity of Effect

Kempton makes a distinction between Unity of Idea

and Unity of Effect. Of coursz we understand that one
is the cause and the other is the effect and while a critic
is confronted with the problem of explaining, whether and
how a short story possesses unity of effect, be has to argue
on the basis of unity of idea in that place, Hudson too
remarks that singleness of aim and singleness of effect are
the two great canons by which we have to try the value of

a short story ;!

The main reason for Kalki’s success in achieving thi$
unity of effect is the presence of unity of idea in his stories.

Cinimakkathai, Engal Ur Sangeethappolti, Governor Vijayam
Police Virunthu, Visha Manthiram, Governor Vandi, Govindanum,
Veerappanum and Tharkolai are very short and to the point.
Not a single unaecessary word could be found there. The
author has not digressed in any way—not even'to make his
usual comments upon the characters and their action, or to
address the readers.

Vasthatu Venu, Ejamana Visuvasam, Ithu Enna Sorkkam,
Lanjam Vangathavan, Tookku Thandanai, Kanaiyaliyin Kanavu,*
Kethariyin Thayar, Kadithamum Kanneerum, Saradaiyin  Than-

1. Hudson, p. 343
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thiram, Puli Raja, Ongathu Kuli Nilam and No, 888 — are
not as short as the above mentioned and the author has
elaborately portrayed either the setting or the characters.
However, the portrayals are not out of place but only con-
genial to the atmosphecre of the story.

In Kethariyin Thayar, the effect is not ouly present
but is made very strong by the ending. Kethari, the main
character, is shocked and grieved to see his mother as a
widow on returning from foreign, after a short lapse of time.
He falls ill and dies. His wife stands before the readers in

the same state that shocked and grieved him.

While these stories prove that Kalki does have a talent
in writing stories with singleness of effict, there are a few
other stories which are lacking in this effect.

. Gandhimathiyin Kathalan, Chandramathi, Kaithiyin Prar-
thanai, Bavani, B.A.,B L., Kamalavin Kalyanam, Subathirai-
yin Sakothararn, and S.S. Menaka are examples.

6.10.1 Lack of Idea : In Rangoon Mappillai, the avthor
has no idea at all to be presented. It may rather be called
an atmosphere story where evem the atmosphere of sympathy
and fear - the desired effect - is not prevalent.

6 10 2 Not giving dominance to the story idea : In

Theeppidittha Kudicaikal and En Deivam, the idea is
present but not dominant due to the author’s treatment of
the subject.

En Deivam - as the title suggests - is an effort to portray
the sublimity womanhood, {but more importance is given
to the love story of the son than to the pathos in the
mother’s life. It is true that the author has shrewdly chosen the
most comvincing way to throw light upon the mether’s past.
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The foster mother of the hero Sambamoorthy is forced
to betray the fact that she is not bis own mother, under
unavoidable circumstances. A crisis arises when Ranganayaki’s
parents accuse her lover’s mother and the herois forced to ask
his mother for an explanation. The author thussecures a wonder-
ful opportunity to reveal the mother’s pastin the most dra-
matic way. To have simply stated the mother’s story in the
chronological order would have resulted in a melodrama. To
have made the mother relate her story in any other circum-
stances would have lowered the readers’ opinion of her, since
then she would have been an egotist, blowing her own trumphet-
speaking highly of her sacrifice and self-denial; whereas, a moment
that demands an inevitable ontburst of her past life-a moment
that justifies the revelation of her sacrifice, to her foster-son,
serves an excellent motivation to start the narration.

Yet, unnecessary and elaborate portrayal of the love
affair of Sambamoorthy and Ranganayaki, mar the effect..
Characters in situations that bear no conpection whatsoever
with the main idea of the story, would definitely be a hind-
rance to the emphasis of the main idea. The love story of
youpgsters - a separate story in itself, as pointed out in the
chapter on ‘plot’ - spoils the unity of effect.

Similarly, Theepiditha Kudicaikal - a story written to
brirg out the ways and means employed by politicians to
‘gain votes - consists of an unpecessary explanation as to
why and how the narrator gets access (o knowing the in-
cidents.

