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Vice-Chancellor's Message

The Distance Learning Centre is building on a sbidlition of over two decades of
service in the provision of External Studies Praogre and now Distance Learning
Education in Nigeria and beyond. The Distance Legrrmode to which we are

committed is providing access to many deservingeNagns in having access to higher
education especially those who by the nature ofr thegagement do not have the
luxury of full time education. Recently, it is coibuting in no small measure to

providing places for teeming Nigerian youths who éme reason or the other could
not get admission into the conventional universitie

These course materials have been written by wrgpesially trained in ODL course
delivery. The writers have made great efforts tovjate up to date information,
knowledge and skills in the different disciplinegdaensure that the materials are user-
friendly.

In addition to provision of course materials innprand e-format, a lot of Information
Technology input has also gone into the deployméburse materials. Most of them
can be downloaded from the DLC website and ardabtaiin audio format which you
can also download into your mobile phones, IPod3Mmong other devices to allow
you listen to the audio study sessions. Some ofthéy session materials have been
scripted and are being broadcast on the univessityamond Radio FM 101.1, while
others have been delivered and captured in audimaliformat in a classroom
environment for use by our students. Detailed mi@iton on availability and access is
available on the website. We will continue in otfods to provide and review course
materials for our courses.

However, for you to take advantage of these formais will need to improve on

your L.T. skills and develop requisite distancermgagy Culture. It is well known that,

for efficient and effective provision of Distancealning education, availability of

appropriate and relevant course materialssga qua nonSo also, is the availability

of multiple plat form for the convenience of oundgnts. It is in fulfilment of this, that

series of course materials are being written tdkenaur students study at their own
pace and convenience.

It is our hope that you will put these course matsitto the best use.

by

Prof. Abel Idowu Olayinka
Vice-Chancellor






Foreword

As part of its vision of providing education fotiberty and Development” for

Nigerians and the International Community, the @nsity of Ibadan, Distance
Learning Centre has recently embarked on a vigorepssitioning agenda which
aimed at embracing a holistic and all encompasapoach to the delivery of its
Open Distance Learning (ODL) programmes. Thus veecammitted to global best
practices in distance learning provision. Apart nfroproviding an efficient

administrative and academic support for our stuigjeme are committed to providing
educational resource materials for the use of twdemts. We are convinced that,
without an up-to-date, learner-friendly and dis@nkearning compliant course
materials, there cannot be any basis to lay clanbding a provider of distance
learning education. Indeed, availability of appraf@ course materials in multiple
formats is the hub of any distance learning provisvorldwide.

In view of the above, we are vigorously pursuingaasatter of priority, the provision
of credible, learner-friendly and interactive caummaterials for all our courses. We
commissioned the authoring of, and review of comnsgerials to teams of experts and
their outputs were subjected to rigorous peer reveensure standard. The approach
not only emphasizes cognitive knowledge, but aksitssand humane values which are
at the core of education, even in an ICT age.

The development of the materials which is on-gafsp had input from experienced
editors and illustrators who have ensured that #reyaccurate, current and learner-
friendly. They are specially written with distantgarners in mind. This is very

important because, distance learning involves maidential students who can often
feel isolated from the community of learners.

It is important to note that, for a distance leartmeexcel there is the need to source
and read relevant materials apart from this coursgerial. Therefore, adequate
supplementary reading materials as well as otHernmation sources are suggested in
the course materials.

Apart from the responsibility for you to read tlsisurse material with others, you are
also advised to seek assistance from your coursiitdeors especially academic
advisors during your study even before the inteéractession which is by design for
revision. Your academic advisors will assist youngsconvenient technology
including Google Hang Out, You Tube, Talk Fusiom;. eout you have to take
advantage of these. It is also going to be of insreadvantage if you complete
assignments as at when due so as to have necéssdipacks as a guide.

The implication of the above is that, a distan@rer has a responsibility to develop
requisite distance learning culture which includédgyent and disciplined self-study,

seeking available administrative and academic suppod acquisition of basic

information technology skills. This is why you aemcouraged to develop your
computer skills by availing yourself the opportynif training that the Centre’s

provide and put these into use.



In conclusion, it is envisaged that the course natewould also be useful for the

regular students of tertiary institutions in Nigewho are faced with a dearth of high
quality textbooks. We are therefore, delighted tespnt these titles to both our
distance learning students and the university’'sileegstudents. We are confident that
the materials will be an invaluable resource to all

We would like to thank all our authors, reviewersl goroduction staff for the high
quality of work.

Best wishes.

@)f'—-w Ay 2

Professor Bayo Okunade
Director
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About this course manual

About this course manual

Forms of Literature I: Prose FictionENG211 has bemduced by
University of Ibadan Distance Learning Centre. &lurse manuals
produced by University of Ibadan Distance Learr@®treare structured
in the same way, as outlined below.

How this course manual 1s

structured

The course overview

The course overview gives you a general introdactio the course.
Information contained in the course overview wélhyou determine:

If the course is suitable for you.
What you will already need to know.
What you can expect from the course.

How much time you will need to invest to compldte tourse.

The overview also provides guidance on:

Study skills.

Where to get help.

Course assignments and assessments.
Margin icons.

We strongly recommend that you read the overveanefully before
starting your study.

The course content
The course is broken down into Study Sessions. E3iddy Session
comprises:

An introduction to the Study Session content.

Study Session outcomes.

Core content of the Study Session with a varietigafning activities.
A Study Session summary.

Assignments and/or assessments, as applicable.

Bibliography
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Your comments

After completing Forms of Literature I: Prose Fictiwe would
appreciate it if you would take a few moments teegis your feedback
on any aspect of this course. Your feedback migtitde comments on:

Your constructive feedback will help us to improaed enhance this

Course content and structure.

Course reading materials and resources.

Course assignments.

Course assessments.

Course duration.

Course support (assigned tutors, technical hetp), et

course.



Course Overview

Course Overview

Welcome to Forms of

Literature I: Prose
FictionENG211

In this course, we sheexplorethe main kinds of prose fiction, payil
particular attenon to the novel, novella and short story as-genres,
their basic themes and main features and conventitie shall als:
examine several kinds of prose ficti-short story, novel and te—
focusing on the personal and social dimensionsofiive. Erphasis
will be on the development of a critical vocabul&rydiscussing suc
aspects of fiction as the role of the narratomyr@oint of view, plot
character, romance and realism. The major aimeottiurse is t
acquaint you with the distinguislg features of prose fiction, its natu
forms, and basic elements. It also aims to intreduau to the basic skil
in analysing a prose fiction text. Thus, througls tourse, you should |
familiar with the basic knowledge in dissecting istories novellas and
novels.

Course outcomes

Outcomes

Upon completion oForms of Literature I: Prose FictiENG211 you
will be able tc

= distinguish between ndiictional prose and fictional pros

= classify prose fiction according to length, theragd issue

= discuss the origin, growth and development of ineeh with
emphasis on major writers, thematic preoccupatiomyvations ani
the like;

= highlight and discuss the elements of prose fi¢

= list and discuss the major conventions in proseofi

= discuss the thematic preoccupations of any giveegfiction text
and

= point out the style and techniques of any giverserexi
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Timeframe

This is a 15 week course. It requires a formalystude of 45 hours. The
formal study times are scheduled around onlineudisions / chats with
your course facilitator / academic advisor to fgaié your learning.
Kindly see course calendar on your course websitedheduled dates.
You will still require independent/personal studwe particularly in
How long? studying your course materials.




Course Overview

How to be successful in this
course

| As an open and distance learner your approactatoifey vill be

| different to that from your school days, where yxaual onsite educatio

! You will now choose what you want to study, youl\wéve profession:
and/or personal motivation for doing so and you mibst likely be
fitting your study activities arourother professional or domes
responsibilities

Essentially you will be taking control of your le@trg environment. As
consequence, you will need to consider performéswes related 1
time management, goal setting, stress managentenBerhapsou will
also need to reacquaint yourself in areas sucksay/glanning, copin
with exams and using the web as a learning rest

We recommend that you take time r—before starting your se
study—to familiarize yourself with these issues. Them & number of
excellent resources on the web. A few suggestéd kine

= http://www.dlc.ui.edu.ng/resources/studyskill.

This is a resource of the UIDLC pilot course modileu will find
sectons on building study skills, time scheduling, baincentratiol
techniques, control of the study environment, naking, how to rea
essays for analysis and memory skills (“remembéyi

= http://www.ivywise.com/newsletter marchl3 how tdf study.htn
I

This site provides how to master ¢studying, with bias to emergir
technologies

= http://www.howtostudy.org/resources.|

Another “How to study” web site with useful links time
management, efficient reading, questioning/listgfmhserving skills
getting the most out of doing (“har-on” learning), memory building
tips for stayincmotivated, developing a learning pl

The above links are our suggestions to start yoyooin way. At the time
of writing these web links were active. If you wamtiook for more, go t

www.google.cor and type “self-study basics”, “sadfudy tips”, “self-
study skills” or similar phrase
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Need help?

Help

As earlier noted, this course manual complemerdssapplement
ENG21lat Ul Mobile Class as an online course.

You may contact any of the following units for infieation, learning
resources and library servic

Distance Learning Centre (DLC Head Office

University of Ibadan, Niger Morohundiya Complexibadan-
Tel: (+234) 08077593551 — 55 llorin Expresswa, Idi-Ose,
(Student Support Officer: Ibadan.

Email: ssu@dlc.ui.edu.ng

Information Centre
20 Awolowo Road, Bodiji
Ibadan

For technical issues (computer problems, web aceesisetcetera
please senmail towebmaster@dlc.ui.edu.ng

Academic Support

Help

A course facilitator is commissioned for this caurgou have also bet
assigned an academic advisor to provide learnipg@t. The contacts «
your course facilitator and academic advisor fig tourse are availab
atonlineacademicsupport@dic.uiu.ng

Activities

Activities

This manual features “Activities,” which mayresent material that
NOT extensively covered in the Study Sessidvhen completing the:
activities, you will demonstrate your understandifhdpasic material (b
answeringquestions) bef@ you learn more advanced cons. You will
be provided with answers to every activity questibimerefore, you
emphasis when waing the activities should be on understanding
answers. It is more important that you understahy eery answer is
correct



Course Overview

Assessments

There are three basic forms of assessment indhise: ii-text questions
@ (ITQs) and self assessment questions (SAQs), aodrharkec

assessment (TMAS). This manual is essentiallydfileth ITQs anc
SAQs. Feedbacks to the ITQs are placed immediaftdy the question:
while the feedbacks to SAQs are at the back of mlariou will receive
your TMAs as part of online class activities at thieMobile Class
Feedbacks to TMAs will be provided by youtor in not more than
weeks expected duratic
Schedule dates for submitting assignments and ergyagcourse / clas

activities is available on the course website. Kindsit your course
website often for update

Assessments

Bibliography

. Forthose interested in learning more on this subjgetprovide you witt
, a list of additional resourceat the end of thisourse manu; these may
be books, articles or websit

Reading
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Getting around this course manual

Margin icons

While working through thiscourse manual you Winotice the frequent
use ofmargin icons. These icons serve'sgnpost” a particular piece «
text, a new task or change in activity; they hagerbincluded to help yc
to find your way around thicourse manual.

A complete icon set is shown below. We suggest yioat familiarize
yourself with the icons and their meaning befoegtstg your stud

Activity Assessment Assignment Case study
Discussion Group Activity Help Outcomes
L I
Note Reflection Reading Study skills
/o7 /
Summary Terminology Time Tip




Study Session 1Distinguishing Features of

Study Session 1

Distinguishing Features of

Non-Fictional Prose

Introduction

There are two categoriesof prose literature: notiefial prose and
fictional prose. This Study Session will focus oonfictional prose.
Specifically, we will examine features of non-faitel prose and its
types.

earning Outcomes

When you have studied this session, you shouldleete:

1.1 discuss autobiography andifferentiate it from fake autobiography
1.2 contrast autobiography and memaoir
1.3 define biography and give examples

Categories of Prose Literature

Prose literature can be categorized into two: non-fictional prose and
fictional prose. Non-fictional prose is the branch of literature comprising
narratives dealing with facts and reality, such as biography, history, and
the essay (opposed to fiction and distinguished from poetry and drama).
In other words, non-fictional prose refers to narratives which are factual or
true; it deals with an account of real life or event. Examples of non-fictional
prose include autobiography and biography.

1.1 Autobiography

AutobiographyA true story
a person writes about his or
her own life

Autobiography is the story of a person’s life written by him- leerself.
It embraces a number of forms including memoirarids, and letters, but
the form proper usually involves the interactiorcbaracter and external
events over a substantial span of a person’s life.

Autobiographical works are by nature subjective.e Timability—or

unwillingness—of the author to accurately recalhmeies has in certain
cases resulted in misleading or incorrect infororatiSome sociologists
and psychologists have noted that autobiographgrefthe author the
ability to recreate history. Victims and opponeotdotalitarian regimes
have been able to present striking critiques obeheegimes through
autobiographical accounts of their oppression. Agnothe more
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renowned of such works are the writingsPrimo Lev, one of many
personal accounts of tiIShoah. Similarly, therare many works detailin
atrocities and malevolence oCommunist regimes (for instanc
Nadezhda Mandelst¢s Hope against Hope

Hint Stories presented in autobiographies are largely manoeuvrable, though
true. They involve a recreation of history.

Until recent years, few people, without some geaudtaim to fame
wrote or published autobiographies for the genguablic. With the
critical and commercial success in the United Stafesuch memoirs ¢
Angela’s Ashe andThe Color of Waterhowever, more and more peo

have been encouraged to try their hands at thieeg&his trind has also
encouragedfake autobiographiesparticularly those associated w
'misery li,' where the writer &s allegedly suffered from being a part «
dysfunctional famil, or from social problems, arolitical repressia. A

notorious recent example is Fragment (1995) by
‘BinjaminWilkomirski'(Bruno Grosjean).

The term "fictional autobiography” has been cointeddefine novel:
about a fictional character written as though tharacter were writin
their own biography, of whicDaniel Defoé Moll Flanders is an early
example Charles DickeridDavid Copperfields another such classic, a
J.D. Salinge's The Catcher in the Ryis a wellknown modern examp
of fictional autobiography. BronteJane Eyres yet another eample of
the fictional autobiography, as noted on the frpage of the origine
version. The term may also apply to works of fictipurporting to bt
autobiographies of real characters, for instaRobert Nyi's Memoirs of
Lord Byror. Examples also include Nelson MandelLong Walk to
Freedom; OlaudahEquainoBhe Interesting Narrative of the Life
OlaudahEquiano, r GustavusVassa the Africc and Awo: An
Autobiography of Chief ObafemiAwolo

There are fake autobiographies, in which the author writes a fictional
story but makes it appear as if the major character is writing his/her own
story.

1.2 Memoir

MemoirA true story in which ~ A memoir is slightly different in character from an autohiaghy. While

the writer gives detailed

an autobiography typically focuses on "life and times" of the writer,
participation in an event or memoir has a narrower, more intimate focus on hiso own memorie:
accounts of a section of feelings and emotions. A memoir is a form of autgbaphy tha
his/her life. subordinates the author’s personal life to the ipublents in which he «
she has frticipated. In some cases, as in Simon de BeawMemoirs
of a Dutiful Daughterthe public ‘event’ is the representative charaofe
the life- in de Beauvoir’'s case, the degree to which they dibel typified
the upbringing of a young girl in her time. MoreuaBy, the form serve
as a vehicle for a personal account of specificdic events. An exampl

accounts of his/her
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is Present at the Creatioithe memoirs of Dean Acheson, the Secre
of State during the establishment of the Unitedidwat and the condu
of the Korean War. Wole SoyinkaAke: The Years of Childho, Isara:
A Voyage Around Esy, You Must Set Forth at DawandIbadan: The
Penkelemes Ye: are examples of memoir.

Memoirs have often been written by politicians dtitary leaders as
way to record and publish an account of their mubliploits. One earl
example is that oLeonor Lopez de Cordob@362—1420) who wrote
what is supposed to be the first autobiographypantsh. TheEnglish
Civil War (1642-1651) provoked a number of examples of this ge
including works by SitlEdmund Ludlow and Sidohn Rerest. French
examples from the same period include the memdiCardinal de Retz
(1614-1679) and the Duc de Saint-Simon (187%5)

An autobiography presents a person’s whole life story while a
memoir presents just sections of a person’s life. Autobiography is
broad while memoir is narrow.

1.3 Biography

BiographyA true story a
person writes about another
person’s life.

A biography is a detailed description or account of someoiife'sMore

than a list of basic facts (education, work, relaships, and deatl

biography also portrays the subject's experiendbade events. Unlike

profile or curriculum vitae (résumé), a bioghappresents the subjec

life story, highlighting various aspects of his ber life, including

intimate details of experience, and may include aaalysis of th

subject's personality. Biographical works are uguabr-fiction, but

fiction can also besed to portray a person's life. On-depth form of
biographical coverage is callelegacy writing Biographical works ii

diverse medi—from literature to film—form the genre known as
biography. Akin OmoboriowoAwoism: Select Themes on the Com

Ideolcgy of Chief ObafemiAwolowgan example of biography. Vince

Carretta’Equiano, the African: The Biography of a Self MV-Man is

also a biograph

Study Session Summary

o7

Summary

In this Study Sessi, we discussed the major types of -fictional
prose. autobiography, memoir and biographye also highlighted the
fundamental features. We noted that autobiograghg itrue story
person writes about his or her own life, that manmia true story il
which the writer gives detailed accounts of his participation in an
event or accounts of a section of his/her life tHvad biography is a tr.

11}
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story a person writes about another person’s life.

Bibliography
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Study Session 2

Features and Functions of Prose Fiction

Introduction

Prose fiction has some features which distinguigioi other genres of
literature. It also has some functions which malkequintessential genre
of literature. In the main, it is a narrative wdhat deals with events that
are imaginative, rather than factual. It is momgysmoment narration of
events that are not verifiable. Among its numerougstions are teaching
morals, entertainment, cultural propagation, arel ltke. In this Study
Session, we will highlight, discuss and exemplifpme of the
fundamental features and functions of prose fiction

earning Outcomes

When you have studied this session, you shouldleete:

2.1explain the concept of prose fiction.

2.2highlight the features of prose fiction and illustrate wépt
textual samples.

2.3discuss the functions of prose fiction.

2.1 Explaining Prose Fiction

Fiction a story about
imaginary people and lives.

Prose fiction is the form of any narrative or infative work that deals,
in part or in whole, with information or events treae not factual, but
rather, imaginary — that is, invented by the auth@ithough fiction
describes a major branch of literary work, it mégoaefer to theatrical,
cinematic or musical work. Fiction contrasts witbnrfiction, which
deals exclusively with factual (or at least, asstinfactual) events,
descriptions, observations, and the like, (such lasgraphies,
autobiographies, and histories).

Fiction also refers to narrated stories that assvdrfrom the imagination
or are an imaginative reworking of actual exper@ncincidents and
details in a work of fiction can originate in fabistory, or everyday life,
but the characters and events as a whole are gg§mavented, or
altered, in the author's imagination. Imaginativetién (like movies)
varies widely in type, from fast-paced adventured focus on action to
stories that examine characters and ideas in démtly; can be told at
great length (novels or epics) or more briefly @&as or short stories).

As a prose-fictional work, a short story is a reky brief fictional
narrative in prose that often focuses on the esgersipects of a character
(instead of showing character development over titne way a novel

13
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can) and on a single event or episo— often a lifechanging
circumstance. It is characterized by careful, aghle craftsmanship (
handling of plot, characterization, and point aéw). Shor stories may
explore the complexities of life and people; theyad us to intera
imaginatively with significant human issues; théfepus an opportunit
to expand our understanding of ourselves, othemg, the multiple
cultures we find ourselves ling with and within. Writers of short stori
are widely respected by other writers, scholars, general readers f
the way they handle the techniques of fiction, floeir insights intc
people, their values, their experiences, and thaiures

What ae your own stories? What books and movies do yeeddNVha
television shows do you follow? The stories that yevn, that you love
may incline toward realism, or science fictionromance— each of us is
different, with individual tastes. Almost all us however, are drav
towards stories of some sort. What is it aboutiesothat draw you int
their world, which makes you not want to put th@kdown or miss th
time the show is on, or want to rent the DVD adtand fourth time? W
know that whatwe are reading or watching is not factual. These
madeup characters doing imaginary things. Yet we becaiaeply
involved or interested in their lives. We begin tioink about the
characters as if they are real, and we care abbat happens to ther
Why do we begin to sympathize deeply with a grigvimother or deligh
in the achievements of a college sophomore, neithervhom actually
exists? The answer to these questions must st#nt ttve impressiv
power of imaginatior— with the way our imagirtions respond to the
imaginative creations of excellent write

A story, considered broadly, is any account oflateel series of even
in sequential order, usually chronological ordé&e(brder in which the
happened). Stories did not start out emething to be read: long befc
people read stories or watched them being actediroutlays, they
listened to stories being told or sung. From aridiemes, people gathert
around fires in the evening for warmth and safétgy told stories t
each othr. Although we no longer need campfires for warnatid
protection, the storytelling tradition of ‘storieround the campfire
continues wherever people gather for companionsBgneration afte
generation of children around the world have saigdrent, “Tell me a
story.”

Story, in this broad sense, includes events tlatrae or made u— an
account of the invading of Normandy in World Warthe planning fo
the prom during your junior year in high school tlee landing of thre-
headed cyborgs ian lowa cornfield (one or two African examples?e
account can be narrated (told by a storytelledramatized (acted out
drama). It can be told in prose or vel

2.2 Functions of Fiction

Reflection

What is the value of reading stories?
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Most important, perhaps, is the way fiction canetaks outside of

ourselves and through our imaginations enable usnter other lives,

other selves, other places and cultures, othenfgelnd experiences. All
of us live limited lives. We want to see more, enghaour range of

experiences, and meet people whose lives are dliffédrom our own.

That's why many people like to travel, and why matydents want to go
away to college. A story enables us, without legwnr chairs, to escape
our boundaries and broaden our understanding anmhvi

Author and literary critic C. S. Lewis explains tappeal of a story this
way; “We seek an enlargement of our being. We variie more than
ourselves. . . . We want to see with other eyesmegine with other
imaginations, to feel with other hearts, as well wigh our own”
(AnExperimentn Criticism [Cambridge University Press, 1961], p. 137).
Fiction can do that. A story can mirror our own lgiptake us to a world
that is not part of our daily experience, or cremtworld entirely new to
us. To read fiction is to enter a place where yoth ldisappear and find
yourself — a place where, when you put the bookrdand look up, you
feel even more yourself than you did before reading

You have likely heard someone say, “Fiction? | doead fiction. | want
to read what's true.” Fiction is not fact. It magntain facts, but it is still
fiction. A literary scholar and a historian who wesn a panel together
were asked the difference between the two dis@plirThe historian
spoke about how important it was to get the faotsect in his work. The
literary scholar then replied, “Yes. You deal witicts. | deal with truth.”
What was the literary scholar implying? Not thaé thistorian wasn’t
searching for the truth within the facts, but thietion is the embodiment
of truth, at times factual truth, but always —tifd a fine work of fiction
— the kind of truth that exists within, around, lmeyond fact. This is a
different kind of truth, the kind of truth that r=estory to contain it, the
truth of what it is like to live the facts, the kirof truth that exists and
comes to life through what the writer ‘makes up’.

In considering the purposes which works of fictéoe supposed to fulfil,
it will be of interest and value to note what soofighe more prominent
writers have said with regard to their reasonspi@ctising the art. The
more selfishly personal motives may be passed gwiekly. Money and

fame have been desired and welcomed by most ayt®isy most men,
but they help us little to an understanding ofpithepose of literature. Yet
there are some who have written with neither oé¢he view, like Jane
Austen, who died leaving a considerable part of eerk unpublished,

and apparently without having sought to publistSihce the motives of
men are more usually complex than simple, it igfe sssumption that
even those who have frankly written for a livingr who have

acknowledged the lure of ambition, have had othieigs in view as well,

and have not found profit or honour incompatibléhwdeeper and more
altruistic aims.

Let us review the functions of prose fiction acaogdto some scholars.

15
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Functions According to
Richardson

Of these, the most commonly
claimed is the moral
improvement of the reader. No
one has been more explicit
about this than Richardson,
whose preface to Pamela is
characteristic enough to quote
at length:

“If to divert and entertain, and
at the same time to instruct and
improve the minds of the youth
of both sexes; If to inculcate
religion and morality in so easy
and agreeable a manner as shall
render them equally delightful
and profitable;

If to set forth, in the most
exemplary lights, the parental,
the filial, and the social duties;If
to paint vice in its proper
colours, to make it deservedly
odious; and to set virtue in its
own amiable light, and to make
it look lovely;

If to draw characters with
justness and to support them
distinctly;If to effect all these
good ends in so probable, so
natural, so lively, a manner, as
shall engage the passions of
every  sensible reader,and
attach their regard to the story;

Forms of Literature I: Prose Ficti

If these be laudable or worthy
recommendations, the editor of the
following letters ventures to assert
that all these ends are obtained
here, together.

In a similar vein, his Clarissa
Harlowe is ‘proposed as an
exemplar to her sex’, and is made
as perfect as is ‘consistent with
human frailty’; her faults being put
in chiefly lest there should be
‘nothing for the Divine grace and a
purified state to do’.

Functions According to Fielding

Fielding, though less verbose, is no
less explicit. He claims for Tom
Jones that “to recommend goodness
and innocence hath been my
sincere endeavour in this history,”
and that he has “endeavoured to
laugh mankind out of their
favourite follies and vices.” Of
Amelia, he says: “The following
book is sincerely designed to
promote the cause of virtue.” The
frequent  satirical tone of
Thackeray, as well as the nature of
his analysis of human motive,
testifies to his sharing Fielding’s
desire to drive men out of their
follies and vices by ridicule and
contempt.

Functions According to
Dickens
Dickens characteristically

combines the improvement of
the individual with the reform
of institutions. Of Martin
Chuzzlewit he says: “My main
object in this story was to
exhibit in a variety of aspects
the commonest of all the vices;
to show how selfishness
propagates itself, and to what a
grim giant it may grow from
small beginnings.” Again, ‘I
have taken every possible
opportunity of showing the
want of sanitary improvements
in the neglected dwellings of
the poor.”

2.2.4 Functions According to
Scott

Scott’s confession, “I write for
general amusement,” sounds
more than humble. Yet he
frequently repeats it. He hopes
‘to relieve anxiety of mind’, ‘to
unwrinkle a brow bent with the
furrows of daily toil’. At times,
he approaches the moral aim of
his more serious brethren: ‘to
fill the place of bad thoughts
and suggest better’; ‘to induce
an idler to study the history of
his country’.

Study Session Summary

In this Study Sessi(, we listed and discussastme of the fundament
features of prose fiction. V established the fact that it is a narratec
that is imaginative. That is, it is mom-by-moment narration of ever
that are not verifiable. Wehavalso concluded that prose ficti
performs some functions which include the teachingprals,
entertainrent, cultural propagation, language teaching, hsdt
function, ethical function, and such li

o7

Summary
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Study Session 3

Classification of Prose Fiction

Introduction

Prose fiction can be classified into four majoraypaccording to the
length of discourse. These are: Flash Fiction, Sh&tory,
Novelette/Novella and Novel. While flash fictiontise shortest form of
prose fiction, the novel is the longest. In thisidyt Session, we will
explore the four forms of prose fiction.

Learning Outcomes

When you have studied this session, you shouldleete:
3.1 discuss the forms of flash-fiction

3.2 highlight the basic features of short story
3.3discuss the term novella

3.4 differentiate short story from novella

3.1 Flash Fiction

Flash fiction The shortest
form of prose fiction.

18

Other names forflash fiction include sudden fiction, micro-fiction,
micro-story, ‘short short’, postcard fiction, prageand ‘short’ short
story, though distinctions are sometimes drawn eetwsome of these
terms; for example, sometimes one-thousand wordscansidered the
cut-off between ‘flash fiction’ and the slightlyriger short story ‘sudden
fiction’.

The term "flash fiction" may have originated fronl892 anthology of
that title. As the editors say in their introduatiaheir definition of a
‘flash fiction’ is a story that would fit on two é&ng pages of a typical
digest-sized literary magazine. Flash fiction hasts going back to
Aesop's Fables, and practitioners have includedliSafaShiraz (The

Gulistan), BolestawPrus, Anton Chekhov, O. Henmsarnz Kafka, H.P.

Lovecraft, Yasunari Kawabata, Ernest Hemingway,ioJuCortézar,

Arthur C. Clarke, Ray Bradbury, Kurt Vonnegut, Fredric Brown and
Lydia Davis. New life has been brought to flashidis by the Internet,
with its demand for short, concise works. e-zined hypertext literary
spaces offer writers a ready market for flashdictiworks. However,
flash fiction is also published by many print m&dges. Markets
specializing in flash fiction include Smoke Long&pierly, Flash Fiction
Online, and Vestal Review. The 365 Tomorrows profexs published a
new piece of flash fiction daily since 2005. Thechdi Award, created in
2007, is the first award dedicated solely for fléistion.
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One type of flash fiction is the short story with exact word count.
Examples include 55 Fiction, the Drabble and ther 68lano-fictions are
complete stories, with at least one character ardisaeernible plot,
exactly fifty-five words long. A Drabble is a stooy exactly one hundred
words, excluding titles, and a 69er is a story>afatly sixty-nine words,
again excluding the title. The 69er was a reguatifre of the Canadian
literary magazine NFG, which featured a sectioswth stories in each
issue. Short story writer Bruce Holland Rogers Wwatten "369" stories
which consist of an overall title, then three th&éoadly related 69ers,
each with its own title. Writer Mark Budman has team a novel-in-
flashes. Author Katie Farris has written a shodrshsequence,
"BOYSGIRLS," in which individual short-shorts aldform a larger
narrative. Also, Bob Thurber's "Paperboy: A Dysfiimnal Novel"
utilizes a series of interwoven 'micro-chapterstelb its story. Aesop's
Fables can retrospectively be regarded as an eadynple of flash
fiction.

3.2 Short Story

Short story is longer than a
flash fiction and shorter than
a novella.

A short story is a work of prose fiction, and most of the terfos
analyzing the component parts, the types, and #m&uws narrative
techniques of the novel are applicable to the s$tory as well. It differs,
for example, from the anecdote — the simple andaloeated narration
of a single incident — in that it organizes theiatt thought and
interactions of its characters into the artful @attof a plot, which has a
beginning and develops through a middle to sortiefouement at the
end. As in the novel, the plot form may be comiagic, romantic, or
satiric; the story is presented to us from onéhefrhany available ‘points
of view’, and it may be written in the mode of fasy, realism, or
naturalism (Abrams 1981: 176).

Madden (2008) describes the short story as a fiatizvork depicting one

character’s inner conflict or conflict with otherasually having one

thematic focus. Short stories generally produce irgles focused

emotional and intellectual response in the realNenels, by contrast,

usually depict conflicts among many characters ldpesl through a

variety of episodes, stimulating a complexity apenses in the reader.
The short story form ranges from ‘short shorts’jelrun in length from

a sentence to four pages, to novellas that caly éesiLO0 pages long and
exhibit characteristics of both the short story @ahd novel. Because
some works straddle the definitional lines of thébeee forms of

fiction—short story, novella and novel—the termswd be regarded as
approximate rather than absolute.

The short story has traditionally featured prediteglot formulas, stock
characters and conflicts, and superficial treatn@nthemes. A short
story is a work of fiction that is usually writtém prose, often in narrative
format. This format tends to be more pointed thangér works of

fiction, such as novellas (in the 20th and 21stugnsense) and novels.
Short story definitions based on length differ swinat, even among
professional writers, in part because of the fragiatéon of the medium

into genres. Since the short story format incluglegde range of genres

19
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and styles, the actual length is determined by itlaividual author's
preference (or the story's actual needs in termsredtive trajectory or
story arc) and the submission guidelines relevanthe story's actual
market. Guidelines vary greatly among publishers.

Many short story writers define their work throughcombination of
creative, personal expression and artistic intggfihey attempt to resist
categorization by genre as well as definition bynbars, finding such
approaches limiting and counter-intuitive to aitisorm and reasoning.
As a result, definitions of the short story basedlength splinter even
more when the writing process is taken into comaiifen. Authors such
as Charles Dickens, Kurt Vonnegut, Jr., NathanigWtthorne, Virginia
Woolf, BolestawPrus, Dino Buzzati, Rudyard Kiplingilliam Faulkner,
F. Scott Fitzgerald, James Joyce, Franz Kafka, .RV&ehouse, H. P.
Lovecraft and Ernest Hemingway were highly accoah@d writers of
both short stories and novels.

Short stories have their roots in oral story-tgjliraditions and the prose
anecdote, a swiftly sketched situation that quickbmes to its point.
With the rise of the comparatively realistic novble short story evolved
as a miniature version, with some of its first petfy independent
examples in the tales of E. T. A. Hoffmann. Oth8thicentury writers
well known for their short stories include Nikol&ogol, Guy de
Maupassant, and BolestawPrus. Some authors arenkabmost entirely
for their short stories, either by choice (they teroothing else) or by
critical regard (short-story writing is thought @$ a challenging art). An
example is Jorge Luis Borges, who won American fami "The
Garden of Forking Paths", published in the AugBt8LEllery Queen's
Mystery Magazine. Another example is O. Henry (authf "Gift of the
Magi"), for whom the O. Henry Award is named. Antcan examples
include Flannery O'Connor, John Cheever, and Ragn@arver.

Short stories have often been adapted for half-remot hour radio
dramas, as on NBC Presents: Short Story (1951-bRg art of
storytelling is doubtlessly older than record ofilzation. Even the so-
called modern short story, which was the lateshefmajor literary types
to evolve, has an ancient lineage. Perhaps thestolmied most direct
ancestor of the short story is the anecdote austildtive story, straight to
the point. The ancient parable and fable, starklgfarrative used to
enforce some moral or spiritual truth, anticipdte severe brevity and
unity of some short stories written today. Shodriss tend to be less
complex than novels. Usually a short story focusesne incident; has a
single plot, a single setting, and a small numbieharacters; and covers
a short period of time.

In longer forms of fiction, stories tend to contagrtain core elements of
dramatic structure: exposition (the introductionsetting, situation and
main characters); complication (the event thatouhtices the conflict);

rising action, crisis (the decisive moment for §itagonist and his
commitment to a course of action); climax (the poithighest interest in

terms of the conflict and the point with the mosti@); resolution (the

point when the conflict is resolved); and moral.

Owing to their length, short stories may or may fudiow this pattern.
Some do not follow patterns at all. For exampledena short stories
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only occasionally have an exposition. More typi¢chbugh, is an abrupt
beginning, with the story starting in the middletbé& action (in medias
res). As with longer stories, plots of short stereso have a climax,
crisis, or turning point. The endings of many shgidries however, are
abrupt and open and may or may not have a moyadaatical lesson. As
with any art forms, the exact characteristics ghart story will vary by
creator. When short stories intend to convey aifipeathical or moral
perspective, they fall into a more specific sukegaty called parables (or
fables). This specific kind of short story has besed by spiritual and
religious leaders worldwide to inspire, enlighteamd educate their
followers.

Determining what exactly separates a short stasynftonger fictional

formats is problematic. A classic definition of laog story is that one
should be able to read it in one sitting, a poimstnmotably made in
Edgar Allan Poe's essay ‘The Philosophy of Commusi{1846). Other

definitions place the maximum word count at anywhfgom 7,000 to

9,000 words. As a point of reference for the saefiction genre writer,

the Science Fiction and Fantasy Writers of Amedeéines short story
length in its Nebula Awards for science fiction sufision guidelines as
having a word count of less than 7,500. In contarmyousage, the term
short story most often refers to a work of fictioa longer than 20,000
words and no shorter than one thousand (1,000§ieStwith less than
1,000 words are sometimes referred to as ‘shontt shories’, or ‘flash

fiction'.

Short stories date back to oral story-telling tiads which originally

produced epics such as Homer's lliad and Odysse}.rarratives were
often told in the form of rhyming or rhythmic verseften including

recurring sections or, in the case of Homer, Homepithets. Such
stylistic devices often acted as mnemonics foregaeicall, rendition and
adaptation of the story. Short sections of vergghtriocus on individual

narratives that could be told at one sitting. Tiverall arc of the tale
would emerge only through the telling of multiplech sections. Fables,
succinct tales with an explicit ‘moral’, were sdigl the Greek historian
Herodotus to have been invented in the 6th cerB@ by a Greek slave
named Aesop, though other times and nationalite® lalso been given
for him. These ancient fables are today known asps Fables.

The other ancient form of short story, the anecdets popular under
the Roman Empire. Anecdotes functioned as a sopacéble, a brief
realistic narrative that embodies a point. Manyvsimg Roman
anecdotes were collected in the 13th or 14th cgntas the
GestaRomanorum. Anecdotes remained popular in Eunagl into the
18th century, when the fictional anecdotal lettefs Sir Roger de
Coverley were published. In Europe, the oral stefipg tradition began
to develop into written stories in the early 14#mitury, most notably
with Geoffrey Chaucer's Canterbury Tales and GiavaBoccaccio's
Decameron. Both of these books are composed ofichdil short stories
(which range from farce or humorous anecdotes ti-crafted literary
fictions) set within a larger narrative story (arfre story), although the
frame tale device was not adopted by all writersth® end of the 16th
century, some of the most popular short storigSurope were the darkly
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Hint

3.3 Novella

Novella This is a mini novel.

22

tragic "novella" of Matteo Bandello (especially itheir French
translation).

Short story is not less than 1,000 words and not more than 20, 000
words. Flash fiction is not more than 1, 000 words.

A novella (also called a short novel or novelettep written, fictional,
prose narrative usually longer than a short stotyshorter than a novel.
The English word "novella" is derived from the il word "novella”,
feminine of "novello” which means ‘new’. The Scien€iction and
Fantasy Writers of America Nebula Awards for sceefiction define the
novella as having a word count between 17,500 ab@08. Other
definitions start as low as 10,000 words and ruhigis as 70,000 words.
The novella is a common literary genre in severaopean languages.
Famous English language novellas include John I&tekis Of Mice and
Men, George Orwell's Animal Farm, Anthony Burgess'<lockwork
Orange, Herman Melville's Billy Budd, Sailor, TrumaCapote's
Breakfast at Tiffany's, Ernest Hemingway's The ®ldn and the Sea,
Robert Louis Stevenson's Dr Jekyll and Mr Hyde, &saDickens' A
Christmas Carol, H.G. Wells' The Time Machine, hitoth's Goodbye,
Columbus, Joseph Conrad's Heart of Darkness, Jamouidc's The
Subterraneans and Stephen King's Rita Hayworth Shdwshank
Redemption.

Structurally, a novella has generally fewer comdlithan a novel, yet
more complicated ones than a short story. The ictsifhlso have more
time to develop than in short stories. They hawdiregs that are located
at the brink of change. Unlike novels, they are digided into chapters,
and are often intended to be read at a singlengitths the short story,
although white space is often used to divide tltiges. They maintain,
therefore, a single effect.

The novella is generally not as formally experina¢ras the long story
and the novel can be, and it usually lacks the Istdyghe multiple points
of view, and the generic adaptability that are camrin the novel. It is
most often concerned with personal and emotionakldpment rather
than with the larger social sphere. The novella egally retains
something of the unity of impression that is arhallk of the short story,
but it also contains more highly developed charazdon and more
luxuriant description. The idea of serialized néagldates back to the
One Thousand and One Nights, also known as theigkra¥ights, from
around the 10th century. The novella as a litergeyre later began
developing in the early Renaissance literary wdrkhe Italians and the
French — principally, by Giovanni Boccaccio (1313+%), author of
The Decameron (1353) — one hundred novelle toltehypeople: seven
women and three men, fleeing the Black Death byamieg from
Florence to the Fiesole hills in 1348; and alsothy French Queen,
Marguerite de Navarre (1492-1549), [aka MargueatieValois, et. al,
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author of Heptaméron (15%—seventytwo original Frenc tales
(structured like The Decamerc

Not until the late eighteer- and early nineteenth centuries did writ
fashion the novella into a literary genre strualuby precepts and rule
Contemporaneously, the Germans were the most aatiters of th
Novella (German: "Novelle"; plural: "Novellen"). Fthe German writel
a novella is a fictional narrative of indetermin&agtt—a few pages to
hundred—restricted to a single, suspenseful event, sitoato conflict
leading to an unexpected turninint (Wendepunkt), provoking
logical, but surprising end; Novellen tend to caimta concrete symbc
which is the narration's steady point. They ar# &tmous now. Thit
etymological distinction avoids confusion of thietatures and the forrnr
with the novel being the more important, establishetibfial form. The
Austrian writer Stefan Zweig's (18-1942) Die Schachnovelle (194
(literally, "The Chess Novella", but translated 1844 as The Roy:
Game) is an example of a title naming its genre novella is a fictione
prose work that is longer than a short story botten than a novel. As
result of this, the novella shares the featurethefshort story and tf
novel. William and Holman define the novella as lors compact
broadly realisic tale. This they suggest gained popularity inrtredieva
period with Boccaccio’s Decamer:

The novella is a fictional prose work that is longer than a short story
but shorter than a novel. As a result of this, the novella shares the
features of the short story and the novel.

Distinguishing the Short Story and the Novella

Although length is the obvious distinguishing feature which separates the
novel from the short story and the novella, it is by no means the only one.
The short story is normally read at one sitting - Edgar Allan Poe in fact
suggested that this was a necessary feature of the short story. This makes
the reading of a short story less reflective and more concentrated an
experience; we rarely stop several times for prolonged thought in the
middle of reading a short story. The short story typically limits itself to a
brief span of time, and rather than showing its characters developing and
maturing will show them at some revealing moment of crisis — whether
internal or external. Short stories rarely have complex plots; again the
focus is upon a particular episode or situation rather than a chain of
events.

Thus, much of the skill of the short story writer has to be devoted to
making characters appear three-dimensional in spite of the fact that we see
them only for a very short period of time. In addition, care has to be taken
to render atmosphere and situation convincingly. Very often, the short
story writer will use something akin to shock tactics to make the reader
think and respond: an unexpected ending, a dramatic unveiling, and a
surprising twist of plot.
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The novella is usually rather longer than a short story, and although it may
be read at a single sitting, it most probably is usually not. Joseph Conrad’s
Heard of Darkness (first book publication 1902) can be seen as a classic
novella, and any reader of this work will probably understand that the
terms ‘novel” and ‘short story’ seem somehow inappropriate to describe it.
The novella has flourished far more in Germany than elsewhere, and
theories of the novella are often considerate with particular reference to
the German novella tradition. This apart, it does seem to be the case that
the novella often has a dominant symbol or complex of symbols at its heart,
and that it is this rather than the complexity of its plot that gives the
novella its depth and significance.

The actual story of Heart of Darkness could be summarized in a few lines;
whatever we read this work for, it is not for complexity of plot
development. Instead, we need to pay attention to Conrad’s use of symbol
and image in the work, to the complexities of narrative technique (the ‘tale
within a tale”), and to the texture of the prose. The novella is dominated by
the ‘inner narrator’, Marlow’s, fascination with, and search for, the
mysterious figure of Kurtz. Early on in the story, Marlow comes across a
painting that Kurtz has executed:

Then [ noticed a small sketch in oils, on a panel,
representing a woman, draped and blindfolded, carrying a
lighted torch. The background was sombre - almost black.
The movement of the woman was stately, and the effect of
the torch-light on the face was sinister.

We see here, (think, how a work lacking a complicated plot can be given a
complex unity through the use of other means). The picture is one of a
number of symbolic ‘moments’ in the work which draw various threads
together in a masterly way. We note a relationship between the
blindfolded woman carrying a lighted torch and those Europeans
(including Kurtz) who have claimed that they are bringing light to Africa
but who are actually ‘going at it blind’, either self - deceived or dishonestly
plundering. We are reminded of Kurtz’s fiancée - ‘the Intended’ - who we
meet at the end of the tale and who is as blind metaphorically as the
painted woman is literally. The references to light and blackness link up
with a repetitive pattern of black — white images in the work which have
an intricate relationship to sets of moral judgements indicated by Conrad
in indirect ways.

The short-story and novella writer, in other words, does not just produce
truncated novels. These different fictional genres require a different use of
the resources of the writer of prose, and they should not be read or judged
in the way that we read or judge a 500-page novel.

3.4 Novel

NovelA long work of prose A novel is a book of long narrative in literary prose. Thenre has
fiction, containing a variety of hjstorical roots both in the fields of the mediewld early modern
characters and a complex romance and in the tradition of the novella. Thietasupplied the present
generic term in the late 18th century. Furtherrdgfin of the genre is
historically difficult. The construction of the mative, the plot, the way
reality is created in the works of fiction, the damation of the character
study, and the use of language are usually disdussshow a novel's
artistic merits. Most of these requirements weteoduced in the 16th

plot.
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and 17th centuries in order to give fiction a flistition outside the field
of factual history. The individualism of the pret®ion makes the
personal memoir and the autobiography the two stosdatives among
the genres of modern histories.

The term novel is now applied to a great varietyvatings that have in
common only the attribute of being extended workprose fiction. As

an extended narrative, the novel is distinguisienhfthe short story and
from the work of middle length called the novellavelette; its

magnitude permits a greater variety of charactgester complication of
plot (or plots), ampler development of milieu, amdre sustained and
subtle exploration of character than do the shortesre concentrated,
modes (Abrams 1981: 119).

A novel is a fictional prose work with a relativdbng and often complex
plot, usually divided into chapters, in which theorg traditionally
develops through the thoughts and actions of igsatdters. The novel is
often described as a long work of written fictidiost novels involve
many characters and tell a complex story by plativegcharacters in a
number of different situations. According to Williaand Holman: 1996,
the term novel is used in its broadest sense tmnke any extended
fictional narrative almost always in prose. In pi@eg however, its use is
customarily restricted to narrative in which thpresentation of character
occurs either in a static condition or in the psscef development as the
result of events or actions.

Because novels are long — generally two hundrecdpag more with

twenty thousand words or more—novelists can teltenmachly detailed

tales than can authors of briefer literary formshsas the short story.
Many readers consider the novel the most flexijpbe tof literature, and
thus the one with the most possibilities. For exampriters can produce
novels that have the tension of a drama, the sobp@ epic poem, the
type of commentary found in an essay, and the inyagied rhythm of a
lyric poem. Over the centuries, writers have cardlly experimented
with the novel form, and it has constantly evoliedew directions.