Tiruvalunthur  Sivakkolunthu speaks of the life of an
artist who realises tco late in his life what real beauty Iis.
Several incidents in the story are unnecessary. For instance,
the incident which led to the hero’s taking an oath that
thereafter he would not indulge in drinking, and if he acted
against it, let him beccme blind. is one such. Mere mention
of the fact would have sufficed. In fact, if this has been
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revealed in flash-back. after the hero’s losing his eyesin the
car accident following his acting against the oath, the effect
would have bsen dramatic. But the story is told in the chro-
nological order and the forward movemeat is very lethargic
since the telling medium—an old man of great experience
relates every incident in detail, adding his comments whenever
he feels like that. Of course, the mode of narration is app-
ropriate to that telling medium, who finds an opportunity to
open his heart’s contents into the eagerly - awaiting ears of
the hearer,. especially when both of them are in mno hurry
but only anxious to spead an otherwise sleepless night>

leisurely and interestingly. But it has to be accepted that it

spoils the unity of effect.

Chandramathi gives more import=nce to’ the creation to
suspense in the story as to who is going to gstjthe, heroine.
The narrator himself is perplexed at the development of the
plot and the suspense is kept up to the very end. So much
jmportance has been given to the heaping up of suspense,
that the author has not taken the trouble to individualize
the characters and provide proper morivation to their actions*

This habit of not explaining the ¢why’ of the plot is
partly responsible for the lack of unity of effect. Aa un-
convinced reader who starts doubting the plausibility of the
situations in the story could not be impressed by it.

Thus, in the above mentioned stories, we find that
Kalki’s treatment of the subject has resulted in other things
getting prominence at the cost of singleness of effect.

6.0.3  Uncertainly of the author : In soms of his stories,
singleness of effect is absent due to the uncertainty of the
author. In Pudu Overseer, for example, the reader is left
to wonder whether the story advocates the impracticability
of the dreams of idealistic youth, or favours idealism even
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at the cost of material loss. Ope is not sure of the author’s
message and this approach spoils the unity of effect.

Anotber reason for the author’s inability to create an
unity of effect in his stories, is his jumping from one idea
to other - which has been explained in the other chapters
also.

Another factor that needs special reference, is the pre-
sence of author’s intrusion into his stories, that at time
spoils the unity of effect and the illusion of reality.

6.11. Autbor’s Intrusion

As in poetry so in short story we expect precise words
in proper places. The brevity that is symbolic of a short
story demands absolute precision and ‘concision’. From Allen
Poe tc Allen Tate, critics have stressed on one point strongly
and that is avoidance of amy word that would be irrelevant
to the unity of effect in a story. The uanscessary expository
words are considered the sixth finger in short fiction. . The
relevence and the arrangement of words should be so concise
that, again as in poetry, removal of even one single word
would result in the collapsing of the unity of effect. But
Kalki has not followed this rule strictly.

Kalki intrudes only in a few of his stories, but, as
many times and in as many number of waysas possible.

6.11.1. Conversing with readers : ““To most of the readers
the name of Aiyempettai Kandappan may perhaps bs familiar.’
—Veenai Bavani-

*Can you guess what the decision was? Never.”

“I have mentioned about the love letter that attracted
Rangarajan’s attention, haven’t I? It could be more appropri-
ately called an epic than a letter. Here is a part of 1t for
your enjoyment’’

— Rangadurkkam Raja



180 Kalki’s Short Stories — A Study

My opinion is that his age is r2sponsible for that,
Perhaps you may view it differently.”’

“Only on considering this, I doabt a little upon the
talent of Lord Krishna over flute.”

“l regret that [ am not able to introduce Perumal
Konar to the readers. The reason is, he 1is already dead,
_But don’t worry about it. Instead of knowing about him,
you can learn about his wife, We do not kmow what her
real name is. All the villagers call her as Pidari. That 1s
eﬁough for wus.”’

“I plead that you must sypathise with = Srimaths
Pidari Devi. There is some justice on her side also, it must
be noted.”’

“*They came near. Their conversation was not, I sham--
facedly announce, what lovers would speak on such eccasions.”

1

—*‘Mayilaikkalai’

“A good thought, no doubt. But I am ashamed to
say such a thing of my hero.” : ‘

“Conversation was continuing in this trend.
Lunatics! - what an appropriate word? Whea people turn in-
to lunatics of this kind, there is no difference between such
intelligent winds as Rangarajan and such dull heads as
Raja Saheb. ”’

(“Thus our story ends in the very beginning. Hence,
‘ln the origin is burried the seed of culmination; in the end
does lie the seed of the beginning’ - this philosophy of
creation has been explained in this story. Without my Jleast
expecting it, the story has turned thematic, and for that,
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I worship the almighty that is the beginning as well as the
end of everything).”’ :

“Night 10 O’ clock. (The story has beguvn.)”

““But our youngster alone is standing here all alone.
Why? (Oh, Yes. [ have forgotten it. TIn fact, I should not
be asking you. You are not relating the story, butl am).”’

— ‘Rangadurkkam Raja’
6.71. 2. C.nversing with Characters

*“(Ohy! Krishna Konar : It seems you will utter non-
seose in your coafusion. How can loss turn into gain, sir?)"’

— ‘Mayilaikkalay’

On observing the iatrusions of Kalki, we come to the
following conclusions. . :

Addressing the readers directly or having aside speeches
with characters is the typical kalkian style. Commenting
upon the characters, situation and theme-factors relevant to
the plot of the story-appears the main motive behind these
intrusions. Occasionally the author digresses t> comment in
general about politics, society and moral values of m ankind.
Some times he brackets his comments to show that they are
not integral parts of the story; mostly, he doss not bracket
them. While addressing the readers, he sometimes uses the
first person inclusive plural, thereby denoting his close contact
with reading mass personally and through his stories. In
the stories narrated by a first person telling medium, these
intrusions get absorbed in the story as proper foreshadowing
of the plot or relevant comments of the narrator which is
but quite natural and true to life. Oaly in the stories rel
ated from the author’s point of view-in the third person
telling medium - do they glaringly protrude as irrelevant
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materials since only there an author’s presence is to be com-
pletely hidden as the story unfolds itself paturally. These
intrusions prove that Kalki wrote his stories more in a style
of speech than in a style of writing.

7. Conclosion

Kalki holds an wnique place in the history of Tamil
Fiction, not only because of his arrival at the appropriate
moment and his unending efforts towards the upliftment of it
but also because, more than anybody else, he has been closely
followed and beldly critivized by his contemporaries and critics.

PS. Ramaiah, C.S. Chellappa. T.K. Chidambaranatha
Mudaliyar, Chidambara Ragunathan, Ku.Pa. Rijagopalan, K.N.
Subramanyam, Salai Ilanthiariyan, Kailasapathy, Sivathambi
H E. Asher and several others have analysed his stories and passed
their remarks. Their views can be summed up as follows :

1) Kalki appeared at a time when short story was in_
the developing stage, and contributed more than anybody else
to its progress. He wrote mainly for the mass.

2) Thecaptivating humour and the carefree familiar
style, were mainly responsible for his success.

3) Though appealing to the reader, Kalki was appalling
to the critic interested in aesthetics in Art. His bent for
Romanticism and lack of Aesthetism are the targets of attack
for the critics who have hitherto analysed his stories.

p The first two views are not only accepted but also
have been proved after a deep analysis of his works, in this
thesis. The validity of the third is questioned not on the
grounds of truth, but on the effect of the judgement.

That Kalki favours Romanticism, may be accepted
but finding fault with the author for being a romantic can-
not be accepted. As Northrop Frye remarks in his essay on of a
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Rhetorical Criticism

» in_his illustrative volume on Anatomy of
Criticism **The

essential difference between novel and romance
lies in the conception of characterisation. The romancer doés
not attempt t, creats ‘real people’ so much as stylized figure
which expand into psychological archetypes.... The novelist
deals with personality with characters wearing their personal
Or social masks. He neceds the frame-work of a stable society
see e The prose romancs, then, is an independent form
of fiction to be distinguished from the novel and extracted
from the miscellaneous heap of prose works now covered
by that term ... ... Pure examples of either form
are never found; there is hardly any modern romance
that could not be made out to be a novel and
vice versa. The forms of prose fiction are mixed, like raciat
strains in human beings, not separable like the sexes. In
fact, the popular demand in fiction is always for a mixed
form, a romantic novel just romantic enough for the reader
to project his libido on the hero and his animo on the
heroine, acd just novel enough to keep these projections in
a familiar world.”” (p.3)4)—This, Kalki’s creations definitely

do. Hence, Kalki cannot be condemaed for writing Roman -
tic works.