The word novel came into use during the Renaisséidth century to
17th century), when lItalian writer Giovanni Bocdacapplied the term
novella to the short prose narratives in his Il &aerone (1353; Ten
Day’'s Work). When his tales were translated, thetaovel passed into
the English language. The word ‘novella’ is nowdige English to refer
to short novels. In most European countries, thedwoman is used
rather than novel, thus linking the novel with tbleler romance, of
which, in a sense, the novel is an extension. Tdrelict between the
imaginative recreation of experience implied in esnmand the realistic
representation of the soiled world of common peaplgied in novel has
been present in the form from its beginning, anddtounted for a
distinction often made in the 18th and 19th cepturbetween the
romance and the novel, in which the romance wagdaleeof the long
ago, the far away, or the imaginatively improbabigereas, the novel
was bound by the facts of the actual world anddte of probability.

The 19th century saw the flowering of the Englisivel as an instrument
portraying middle-class society. Jane Austen predumovels of
manners, and Scott created the historical novelcanded it to a high
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point in the first quarter of the century. The gr¥atorian novelists —
Dickens, Thackeray and Trollope created vast fictional worlds loaded
with an abundance of social types and arrangextiitate melodramatic
plots. In Thomas Hardy and George Eliot, the ladt bf the century
found writers, who, in differing degrees, appliemng of the tenets of
Naturalism.

Writers have pushed traditional literary boundaries that the

characteristics of many types of literature overlayt looking at certain

differences between novels and other literary fooas give readers a
basic guide to the novel's distinctive traits.

Like the short story, the novel tells a story, batike the short story, it

presents more than an episode. In a novel, themrds the freedom to
develop plot, characters, and theme slowly. Theelstv can also

surround the main plot with subplots that flesh et tale. Unlike short

stories, most novels have numerous shifts in tiptece, and focus of
interest. Like epic poetry, the novel may celebgand designs or great
events, but unlike epic poetry it also may pay rdib& to details of

everyday life, such as people’s daily tasks andhsobligations.

The actual term ‘novel’ has had a variety of meanings and implications at
different stages. From roughly the 16% and 18t centuries, its meaning
tended to derive from the Italian world ‘novella’, meaning ‘a little new thing’,
‘tale’, or ‘a piece of news’. Now however, it is generally applied to a wide
variety of writings whose only common attribute is that they are extended
pieces of prose fiction. This assertion was made in J.A. Cuddon’sA Dictionary
of Literary Terms and Literary Theories (1977). For a more factual and
technical definition of ‘the novel’, we can turn to M.H. Abram A glossary of
Literary Terms (1981). He opines:

As an extended narrative, the novel is distinguished from the short
story and from the work of middle length called the novelette; its
magnitude permits a greater variety of characters, greater
complication of plot (or plots), ampler development of milieu, and
more sustained and subtle explanation of character than do the
shorter, more concentrated, modes (119).
Thus, Abrams distinguishes among the novel, the short story, and the
novelette. He highlights some of the distinguishing features of the novel. The
thrust of our subsequent discussion, therefore, centres on the diachronic
survey of the development of the novel from its evolution to the present age.

3.4.1A Diachronic Survey of the Origin and Growth of
the Novel

In this section, we will survey the origin and gtbvef the novel from the
late 17" century to the present age. The exploration sithong many
other things, focus on the major characteristictuiess, technical
innovations, thematic thrusts and writers that hal@minated and
succeeding periods.

The Early ‘Picaro’ Stage

The novel as we know it today has evolved from ¢aely forms of
literature, most especially the epic and the fadidition of different
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peoples — Chinese, Indians, Arabs, the Greekstm®&bmans. Also, in
the list of these pre-texts to the novel are legemayths, folktales and
history of the several regions of the world. Theref some slight
precedent forms of the novel have been identifigditbrary historians.
Among these forms are the ‘roman’ apidaresque (picaro) narratives.
In the 14" century, collections of ‘roman’, some serious, s@oandalous
were greatly in vogue. The best known of theseectithns, according to
Walter Allen in The English Nove(1954), is Boccaccio’®ecameron
The next important predecessor of the novel wapitteesque narrative,
which emerged in 6century Spain. David Crystal (1981) in hite
Cambridge Encyclopedidowever, sees the most popular instance of
picaresque narrative &3il Blass(1715); this was written by the French
man, Algin Lesage. Picaresque was a derivativePafaro’ a Spanish
word for ‘rogue’, and the subject of such narratige basically the
escapades of an “insouciant rascal who lives byiis and shows little
if any alternation of character through the longccassion of his
adventures” (Holman, C.H. 1980: 110). A good exargdl picaresque is
Cervantes’®on Quixote(1605).

From the foregoing preview, one can vehemently ragbat the early
novel was a celebration and idealization of adwestuand man’s
relationship with God. Invariably, the focus wastbheauthor’s class in
the societythe Aristocratic class. In fact, the absolutgiois of the genre
(novel) are obscure. But we can claim that the lbgweent of prose
fiction seems to have attained a measure of centdbility in the
seventeenth century in Europ&lthough in the early 17 Century, there
was still no major advance in prose narrative dra iovel form, we
could still find Mme de Lafayette’da Princes de Cleve§l678). E.
Fourd’'®©rnatus and Artesia(1634), Mrs.AphraBehn@roonoko (The
Royal Slave}1634) and Bunyan'$he Pilgrim’s Progres$1678).

In France, there was also D’Urte’s pastoral romahtstree (1607-26),
which set a vogue satirized by SoreLia Berger Extravagantl627-8).
Other 17" century novels are Trimakhi®styriconand Bunyan’'sThe
Life and Death of Mr.Badmaifl680). It should be emphasized that
Bunyan had an unerring sense of and appetite éorghl. To the making
of The Pilgrim’s Progresavent a lifetime of passionate observation of
men and women. This is even more clearly apparerithe Life and
Death of Mr.BadmanLike The Pilgrim’s Progress, The Life and Death
is a moral tract; its purpose is to describe tlie #nd death of the
ungodly, and of their travel from this world to hdUnlike Pilgrim’s
Progresshowever,The Life and Deatlis not an allegory; rather it is a
familiar dialogue between Mr. Wiseman and Attent@nthe subject of
their neighbour Mr.Badman.

Although the form of the early novels is clumsy,idt carried by the
raciness and the absolute fidelity of the dialogaethat the impression
Mr.Badman makes on high godly neighbours could lgazdme through
more strongly. Mrs AphraBehr@yoonoko represents the first
appearance of the idea of the noble savage. Walliem (1954) has also
interpreted it as the fore-runner of all anti-impkst or anti-colonial
literature.Oroonokowas, in fact, a running adaptation of romances It
replete with loves and inconvincible courage ofoest heroines, kings
and queens, mortals of the first rank and the likis.a novel ornamented
with lofty language, miraculous contingences and padssible
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performances. Surprisingly, by the late™1dentury and especially the
early 18" century, something radical happened to the naves. writers
at this time Congreve, Daniel Defoe, Samuel Richardson, Henry
Fielding, Tobias Smollett, Laurence Sterme#g) jettisoned writing the
texts that celebrated aristocracy. The emphasisshifted to the masses
(low life). The concentration was then on the cagynfolk, the common
man, the ‘plebeians’, who hold no office. In fathe emphasis was
shifted from the subjects of honour, high classi®al/alour and greatness
to the low life people.

The sudden change of focus was not fortuitouseraihwas a result of
many factors. Literature, like most art forms, leways been seen as
performing a delectic/entertainment role in socidtiius, the focus was
changed to suit the new variety of audience. Theehaas then designed
to suit the audience who needed fun and entertaiime

Effects of Industrial Revolution

Also, the great geographical discovery and the strihl revolution as
well as the activities associated with them, hadeléing effect on
European society. There was socio-economic mobifitierms of greater
wealth and greater urbanization (population dehsithis consequently
encouraged a new life and a greater taste for taimierent in a wider
variety. Also, wealth ceased to be concentratedhan hands of the
nobility — the aristocrats. On the contrary, a new middlssclmerged.
This new class had economic power, in terms ofeeittontrolling the
merchandise aspect of the economy or the industeetion. Thus, the
‘nobles’ or ‘aristocrats’ were no more economicglgwerful; and the
society became democratic — there was power-sharing

Another factor for the radical change in the outlad the novel in the
eighteenth century was the growth in education. gileat discovery and
the industrial revolution afforded the middle clabks opportunities of
awareness. This also encouraged social mobilite. [6wer class could
then hold positions in government affairs. Alsoueation was extended
to women who were mostly ‘housewives’ that depended their
husbands’ wealth. They only attended social fumstico they had a lot
of time for entertainment.

Actually, this type of audience encouraged the gemre of the new type
of writing known as ‘The Novel'. Therefore, we cafaim that ‘the
novel’ really emerged in the second decade of igfiet@enth century.
Apart from the factors highlighted above, some othievant factors also
influenced the emergence of the novel. The boo#stdustrialization and
inventions also encouraged the development of twelnFor instance,
formerly, there were no publishing facilities. Buth the development of
typography, people could then create long narrative

Again, the existence of public libraries influendbe emergence of the
novel. People who could not afford private copiéshe texts were able
to read as many as they could in the public lilesari

Therefore, a new class of readers, as a matteeadssity, suggested a
new form of the novel. There were radical changesharacterization,
situations, settings and ideas. The thematic throsthe age were those
of the problems of existence, class prejudicesn@mic constraints on
life and other things that had direct bearings eogte’s lives.
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Thus, in 1713, Congreve publishddcognita (or Love and Duty
Reconciledl but it was the publication of Daniel DefoeRobinson
Crusoein 1719 that marked the emergence of the novell782, he
publishedMoll Flanders From then on, the novel came of age and within
another seventy years became a more mature for740, Samuel
Richardson published the first novel of charactePamela or Virtue
Rewarded) In 1748, he publisheflarissa Harlowe In 1742, Henry
Fielding publishedloseph Andrews critical romance. Two of his other
novels areThe History of the Life of the Late Mr. JonathanldAthe
Great (1743) andThe History of Tom Jonefl749). Tobias Smollett
publishedThe Adventures of Rodrick Rand¢h748) andlhe Expedition
of HumphryClinke (1771); Laurence Sterne (1713-68) published
TristramShandid 760-67) andA Sentimental Journegnd Mrs. Clara
Reeve publishedThe Champion of Virtug1777). Other prominent
writers of the period were Oliver Goldsmith, Charllmhnston and Robert
Bage.

It should be stressed that the period was notegifaresque novels (for
example Defoe’RRobinson Cruso@nd Moll Flanderg. The novels are
mostly sequence of episodes held together largataise they happened
to one person. Also, the credit for having writtea first English “novel
of character” is nearly unanimously given to SanRhardson for his
Pamela or Virtue Rewarded(1740). The period was also noted for
epistolary novels; for example, Richardson™arisaHarlowe The
narrative is conveyed entirely by an exchange téde. Walpole'sThe
Castle of Otranto(1764) is one of the earliest examples of the Both
novels. Other examples are William Beckford/thek (1786); Ann
Radcliffe’s The Mysteries of Udolphd794) and Matthew GregoryEhe
Monk (1797). A very early instance of the propagandaehdv Robert
Bage'dHarmspring or Man as He is No{1796). Also, Williams
Godwin’sCalebis one of the earliest forms of the novels of piirsu

Dominant Novelists

In the 19t century, significant changes that gave rise to new directions
happened to the novel. The novel was not a static enterprise; there was an
allowance for sensibilities. Thus, a lot had happened to the novel. In the
early years of the century, two figures dominated English fiction: Sir Walter
Scott and Jane Austen. Scott was the greatest single influence on fiction in
the century, and he was infinitely more famous than Jane Austen. Scott
established the historical novel. He published Waverley (1814); Guy
Mannering (1815); Old Morality (1816); The Antiquary (1816); Rob Ray
(1817); The Heart of Midlothian (1818); The Bride of Lammermoor (1819);
Ivanhoe (1819); Kenilworth (1821), etc. Jane Austen was less prolific. Her
major works are Sense and Sensibility (1811); Pride and Prejudice (1813);
Emma (1815) and Persuasion (1818).

Some of the ‘minor’ novelists at the beginning of the period were John Galtz
(1779-1839); Michael Scott (1789 - 1835); Thomas Love Peacock (1785-
1866); James Hogg; etc. Some early 19t century Irish writers were The
Banim Brothers, Gerald Griffin, William Garleton, Samuel Lover, Charles
Lever, etc.

The early Victorian period i.e. the middle years of the nineteenth century,
witnessed the most astonishingly prolific output of fiction, especially from
Charles Dickens, Anthony Trollop and William Thackeray. Other important
novelists of this era were Benjamin Disreali, Mrs. Gaskell, Charles Reade,
Charles Kingsley, Samuel Butler, George Meredith, etc.
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Among the major novelists of the latter part of the Victorian age were
George Eliot, Meredith George and Thomas Hardy. Others were
WilkieColdins, R.L. Stevenson and George Gissing.

Some notable 19t century, Russian novelists include Dumans Pere, Nikolai
Gogol, Fyodor Dostoyevsky, Ivan Turgenev, Gencharov and Leo (Lev)
Tolstoy. Among the 19t century French novelists were Gustave Flaubert,
Victor Hugo, Emile Zola, Guy de Maupassant, Uvysmans, Anstole France and
Honore Balzac.

The notable 19t century German novelists were Goethe, Wilhelm
MeistersLehrjahre, Holderlin, Clemens and Brentano, Jean Paul, Hoffmann,
Kleist, Ludwig Armim and Theodor Fontane.

After falling into desuetude in the 17t century, the Spanish novel was
revived with some splendor in the 19t% century. The dominating figures
were Perez Galdo, Pereda, Alarcon and VincenteBlasco.

In America, the dominating figures were James Fenimore Cooper, Herman
Melville, Nathaniel Hawthorne, William D. Howell, Mark Twain and Henry
James.

The twentieth century is, in fact, a prolific period for the novel. Among the
pre-eminent novelists of the period are Arnold Benet, Graham Greene, Joyce
Cary, E.M. Forster, Elizabeth Bowen, H.G. Wells and Joseph Conrad. Some of
the twentieth century Canadian novelists are Robertson Davies, Margaret
Atwood and Mordecai Richler.

Also, writers with particular interpretative agendas require
representational conventions; for example, in representing personal and
social life under a system of apartheid, Nadine Gordimer, William Cloete,
Alan Paton, and ].M Coetzee published many novels in South Africa. Majority
of them preferred the ‘journalistic’ approach to the novel.

Among the West African novelists are Chinua Achebe, AyiKweiArmah, Kofi
Awoonor, Festus Iyayi, SembeneOusmane, Mongo Beti and Wole Soyinka.
The novels of these writers portray the excesses of the new black rulers of
Africa, those who took up the reins of power at the exit of the colonialists,
corruption in high places, social ills, such as prostitution and bribery, and
the exploitation of the masses of the people by a select few.

East Africa can boast of many great novelists, the most prominent being
NgugiwaThiong’o, MejaMwangi, Grace Ogot, Charles Mangua, Peter Palyango
and Leonard Kibera. The East African novelists have become recorders of
the social turbulence which they see around them.Among the 20t century
American novelists are Ellen Glasgow, Upton Sinclair, Ernest Hemingway,
William Faulkner, James Cozzens, Richard Wright, and Thornton Wilder.

The notable 20t century French novelists are Andre Gide, Albert Camus and
Julien Greco. Notable 20t century German novelists included Thomas Mann,
Hans Fallada and Heinrich Boll. Again, some significant Italian novelists in
the century are Pirandello, Mario Soldati and Natalia Ginzbirg. Furthermore,
some modern Spanish novelists are Roman del Valle, PioBaroja and Camilo
Jose Cela. Few modern Czech novelists are Franz Kafka, Capek and Hasek.
Among the reputable modern polish novelists are Ignacy Stanislaw
Witkiewics, WitoldGombrowicz: TaduszKonwicki and Czeslaw Milosz. Some
modern Hungarian novelists are JozsefLengyel and Laszlu Nemeth.
Moreover, among the modern Latin American novelists are Gabriel Garcia
Marquez, Louis Sorges and Carol Fuentes. Modern Russian novelists include
Maxim Gorki, Mikhail Bulgakov, Adrei Bely, M. Agegev and Nikolai
Ostrovsky. And some modern Japanese novelists are Mori Ogai,
NatsumeSoseki, ShimazakiToson, Nagai Kafu, CasunariKawabate.
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Dominant Themes and Traditions

During the Victorian period, the novel centred onrrent social,
economic and intellectual problems — for examplee tindustrial
revolution and its effects on the economic and aosiructure, rapid
urbanization and the deterioration of rural Englan@ssive poverty;
growing class tensions; and pressures toward galliind social reform;
and the impact on philosophy and religious fundaatén of the theory
of evolution. Thus, the period was that of conwamsi there was
conformity to those conventions. Charles Dicke@iver Twist(1838),
Scott'sRob. Roy1817), Thackeray'¥anity Fairand Austen’sVaverley
are best examples of Victorian novels.

Also, the Victorian period was noted for the edtdvhent of the
historical novel; for instance, Scott'ganhoe(1819). It was also an age
of the detective story; for instance Wilkie Collimsmaval€1866). And
the epic novel flourished in this period; for insta, Tolstoy’swar and
Peaceg(18765 — 72) andnna Karening1875 — 6).

The nineteenth century also witnessed a literaryement referred to as
‘Realism’. This began with Balzac in France, GeoHl@et in England,
and William Dean Howells in America. Realistic fist is often opposed
to romantic fiction: the romance is said to preddatas we would have
it. The realist is deliberately selective in histeral and prefers the
average, the commonplace, and the everyday oveatbeaspects of the
contemporary scene. George ElidDaniel Derond#1874), Balzac'd e
Pere and Howells'The Undiscovered Counti§d878) are some of the
best examples of the realistic novels. Again, Husnwvas commonly
connected with the f9century theories of aestheticism and the doctrine
of art-for-art's sake. HifArebours(1884) andLas Bascorroborate this
assertion. Anatole France is also renowned foirthevative use of irony
and wit in hisL’Etui de nacre{1892).

The 20" century (modern age) novel reflects the rapid ghanin the
human nature. These changes are due to the infueiharbanization,
greater wealth, education, social mobility, newnfoof entertainment,
technological development and the far-reaching rditbens for the
individuality. There is freedom of experimentaticihere is also new
spirit of liberation and freedom. No wonder, Eligb Deeds Earmarth in
her essay ‘Contemporary Fiction’ (1990) believex imy reader entering
into the world of the novel will find an exhilarag lack of agreement
among novelists. The idea of well-plotted novelb&ng interrogated.
The plot now reflects the disorderliness in the miieth Century. John
Orr (1990) in his article ‘The Modernist Novel imet Twentieth Century’,
highlights the characteristic features of the tiethtcentury novel:

The concept of ‘modernist’ novel cues us in to ¢hanging

relationship of society and literary form in theetutieth

century, to anomic and anonymous city life, to tgea
freedom and fragmentation, to a felt loss of comityun
(619).

Thus, the period witnessed a lot of writers rewmgtagainst traditional
literary norms. For instance, Joyce and Eliot expented with new
forms and a new style that “would render contemodasorder, often
contrasting it within a literary work to a lost erdthat was based on the
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religion and myths of the cultural past” (Abram$9) Realism is a
notable technical innovation of this period. Fatance, Upton Sinclair's
Jungle(1906); and Eric Maria Ramarguél Quiet on the Western Front
(1929) reflect the twentieth century, which heratle origins of all
wrongs in the human will, and set on a programmealiagnosis and
reform. The modernist and realist novels thematgessimism,
determinism, frustration, anger and corruption.

A prominent feature of modernism is the phenomesfoavant-garde (a
military metaphor: “advance guard”), that is, a Bmself conscious
group and authors who undertake to make it new Abfams, 1981;
Crystal, 1981 and Fowler, 1990). Avant-garde wsiterepresent
themselves as ‘alienated’ from the establishedromfgainst which they
assert their own autonomy — Joycdlysses(1922) andFinnegan’'s
Wakeare the best examples of avant-garde novels.

Among the most outstanding technical innovationsthef 2¢'-century
novel is the introduction of the stream of conssimss technique by
Dorothy Richardson in hePilgrimage. James Joyce also made a
preponderant use of the methodUiysses.In Finnegan’'s WakeJoyce
pushed the stream of consciousness to its probahles, and also
experimented with language to a point where he edelikely to
transcend the limits of his medium. In fact, afleyce, the novel was
never quite the same again. His influence has pesfound, and, as one
of the greatest innovators, he has had many imgasoch as Fard Ford.
The essential point which needs to be made ultinégethat the novel
has developed in form and ideology. Since the 1atk century to the
present age, the novel has witnessed some teclimiecalations, shifts in
thematic thrusts and rapid appearance of new \sriter

3.4.2Types of Novel

This Study Session will discuss the classificatddmovel. We will also

identify and discuss some of the types of the ndvet convenience in
analyzing the forms of the novel, critics oftengaahem in categories
that encompass years of historical development.

The Picaresque Novel

It is a form of novel that recounts the adventurka picaro (Spanish for
‘rogue’). It usually exhibits an episodic structuie which the picaro
moves from one situation to another. It generadijyrizes the characters
or societies it depicts. In this respect, the gisgue embodies a reaction
to the social/cultural conflicts that arose in $p@nd the rest of Western
Europe) as it shifted from a feudal to a monardhscaiety in the 18
century. Among other disruptions, the change cteate class of
vagabonds or beggars. The picaresque gave voittestelass, offering
an outsider's view of society. Not only did the gresque contribute
significantly to the early development of the novehas had a continued
life as a minor form in modern literature. Examples the modern
picaresque include such distinguished works as HerMelville’'s The
Confidence Man Joyce Cary'sThe Horse’s Mouth;Ralph Ellison’s
Invisible Man; Saul Bellow'sThe Adventures of Augie MarcBaniel
Defoe’s Moll Flanders,Kingsley AnisLucky Jim,and Thomas Mann’s
The Adventures of Felix Krull, Confidence Man.
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The Historical Novel

This is a type of fiction in which a significantskdrical event or era
serves as a backdrop to a story that may includ@dial or historical
characters, or a mix of both. A historical novefiional but has real
[historical] spatial and temporal settings.Mosttdnigal novels conform
fairly closely to the conventions of Romance ratliban realism,
although there have been exceptions to this ral@fty in Tolstoy’'swar
and Peace.

The father of the historical novel is Sir Waltero8cwhose novels focus
on Scottish history. His American counterpart, Jafrenimore Cooper,
whosé eatherstocking Taleswon him worldwide fame, was the
progenitor of the Western. Other"8entury masters of the form were
Victor Hugo (Notre Dame de Parjsand Alexandre DumasTlie Three
Musketeers

In the 20" century, the popularity of historical fiction comies to be
strong, as exemplified by Margaret Mitchell’sGone with the Windout

a number of historical novels have made a larganashel on their
reader’s attention. Among these are two novelsgbattrate the heart of
the institution of slavery, William Styron’§he Confessions of Nat
Turnerand Toni Morrison’8eloved.

The Regional Novel

It involves an especial focus of attention on ffe &f a particular, well-
defined geographical region. Traditionally, theioegn question isural
(not urban). A regional novelist, often, writes amber of books, all
involving the same territory of place. Examples dhomas Hardy’'s
“Wessex” and William Faulkner's “Yoknapatawpha coyh Both of
these ‘regions’ are closely modeled on particulaas of England and
United States of America respectively.

The Satirical Novel

It can be traced back to antiquity (that is, thalition of satire which is

independent of the novel). It attacks alleged vered stupidities — either
of individuals or of whole communities or groupss kools include

ridicule, absurdity, exaggeration, mimicry and enpt. The concern is
to draw reader’s attention to what the novelisaitacking rather than
creating characters, situations or events. It ghbel noted however, that
not all novels that include distinctively satiricadin in their treatment of
various characters are satirical. For example,amar the military can be
diminished by making them appear ridiculous anchv@he satire must
be unremitting and consistent.

The Bildungsroman

This is otherwise known asErziehungsroman (NovelFofmation or
Education). It is a German term for a type of nawglt focuses on the
development of a character moving from childhood rturity.
Sometimes known as tleeming of agenovel, the form usually charts a
movement from innocence to knowledge. Prominentmgikas include
Goethe’s The Sorrows of Young WertheGharles Dickens’sDavid
Copperfield,James Joyce'&\ Portrait of the Artist as a Young Man,
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Gunter Grass’'sThe Tin Drum ChimamandaAdichieRurple Hibiscus,

and Michael Anthony’sThe Year in San Fernand®he writer’s interest
is on depicting the close relationship betweenyeafluences and later
character development. Its emergence can be ttacte late 18 and

19" Centuries interest in the young — the popular therin‘the Child is

Father to the Man’.

Roman A Clef (Novel with a Key)

This is a French term for a novel in which actsaimetimes well-known
people or institutions are presented with fictiomaines. Often associated
with satire, theoman a clefis a frequent feature of satirical novels, such
as Evelyn Waugh’'d'he Loved Onesa merciless look at Forest Lawn
Cemetery in Los Angeles, and Mary McCarthyke Oasisa satirical
view of the New York Intellectuals. In more recemiars, the form has
been a regular feature in popular fiction, as ia tlovels of Jacqueline
Susann. D.H. Lawrence’Sons and Loverand Thomas Mann'She
Magic Mountainare also good examples of the roman a clef.

The Roman A Thése / Tendenzroman (Thesis Novel)

This is a French term for a novel that advocatepexific position on a
social or moral question. It is frequently useceinhangeably with the
term Protest Novel. Examples include John Steinbethe Grapes of
Wrath, an indictment of the treatment of migrant labouiarghe 1930s,
and Alexander Solzhenitsyn@ne Day in the Life of lvan Denisovidh,
protest against the inhumanity of Soviet conceiatnatamps. It has a
thesis or argument underlying it. It seeks to erage social reform or
the correction of a particular abuse or wrobigcle Tom’s Cabinand
Thomas Hardy’'sJude the Obscurare also examples of theman
athese

The Roman Noir / Gothic Novel

This is a type of fiction that employs mystery réeror horror, suspense,
and the supernatural for the simple purpose ofirsgdhe wits out of its
readers. The traditional setting, beginning withrd&t@ Walpole’sThe
Castle of Otrantojs a medieval, hence ‘Gothic’) castle, replete with
secret passages, torchlit dungeons, and an ocehsian The traditional
plot, as in Anne Radcliffe’'sThe Mysteries of Udolphanvolves a
beautiful heroine beset by dark shadows, stranggesocand a candle that
keeps blowing out. These early gothic novels aimedhstilling terror.
Later examples of the form, such as Matthew Lewi$ie Monkmoved
beyond terror to horror, invoking demons, ghosts] ather supernatural
paraphernalia in gory and subliminally erotic detai

The form maintained its popularity from the 1760ghe 1780s. During
that time, it was imitated throughout Europe, ieflasing and being
influenced by the age of Romanticism. Satirized Jane Austen in
Northanger Abbeythe form eventually fell out of favour, only to
resurface in the 2Dcentury as the Horror Fiction or Horror Film. One
particularly memorable example of the form, Mary elfy's
Frankensteinis also regarded as an early progenitor of Sci€iatéon.

The fundamental features of Gothic fiction inclulde following:
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- Predilection for thewild, theuncanny the horrific (going back to
the elements of the medieval period)

- Stock characters

- Situations and settings that still survive in thedarn horror film,
including glooming medieval settings, ancient essthith secret
rooms and passages ruled over by a sinister nohl¢onred by
a guilty secret, and a strongly supernatural eléemen

The Roman-Fleuve

This is a series of sequence of novels which caredé and appreciated
individually but which deal with recurring charasteand/or common
events, and form a sequence or complement one eandixamples
include Balzac'd.a ComedieHumainerhomas Mann'’s tetralogyoseph
and his BrothersJohn Galsworthy'sorsyte Sagand Anthony Powell’s
A Dance to the Music of Time

It is closely related to the so called saga nowvelseries of novels about a
large family each of which concentrates upon diférbranches of the
family or different events in which it is implicate

Roman Feuilleton

A novel that is published in instalments in abriddgerm by a daily
newspaper. It was common in the™&entury. In English newspapers,
the term "feuilleton” instead came to refer to astalment of a serial
story printed in one part of a newspaper. The gehtke feuilleton in its
French sense was eventually included in Englishspapers, but was not
referred to as a feuilleton.

Science Fiction

This is a type of fiction based on future posditi, derived from
scientific discoveries. Chief among these have betsrstellar travel,
closely followed by stories dealing with the aftatimof nuclear war and
environmental disasters, altered states of consoess, extraterrestrial
visitors to earth, and atrtificial intelligence. Hee and many other
scenarios have contributed to the internationalufaspy of the genre,
both in its printed form and as dramatized on filnd television.

The acknowledged forerunner of sci fi or Sf, ais itommonly, is Mary
Shelley’s Frankenstein,in which a man-made monster suggests the
possibility of scientific discovery going too fatgking on a God-like
power that leads to disaster. The motif has alwagged a prominent
role in science fiction. Another important precurebthe genre was Julie
Verne, whos¥oyage to the Center of the ErathdAround the World in
Eighty Daysintroduced the theme of exploration through sdient
technology.

But the true father of science fiction was H.G Wel trained scientist
and an accomplished realistic novelist. Wells corabithese skills in
The Time Machineyith its depiction of travel through tim@&he War of
the Worldsthe prototype of alien invasion fiction; aftie First Men on
the Moon,a prophecy fulfilled some 60 years later. Wellseredd to
these fictions as “scientific romances”. The tergieSce Fiction was
popularized in America by Hugo Gernsback, the eddb Amazing
Stories,the first magazine devoted to science fiction. Fritsnhumble

35



ENG211

36

Forms of Literature |: Prose Fiction

origins as a form of Pulp Fiction in the 1920s, ge@ire gained increasing
prestige with the contributions of writers suchfddous Huxley Brave
New World and C.S Lewis@ut of the Silent Plangt

Following World War 1l and the development of nuleweapons,
science fiction began to sound less like fantagy more like realism, a
fact that contributed to its great popularity. TRassian and American
space programmes, along with the appearance ofméetuof gifted and
skilled writers, only intensified the appeal. Amotigese writers were
Arthur Clarke Childhood’s End, Ray Bradbury Fahrenheit 45},
Robert Heinlein $tarship Troopens Frank Herbertune),Ursula K Le
Guin(The Left Hand of Darknegsand Kurt VonnegutSlaughterhouse
Five).

Recent innovations in the genre include OctavialeéBist Kindred , in
which a 28-century American black woman time travels backthe
1830s where she lives as a free black in a slaate,sand William
Gibson’s Necromancerwhich introduces cyberspace into the world of
science fiction.

Among the features of science fiction are the foily:

Settings involving interplanetary travel,

Advanced technology;

Typically set in the future;

Settings and events are often conceivable buactoal;

Epistolary Novel

An epistolary novel is a novel written as a seakdocuments. The usual
form is letters, although diary entries, newspaggpings and other
documents are sometimes used. Recently, electtdotrments” such as
recordings and radio, blogs, and e-mails have atspe into use. The
word epistolary is derived through Latin from the Greek word
UmotoAnepistob, meaning a letter. The epistolary form can addtgre
realism to a story, because it mimics the workiofjseal life. It is thus
able to demonstrate differing points of view withaecourse to the
device of an omniscient narrator. Examples inclatiee Walker's The
Color Purple,Mariama Ba’sSo Long a LetterJohn Barth’'d_ettersand
Richardson’<larisaHarlowe.

The Nouveau Roman (New Novel)

This is a term referring to a post-World War |l keh literary movement
designed to question the assumptions underpinmaudjtional Realism.
Adherents of the New Novel argue the iewmthat a novel should
be lifelike and that its plot should unfold in adar, sequential fashion.
The emphasis in the new novel is on technical exmetation, self-
consciousness, and the profound ‘suspicion’ thahdru experience is
finally unknowable. This refusal to make any authlorclaims of
knowledge forces the reader to participate in tfeaton of the text's
meaning by filling in the blanks of the story. Ihig respect, the new
novel anticipated those developments in contempoliggrature and
criticism associated with Postmodernism.
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Among the practitioners of the new novel, the bastwn are Alain
Robbe-Grillet Jealousy)Nathaniel SarrauteThe Age of Suspiciorgnd
Robert Pingetl(e Libera).

Meta-Fiction

This is fiction that calls attention to its own tfanality. The classic
example is Laurence SterneWistramShandy,in which the narrator
berates his reader at one point for failing to pipkon a clue that he had
planted in a previous chapter. A prominent feawiré&ostmodernism,
forms of metafiction appear in Vladimir NabokovRale Fire; John
Barth’s Lost in the FunhouseDonald Barthelme’sSnow White;ltalo
Calvino’slif on a Winter’s Night a Travelegnd A.S Byatt'®ossession.

Literally, meta-fiction means fiction about fictioh is the novel or short
story which deliberately breaks fictive illusionedacomments directly
upon its own fictive nature on the process of cositpm. Its English
father figures include Laurence SternélsistramShandy and John
Fowles’sThe French Lieutenant’'s Woman

Faction

The term comes from the American author, Trumano@aplt is a
portmanteau word: FACT + FICTION (A blend of faahd fiction).
Novelistic techniques are used to bring actuabhisal events to life for
the reader. It is a work that is on the borderbeéveen Fact and Fiction.
It is concerned primarily with a real event or persbut using imagined
detail to increase readability and verisimilitude.

The Novel of Character

The emphasis in the novel of character is much taracter
development. Also, the focus is on representatioo, on exciting
episodes or unity of plot or structure. Samuel Ridson’sPamelais a
good example.

The Novel of Manners

This is a type of novel in which the social convems of a given society-
its speech, habits, and values- play significatéstoThe main focus of
the form is summarized in the title of Anthony Tople's novel of
mannersThe Way We Liv&ow. As a novelist of manners, Trollope
followed in the tradition of Jane Austen, HonoreBidzac, and William
Makepeace Thackeray.

The American version of the form is best exemplifia the novels of
Henry James and Edith Wharton. The relatively stablcieties depicted
in their novels however, seem to be a thing ofpthst, with the result that
the novel of manners appears to have been negléstddvour of
questions of morality or even, metaphysical prolsieAtcording to Tom
Wolfe, the task of depicting ‘the way we live nolas fallen to the New
Journalism, and to the novels growing out of thewedopment such as
Wolfe’s The Bonfire of the VanitiendA Man in Full.

In The New American Novel of Mannederome Klinkowitz has argued
that the form has been revived with an emphasighensemiotics of
contemporary life in the novels of Dan Wakefie@glo{ng All the Way),
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Richard YatesDisturbing the Peacegand Thomas McGuan&¢body’s
Ange).

The Novel of Incident

The novel of incident centres on episodic actimtxrring in unrelated
episodes). Incidents are fore-grounded, while ot characters remain
subordinated. It has loose, episodic and inorgapliat structure.
Emphasis is placed on thrilling incidents. Theraassustained suspense.
Defoe’s Robinson Cruso€1719) is a good example of the novel of
incident. In this novel, there are many autonomiog&glents in a non-
chronological order.

Novel of Ideas

This is a novel in which the focus is less on cbiraand action than on
philosophical questions that are debated and discusat length.
Although most novels contain abstract ideas in fome or another, in
the ‘novel of ideas’, they play a central role. Buwvels, when they
successfully integrate characters and narrative@ractlong with ideas,
can ascend to the highest level of fiction, asyiadér Dostoyevsky’'S he
Brothers Karamazoand Thomas Mann$he Magic Mountain.

When the ideas overwhelm the story, however, naeldeas can appear
tendentious and thesis-ridden, reflected in thendheterm for such
novels,roman a thesenpvel with a thesis).

Novel of Sensibility/ Sentimental Novel

The novel of sensibility relies on the reactionscbaracters to actions
and events in a highly sentimental way. The ematiorsponse goes
beyond the limit of reason. Its originators are 8S8emRichardson’s
Pamela (1740) andVirtue Rewarded(1740). Other examples include
Henry Mackenzie’slan of Feelingand Laurence SterrigistranShandy.

The Detective Fiction

This is a type of fiction in which a crime or serigf crimes is solved by a
detective, either an amateur or a professional, éritle latter, either a
policeman or a ‘private eye’ (private investigatofhe basic formula
(upon which an infinite number of variations maydpin) consists of a
murder or disappearance that leads to additionablens; a cluster of
baffling clues that invites the reader to matchswilith the detective; a
number of plausible suspects; a detective who eysgigorous logic and
creative intuition in solving the crime; a sidekidpouse, servant, or, in
the case of the private eye, secretary to provadeicrelief.

The earliest example of the genre is thought tcEdgar Allan Poe’s
Murders in the Rue MorgueThe most celebrated of all fictional
detectives is undoubtedly A. Conan Doyl8Berlock Holmesyho made
his first appearance in 1887 & Study in ScarletNotable among the
immediate descendants $herlock Holmess G.K. Chesterton’§ather
Brown (The Innocence of Father Browwho added a theological
dimension to the form.In the 2Qentury, the detective story took two
distinctive paths. The American form features thievgte eye figure
pioneered by Dashiel Hammett and Raymond ChandiEmmett's Sam
Spade The Maltese Falconand Chandler’'s Philip MarloweTbe Big
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Slee|) established a distinctively American hero: thedbailed private
detective, a cool, skepti-bordering-oneynical veteran of life who holc
fast to a private code of honour despite the tetions of money and
love.

Since World War 11, the major development in datecfiction has bee
the shift to the police precinct. In response te ttemand for mor
realism, authors have explored the world of thekimgr police officer ir
a format known athe ‘police procedural’. In the main, the detec
novel is one in which a crime (usually but not resegy a murder) |
solved by a detective. The detective assemblesiredprets logica
palpable evidence that is known as clues. Initiatlye solutin is
concealed from the reader, but finally it is reeeathrough successt
investigations of the detective. Usually, the idtgnof the perpetrator i
unknown

The Mystery Fiction

If the basic ingredients of the detective fictiom aaried or absenthe
resultant fiction is ‘the mystery fiction’. Thers usually a crime or
mysterious circumstance that requires an investigathere may be n
clues for the detective to work «

Study Session Summary

Iy

Summary

In this Study Sessic we have exploredhe forms of prose fictior
according to length. In the main, we concluded thate are four form
of prose fiction: flash fiction, short story, nogtk/novella and nove
We established the fact that while flash fictionthe shortest form ¢
prose fiction, the novel is the longest. We exemplifiextk of the form:
of prose fiction with textual illustratior

We alsotraced the history of the development of the ndnagh the late
17" century to the present age. The exploration hasngmmany othr
things, focused on the major characteristic featuréechnica
innovations, thematic thrusts and writers that hal@minated a
succeeding period
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Study Session4

Conventions in Prose Fiction

Introduction

4.1 Satire

Satire A fictional work which
uses humour and
exaggeration to ridicule a
societal trend

4.2 Allegory

By convention, we mean the methods or techniqueshadn prose writer
employs. These methods and approaches used byfjmtime writers are

many. They include satire, allegory, epistolarppiginism, dystopianism,
fable, social realism and socialist realism. Irst8tudy Session, we will
explore these conventions, bringing out their fezgand basic tenets.

Learning Outcomes

When you have studied this session, you shouldleeta:

4.1 critique the conventions employed in selected prose texts.
4.2 write a prose text having any of the conventions.

4.3 contrast the fundamental tenets of the conventions.

Satire is one of the commonest conventions of proseofictit is the
literary method characterized by the writer’s catiattitude toward his or
her subject matter. As a form, it is used to cdrheenan vice and folly. It
casts aspersions on what its subjects are doirgtiaét aim of redeeming
it. Humour and exaggeration are preponderant intraasres. Critics
have identified two forms of satire: direct and ihairect satire. Whereas
in the formal or direct satire, the satiric voicees the first person,
indirect satire occurs when characters make themselidiculous. In
Africa, an example of satirical novel is Ferdinabgono’s The Old Man
and the Medal The novel lampoons the colonialists as well asirth
stooges like the old man.

Direct democracya story Allegory is another convention of prose fiction which hasoabeen

with a secondary meaning

40

called extended metaphor. Objects, actions, plaamed people in
allegorical fictions are given meanings which ligside the story itself. It
is often confused with fable. Whereas fable is m&sy animal stories
that teach morals, allegory is more. Two main kiadsidentified. First is
the historical and political allegory which leans bistorical facts and
personalities. An example of historical and pcdditiallegory is George
Orwell's Animal Farm The other form is the allegory of ideas in which
characters represent abstract, religious or philoisal ideas as we have
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in John Bunyan’'Ihe Pilgrim Progress

4.3 Romance

4.4 Fable

FableMoral tales featuring
animal and other non-human
characters

As a convention, romance developed in the twelftid dhirteenth

centuries. Originally known as tales of heroism ahtvalry rendered in

verse, it has fantastic qualities; the storylineoften situated in an
unrealistic world like the land of the spirits, dear animals. Experiences
in the story are unrealistic and exaggerated. Isiples things are also
made to happen. Examples include: Ben OKhbs Famished Road
Songs at Enchantmeneand Soyinka’'sThe Forest of A Thousand
Daemons.

A fable is a succinct fictional story, in prose or verfleat features
animals, mythical creatures, plants, inanimate abjeor forces of nature
which are anthropomorphized (given human qualiti@syl that illustrates
a moral lesson (a ‘moral’), which may at the endekpressed explicitly
in a pithy maxim. A fable differs from a parabletiat the latter excludes
animals, plants, inanimate objects, and forces atfine as actors that
assume speech and other powers of humankind. Ussgy@ot always
been so clearly distinguished. In the King Jamessida of the New
Testament, 0o’ (‘mythos’) was rendered by the translators abléa
in First and Second Timothy, in Titus and in FPster. The word ‘fable’
comes from the Latin ‘fabula’ (a ‘story’), itselfedved from ‘fari’ (‘to
speak’) with the -ula suffix that signifies ‘litttehence, a ‘little story’.
Though in its original sense, ‘fable’ denotes @&brsuccinct story that is
meant to impart a moral lesson, in a pejorativessga ‘fable’ may be a
deliberately invented or falsified account of aremtvor circumstance.
Similarly, a non-authorial person who, wittingly oot, tells ‘tall tales’,
may be termed a ‘confabulator’. An author of fabfetermed a ‘fabulist’,
and the word ‘fabulous’, strictly speaking, "pentaito a fable or fables”.
In recent decades, however, ‘fabulous’ has conwuénrtly to be used in
the quite different meaning of ‘excellent’ or ‘ot#sding’.

Modern researchers agree that the fable is orteeahbst enduring forms
of folk literature, spread abroad, more by orahnsraission than by
literary anthologies. Fables can be found in ttexdture of almost every
country. Several parallel animal fables in Sumead Akkadian are
among those that Erich Ebeling introduced to mod&estern readers;
there are comparable fables from Egypt's Middlegdom, and Hebrew
fables such as the "king of trees" in Book of Jsd§eB-15 and "the
thistle and the cedar tree" in Il Kings 14:9.

The varying corpus denoted Aesopica or Aesop'seéSahtludes most of
the best-known western fables, which are attributedhe legendary
Aesop, supposed to have been a slave in ancieet&eround 550 BCE.
When Babrius set down fables from the Aesopica arse for a
Hellenistic Prince ‘Alexander’, he expressly statédhe head of Book I
that this type of ‘myth’ that Aesop had introducedthe ‘sons of the
Hellenes' had been an invention of ‘Syrians’ frone ttime of ‘Ninos’

(personifying Nineveh to Greeks) and Belos (‘ryleEpicharmus of Kos
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and Phormis are reported as having been amongrshéof invent comic
fables. Many familiar fables of Aesop include ‘Ti@&row and the
Pitcher’, “The Tortoise and the Hare’ and ‘The Liand the Mouse’. In
ancient Greek and Roman education, the fable wasfitht of the
progymnasmata--training exercises in prose compasiand public
speaking — wherein students would be asked to |&sles, expand
upon them, invent their own, and finally use thesyparsuasive examples
in longer forensic or deliberative speeches. Thednef instructors to
teach, and students to learn, a wide range of addematerial for their
declamations resulted in their being gathered tagdn collections, like
those of Aesop.

Hundreds of fables were composed in ancient Indieng the first
millennium BC, often as stories within frame steridhese included
Vishnu Sarma’'sPanchatantra, the Hitopadesha, VikrainiThe Vampire,
and Syntipas' Seven Wise Masters, which were dallex of fables that
were later influential throughout the Old World.rBE. Perry (compiler
of the "Perry Index" of Aesop's fables) has arguedtroversially that
some of the Buddhist Jataka tales and some of #bded in the
Panchatantra may have been influenced by similaeksrand Near
Eastern ones. Earlier Indian epics such as Vyadalsabharata and
Valmiki's Ramayana also contained fables withinrtien story, often as
side stories or back-story. The most famous fafvtes the Middle East
were the One Thousand and One Nights, also knowtheasArabian
Nights.

Fables had a further long tradition through the diedAges, and became
part of European high literature. During the 17#ntary, the French
fabulist Jean de La Fontaine (1621-1695) saw theafdhe fable in the
moral — a rule of behaviour. Starting with the Agism pattern, La
Fontaine set out to satirize the court, the chutlie@,rising bourgeoisie,
indeed the entire human scene of his time. La Fogita model was
subsequently emulated by England's John Gay (1685-
1732);http://en.wikipedia.org/wiki/Fable - cite_pet0  Poland's
IgnacyKrasicki (1735-1801); Italy's Lorenzo Pign¢it739-1812), and
Giovanni Gherardo de Rossi (1754-1827); Serbia'sit§j@bradow
(1742-1811); Spain's Félix Maria de Samaniego (4¥881) and Tomas
de Iriarte y Oropesa (1750-1791); France's JeameP@aris de Florian
(1755-94); and Russia's Ivan Krylov (1769-1844).

In modern times, while the fable has been trivedizn children's books,
it has also been fully adapted to modern adultditee. Felix Salten's
Bambi (1923) is a Bildungsroman — a story of a @gonhist's coming-
of-age — cast in the form of a fable. James Thudssd the ancient
fable style in his books Fables for Our Time (1946Y Further Fables
for Our Time (1956), and in his stories ‘The Pris&@nd the Tin Box’ in
The Beast in Me and Other Animals (1948) and ‘ThstlClock: A Fable
for the Time, Such As It Is, of Man’ in Lanternsdahances (1961).
Wiadystaw Reymont's The Revolt (1922), a metapborttie Bolshevik

Revolution of 1917, described a revolt by animaiat ttake over their
farm in order to introduce ‘equality’. George OrigelAnimal Farm

(1945) similarly satirizes Stalinist Communism irarfcular, and

totalitarianism in general, in the guise of anirfizddle.
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4.5 Socialist Realism

Socialist realismA work of
art which focuses on and
celebrates the poor. It is a
tool meant to promote
socialism and communism.

Socialist Realismis a style of realistic art which was developedtia
Soviet Union and became a dominant style in otbermunist countries.
Socialist Realism is a teleologically-oriented sthlaving its purpose the
furtherance of the goals of socialism and communiaitihhough related,
it should not be confused with social realism, g@etyof art that
realistically depicts subjects of social concermliké social realism,
socialist realism often glorifies the roles of thaeor.