The view that Kalki's expression of ideas through the
art of fiction lacks the essential aestheticism, can be accepted
only to certain extent. As it has beea seem in this thesis,
an analysis of Kalki’s works shows that he has gone astray
on a few occasions. A few of his stories are lacking in
significance ; a f:w of his plots are fantastic or implausible;
A few of his characters sound ‘unreal’ ; A few instances of
bis instrusions spoil the illusion of reality. A comparatively
rare occurrence of lack of unity of effect is also seen in his
creation. Yet, these are exceptions and not rules.

This is the answer to the question raised while djs-
cussing the scope and aim of the thesis. Kalki succeeded
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as a noteworthy short-story writer in the pre-independence days
since his draw-backs were few and his merits were many.
And, posterity remembers him as a novelist because he was a
superb artist in that field.

Apart from this, the following conclusions also have
been derived, after attempting a critical analysis of Kalki’s

short stories.

Kalki’s attitude and approach to fiction was. unique
in the sense that he did not confine the radius of his know~-
ledge-circle to any one single concept but was keen on
bringing out the intrinsic human nature with all its bright
ness and radiatiog humour in order to enterain people.

His mode of entertaining was also enlightening since
since he raised man’s hopes by advcating optimism and taught
him to endure life by understanding his fellow-men.

He was greatly influenced over the choice of his themes,
plots, characters and settings by the then-existing political
and social circumstances. :

His personal life too had a bearing upon his creative
process and as a result we can see the author’s personality

through his works.

The wide range of his knowledge and interests resulted
in his becoming a ‘jack-of all trades” and perhaps that is
one of the reasons for his not concentrating upon the mas-
tery of short story, as it is evident from his dropping of it
in the pursuit of the art cf writing novels.

He has not expressed anywhere in his writings, any
high ideals or goals. Yet, his stories do have some signifi-
cance to convey to the readers. Social Reforms, Love, and
‘Human Nature are his favorite themes. His stories are the
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matic not because of the author’s deliberateness but only
because of his innate power over the art, which is proved
by the great selectien and suggestion seen in his thematic
stories, that thereby. gain unity of effect. He expresses his
themes explicitly through the titles (directly or ircnically), in
his own words of explanation and through the plots; He
has also the taleat to imply them through characterisation
and plotting. His themes are educative only upto the Jevel
of being revelations capable of causing reverberations in the
readers’ minds.

The subjects ofhis plots are adventures, character-sketches
and fantasies. His plots are based upon ‘Man Versus Man’
and ‘Man Versus Society’ conflicts. The former is frequent
‘but lacks the traditional hero-villain implications. His moment
of conflicts are adventure, pathos. humour and fall of idealism.
He has plotted well, all the three types of stories he
has written— Chematic, Character and Complication stories
‘Though several of his plots ceatre around complications.
yet, they are mnever pure complication stories, devoid of
character-interest. Kalki always infuses character-interest and
situation interest. Hence, his plots are not only interesting
but also revealing. His habit of interweaving plot and
characterisation makes his plotting good, natural, plausibl¢.
and convincing. '

The complications in his plots arise out of turn 1in
events or through the character-traits of the protagonists.
‘Most of his plots have surprise endings-a few trick endings
and others, the natural outcome of plot - following the rules
of cause and effect, but produced by the author’s talent
in withholding facis on legitimate grounds from  the
reader to be revealed at the opgortuned moment.
Most of his stories are comedies while a few are tragedies.
Play of Fate and weakness of characters are made
‘responsible for the tragic endings. Kalki makes use of
chance and accidents for the developments of his plots.
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but meagrely and plausibly. Dreams, usions,
Rumours, Journey through the Past, Life of artists and
otriking Ttesemblance between characters, are the i
elemrents frequently met in his plots, His “dreams’ .
characteristic and realistic; and they also symbolically foreshadow
(he future events, thus helping to reveal character and create
the necessary atmosphere.

Kalki seems to have written a few adaptations and
have also acknowledged them. Some of the unacknowledged
stories also appear as adaptations to a reader who ‘knows’
Kalki. But there is no definite evidence to prove it.

Kalki’s charecters are real and natural; unique enough
to be worthy of a protagonist and common enough to sou;d
real. Kalki's knowledge of human psychology as seen in his
character delineation, amazes anyone who goes deep into the
matter. His wide choice of characters from all walks of life
as varied in caste, occupation and social staius as possibles
his proper naming of them; his introdacing of only the
necessary characters; his unforgettable portrayal of even the
minor characters; his providing proper motivation for their
actions; his modes of subtle characterisation - all these are to -

be praised.