In conjunction with the Socialist Classical stylleaochitecture, Socialist
Realism was the officially approved type of arttlie Soviet Union for
nearly sixty years. All material goods and meangrofiuction belonged
to the community as a whole; this included meargroflucing art, which
were also seen as powerful propaganda tools. Dutireg October
Revolution of 1917, the Bolsheviks established astitution called
Proletkult (the Proletarian Cultural and Enlightemn Organizations)
which sought to put all arts into the service of tfictatorship of the
proletariat.

In the early years of the Soviet Union, Russian &uliet artists
embraced a wide variety of art forms under the i@aspof Proletkult.
Revolutionary politics and radical non-traditiorzait forms were seen as
complementary. In art, Constructivism flourished. doetry, the non-
traditional and the avant-garde were often praidéuls, however, was
rejected by some members of the Communist partyo wid not
appreciate modern styles such as ImpressionisnCabism, since these
movements existed before the revolution and weuws #ssociated with
‘decadent bourgeois art’. Socialist Realism was,stone extent, a
reaction against the adoption of these ‘decaddpes It was thought
that the non-representative forms of art were nudeustood by the
proletariat and could therefore not be used bystaée for propaganda.
Alexander Bogdanov argued that the radical refaonaof society to
Communist principles meant little if any bourge@ig would prove
useful; some of his more radical followers advodatee destruction of
libraries and museums. Lenin rejected this philbgoand deplored the
rejection of beautiful because it was old, and ieitpt described art as
needing to call on its heritage: "Proletarian adtmust be the logical
development of the store of knowledge mankind fasimulated under
the yoke of capitalist, landowner, and bureaucrsticiety." Modern art
styles appeared to refuse to draw upon this hesitdgus clashing with
the long realist tradition in Russia and rendettimg art scene complex.
Even in Lenin's time, a cultural bureaucracy betganestrain art to fit
propaganda purposes.

Socialist Realism became state policy in 1932 whewviet leader Joseph
Stalin promulgated the decree on ‘the reconstroatibliterary and art
organizations’. Accordingly, the Moscow and LenaidjilUnion of Artists
was established in 1932, which brought the histdrgost-revolutionary
art to a close. The epoch of Soviet art began.dnirigrad, well-known
artist and art teacher KuzmaPetrov-Vodkin was etkthe first president
of the Union of Artists. This choice laid down tifieundation of the
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lasting development of the Leningrad Union of Adiand Academy c
Arts as a unified creative body. In 1<2, the early emphasis on t
‘little man’ and the anonymous laboring masses gea to the ‘hero
labor’, derived from the people but set apart by tbales of his deed:
Writers were explicitly enjoined to develop ‘heraion’. This reflccted a
call for romantic art, which reflected the ideathex than the realisti
Furthermore, it should show one clear and unamhbigumeeaning

The Union of Soviet Writers was founded to conttbé output o
authors, and the new policy was rut-stamgd at the Congress
Socialist Writers in 1934. It was enforced ruthlgds all spheres ¢
artistic endeavour. Artists who strayed from thdical line were
severely punished. Form and content were oftentdumiwith erotic
religious, abstract, siealist and expressionist art being forbidc
Formal experiments, including internal dialogue, re@in of
consciousness, nonsense, -form association and cup were also
disallowed. This was either because they were gua unintelligible
to the prdetariat or counterevolutionary. In response to the 1¢
Congress in Russia, the most important Americartevaiof the lef
gathered in the First American Writers Congres26—27 April 1935 in
Chicago, at the meetings which were supported hiinrStWwaldo David
Frank was its first preside

The restrictions were relaxed somewhat after Sgatieath in 1953, b
the state still kept a tight rein on personal disxpression. This caus
many artists to choose to go into exile, for examle Odea Group
from the city of that name. Indepenc-minded artists that remain
continued to feel the hostility of the state. I'¥49for instance, a show
unofficial art in a field near Moscow was broken, amd the artwork
destroyed with a water canncand bulldozers. Mikhail Gorbache
policy of glasnost and perestroika facilitated aplesion of interest il
alternative art styles in the late 1980s, but distisealism remained i
limited force as the official state art style urad late as 1991t was not
until after the fall of the Soviet Union, that ats were finally freed fror
state censorshi

5.6 Social Realism

Social realism should not be confused with Socialist Realism.

= Social realism mirrors stark realities of life, life as it is as opposed to
how we want it to be. It portrays the suffering of the masses.

= Socialist realism, on the other hand, portrays not just the struggles
of the masses but also their triumph. The former portrays the
masses as helpless while the latter portrays them as triumphant.

This is an artistic movement, expressed in the visudlather realist art:
which depicts social and racial injustice, econormardship, throug
unvarnished pictures of life's struggles; oftenickpy working clas:
activities as heroic. The movement isstyle of painting in which th
scenes depicted typically convey a message of Isocigolitical protes

A
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edged with satire. This is not to be confused \#ttialist Realism, the
official USSR art form that was institutionalizeg boseph Stalin in 1934
and later allied Communist parties worldwide. Grévtbod, American

Gothic, 1930. American Gothic has become a widelgwn (and often

parodied) icon of social realism.

Social Realism became an important art movemeningluhe Great

Depression in the United States in the 1930s. AQ\aerican artistic

movement, it is closely related to American scer@ntng and to

Regionalism. American Social Realism includes tloeks& of such artists
as those from the Ashcan School including Edwarggéo, and Thomas
Hart Benton, Will Barnet, Ben Shahn, Jacob Lawreraul Meltsner,

Romare Bearden, Rafael Soyer, Isaac Soyer, Mosger,SReginald

Marsh, John Steuart Curry, Arnold Blanch, Aaron §laes, Grant Wood,
Horace Pippin, Walt Kuhn, Isabel Bishop, Paul CaslmiDoris Lee,

Philip Evergood, Mitchell Siporin, Robert Gwathméyolf Dehn, Harry

Sternberg, Louis Lozowick, William Gropper, PhiliGuston, Jack
Levine, Ralph Ward Stackpole, John Augustus Wadket others. It also
extends to the art of photography as exemplifiedhigyworks of Walker
Evans, Dorothea Lange, Margaret Bourke-White, LeMiise, Edward

Steichen, Gordon Parks, Arthur Rothstein, MariostR&/olcott, Doris

Ulmann, Berenice Abbott, Aaron Siskind, Russell LBen Shahn (as a
photographer) and Manuel Rivera-Ortiz among sesladrs.

In Mexico, the painter Frida Kahlo is associatethwhe social realism
movement. Also, in Mexico was the Mexican muratisbvement that
took place primarily in the 1920s and 1930s; and @A inspiration to
many artists north of the border and an importammonent of the social
realism movement. The Mexican muralist movemerthiaracterized by
its political undertones, the majority of which afea Marxist nature, and
the social and political situation of post-revohmary Mexico. Diego
Rivera, David Alfaro Siqueiros, José Clemente Owvgpzand Rufino

Tamayo are the best known proponents of the moven&smtiago

Martinez Delgado, Jorge Gonzélez Camarena, RobMdatenegro,

Federico Cantu Garza, and Jean Charlot, as wedeasral other artists
participated in the movement.

The term also dates on a broader scale to thedReadvement in French
art during the mid-19th century. Social Realisnthie 20th century refers
back to the works of the French artist Gustave Betuand in particular
to the implications of his 19th-century paintingsBérial at Ornans and
The Stone Breakers, which scandalized French gmers of 1850, and
is seen as an international phenomenon also trbaekl to European
Realism and the works of Honoré Daumier and Jeanggis Millet. The

Social Realist style fell-out of fashion in the 086but is still influential

in thinking and the art of today.

Many artists who subscribed to Social Realism wpainters with

socialist (but not necessarily Marxist) politicakws. The movement
therefore has some commonalities with the SociRestlism used in the
Soviet Union and the Eastern Bloc, but the tworareidentical - Social
Realism is not an official art, and allows spaaesiabjectivity. In certain
contexts, Socialist Realism has been described gimeeific branch of
Social Realism.

45



ENG211

46

Forms of Literature |: Prose Fiction

Social Realism has been summarized as follows:

Social Realism developed as a reaction againstlisdeaand the
exaggerated ego encouraged by Romanticism. Consesgieof the
Industrial Revolution became apparent; urban cenigesw, slums
proliferated on a new scale contrasting with trepldiy of wealth of the
upper classes. With a new sense of social consesgs the Social
Realists pledged to ‘fight the beautiful art’, astyle which appealed to
the eye or emotions. They focused on the uglytresldf contemporary
life and sympathized with working-class people,tipatarly the poor.
They recorded what they saw (as it existed) inspaBsionate manner.
The public was outraged by Social Realism, in gagtause they didn't
know how to look at it or what to do with it (Geer&hi, University of
Fine Arts, Valencia).

From that important trend of Realism in France, edine development of
Socialist Realism, which was to dominate Sovietturel and artistic
expression for over 60 years. Socialist Realismrasenting socialist
ideologies, was an art movement that representethlsand political
contemporary life in the 1930s, from a left-wingrsdpoint. It depicted
subjects of social concern; the proletariat streigdiardships of everyday
life that the working class had to put up with, dmedoically emphasized
the values of the loyal communist workers. Sociehal®m was critical of
the social environment that caused the conditionstuged, and
denounced the ‘evil’ Tsarist period. llyaRepin,aabus Social Realist,
said that his art work was aimed “to criticize thiék monstrosities of our
vile society” of the Tsarist period. The Ideologghind Social Realism
by depicting the heroism of the working class wagrtomote and spark
revolutionary actions and to spread the image dimegm and the
importance of productiveness. Keeping people optimimeant creating
a strong sense of nationalism and patriotism, whicluld prove very
important in the struggle to produce a succesgfaladist nation. The
Unions Newspaper, the LiteraturnayaGazeta, dest@oeial Realism as
“the representation of the proletarian revolutioDuring Joseph Stalin’s
reign it was most important to use socialist Realias a form of
propaganda in posters, as it kept people optimésitt encourage greater
productive effort, a necessity in his aim of depélg Russia into an
industrialised nation.

Vladimir Lenin believed that art should belong e tpeople and should
stand on the side of the proletariat, “Art shoutdbased on their feelings,
thoughts and demands, and should grow along wim'thsaid Lenin.
He believed that all soviet art forms should “e>@eosmes of capitalism
and praise socialism...created to inspire readedsveewers to stand up
for the revolution”. After the revolution of 191%aders of the newly
formed communist party were encouraging experintiemtaf different
art types. Lenin believed that the style of art #&SR should endorse
would have to be easy to understand (ruling outrattsart such as
suprematism and constructivism) in relating to thasses of illiterate
people of Russia. A wide ranging debate on Art tptkce, the main
disagreement was between those who believed ine®@r@an Art" which
should have no connections with past art coming autbourgeois
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society, and those (most vociferously Trotsky) vialetieved that Art in a
society dominated by working class values had spdball the lessons
of bourgeois Art before it could move forward dt al

The taking of power by Stalin's faction had its allary in the
establishment of an official art: on 23 April 193%aded by Stalin, an
organisation formed by the central committee of @@nmunist Party
developed the Union of Soviet Writers. This orgatia endorsed the
newly designated ideology of social realism.

By 1934 all other independent art groups were aheti, making it
nearly impossible for someone not involved in theidd of Soviet

Writers to get work published. Any literary piecepainting that did not
endorse the ideology of social realism was censaneidor banned. This
new art movement, introduced under Joseph Staks, ane of the most
practical and durable artistic approaches of thih 2@ntury; with the

communist revolution came also a cultural revolutith also gave Stalin
and his Communist Party greater control over Sosmidtiure; restricting

people from expressing alternative geopoliticabldgies that differed to
those represented in Socialist Realism. The dedin&ocial Realism
came with fall of the Soviet Union in 1991.

In summary, realism is a very important methodictidnal construction
employed by prose fiction writers. In the opinioh lan watts, it is
fidelity to actuality. It attempts a truthful andithful representation of
human experience in prose narratives. It develdpethe nineteenth
century France with Balzac and others. In conteamyaimes, realism is
categorized into two major tempers: social realeard socialist realism.
Social realism simply mirrors social and historicadlities. It does not
proffer any solution to human miseries; it doesse#t a change in human
society, and it works as a historical tract. Noghmevolutionary is in it.
Its most potent weapon is a mirror. Examples ofiada®alist novels,
especially in Africa, include Mega Mwangi’'s Kill M@uick and Going
Down River Road.

The socialist realist novel refracts the sociallitipal and historical
realities of the society. Its instrument is concaltds revolutionary. It
leans on Marxist tenets and envisions changesghroavolution.

4.7 Utopian and Dystopian Fiction

UtopiaA ideal or perfect
society or world.

The utopia and its offshoot, the dystopia, are genres ofditee that
explore social and political structures. Utopiattifin is the creation of an
ideal world, or utopia, as the setting for a noststopian fiction is the
opposite: creation of a nightmare world, or dysiopMany novels
combine both, often as a metaphor for the diffedérdctions humanity
can take in its choices, ending up with one of pessible futures. Both
utopias and dystopias are commonly found in scidiotion and other
speculative fiction genres, and arguably are byindefn a type of
speculative fiction. More than 400 utopian workgevpublished prior to
the year 1900 in the English language alone, withhenthan a thousand
others during the twentieth century.
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The word utopia was first used in this context lmyThomas More in his
1516 work Utopia. The word utopia resembles both@Gheek words "no
place", "outopos", and "good place", "eutopos"his book, which was
written in Latin, More sets out a vision of an itleaciety. As the title
suggests, the work presents an ambiguous and ipyojection of the
ideal state. The whimsical nature of the text cancbnfirmed by the
narrator of Utopia's second book, Raphael Hythloddne Greek root of
Hythloday suggests an 'expert in nonsense'. Anieeagkample of a
Utopian work from classical antiquity is Plato'seTRepublic, in which
he outlines what he sees as the ideal societytamblitical system. Later
examples can be seen in Samuel Johnson's The HistoRasselas,
Prince of Abyssinia and Samuel Butler's Erewhonictvimearly spells
'nowhere' backwards. This, like much of the utogiterature, can be
seen as utopian satire which is most notable imersion of illness and
crime which Butler portrays, with punishment forettformer and
treatment for the latter.

Dystopia is defined as a society characterized dyeqy, squalor, or

oppression. Most authors of dystopian fiction explat least one reason
why things are that way. Dystopias usually extramolelements of
contemporary society and are read by many as qallitvarnings. Many

purported utopias reveal a dystopian character uppressing justice,

freedom and happiness. Samuel Butler's Erewhon bearseen as a
dystopia because of the way sick people are puthiaBecriminals while

thieves are cured in hospitals, which the inhakstarf Erewhon see as
natural and right, that is, utopian (as mocked ioltdire's Candide.)

Aldous Huxley's novel Brave New World is a more tiland more

threatening dystopia because he projected intoy¢lae 2540 industrial

and social changes he perceived in 1931, leadiagféascist hierarchy of
society, industrially successful by exploiting @& class conditioned
and drugged to obey and enjoy their servitude. Ged@rwell's novel

Nineteen Eighty-Four is a dystopian novel about aercive and

impoverished totalitarian society, conditioning p®pulation through

propaganda rather than drugs. Margaret Atwood's Hénedmaid's Tale

describes a future North America governed by steligious rules which

only the privileged dare defy.

Jonathan Swift's Gulliver's Travels is sometimakdd with utopian (and
dystopian) literature, because it shares the gkemeesmccupation with
ideas of the good (and bad) society. Of the coesittiemuel Gulliver
visits, only the Country of the Houyhnhnms apprasch utopia; most of
the others have significant dystopian aspects. Mawyks combine
elements of both utopias and dystopias. Typicaltyobserver from our
world will journey to another place or time and s@e society the author
considers ideal, and another representing the yposstible outcome. The
point is usually that the choices we make now neadlIto a better or
worse potential future world. Ursula K. Le Guin'svays Coming Home
fulfils this model, as does Marge Piercy's Womantton Edge of Time.
In Starhawk's The Fifth Sacred Thing, there is imettravelling
observer, but her ideal society is invaded by aghtsuring power
embodying evil repression. In Aldous Huxley's Islam many ways a
counterpoint to his better-known Brave New Worlw fusion of the best
parts of Buddhist philosophy and Western technolediireatened by the
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‘invasion’ of oil companies. In another literary de, the imagined
society journeys between elements of utopia antbdigsover the course
of the novel or film. At the beginning of The Givlky Lois Lowry, the

world is described as a utopia, but as the bookrpsses, the world's
dystopian aspects are revealed.

4.7.1EcotopianFiction

This is where the author posits either a utopiandgstopian world
revolving around environmental conservation or mesion. Ernest
Callenbach'sEcotopia is an important 20th centusyrgle of this genre,
as is the California trilogy by Kim Stanley Robinsdrobinson has also
edited an anthology of short ecotopian fiction lemhlFuture Primitive:
The New Ecotopias. The novel The Bridge (1973) byKeith Mano
presents a world dominated by a global environnéasaism, where the
government ultimately promotes the extinction o thuman race by
enforced mass suicide, so as to 'save' the envenhn®ther examples
include the Uplift Series by David Brin wherein &mman value systems
and their implications are explored in a fictiogalactic society.

4.7.2 Feminist Utopias

Another important subgenre is feminist utopias ahe overlapping
category of feminist science fiction. Writer SaMiller Gearhart calls
this sort of fiction political: it contrasts the gment world with an
idealized society, criticizes contemporary valuesl aonditions, sees
men or masculine systems as the major cause oélsacd political

problems (for instance, war), and presents womestjaal or superior to
men, having ownership over their reproductive fiomg. A common

solution to gender oppression or social ills in if@st utopian fiction is to
remove men, either showing isolated all-female etes as in Charlotte
Perkins Gilman's Herland, or societies where mese fibed out or been
replaced, as in Joanna Russ's A Few Things | Knbauf Whileaway,

where "the poisonous binary gender" has died ofirgd Piercy's novel
Woman on the Edge of Time keeps human biology, taumoves

pregnancy and childbirth from the gender equatign résorting to

artificial wombs, while allowing both women and méme nurturing

experience of breastfeeding.

Utopias have explored the ramification of genddndpeither a societal
construct or a hard-wired imperative. In Mary Geistl Golden

Witchbreed, gender is not chosen until maturityd ajender has no
bearing on social roles. In contrast, Doris Lessinghe Marriages
Between Zones Three, Four and Five (1980) sugdhatsmen's and
women's values are inherent to the sexes and caendtanged, making
a compromise between them essential. In My Own idt¢p961) by

Elizabeth Mann Borghese, gender exists but is digregrupon age rather
than sex — genderless children mature into womemesof whom

eventually become men.

Utopian single-gender worlds or single-sex socsetiave long been one
of the primary ways to explore implications of gendand gender-
differences. In speculative fiction, female-only nds have been
imagined to come about by the action of disease whes out men,
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along with the development of a technological orsticgl method that
allows parthenogenetic reproduction. The resuliogjety is often show
to be utopian by feminist writers. Many influentif@minist utopias o
this sort were written in the 1970s; the most ofténdied example
include Joanna Russ's Themale Man, Suzy McKee Charnas's Walll
the End of the World and Motherlines, and Margedie Woman on th
Edge of Time. Utopias imagined by male authors lgeresrally include:
equality between sexes, rather than separatiorh #oclds have bee
portrayed most often by lesbian or feminist authorsirthse of femal-

only worlds allows the exploration of female indegence and freedo
from patriarchy. The societies may not necessaelyesbian or sexual

all — Herland (1915) by Charlotte Perkinsli@an is a famous ear
example of a sexless society. Charlene Ball wiiteg/omen's Studie
Encyclopedia that use of speculative fiction tolese gender roles h:
been more common in the United States than in Euaopl elsewhe.

Study Session Summary

o7

Summary

In this Study Sessi(, we have dwelt on the major conventions of pr
fiction. By conventions, we mean the approachemethods employe
in narrating the prose text. We concluded that agndme widely
employed conventions in prose texts satire, allegory, fable, utopia
dystopian, social realism and socialist realism. Wew illustrations
from prose texts across the glc
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Study Sessions

Elements of Prose Fiction

Introduction

As stated by Janet Evanovich, "effective writingquiges an
understanding of the fundamental elements of sbiryy, such as point
of view, dialogue, and setting." (Evanovich 200§:39he debate
continues as to the number and composition ofuhddmental elements
of fiction.In this Study Session, we will examire®e of the fundamental
elements of fiction, bringing out their nature,a&s functions and types.

earning Outcomes

When you have studied this session, you shouldleete:

5.1 highlight the elements of prose fiction.

5.2 discuss the features, types and functions of the majanetds of fiction.
5.3 identify the elements employed in any prose text

5.4 critique the elements employed in any prose text

5.5 differentiate between story and plot, between subject mattetizrde.

5.6 discuss the forms, tenets and functions of setting, atrhesp, point of
view and techniques as elements of fiction.

B 7 rritiniio tha amnlavimant nf thaca alamante in a nivian fictidawy:

5.1 Story

StoryAny narrative or tale In everyday sense, story is any narrative or tale recounting series of
recounting series of events. A ayents. In modern narratology, however, the tefiersenore specifically
story is a raw material to the sequence of imagined events that we reamtsiom the actual

waiting to be processed by

arrangement of a narrative or dramatic plot. Irs thmodern distinction
between story and plot derived from Russian forsmaland its opposed
terms fabula and sjuzet, the story is the full sege of events as we
assume them to have occurred in their likely ordduration and
frequency, while the plot is a particular selectaomd re-ordering of these.
Thus, the story is an abstractly conceived raw ri@tef events which
we reconstruct from the finished arrangement of plad: it includes
events preceding and otherwise omitted from thegveed action, and its
sequence will differ from that of the plot if thetimn begins in medias res
or otherwise involves an anachrony.

5.2 Subject Matter

A subject matter is the major highlight of a work of art. In ideytng it,
one must recognize the topic stages in the devedoprof the plot. In
Subject MatterSynoptic arriving at the subject matter ®he Mayor of Casterbridgdor instance,

plot
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highlight of a literary work.  gne must consider the various stages which atinagortant topics of
discussion in Henchard's (the protagonist’s) lifaese will include: the
sale of his wife, his wandering about looking fob, the rise to the
position of Mayor, reunification with his wife, hntact with Farfrae to
manage Henchard’s business, secret love affaits lwitetta, revelation
of how he sold his wife and eventual loss of exhfiesition of Mayor,
his bankruptcy and eventual death. The plot in tiosel is one that
focuses on effect of actions on character developiptot of character).
Thus, the discussion of the character of Henchaltchelp in arriving at
the subject matter. The subject matter will themeoin form of a
summary of these crucial topic stages.

5.3 Theme

ThemeThe main idea in a Theme is sometimes used interchangeably with mbtif, the term is

literary work. more usually applied to an abstract claim, or dioefrwhether implicit or
asserted, that an imaginative work is designed¢orporate and made
persuasive to the reader. For instance, RichardiWsitates explicitly the
theme of racism and the will of the blacks to sug\vin a divided society
in Black Boy Some critics claim that all non-trivial works literature,
including lyric poems, involve an implicit conceptutheme which is
embodied and dramatized in the evolving meaningsraagery.

5.4 Plot

PlotOrder of events in a This is the pattern of events and situations inagative or dramatic

literary work work, as selected and arranged both to emphadaereships — usually
of cause and effect between incidents and to digiarticular kind of
interest in the reader or audience, such as sarprisuspense. Plot and
character are interdependent critical concepts ewryHJames has said,
“What is character but the determination of inci®What is incident but
the illustration of character?”