It is surprising that Kalki who laler turned into a
reputed historical novel'st, has not spun many short stories
around historical characters, and it is to be regretted that
even in the few stories wherein he has attempted to bring in
historical figures, he has either made the plot and characters
fantastic, or the character of historical eminence insignificant,

Kalki had definite views about the theory of short
fiction and he sincerely followed them. The one factor about
which he bad repeatedly spoken, is the language appropriate
for eonveyence of ideas. He favouted a non-affected, familiar-
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simple style. True to his ideals, he had left out both the

academic prose and the slang, and had followed a standard
dialect,

In spite of having chosen characters of different levels,

he had not brought in dialectal variations ia their speech .

The only differenc: to be seen in the language of his charac-
ters is between Brahmin and the non-Brahmin dialscts.

Regarding his style, he has followed all the three types
that are generally differentiated in fiction. However, objective
presentation is rare and pressnt oaly in part of his creation®

It could be safely concluded that participance is inseparaole
from his style.

As far as his language is concerned, he wuses, appio-
priate to fiction, specific diction, to make present the scenes
characters and situation; and concrete diction, consisting of
word - pictures that bring bzfore our mental eye, the figure
and appearance of the objects under discussion. In spite of
being an advocate and practitioner of simple style, Kalki
has at times used formal diction. He has quaoted widely
poems, prose works, proverbs and has made use of epic
similes, metaphors and ‘“Cliches’” to express his ideas. His
language, in general, is a manipravafoh style. While borrowing
and using ‘“foreign’ words and sounds, he does not adhere to
the transformational rules of grammar; he simply uses the
Sanskrit Grandham to write them in Tamil.

The entertaining feature of his style, is his humour
which he brinss out in character, situation and Iangu:.age-
On certain ocEasions, the humour is so inseparably ur.me'd
with the language structure and people’s culture that it fs
not tfanslatab]e. He drags in even the puranic and ?plc

¢ contemporary figures and national leadc?rs, into
the current of his humour. Sometimes his humour is cheap
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based upon foolishness and fallacy, but mostly it belongs
to the higher _forms of humour—wit, satire, sarcsam and irony.

His satire is not social satire and his them:s are not
satirical; his irony is not aimed at man’s inward self and
his sarcasm does not point out to society’s weaknessess
In all cases, the humour - whatever type it may belong to
is merely a reflection of the author’s attitude to life - his
way of viswing things - which, he teachers to the readers
through the power of his pen.

His techniques of plotting are appropriate and conducive
to the foreward movement of the story; he has written the
speech and dialogue of his characters, in a realistic manner,
revealing and introducing characters. He makes quick time
shifts which go unnoticed without spoiling the illusion of
reality and unity of effect.

The main and the only defect in his narrative technique
is his intruding in the story. Even that turpns into an integral
part of his style and is absorbsd in the stream of entertain-
ment. :

To conclude, as T.S. Eliot remarked about a play by
Shakespeare, ‘“For the simplest auditors there is the plot,
for the more thoughtful the character and conflict of character
for the more literary, the words and phrasing.... ... and for
the auditors of great understanding znd sensitivness, a meaning
which reve.ls itself gradually.”’ (use of Poetry, p.183)
This observation is indeed true of Kalki’s stories.
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local - 24 :
magazine literatiure — 2 “
main characters == 89 86 99
manipravala style — :
Manikkeodi

Manikkodi period —£ 030
man-versus-man conflict el

Mark Twain — 102
Mateo-Falcone — 45
meaning oS
mental conflict

methods of characterisatiom A
Merimee s

mill Tabourer —

minor characters : —= %7, 87,98
mirasdar < 14 16
mistaken identity S

mode of characterisation S
moment of acting L



" Index

money-monger
moment of conflict
monotony

moral agent
Morgan

motive

motivation
Mullaik - Kodiyal
music
Naccinarkkiniyar
Nancy Hale
narrator

natural laws
Navasakthi

Neela Padmanapan

non - brahmin dialect

non - co -operators
observations

Observer’s point of view
omniscient point of view
onomatopoetic

onset of conflict
optimistic

oral amecdote

O’ Henry .

outcome

pallavi

201

125

35

125

39

32

50, 133
81, 82, 93
13

9, 19
103
95 0]
27 153
23

9

99

99

8%

19

154
151

15

48, 59
28, 2
106
28

57, 60
19
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