There are a great variety of plot forms. For exangome plots are
designed to achieve tragic effects, and otherschoese the effects of
comedy, romance or satire. The chief character woek, upon whom
our interest centres, is called the protagonidl;ifihe is pitted against an
important opponent, that character is called amagortist. Henchard is
the protagonist, while Farfrae is the antagonisHardy's novel,The
Mayor of Casterbridgeand the relation between them is one of conflict.
In addition to conflict between individuals, themay be conflict of a
protagonist against fate, or against the circuncgtsuthat stand between
him and a goal he has set himself, and in some ik conflict is
between opposite desires or values in a charaderismind.

If a character sets up a scheme which dependstdasuiccess on the
ignorance or gullibility of the person or persorgaiast whom it is

directed, it is called an intrigue. As a plot pmgges, it arouses
expectations in the audience or reader about theeficourse of events
and how characters will respond to events. An amxigncertainty about
what is going to happen, especially to those charsavhose qualities
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Sub plot Secondary plot or
subordinate plot or minor
plot which runs through a
piece of fiction.

are such that we have established a bond of sympathly them, is
known as suspense. If what in fact happens violadegxpectations, it |
called surprise. The interplay of suspense andriserfs a prime sourc
of the vitality of a traditional plc

A plot has a unity of action if it is perceived by tleader as a singl
complete and ordered structure of actions diretd@dard the intende
effect, in which none of the component parts oideits is unnecessa
— all the parts are so closely connectdtat the transposition
withdrawal of any one of them will disjoint and ldisate the wholi

5.4.1 Types of Plot

There are two main types of plots: The organicthredepisodic
Organic Plot

An organic plot is one that shows close relatiomsbetween te
episodes. In addition, these episodes maintain gmage and effe
relationship. It is one in which the actions ardlwaeited in a way the
they cannot be separated. It has a beginning, s@all end which are :
well linked that they become inseable. Any attempt to remove any p
will disorganize the flow of events. Besides, caasd effect of even
are seen in the work. The parts of this kind oft glanction like ar
organism whose parts are insepatri

Episodic Plot

An episodic plot is onin which there are two or more series of incide
The episodes here succeed each other without gigaloarrangemer
and without complication or close relationship. Hats of the story al
separable as there is no unity of events. Eachtestandson its own
without necessarily affecting the flow of eventther parts of the stor
The metrical romance and the picaresque novelsaieto have episod
structure. This is because the events that occtiveim have little caus
relationship. Suc plots have little or no central plot.

* The organic plot contains events or episodes which are so tightly knit
that none can be removed or displaced without impairing the story.

* The episodic plot contains events or episodes which are so separable
that each can stand on its own as a short story; an episode can be
removed with the work not impaired.

5.4.2 Subplot

Subplot can be referred to as secon plot or subordinate plot or min
plot which runs through a piece of fiction. Usually has direc
relationship to the main plot and contributes toiiitterest and struggl
Some writers create three or four subplots. Thisatbn arises when tc
mary characters are introduced into the narration.irTieationship tc
the main character normally shades off into maryostdinate subplot:
When this happens, such plots become episodictune
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5.4.3 Story and Plot: A Contrast

Indeed, the first thinc¢to consider in reading fiction is plot. Plot, ir
sense, is the way events are selected and arrimgedarrative work t:
present them most effectively to the reader. Coingaplot with story
can clarify that. Story is the straightforward amsbof eerything that
happens, in the order it happens. Story providesthterials (the even
the characters, and the outcome) with which a iglaonstructed. As
story is converted to a plot, some things are deft (ones that are n
essential for the fect and emphasis desires); things are somet
rearranged (the story may start in the middle eha@end instead of at tl
beginning), and causal connections between keytgwwr brought ou
The interest in plot is not just in what happenswly it happens and in
the implications or results of what happens: Whaggdit all ‘mean’
What does it ‘say’ to us? Another way to put ithat plot provides th
structure of a story, that is, the arrangement atienial in it, the orderin
of its parts, te design used to draw out and convey its signi@ie

Aristotle, in one of the earliest works on imaginatwriting, said a plo
must have a beginning, a middle, and an end. Tteos®s have been us
as the basis for the way readers talk about plet since.Beginning
middle, andend other terminologies such asispens andconflict grew
out of analyses of drama, which focus on action smspbense. The:
terms, transferred successfully to the novel, eésdred on action, and
the early short sto. However, they are less applicable to some mo
fiction, especially short stories, which focus aften inner struggle
without much physical action or external confl

Story is the raw material while plot is the refiner.

5.4.4 Parts of the Plot
Beginning

A plot usually starts at a point that relates dlyeand significantly to thi
series of events being recorded: DagobertoCLove in L.A starts with
Jake in his car caught in a traffic jam. Earlieemtg in his day are n
included: wht time he got up, whether he had breakfast, wherés
going. These details may be important in Jake'gelatife, but becaus
they are not relevant to his encounter with Marjahay do not concel
readers. For fiction writers, decisions about wimleave out are as
important as what to incluc

Equally important is the arrangement of the evehtst follow the
opening.Love in L.A.is told inchronological orde, the order in which
the events occur. But that may not always be thee dar works o
fiction. Sometimes, the first events in the relateduence, thoug
necessary to the story, are not the best placatb $he most interestir
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or exciting or important events occur later. Readercome more quickly
and deeply involved when the plot starts at an gingapoint well into
the story and fills in the background events lagmeeded. In fact, for
thousands of years, this has been a common waysttoytellers to
proceed — the Latin phrase mediasreg¥meaning “into the middle of
things”) is used to describe it. The backgrounchevare usually filled in
through a flashback (in which events prior to tlegibning of a story or
play are presented as an inserted narrative oraes@erhaps with a
character remembering earlier times) or throughosiin (a non-
dramatized explanation, often a speech by a claractthe narrator,
explaining things that occurred before the initielion of a story or play).
Love in L.A.could have begun in the middle, with Jake’s camping
Mariana’s, and then gone back to explain what Ja#e daydreaming
about instead of paying attention to his drivingg & Gilb had wanted to
emphasize the accident instead of Jake’s chardahbtgrprobably would
have been a better way to start.

Middle

Of course, a story must have a middle — somethasgtth come between
the beginning and the end. But what goes into titelle? Can’t a writer

just lay out what happens the way it happens? Orseg but often that is
not the best way to hold a reader’s interest. Relpeeyplot involves the

arrangement of the action whereby the story bwlishe beginning and
lead us to the ending — that requires particulalnrigues for increasing
intensity and holding the reader’s interest.

Identifying a conflict is a helpful way to ‘get mita story, when you want
to look at the story’s complexity more closely adidcuss why the
conflict is one worth thinking about.

To hold readers’ interest, the middle of a ploenftreates some degree
of suspense, some uncertainty and concern aboutthiogys will turn
out, who did what, what the effects on the charaate events will be, or
when disaster will fall or rescue will occur. Thent suspense might be
too strong forLove in L.A,(As it is for much modern fiction), but we are
curious, at least, to find out if Jake can get awith all that he’s trying
to.

The beginning and middle of a story often contamefshadowings,
anticipations of things that will happen later. Fotample, when the
mother in Julia Alvarez'®aughter of Inventiorsays: “When | make a
million, I'll buy you your very own typewriter.” {#f been nagging my
mother for one just like the one father had bouut to do his order
forms at home),” it foreshadows the ending wheneféber gives her ‘a
brand new electric typewriter. . . even better tlthe one I'd been
begging to get like my mother'sRepetitionsare also often included to
draw our attention to especially important aspeaftshe story. The
repeated references to the mother’s inventionsn fitwe title on, set up
the key invention later, when mother and daughtgether invent a
speech to replace the one the father tore up.

The middle of a plot holds its readers’ attentignhwilding, becoming
more complex and more intense (sometimes refeored tising action or
complication), until it reaches a crisis of somet,sithe climax, the thing
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the suspense builds toward. This terminology grewvas action-based
plots, where the most intense moment is the pe#keophysical conflict.
The climax of a sci-fi action movie might come whéumst before the
gelatin-coated cyborg sends an earth-freezing pirdbethe centre of the
planet, the kungfu master heroine shoots a lasertire monster’s ultra-
sensitive fifth eye and saves the world. In a stfwgusing on inner
conflict, by contrast, the climax might be a momehinner realization -
the point at which the main character realizes glaabling is destroying
his family and decides to go into rehab, which $unis life around.

Epiphany describes a moment when a character exjpes a sudden
moment of illumination or revelation, especially #se result of
perceiving a commonplace object in a new way augh a new context.
Esperanza in Sandra Cisnero$lse House on Mango Stregtight be
said to have experienced an epiphany when the oimspto her third-
floor apartment and says “You liibere?” Suddenly she realizes how
other people regard her house, what the house atayst her and her
family, how much she needs to have ‘a real hous@hprove her sense
of self-worth and identity.

Picking out a climax is not the same as understandiwork of fiction,
nor is it a definite feature all readers identifiythe same way. There can
be differences of opinion about what a story’s ebms or even about
whether a given story has onelLtive in L.A.has a climax, it might well
come in the next-to-last paragraph when Jake sewmmn®nly to have
avoided responsibility for the accident but alschtive won Mariana’s
interest in him: ‘Her hand felt so warm and softfa# like he’'d been
kissed'.

A literary work cannot (and should not) include ieing that happens
during the series of events it is relating — regdin hearing everything
would get pretty boring. But what things are ontfté/Nhatever is not
significant to the action typically is left out. Fexample, if characters are
ordinary people, they need to eat or get some sleapexcept where
these activities are crucial to the overall sttingy are omitted. Since lots
of unimportant things are left out, you usually @ssume that anything
that is included is significant. You can be confidghat almost
everything in the work is there for a reason — g\@atail, maybe even
every word. Excellent authors are very careful deliberate in selecting
what to include, presenting only those things tiwattribute something to
the overall effect of the story.

Because an author cannot include everything, stdrievitably leave

gaps; places where things are omitted or not filledAs active readers,
we need to use our imaginations to fill any siguaifit gaps, supplying
information or explanations the story does notlIspel. Some gaps are
insignificant and appear only to avoid clutteritg story with irrelevant
detail. For example, we are not told the circumstanunder which the
family in Daughter of Inventionleft the Dominican Republic. Even
though we may wonder about why or how they wengt tis not

important to what the story is about. Other gapslibdrate or

unintentional, are important.

Authors often create gaps intentionally (sometimegthholding
information in early parts of a story that will bapplied later) as a way
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of getting readers actively involved. Mystery aredattive stories always
create gaps (who did it? why?) as part of the sirec Part of the
enjoyment of reading stories is reaching with ooaginations for what is
omitted, seeking to supply missing details or cating links,
anticipating what may be ahead, and revising odreeanticipations in
light of what we find out later. In a milder ways ave read about the
mother’s ideas iDaughter of Inventionwe begin anticipating that this
emphasis on inventions is leading to something. M¥gin wondering
what, maybe trying to guess: Does she manage te cgmwith a crazily
sane possibility that makes the family rich? In ém&l, we find that we
were right. There was a last important inventiam, inventing a speech
was nothing that we could have predicted.

In some cases, gaps are unintentional but thegigméicant nonetheless.
That women or servants fill invisible roles in argt might suggest a
male-centred or an economically privileged outloegpectively. Such an
outlook is part of the whole meaning of the stayen if it never occurs
to the author that it is. What the author doesthiotk about is part of her
or his idea framework, as much as what she or heatously does think
about.

Gaps also can indicate what is ‘meaningful butimgtortant’ — what the
story recognizes as potentially meaningful, buhas interested in. if a
story about the difficulties a pair of lovers enctar in their relationship
ends before their marriage takes place, the gapates that their married
life is not significant to the story; its interes in their solving the
difficulties they encounter in getting together.pSaon the other hands,
can be used to signal what is very important, oftatting even more
emphasis on a detail or bit of information by havihe reader supply it,
even suggesting perhaps that the very process rdngoto fill the gap is
crucial to the effectThe Red ConvertibJdor example, says a lot about
the Vietnam War by saying very little about it.

At the heart of that pattern of action usually @ne kind of conflict
some struggle or confrontation between opposingrachers or a
character and opposing forces. Usually, at leastside of the struggle
involves the main character. The range of possipleosing forces is
large, but ordinarily they fall into three broadegories.

Physical Conflict

One basic kind of conflict occurs as a physicalggte or confrontation
between a character or group of characters andi@ncharacter or group
of characters; the showdown between a sheriffss@pand a gang of
outlaws in an old Western, for example, or a figtfibetween two rivals
at a high school room. Physical conflict can alswolve humans
struggling against nature; a group of sailors, gpshled by a courageous
captain, attempting to survive a fierce stotrmve in L.A.has no physical
conflict, but it is easy to imagine how the evertsid have turned into a
road rage story with physical conflict at its centr

Social Conflict

A further type of conflict involves differences erding personal or
societal relationships or values. This is a comnmmaotif in modern
fiction. Examples could include a teenager challegdper or his parents,
the differing gender outlooks a man and a womarhtriigng to the same
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situation, or an activist confronting a social stjue. Part of the conflict
in Love in L.A.is the way Jake’s lifestyle runs counter to s@tiabrms:
society expects drivers to have insurance and aaesponsibility for
any damage they cause to other people’s propeértgguires people to
carry their driver’s licenses and have accuratnke plates on their cars.
The story gives you as reader the options of ifignyj with Jake and
enjoying the way he flaunts his defiance of sotietgpectations, or
dismissing him as irresponsible, or perhaps feeliagght between
accepting Jake’s laid-back charm and rejecting Wwigadoes as illegal
and immoral.

Internal or Psychological Conflict

Another variety of conflict deals with struggle it a character, as she
or he wrestles with competing moral claims or did@ift decision. This
has always been a central issue for literature. &oos stories show
characters engaged in such inner struggles. Irordlict often appears at
crucial moments in a person’s life: facing the mainef death like the
grandmother does in Flannery O’ConndX'$00d Man is Hard to Find
an identity crisis when a crucial event forces es@e to a new or deeper
sense of self-knowledge or self-awareness, ofteloment of maturation
like Myop’s in Alice Walker's The Flowers a belief crisis when
something causes a person to re-examine the fdandstwhat she or he
puts faith or trust in, as in Nathaniel Hawthorn&sung Goodman
Brown a values crisis when something forces a persatetade how to
make a moral or ethical decision, such as MokdpiBessie Head'She
Collector of Treasuresor sometimes to decide whether to adhere to
standards she or he has held on to — or should d&divered to — in the
past. Equally important is a lack of inner confli@ne of the most
revealing things about Jakeliove in L.Ais his lack of internal struggle,
despite doing some things that would trouble meatlers’ consciences
at least somewhat.

Ending

A story must end, of course — it cannot go on fereBut it also cannot
just stop. The difference between just stopping ameéffective ending is
that the latter gives a sense of wholeness andcedegou satisfied, or
satisfyingly unsatisfied, as a reader or liste@ere of the big differences
between fiction and real life is that life carries after reaching a ‘big
event’, while the series of events in a fictionddtpreaches a terminal
point, the conflicts around which it was shapedrasslved (or shown to
be irresolvable), and the story ends.

The French term denouement is often used in disgusise ending of a
story. It literally means ‘unknotting’, the untyirgf the threads that are
tangled and knotted, the solution of the mystetias,explanation of the
secrets and misunderstandings. An ending, in addito unknotting
tangles, often ties up the loose ends, leavingitisavsense of finality or
a momentary stay against ordinary chaos. That dm#smean that
everything turns out happily — some stories haveesolved, unhappy
endings. But it does mean that the questions aplodlggns we have been
involved with, if not solved or even resolved, ahdt are adequately
accounted for. We know all that we need to knowcamprehend and
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reflect on the story as a whole. The last paragodphove in L.A." has a
feeling of finality — the lives of Jake and Mariatha not end, but nothing
that follows is relevant to the story of their enoter under the Alvarado
Street overpass (though an active reader will imadvlariana’s pained
and disappointed reaction, and her father’'s furietion, when they
find out that all the information Jake gave her ase — and that may
form an important part of how we feel about Jalagtions|). Jake and
Mariana have a personal encounter that could havehed Jake and
made a difference in his life, but the last sengesioows that it did not.
The end takes us back to the beginning and therdayt he prefers over
reality.

When we meet such people in literature, we warkintow what they are
like, what makes them tick, how they deal with thieuations and
relationships they encounter. Characterizationrsefie the methods and
techniques an author uses to represent peoplecaadable us to know
and relate to them. As we read a work of fictione wnderstand
characters more fully and accurately if we payraite to the means by
which we attain our knowledge, to the kind of tages through which
they are brought to life in the story.

5.5 Character

CharactersThe beings or
things on whom the story is
about or who perform the
actions constituting the story

This is the act of creating appropriate characbeth human and non-
human to act out the events of a plot structureébrdad distinction is
frequently made between alternative methods foaratterizing’ the
persons in a narrative showing and telling. In ‘showing’ (also called the
dramatic method), the author merely presents hesadhers talking and
acting and leaves the reader to infer what moteaad dispositions lie
behind what they say and do. In ‘telling’, the aurthimself intervenes
authoritatively in order to describe, and ofteretaluate, the motives and
dispositional qualities of his characters. For epkemin the fine opening
chapter of Pride and Prejudice Jane Austen shows us Mr. and
Mrs.Bennet as they talk to each other about thexgauan who has just
rented Netherfield Park, then tells us about himg ao confirms and
extends the interferences and judgements thatehder has begun to
make from what he has been shown:

Mr.Bennet was so odd a mixture of quick parts, astic
honour, reverse, and caprice, that the experiendaree-
and-twenty years had been insufficient to make whife
understand his character. Her mind was less diffitu
develop. She was a woman of mean understandirtig, lit
information and uncertain temper.

It has been common to consider ‘telling’ a violatiaf artistry especially
since the theory and practice of Flaubert and Heragnes and to
recommend only the technique of ‘showing’ charagténe author, it is
often said, should efface himself in order to wrftgbjectively’,

‘impersonally’ or ‘dramatically’. Some judgmentspwever, glorify a
modern kind of artistic limitation which is suited particular kinds of
novelistic effects, and decry a supplementary mithfocharacterization,
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Characterizationdepiction of
characters
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which — all the great novelists, until recently, have emgpHd to produce
masterpieces.

5.5.1Means of Characterization

Here are some of the most important means of cterzation to pay
attention to. They can appear individually or imagiety of combinations.

Telling

In the most direct way of characterization, we sineply told— what the
characters are like, all at once as they areifitsbduced or bit by bit as
they reappear in the story. That is the case foresaspects of Connie’s
character in Joyce Carol Oaté¥here Are You Going, Where Have You
Been? especially aspects that would be difficult, orulgbtake a lot of
space, to demonstrate: “Everything about her hadsigdes to it, one for
home and one for anywhere that was not home”. Blennarrator's
choice of words can be a way of telling somethibgud a character.

Showing

What a character is like can come out through theracter’s actions,
which may be presented without interpretative comméeaving the
reader to conclude what a character is like fronatwéhe or he does.
What Jake, inLove in L.A, does in response to hitting Mariana’s car
shows the kind of person he is; words the narrs¢dects may suggest
some reservations about Jake as a person, butatmatar does not
explicitly evaluate his behaviour. In many casdgmwing is combined
with telling, often with differing weights of empsia. Only telling what a
character is like is often less effective than shogwvhat the character is
like through her or his actions, or through a comation of telling and
showing.

Saying

What a character is like can be brought out byrwaeither characters say
things about her or him. It is important, howeuer keep in mind that
how we take what the characters say depends, eg&oan how those
characters relate to the main characters: Whatits may need to be
taken with a grain of salt because of a bias foagainst the character A
great deal can also be revealed about a characteh&it she or he says;
dialogue (conversation between characters) is anpoiiant
characterization technique.

Entering a Character’s Mind

What a character is like can be revealed througlohéis thoughts and
feelings. The author takes us into a characterisdmising techniques
such as a partially or wholly omniscient narratitre(way the narrator
shows us what goes on in Jake’s mind through higdréams, his
thoughts, and things he observes), stream of conseess, or interior
monologue.

Naming

In some cases, the names an author gives to cheraeveal aspects of
what they are like. Henry Fielding, one of the tfiEnglish novelists,
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names one of his characters Squire Allworthy t@a¢Wow admirable he
is in every respect. In other cases, Fielding aseallusion to the Bible in
naming a character: Parson Abraham Adams, for ebearigpa man of
great faith (like the biblical Abraham), but is @la person as innocent
and trusting as the Adam of Genesis 2-3. In masgxahowever, names
are simply names, and yet they invariably somehaund right think of
David Copperfieldor Huckleberry Fini.

After you know what the characters are like, yoll want to know why
they do the things they do, why they make the kiofislecisions and
choices they do. This important aspect of charaetion ismotivation,
the reasons, explanations, or justifications behictiaracter's behaviour.
Motivation in fiction usually grows out of a senséwhat a character
deeply wants or desires, and how that leads theacte to react in a
specific situation.

A great deal is revealed about characters alscheyway they handle
situations -specially difficult, problematic, oragic situations or

relationships. For characters to be plausible, tinengt be consistent in
the way they deal with circumstances. If they respto a situation one
way at one time and differently at another, thdreutd be clear reasons
for the difference (their inconsistency must be amthndable and
believable).

5.5.2 Types of Characterization

Our understanding and appreciation of charactessstory are enhanced
when we are alert to the varying degrees of a charra complexity and

importance. Here are some of the ways those vargegrees are

indicated.

Round/Flat

The novelist E.M. Forster uses the terms flat amdnd to illustrate
differences in complexity. Round characters arepglernand sometimes
even challenging to understand. We are offered ns&ags and facets of
their lives and personalities, leading us sometitoeseed to reconcile
what seem to be incompatible ideas or behaviouoain® characters
often are dynamic, shown as changing and growintadme of what
happens to them. They also can be static, not skaswahanging, though
they may be described in such rich detail that weeha clear sense of
how they would, or will, change, even though wendbsee it happening.
We are shown enough about ConnieVitnere Are You Going, Where
Have You Beeri@ her character to be rounded out; the story shioar
changing, at least in the sense of having to cohfadotally new area of
experience.

Flat Characters

These are generally developed less fully than rpumd dynamic,

characters. Usually, they are static and are repted through one or two
main features or aspects. Unlike round charactbesy can often be
summed up in a sentence or two. If these one ortriavis are developed
in considerable detail, the characters may be \atgresting and
enjoyable to read about. But we cannot come to kilnem as thoroughly
and in as much depth as characters that are depieth more
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complexity or developed more fully and shown to dieanging and
growing throughout the story. Jake and Marian&dre in L.A.are flat
characters — a thoroughgoing amoral and a rathéblgunnocent. That
is all they need to be and all that could be exgiktt such a short story.

Major/Minor

Most major characters in a story are round chargctehile minor
characters are usually flat. Minor characters ateres stock characters;
stereotypes easily recognized by readers or ausbeinom their frequent
uses, such as the absent-minded professor, thetepihother, the nerdy
computer geek, or the smart but quiet detectiveolice sergeant. Use of
flat characters is not necessarily ‘bad’ writingon& excellent fiction
writers create central characters that are flagbeitdescribed in such rich
detail that they come to life fully and in an ergbje way. There is not
time in most short stories to develop more than oharacter in a
rounded way, perhaps not even one. Even in a ntdwelreader might
find it too much to handle if every character werended out fully.

5.5.3Protagonist/Antagonist

The terms protagonist and antagonist are often useddefine
relationships between characters. The protagaitte central character
in a work (the older term hero seems less usefahiee the central
character does not have to be ‘heroic’). The amsgos the character,
force, or collected forces opposed to the protagidhat give rise to the
central conflict of the characters, including wetkhe rival, opponent, or
enemy of the protagonist (the older term villainrkgoless well because
the antagonist is not always evil and is not alweapgrson).

The character originated with characters (lattet p3BC) of the Greek
writer Theophrastus. Characters are the persorsemed in a narrative
work, who are interpreted by the reader as beinigpwad with moral and
dispositional qualities that are expressed in wihay say — dialogue and
by what they do — action. The grounds in a charactemperament and
moral nature of his speech and action constitute rhotivation. A
character may remain essentially ‘stable’ or ungednn his outlook and
dispositions, from the beginning to the end of ak\dlicawber inDavid
Copperfieldby Charles Dickens or he may undergo a radicahgha
either through a gradual development or as thdtresan extreme crisis
(Pip in Charles Dickens'Great Expectation Whether a character
remains stable or changes, the reader of a tradltiaealistic work
requires ‘consistency’ — the character should modenly break off and
act in a way not plausibly grounded in his temperaimas we have
already come to know it.

In Aspects of the Novel (1927), E.M.Foster introgldiopular new terms
for an old distinction in discriminating betweeatfand round characters.
A flat character (also known as type or ‘two-dimensal’) Foster says, is
built around ‘a single idea or quality’ and is preted without much
individualizing detail and can therefore be faialgequately described in
a single phrase or sentence. A round charactemplex in temperament
and motivation and is represented with subtle palrity; thus, he is as
difficult to describe with any adequacy as a persoreal life, and like
most people, he is capable of surprising us.
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5.5.4Eponymous Character

Eponymous, namegiving: a term applied to a real or fictitious pamns
after whom a place, thing, institution, meal, opokds named. He/she is
the character whose name is used as the title gtbry. Thus, Anna
Karenina is called the eponymous heroine of Tolstayovel Anna
Karenina Other examples include: Oliver Twist in DickenSliver
TwistEfuru in Flora NwapaEfuru; Robinson Crusoe in Daniel Defoe’s
Robinson Cruso€The term is often extended beyond its strict sdase
describe a character who is referred to indiregtgt is, not by name) in
the title of a work: thus Michael Henchard is cdllthe eponymous
character of Hardy'$he Mayor of CasterbridgeAn eponymis a hame
transferred from a person to a place or thingeeith its original form or
as adapted (e.g. Bolivar or Bolivia).

The setting of a narrative or dramatic work is the generalalec
historical time, and social circumstances in whishaction occurs; the
setting of an episode or scene within a work is gheticular physical
location in which it takes place. The setting ofnéa Joyce’'dJlyssesis
Dublin, June 16, 1904, and its opening episodeetsirs the Martello
Tower overlooking Dublin Bay. The physical setting the works of
writers like Edgar Allan Poe, Thomas Hardy and afifi Faulkner is an
important element in generating the atmosphere wbek. The Greek
term opsis (scene or spectacle) is now occasiongdd to denote the
visible or picturable setting in any work of littwee, including a lyric
poem.

The historical or temporal setting is used in D&f¢@obinson Crusqeas
all the events are dated with the day, periods agsdand years of
occurrence.

5.6.1 Setting as Place

Basic to a story’s context is place, or locale-phgsical environment.
We need to know the locale in a broad sense: Wihage the action take
place? What country? What city or regions of thatriry? We also need
to know it in a specific, narrower sense: What kofdolace — building,
countryside, school, or street? What specific logdrural area, school,
or street? The physical setting of a work of fintie whether a street, a
house, a farm, or a prison camp — can be presdhtedgh vibrant,
specific details, or it can be sketched broadlyhvatfew, quick strokes.
The setting of Ernest HemingwayHlills Like White Elephantds
indicated in the first paragraph: the broad settirgpstern Spain, about a
third of the way from Barcelona to Madrid — and #pecific setting —a
hot day at a rural train station, a junction whewe lines meet in the
middle of nowhere.

The description of a setting often evokes its sigamnce, what it conveys
and suggests. Reflect, for example, on the sigmfie of the principal
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setting in Louise ErdrichEhe Red Convertibleeing a reservation. Ask
yourself how the story would be different if Lymand Henry lived in
Chicago. Think about the locale Hiills Like White Elephantshow by
creating a sense of isolation, the story focusesruthe two people and
their problem, There are other people in the batwe see no one else
except the waitress — the other people are juse thike the chairs and
tables. The location includes only a railway juoitiNo town or city is
indicated, which increases the sense of isolalitiere is no community
to support or affect them in what they face or dedespecially in what
Jig faces and must decide) — just two individuaiaking an individual
decision as if it affects no one but themselvesde@st that's how the man
views it). Using a train station as locale alsoatee a sense of
transience—no roots, no home, no ties. And plattiegstory at a junction
suggests that the characters are facing a decdiont the direction in
which they should go.

5.6.2 Setting as Time

Setting also includes the time in which the evestsur, time in all its
dimensions: the century, the year, the seasondalgethe hour, maybe
even the exact second. In some cases, a spegifidginot indicated: The
events are universal and could as well have ocduareminute or a
millennium ago. Often, however, a specific or apprate time is either
assumed (the time seems the same as when thevedsrywritten or
published) or indicated — perhaps by giving a dateghe story, by
mentioning historical events that were going onhattime of the story,
or by describing the way people talk, act, or dréisshose cases, the
specific time may be significant and knowing sonmeghabout that time
period may help you understand what is going othersignificance of
what occurs. That may require asking questions taed doing some
investigating — in an encyclopaedia, or on therirgg or through more
specialized books, depending on the time periodired and the way the
story uses its setting.

The action inHills Like White Elephantss probably contemporaneous
with when it was written, in the mid-1920s. To akif that time setting
is significant to the story, ask what was goingabrihat time, what was
significant or noteworthy. You might check a timeel of world or
European historical events. You'll notice that gtery takes place less
than ten years after the end of World War 1(191¥18). To gain the
full impact of the story’s setting in time, you rhigneed to do some
reading about the war and its aftermath (an enpgedia entry on the
war probably would suffice). The war caused immefmsss of life,
physical suffering, and psychological and emotiatehage from trench
warfare and use of nerve gas. It is estimated riiions of military
personnel died (a high percentage of a whole gearisi young men),
along with 10 million civilians. Although the coggonding numbers in
World War Il were much greater, at the time the bhamof deaths and
amount of devastation were unprecedented, it whadcthe Great War
with good reason.

You would also need to learn something about th@ak@hanges that
took place during and after the war. An encyclojmealr Internet
article(s) probably would cover the years aftemadl as during the war.
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The war shattered the optimistic outlook held bycmof the population
in Western Europe and the United States. Aftervilae ended, many
people reacted by deciding to enjoy life fully hetpresent, since the war
showed that life can end so quickly, and by repectolder values
(including prevailing sexual mores) and traditionales (especially for
women). The war led to changes in gender rolesh Wbung men away
in the military, young women had to work in facewiinstead of in
homes, schools or offices. Having seen large cdies other countries,
young people found it difficult to return to theediered, conservative
communities in which they grew up. Many of them teahto travel and
to live in more cosmopolitan locations. A large ranwriters, artists,
and socialites — Ernest Hemingway among them — thdvem the
United States to Europe.

5.6.3 Setting as Cultural Context

Setting also involves the social circumstanceseftime and place. Here
too, active reading may require some extra readmgesearch. Beyond
the historical events at the time, try to find wiadtitudes people held
about what was going on. What social and politoizablems were people
facing? How were people below the poverty linetedaand what was
the attitude of the economically secure? What kinfisocial change
were occurring? Such social and cultural contergscéosely related to
the kind of historical events we discussed abogetually, all aspects of
setting are interrelated and inseparable. So, xamele, to understand
The Red Convertiblully, it helps to know something about the Vietna
War and attitudes toward it. Notice also how itdlwes transplanting a
young Native American from his familiar, traditidnaulture to a

strikingly different military culture and then tostrange foreign culture.

Like The Red ConvertibJeHills Like White Elephantinvolves cultural

transplantation: an American writer, Ernest Hemiagwliving in Paris,

writing in English (thus mainly for an American aemce), about an
American travelling in Spain (a conservative, prad@ntly Catholic

country) with a companion (to whom he does not seebe married) in

an unspecified country. The fact that he is cdlleel American’ suggests
that Jig is not American; she apparently is notnfr8pain since she
converses with the waitress (we are supposed tomgsghe man is
talking to the waitress in Spanish, even thoughwosds and hers are
written in English). Such details economically aféiciently convey a

mixture of cultures and values, as well as a cosititap outlook.

5.7 Atmosphere

Atmosphere Pervading
mood in a literary work.

Atmosphere is an alternative term for mood or ambience. lithe
tonality pervading a literary work, which foster® ithe reader
expectations as to the course of events, wheth@pyhar (more
commonly) disastrous. Thomas HardyTine Return of the Nativaeakes
Edgon Heath an immense and brooding presence wigidhces to
pettiness and futility the human struggle for happs for which it is the
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setting.

5.8Point of View
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The way a story is narrated is part of its poinviefv, the approach used
in presenting the events of the story. Point ofwigsually includes a
person and a perspective. Consideration of poinvieW starts with

listening to who is telling the story: Is it beitgd in first person or third

person (or, rarely, in second person)? Is the t@rgiven a name, or is
the narrator an unnamed, unidentified voice redatifhat happens from
above or outside the events? You cannot alwaysifgenspecific person

as the narrator, but you usually can discern thieat@’s relation to the

action. Does the narrator participate in the acdsna major or minor
character, or does she or he observe the actiokjngp on from the

outside?

Listening for the complexity of point of view conties with paying
attention to the perspective from which the staytdld. The narrator
inevitably relates the story from a certain vantpget. To get the most
from a story, it is important to determine whatttivantage point is.
Think of it in terms of camera angle in cinema: Taeera can pull back
and let you see everything, showing the scene ftbm outside
(“objectively”), or it can seem to enter the mindaoparticular character
and show you only what that character sees andidlyeshe or he sees it
(“subjectively”). The film can show us one sidetlé events by focusing
on one character or group of characters, or itstenw two or more sides
of the events by focusing alternately between atars or groups. Thus,
a cops-and-robbers film shown from the perspeafwhe robbers, looks
very different from one presented from the pergpeatf the cops. And
some films take advantage of that by moving backfarnth between the
two. Point of view matters a lot.

The same is true in fiction. You can be told evaing from both outside
and inside the characters and events so that yow kil that happens
and the reasons why. Or you can hear everything fiee outside but
nothing from the inside, so you have to deducewthg (the characters’
motivations) for yourself. You can hear about onlgat one character
experiences and know only as much as she or heskrm@wyou can be
told things from different perspectives as theysfmogresses, sometimes
switching back and forth. (This happens more oitelonger works such
as novels; with some exceptions, short storiesatchave enough room
for a lot of switching). Each perspective has isaewards and makes
its own demands on the reader. Thus, for examplenwa story is
presented from the perspective of one charactesnaactive reader you
should consider what that story would sound lilefrthe perspective of
other characters. Doing so gives you a deeper staiating of the
character through whose eyes you are seeing theseas well as, in
many cases, of the events themselves.

In fiction, the perspective of time also needs yoaonsideration. Unlike
film, which usually shows events as they are odagsr narrative
necessarily relates events after they happenedr(ative in present tense
would need to use the techniques of a play-by-pltayouncer at a sports
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event, but even here the announcer is describingvhat is happening
but what just did happen). As you read activelgréifiore, you need to
ask if the narrator is looking back to past evelitso, are they recent
events or events from the distant past? Can ybhdel long ago? Does
it matter how much time has passed? Does the partall things
differently now from the way she or he saw thentie

In describing and discussing point of view, you aj& need to include
both a person and a perspective. It is not enoagéay a story uses a
third-person point of view. You need to add thespective from which
the third-person narrative is being presentedsimach precise detail as
possible.The House on Mango Stredbr example, uses a first-person
limited point of view, told from the perspective ¢fie young girl
Esperanza. Hereunder are several possible condmisatf point of view
and perspective a story can employ.

5.8.1First-Person Omniscient

Stories using ahor Weare told from a first-person point of view. Inegar
instances, a first-person narrator is almost onigcor all knowing. A
story narrated by a god, for example, might bet-fegyson omniscient
(though the author of such a story might find itrenmteresting to depict
a god who is limited in knowledge or power). Ortarg could have a
first-person narrator who talks to all the peoptwoived and learns
everything about the events in the story - bothtWiagpened and why —
and thus is able to describe them from an all-kngwperspective. As
readers, then, we listen for a reliable accouwlwdit happened and what
the people involved are like.

5.8.2 First-Person Limited

Ordinarily, however, a first-person point of view limited to what the
narrator observes, or is told, and is able to wtdad, like Esperanza in
The House on Mango Stre&he knows what the family’s dream house
would be like, and she knows their present hoube fiar short of their
dreams, but she does not understand, until thetldaynun sees her
playing out front, what the house they live in samout their social
situation, and she does not realize the kind ohexuc realities her
family is up against. In many cases, a first-pers@amrator is very
knowledgeable about what has happened and whyn dfteause the
events happen either to the narrator or in theat@rs presence. For that
selfsame reason of being closely involved howeube narrator’s
knowledge and understanding may be limited. Theatar knows what
happened to herself (or himself) or to some otharacters, but may not
know all that is happening to others related to ¢lients. The narrator
may not understand now, or did not understand thelmy things
happened as they did. She or he may not undergtargs about her- or
himself. Often, the narrator is looking back ahgs that happened much
earlier, which she or he did not understand futljha time but comes to
grasp more fully later.

Two specific variations on first-person limited pgectives should be
noted. First is the use of a naive narrator, aatarrtoo young or too
inexperienced to understand fully the implicatimisvhat she or he is
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talking about. In such cases, active reading i1 ewere important than
usual, as the reader — who understands more teamatinator — must fill

in implications the narrator cannot grasp. Sucthéscase imThe House

on Mango StreetMuch of the power of the story comes from ouligbi

to understand the reasons behind Esperanza’s gachdisappointments,
even though she is not fully aware of them.

The other variation involves the use of a narratho is not completely
trustworthy. If the narrator tells her or his st@gcurately and honestly
(as far as we can tell), the story has a reliableator. We can believe or
rely on what she or he says. But in some casesnae suspect that a
narrator is not telling the whole truth or is distag some things, perhaps
deliberately, to make them look better or unintamaily because they are
too painful to face. The narrator may not have rtental capacity to
provide a coherent account of events, or she anéye have prejudices
(against a race or class or against a particutiividual in the story) that
the reader perceives even though the narrator asvame of them. The
narrator may want to make her- or himself look dretthe narrator in
Gish Jen’swho's Irish?oes just that. In all these cases, the narrator is
unreliable: We cannot trust everything she or hgssalere, active
reading is even more essential because you musb tdgtermine what
you can take straightforwardly and where you neegise questions and
make allowances for or corrections in what youlsiag told.

5.8.3 Third-Person Omniscient

With an all-knowing, or omniscient, point of viewhe narrator seems
very much like the author, knowing everything thappens and why it
happens (though not necessarily telling everytisimg or he knows), able
to see into the minds and hearts of all the charsacBut this can be a
risky technique, because the characters can seam poppets. For an
example of where it is handled well, look at Zoreal Hurston’Sweat
in which things are shown sometimes from the petspe of Delia
Jones, sometimes from that of the men sittingantfof the village store,
and sometimes from that of Sykes, the husband viduses Delia. At
some points, we are able to look into Delia’'s comssness (“A great
terror took hold of her”), and at times into théther husband (“Inside,
Sykes heard nothing until he knocked a pot lidtloé stove while trying
to reach the match safe in the dark”).

5.8.4 Third-Person Objective

A third-person objective point of view differs incaucial way from that
of third-person omniscient. The narrator does noklinto the mind of
any of the characters or explain why any of theratters do what they
do. The narrator describes events only from thsidet leaving it to the
reader to draw conclusions from the details antbgise provided. The
invisible narrator in Ernest Hemingwaytlls Like White Elephantsfor
example, simply describes where two charactersaadewhat they do,
and relates what they say to each other, neveirigdkto their thoughts
or commenting on or explaining what is going onassn them.
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5.8.5 Third-Person Limited

Third-person limited uses a narrator who is omeiscin some areas or
to some extent, but is not completely all knowiggich a narrator is
described as having limited omniscience. Typicalhe narrator knows
everything about one character, including her o thoughts and
motivations (omniscient), and tells the story fraimat character’s
perspective while not being able to see into thedsior feelings of other
characters (limited)The Man to Send Rain Cloudly Leslie Marmon
Silko, for example, is told from Leon’s perspectivave follow where he
goes, see what he sees, and at times enter his(ffiing priest’s] voice
was distant, and Leon thought that his blue eyelsdld tired”); but we do
not enter the priest's mind — we are aware of higer struggle and
misgivings only through what Leon sees (the priestieariness, his
hesitation) and what Leon hears him say. Much ajddartoGilb’s.ove
in L.A. seems objective, with the narrator just reportaion and
dialogue. But other parts show that the story ikl tbom Jake’s
perspective and uses a limited omniscient pointviefv. Thus, the
narrator frequently describes what Jake is sedhigking, and feeling,
but never what Mariana sees, thinks, or feels.

A widely used variant on the third-person limitemlrpi of view is a centre
of consciousness perspective. In it, the narragtates the story in the
third person but does so through what is thoughti, fseen, and
experienced by one of the characters. We are shmuiy what that
character is conscious of; we are not given exteaigective views, the
way a perspective limited in other ways can. Tharatter may be the
central character or a minor character, an obsewer participant, but
only that character's perceptions, thoughts, anelifgs are shown.
However, an author usually mixes some third-permited external
narration with centre of consciousness, moving kel forth between
them, as for example Where Are You Going, Where Have You Been?
The first two sentences of the opening paragrapheaternal, objective
statements of fact, and such statements are ietsesp throughout the
story. In the third sentence, we enter Connie’sscmusness and hear
what she thinks about her mother and how and whyriogher treats her
as she does. Much of the rest of the story comesugh Connie’s
consciousness.

Her name was Connie. She was fifteen and she hauick,
nervous giggling habit of craning her neck to gkaito mirrors
or checking other people’s faces to make sure her was all
right. Her mother, who noticed everything and kneverything
and who hadn’t much reason any longer to look atola face,
always scolded Connie about it. (p. 75)
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5.9 Stream of Consciousness

Stream of Consciousness
The direct presentation of the
continuous flow of a
character’s thought without
authorial intrusion

70

A story, or parts of a story, can be told by conngythe continuous flow
of what passes through the mind (consciousness) dharacter. This
includes sense perceptions, thoughts, memoriesfeatidgs — the total
sense of awareness and the mental and emotiom@ings to it. This
approach is referred to as stream of consciousrneshould not be
confused with the approach described just above:stfeam of
consciousness story can use a stream of conscmusipproach, but it
does not need to. Usually, to capture the factrthath mental activity is
nonverbal, stream of consciousness adopts a spstgial of writing.
Often, it does not use ordinary punctuation or detepsentences (after
all, we do not always think in complete sentencissgssociative rather
than logical, and seems disjointed and haphazaid.dn unstructured,
even at times chaotic, flow of random sense peimept mental pictures,
sounds, thoughts, and details — an attempt to septgre-rational mental
activity before the mind orders it into a coherimin or shape.

Realizing that an author has selected these sebmiagdom thoughts
and perceptions, an active reader must make caonsdbetween them
and find a meaning the character is usually unawsdreHere, for

example, is a stream of consciousness passageJaores Joyce's novel
Ulysses (1922), as the main character Leopold Blabmlls through

Dublin, with his mind absorbing impressions and remsting them to
random thoughts and memories: “Pineapple rock, temiant, butter

scotch. A sugar-sticky girl shoveling scoopfulscofams for a Christian
brother.Some school great.Bad for their tummiesshge and comfit
manufacturer to His Majesty the King.God. Save. .Siting on his

throne, sucking red jujubes white.”

A technique often used in presenting stream of @onsness is interior
monologue. A monologue in drama is an extendedtemupted speech
by a single speaker; an interior monologue is sa@peech occurring
within a character’'s mind. It is the representatanunspoken mental
activity — thoughts, impressions, and memories # dsectly overheard

by the reader without being selected and organmed narrator. It can
be the associative, disjointed, non-logical, nomagmatical flow of

stream of consciousness. Or it can be a more lpgianmatical flow of

thoughts and memories moving through a person’sdmas if being

spoken to an external listener (the way we rehdarsar minds what we
plan to say to someone later, but digress alongvthe following things

we are reminded of before getting back to the tapttand).

In Tillie Olsen’s| Stand Here Ironingor example, the narrator, while
doing her ironing, runs through her mind what sloailg like to say, but

probably never will, to the school counsellor ociabworker who asks

her to come in to talk about her daughter, whodiensellor feels is in

need of help:

“You think because | am her mother | have a keythat in some way
you could use me as a key? She has lived for renetears. There is all
that life that has happened outside of me, beyosid m
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This whole story is an interior monologuestory or novel, however, c:
be presented partly through interior monologue dreasn of
consciousness and partly through another pointeof.

Study Session Summary

o7

Summary

In this Study Sessi, we identified and discussed some of the elem

of prose fiction: story, subject matter, theme, plot, elier and
characterization. W\ convincingly argued that effective writing requi

an understanding of the fundamental elements oftsiting. We alsc

concluded that debate continues as to the numladl composition of the
fundamental elements of fiction.In the main, we éhdbeen able t

examine some of the fundamental elements of fictwimging out thei

nature, tenets, functions and ty)

This Study Sessic has been a continuation of our discusson
elements of prose fiction. V examined other major elements of ficti
including diction, setting, atmphere and point of view. V also
endeavoured to highlight the basic functions, typesl tene of these
elements. We dre apt textual illustratios from short storiet
novelete/novellas, and novels.
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Study Session6

Symbolism in Prose Fiction

Introduction

Works of literature not only help us see thingdrgsh and meaningful
ways, they also can lead us to see deeply intdagdnd things through
the use of symbols. This Study Session will disdhesemployment of
symbols in prose fiction.

Learning Outcomes

When you have studied this session, you shouldleeta:

6.1 show how symbols could be recognized in a literary work

6.2 highlight and discuss the types of symbol employed in pficten
6.3 point out symbols in any prose text

6.4 critique the employment of symbols in any given prose text
6.5 write a prose fictional text involving symbols

6.1 Recognizing Symbols

SymbolsAn object, a
character or an action which
stands for itself and another
thing

Even though almost anything can take on symbolgmicance, not
every object, character, or act in a literary waHould be labelled a
symbol. Symbols draw their power from standing out, aheytdon’t
stand out if we call everything a symbol. A prudesaty to proceed is to
assume that objects, characters, and actions stréhemselves and are
not meant to be taken as symbols unless a furémsesof meaning forces
itself on us. If you miss something others regasdaasymbol, do not
worry. Symbols add to a work’s meaning, but a woskially does not
depend on your recognizing them. It is better tesna symbolic meaning
than to impose one and reduce a work to a stiripstiractions.

How, then, do you recognize a symbol? The key sign@arominence.
Objects that are mentioned repeatedly, describeatkiail, or appear in
noticeable or strategic positions (at the beginmingnd, in the title, at a
crucial moment, in the climactic lines) may poiotwvard a meaning
beyond themselves. The red convertible in Louisérién’s story

certainly meets all these criteria. Signals, howewwe not always
structural. Another signal can be a sense of wiigh$ or significance.
Sometimes, you may notice that an image, charaoteaction differs
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from others, that it is beginning to embody an idelated to an area
major concern in the work. In such a case, itht be a symbc

Be careful, however, not to undermine the use ofcoete details b

dismissing their crucial part in the work becausmi ysee them ¢

symbols. Their literal role always comes first. yirdol is first an image

and its representation of actual thing plays a key role in a work eve

it also becomes a symbol. The quiltsEveryday Us come to symbolize
the Johnson family’s culture and heritage, but fmsd foremost they a

actual quilts. At the end of the story, the nanrgises Maigie coverings
she can put on a bed, not some abstract ‘herit@tgeugh the be

coverings carry that sense of heritage with thefg. separate th

symbolic meaning from the literal diminishes thehriess of both. Tt

warmth of the Johnsons’ heritage ccs alive in the warmth provided |

the quilts. Be careful also not to turn an absibacinto a symbol. A ros

can be a symbol of love, but love (an abstracttar) never be a symb

of something else. And be sure that the symbolianimgy seem

plausible. Its connection to the image, character, or actinrst seen

likely and convincing within the context of the stoTo claim that the

red convertible is a symbol of Lyman’s Marxist leags (since red we

associated with communism during the Cold War)ms totally far-

fetched and implausib

Symbols appear in several overlapping varietiesnkllof some thing:
you keep— a toy, a hat, a photo, a souventhat for you carry person
meanings although for others suggest nothing niaia tvhat they ar
These private symbols are objects that hold a dpe®aning for yot
because of certain experiences or people. Sinée difficult, if not
impossible, to convey their meanings to anothesgrerprivate symbo
ordinarily are not used in literary workSeveral types of symbol
however, are important for literatu

To identify a symbol, look for prominence; look for objects that are
mentioned repeatedly, described in detail, or appear in noticeable or
strategic positions.

6.2 Types of Symbol

6.2.1 Literary Symbols

A literary symbol is an object, character, or attibat is both part of tr
literal story in a literary work- it can be seen, touched, smelled, he
tasted, encountered, or experienced by peopleeisttiry, poem, or ple
— anc a suggestion of abstract meanings beyond itselfe Téd
convertible is a real object in Erdrich’s story:rhgn and Henry buy
real car, fix it up, and drive around in it. Beyobding an object th
brothers own however, the car also represents thendship and the
bond they share. It suggests carefreeness, spagtara freedom (thin
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of the difference if the car was a tan r-van); perhaps it even reflec
Henry's life and soul. When Lyman rolls the caroirthe river, the re
convertible becons part of a symbolic act. He is not just gettirg) of
the car; he is giving it to Henry, evidence of lise for and dee
connection with his brothe

The distant hills irHills Like White Elephantare actual objects in tt
story, visible to the charters, and are prominent: included in the -
and discussed several times in the story. They seamnvey a sense
longing for that which is distant and unattainabédl the things you've
waited so long for,” as Jig puts it. Note that nmiagas in tte first sentence
of the previous paragraph are plural. Symbols Wggahvey a cluster ¢
possible meanings; they are rich, suggestive, anacative.
Knowledgeable readers do not reduce them to aesidgfinite meaning
The verbsuggesimay be safer tase than the versymbolizebecause it
conveys better the sense of a symbol's opennesdysivity, and
plurality.

6.2.2 Conventional and Traditional Symbols

Symbols often derive their meanings from the canbéxhe literary work
itself. Red convertiles have a certain cultural status in soc— they are
sexy. But they do not carry the particular symbatieanings that al
relied on in Erdrich’s story. The car The Red Convertib develops its
meanings from its specific associations with Lynaawd Fenry and their
situation. It is a ‘stor-specific’ symbol, one that receives its significa
from the work and may not have the same signifieapgtside of the
work. If you see a red convertible on the stréehay remind you of thi
story and its syibolic significance in the story, but it will not ggest the
same significance for someone who has not reasitting

In contrast are conventional and traditional symebdlhese do ha\
significance outside literary works and can cahattsignificancento a
work. Conventional symbols are objects like a matloflag, a dove,
Star of David; they are objects that can be sedri@ched, but they al:
have associations and meanings particular group® l@nsciousl
agreed to assign to them. Traditic symbols are objects that over ye
or even centuries have had certain meanings beattaghed to them |
a culture, or in many cultures. The rose, to us¢ #gxample again, ¢
object that is beautiful and fragile, has, by tiiadi, in many cultures
become a symbol of love, but the cultures did ndibdeately decide ti
attach that significance to the rc

Some symbols depend on the context within which they are used while
some have traditional meaning. Those in the latter category are
conventional or traditional symbols..

Conventional and traditional symbols bring into ierary work the
clusters of meaning they already possess outsiglenmtrk. For us t
respond to them according to usual the expectatd®Eends on ot
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having (or our learning about) the shared backgtoamd experiences
they depend on. No white elephants appear in ttiegef Hemingway’s
story. They are the imaginative half of a simildeTtitle itself should
make us begin asking in what ways hills are likatevielephants. We
should start with the physical, with the hills asages: In the story, Jig is
looking at the line of hills, white in the sun, asdys “They look like
white elephants”. She surely is talking about ptgiseappearance. The
hills are rounded and lumpy (not with sharp peaks points), so they
look sort of, a little bit, like the bodies of elgmts. Jig says later, “They
don't really look like white elephants. | just médhe colouring of their
skin through the trees”, but by then most readenbably have a visual
image of their shape as well.

If that was the only time the phrase was usedérstbry, it would simply
be a part of the description of the seeing. Big repeated three times, as
well as being the title phrase. Dwelling on it tivay suggests there is
more to it than an imaginative description of seftiAnd if Jig had said
only that the hills are like elephants, the phrasgbably would not get
beyond the physical. But she says they are liketevbiephants. That
takes us further, probably requiring us to explateat white elephants
are. TheOxford English Dictionarygives the following definitions for
white elephantall current when Hemingway was writing):

A rare albino variety of elephant which is highlgnerated in
some Asian countries. Big A burdensome or costly possession
(from the story that the kings of Siam were acoustt to make a
present of one of these animals to courtiers whi femdered
themselves obnoxious, in order to ruin the recipignthe cost of
its maintenance). Also, an object, scheme, etcsidered to be
without use or value.

White elephants have taken on traditional symbgiignificance in
Eastern cultures and, to some extent, Western teexieSome of that
traditional symbolic significance is carried intdills Like White
Elephantsthrough the repeated references to, and resyttiominence
of, white elephants in the story. The story implibat Jig, unlike the
man, has seen white elephants:

“They look like white elephants”, she said.
“I've never seen one”, the man drank his beer.
“No, you wouldn’t have”

If she has, she probably knows that they are ket and venerated and
(figuratively) a burdensome or useless possessibmir conversation
goes from “all the things you've waited so long’ftr “white elephants”
to the operation: the “simple operation” that i®t'meally an operation at
all”. It's left to the reader to decide what thesogttion is. It might well be
an abortion (see if that fits the way they talk @bit). In that case, her
use of white elephantssuggests a contrast (whether she intends the
application or not) between pregnancy and newdgea highly valued
treasure on the one hand, and as a burden or ant atithout value on
the other. In addition, the story implies thatigf dtays pregnant, the man
may soon think of her as a burdensome and unwaasskession.
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6.2.3 Archetypal Symbols

A special type of traditional symbol is anchetypal symbol Archetypes
are original models or patterns from which laténdls are made: the first
automobile that was constructed is the archetypallofater models.
Literary archetypesire symbols, character types, and plot linestthae
back to original models or patterns, especiallyanly myths, folktales,
fairy tales, and religious writings. They are usaghin and again in
literature until they come to carry a wide, neaulyiversal significance
and thus move most readers at a very deep emotevedl

Here, is a list of some archetypal symbols — a kgaathpling of all those
that could be listed — to illustrate what you caoki for:

* A meal or feast as a symbol of harmony and union

* A garden or park as a type of paradise

» The country as a place of natural beauty, freedonmnocence,
in contrast to a city as a place of artificialitydacorruption, or of
order and community

» A forest as natural beauty, or as a scary placeevbee can be
lost

* A spring or fountain as a symbol of purity and ifeyt

* The sea as a source of life, or as a symbol of efamgading to
death

* A desert or wilderness as a symbol of barrenn@sgtiress

* Avriver as boundary between worlds, thus as deafimetimes as
fertility and source of life

* Cycles of nature—the phases of the day (dawn, mmomset, and
night) and the seasons (spring, summer, autumn wamigr) —
suggesting the cycles of human life (birth and kpaidulthood,
old age, and death)

Character types can also take on symbolic sigmifiea Among
archetypal characters used through the centuriestta heroes, the
villain, the witch, the wanderer, the benevolenkeruthe tyrant, the
trickster, the siren, the angel, the keeper of ansdAnd narrative motifs
can carry archetypal significance. Examples usedutihout literature
and now rich with symbolic implications include aten stories,
salvation stories, and tales of temptation.

Among the most frequently used symbolic motifs,eesgly in longer
stories and poems, is the archetype of the joumvkich throughout the
centuries has suggested growth or achievement turimg, especially
through experience and education. Because, irstrate, all of us are on
a journey, stories, poems, and plays involving feys are often
especially meaningful and include some of the wsrldest-known
literary works. The car as a symbolThe Red Convertiblsuggests that
Lyman and Henry are on such a journey of growth expkrience, with
Henry’'s experience in Vietnam, though implied rattiescribed, forming
a crucial part of journey. The railway brings a i&msignificance into
“Hills Like White Elephants,” as the wanderings Europe
undertaken by Jig and the American (their luggageoivered with labels
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“from all the hotels where they had spent nightsgn echo th
directionless journey or wandering that is shapier lives

Study Session Summary

=y

Summary

In this Study Sessic we established that works of literature not o
help us see things in fresh and meaningful wayschntalso lead us
see deeply into and beyond things through the dssymbols. We
defineda symbolas something that represents both itself and sangge
else. We concluded that in prose fiction, a synibalsually an objec
although it is sometimes a character or an actidn.symbol's
characteristics usually relate closely to the alosion: it represents. We
identified some types of symbols and their exampld®se symbol
include literary symbols, conventional symbolsditianal symbols, an
archetypal symbols. We also examined the employroésymbols ir
selected prose fiction tex
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Study Session7

Style, Tone and Irony in Prose Fiction

Introduction

Among the elements which make up a prose fiction &ee style, tone
and irony. In fact, they are effective weaponsha hands of a fiction
writer to pass his messages across and make histoey vivid,

convincing, credible, comprehensive, didactic anteaining. In this
Study Session, we will dwell on the features, typksctions and
employment of style, tone and irony in prose fiatio

Learning Outcomes

When you have studied this session, you shouldleete:
7.lanalyse the style employed in a prose fiction.
7.2point out the tone of any prose fiction.
7.3critique the employment of irony in any prose fiction.

1.1 Style

StyleHow a speaker or writer  Style is the manner of linguistic expression ingeror verse. It is how a

says whatever it is that he speaker or writer says whatever it is that he séis. style of a work or

says or writes writing may be analyzed in terms of its diction aroice of words, its
sentence structure and syntax, the density ands tgbdts figurative
language, the patterns of its rhythm, componenhd®@and other formal
features, and its rhetorical aims and devices.

In traditional theories of Rhetoric, styles werasdlified into three main
levels: the high (or grand), the middle (or meamy the low (or base, or
plain) style. The doctrine of Decorum required tie level of style in a
work be appropriate to the speaker, the occasiahtla@ dignity of its
literary genre.

Northrop Frye introduced a variant of this longgsting theory of
stylistic levels in literature by making a basitfelientiation between the
demotic style (which is modelled on the languadejthms, and the
associations of ordinary speech) and the hieragle $which employs a
variety of formal elaborations that separate therdry language from
ordinary speech). Frye then proceeded to distilgaiigh, middle and
low level in each of these classes.

Paratactic style Another distinction made with increasing frequemeydiscussing prose
Members within a sentence or— gpyja jg that between parataxis and hypostasigaratactic style is one
a sequence of complete . . -

in which the members within a sentence or elseqaesece of complete
sentences, are put one after the other without expyession of their

sentences are put one after
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the other with or without the
use of ‘and’.

Hypotactic style

Relations within the sentence
or between sentences are
established through the use of
appropriate connectives.

80

connection or relations except (at most) the nomoital connective
‘and’. Hemingway'’s style is characteristically pa@ic. The members in
this sentence frormihe Sun also Risese joined merely by ‘and’: “It was
dim and dark and the pillars went high up and thezee people praying,
and it smelt of incense, and there were some wéuldgg buildings”. A
hypotactic style is one in which the temporal, logical and syntacti
relations between members and sentences are eaght@gsvords such as
(‘when’, ‘then’, ‘because’, ‘therefore’) or by ptwes (such as ‘in order
to’, ‘as a result’) or by the use of subordinategsies and clauses.

The way things are said, their style and tone, emata lot. The way
things are phrased and expressed can affect theimgeaords convey
(some people can talk their way out of anythinght?), and the tone of
voice can decidedly alter the message. “Nice shigth mean you love it
or you hate it, depending on whether you say ihesiastically about a
friend’s birthday present or mutter bitterly abautagged T-shirt with an
offensive slogan on the back. The same is trueafarork of fiction. A
work’s style is important because it is interestamgl enjoyable to read a
distinctive style of writing, and because stylepsethape tone, the ‘tone
of voice’ that affects how we take what is beinglsehether what the
narrator and characters say should be taken sti@igfardly, or with a
grain of salt, or the opposite way from which itgtted. This study
session focuses on some of the key elements th#tlmde to style and
tone — and on the specific tone of irony — to hghp be more alert to
subtleties of fine writing as you listen to or remdork of literature.

As you read a prose text the first time, you'll Ipably focus more on
what’s happening and why, then, on the way it'sl sifost readers listen
more intently for style on a second reading. Sadré a second time,
paying close attention to the way things are plurasel expressed — to
word choice, for example (listening for the soumdisvords as well as
determining their meaning), and to the way senterare constructed.
Think about whether the style seems to you appaiprand effective in
conveying what happens to the central characterthedfeelings she
experiences, for example, on hearing that her masbas died.

In everyday speech, style is used in at least twmprtant ways: “that’'s a
stylish suit” (it's attentive to the elements tl@e contemporary, 'in’,

attractive, effective) and: “that's their style alfbing things” (their

distinctive way or approach). Both uses apply wliscussing literature,
and they usually are closely related. Style, whapliad to writing, is the

manner in which a writer uses words, constructsesees, incorporates
non-literal expressions, and handles rhythm, timiagd tone, all

resulting in the effectiveness and individualityaolvriter’s work.

7.1.1 Style as Effectiveness of Expression

If your teacher asks you to discuss the style wfogk, she or he wants
you to describe how or explain why the words, swrgs, and
imaginative comparisons are effective in terms batMs being created:
Is it done ‘with style’, that is, with proper caaad in ways appropriate to
the content and purpose of the work? Such a questiguires that you
listen actively and attentively for at least thfeatures: words, sentences,
and imaginative comparisons.
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Effectiveness always depends on appropriatenesspecific context. In

expository writing, that means the appropriatenaisshe style to the

writing’s purpose: a formal style for a businedteleor a research paper,
an informal style for a personal letter or an esascribing your first day

at college. In fiction, the style in the narratiy@ssages must be
appropriate to the narrator, and in dialogue it infiighe characters and
the contexts in which they appear. A work of fiatiosually has multiple

styles, one for the narrative portions and differgtgles for the thoughts
or words of different characters.

7.1.2 Word Choice/Diction

Central to style is an author’s diction. Dictiorannarrow sense means
word choice, but in a broader sense it refers éoaverall character of
language used in writing or speech and includesabulary(choice of
words) andsyntax(arrangement of words, their ordering, groupingj a
placement within phrases, clauses, and sentences).

A writer can employ any of several types of dictiamd the kind that
predominates defines one aspect of a work’s style.words selected by
a published author, or by you as a student writiect the way the work
articulates the subject as well as the sound, nytand feel of the

writing. For instance, the formal diction in Kataddpin’'s The Story of an

Hour seems to fit the strong, reserved character of Medlard and the

tight, careful plotting that sets up the surpriedieg.

Here are some other types of diction, though sudistacan never be
complete and exhaustive.

1. Simple Words:*When Miss Emily Grierson died, our whole
town went to her funeral” (William Faulkner’s Rose for Emily
— except for the names, all the words are everydargs, as is
the language the narrator uses for objective dasmni “She was
sick for a long time. When we saw her again, her was cut
short, making her look like a girl”. The diction ithe first
sentence of Alice Walker'Bveryday Usés similar: “I will wait
for her in the yard which Maggie and | made sortlead wavy
yesterday afternoon”.

2. Complex Words: “But garages and cotton gins had encroached
and obliterated even thagustnames of that neighbourhood (
Rose forEmily). When the narrator — obviously educated and
formal — wants to convey an attitude towards somgtbarefully
and precisely, he turns to words derived from Hneoc Latin,
rather than to the simpler Anglo equivalents: Nesogle and
modern ways don’t edge in, they encroach (trespaksje they
don'’t belong; they don't just wipe away the worthgmes, they
obliterate (destroy violently) names that were atig(awe-
inspiring, deserving reverence and respect). Hermare such
diction from later in the story: “With the crayoacie of her father
musing profoundly above the bier and the ladieslasib and
moccasins and she carried a little suitcase” (leo&lrich’s The
Red Convertible). Lyman’s words describing Susyhfg usual
emphasis on the down-to-earth when describing tnimgs are.
He relates the facts, rarely trying to provide edasttheories or
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1.2 Tone

Tone Authors attitude
towards the subject matter
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explanations to explain them. Similarly, “the hatdy is swept
clean grooves” (Everyday Use).

3. Abstract Words: “You just don’t understand ... your heritage ...
make something of yourself ... a new day” (Everydase)lJ
Dee’s vague, empty parting words of advice helpdut the
irony that it is she, not her mother or sister, wieeds deeper
understanding. Likewise, “on the rare occasionsnagamething
opens within, and the music enters, what we mdielyr, or hear
corroborated, are personal, private, vanishing &voes” (James
Baldwin’s Sonny’s Blues).

4. Colloquialisms (informal, conversational expressios):
“Don’tchaknow it's Sunday all day?” (Where Are Yd@soing,
Where Have YouBeen?). The slurred syllables areackeristic
of speech, not written prose; the casual way Arnbtiend
expresses himself helps us know more of what hisadter is
like. Two other examples are “I'm an openmindedkingly”
(Love in L.A.), and “l ain’t learning nothing in Bool” (Sonny’s
Blues).

5. Slang: “A sweet broad soft-looking can”. Most of us wou't
use the word can in a school paper, but it fitégutly the breezy
“with it” personality Sammy wants to project. Anethexample
is the narrator’'s use of a slang term for heroisamny’s Blues:
“the first time Sonny had ever had horse.”

6. Dignified, sophisticated terminology:“A week later the mayor
wrote her himself, offering to call or to send be for her, and
received in reply a note on paper of an archaipehim a thin,
flowing calligraphy in faded ink, to the effect thehe no longer
went out at all” (A Rose for Emily) —the words caythe
polite, formal, old-fashioned way the mayor and $/Esnily treat
each other in what is a very delicate situation.

7. Technical terms: “The milk in it clabber [thickly curdled and
sour] by now” (Everyday Use) —the word is precisd anforms
us that the churn whose top Dee takes away asps&lie® is one
still being used in the household. Also, “behindbysies [a
window, shade, or door of horizontal slats of glassod, or
metal that can be adjusted for regulating air gitli closed upon
the sun of Sunday afternoon” (A Rose for Emily ).

This is a very vague critical term usually desigmatthe mood or
atmosphere of a work. However, in some restricteespit refers to the
author’s attitude to the reader (For instance, &ynmtimate, pompous)
or to the subject-matter (for example, ironic, tiglsolemn, satiric,
sentimental).

When you listen to a story, it's important to pdteation to itstone, the
‘tone of voice’ it projects, the attitude or ‘stanat takes toward the
characters and actions. Tone is a significant aspécstyle and of
communication generally: It can add to, modify, @ren invert the
meaning of the words expressed. If someone sagasplclose the door
behind you,” it makes a big difference if the woede spoken as a simple
reminder or as an angry demand. Either way, the &mus a lot that the



7.3 lrony

Irony A way of expression in
which the writer or speaker
creates a discrepancy between
the real and the obvious

Verbal Irony Here, what is
said or written is the opposite
of what is meant
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words themselves don't say. In the former casee toonveys respect,
acceptance, and confidence; in the latter, rebrajection, separation.
Tone in a literary work similarly gets in, arourashd behind the words to
indicate the attitude the work takes toward theattars, setting, subject,
or issues, or the attitude a character evincesrtbwa issue, situation,
setting, or another character.

When we talk, our own tone is conveyed by the atitexs in our voice.
For a writer, spoken inflections, obviously, aré¢ awailable, so tone must
usually be indicated through style: word choiceysvaf phrasing, and
kinds of comparisons; all can convey an attitudeatal what is being
described or discussed. Recall the Wag Story of an Howlescribes the
beauty of the spring day and then compares Mrslakis sense of
release and freedom to a living thing, “creeping afuthe sky, reaching
toward her through the sounds, the scents, thaicthat filled the air”
and forcing itself on her. The nature of the corngmer, words such as
‘possess her’ and ‘striving to beat it back’, ama powerlessness to stop
the approach of ‘this thing’ create momentarily aminous and
threatening tone. That turns to relief when Mrs.lidd accepts it
willingly, and the fact that she has had this sesfsieeedom and release
thrust on her unsought evokes sympathy for hem ¢heugh we might
generally be unsympathetic toward a wife who feelief at her spouse’s
death. A story can convey a wide variety of atésidoward characters
and events.

One of the more complex tonesiieny, a way of expression in which
the writer or speaker creates a discrepancy onigreity between what is
(reality) and what seems to be (appearance). Dealith irony requires

active reading because the words don’'t mean whay titerally say.

There, the reader has to be active in recognizimg) processing the
difference between what is said and what is mdamy appears in a
variety of forms. The sections that follow describe most important
types of irony and indicate what to listen for tecgrn each type.

7.3.1 Verbal Irony

In verbal irony, what is said is the opposite of what is meane@&iful
day!” when the weather is miserable). The name Wrikoiend, inWhere
Are You Going, Where Have You Besn&n example for Arnold is
anything but a friend to Connie. You need to re@gnhe incongruity
between the name and the person. Verbal irony mregjlistening signals
that what is said is not to be taken in a stragitérd way — exaggerated
and contradictory word choice, for example, or #heer absurdity of
what is said (it can't be straightforwardly true), the cutting tone with
which a word or phrase seems intended to be spdkepecific form of
verbal irony, sarcasm, is an especially directslhaand cutting form
(“ho, these eggs are fine. | prefer them black fasdd to the plate”). The
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Dramatic ironyA situation
whereby a character lives in a
fool’s paradise because he/she
does not yet know something
already known by the reader
or the audience.

Situational ironyWhen what
is realized is not what is
hoped for
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narrator's put-down of Sonny’'s friend: “And how atboyou? You're
pretty goddamn smart, | bet”, is sarcastic. If wisgsuch signals, we risk
misreading the work.

7.3.2 Dramatic Irony

Dramatic irony arises when a character says or does somethihghtha
reader or audience realizes has a meaning opposithat the character
intends. To detect dramatic irony, watch for oocmasiwhen characters
don'’t realize the full implications of what theyeasaying or of what
happens to them, and when you see more abounithiey do. A famous
example is the Greek tragedy Oedipus Rex, in whittoracle informs
Oedipus that he will murder his father and marg/rther. As the story
proceeds and we learn that Oedipus has indeed kdllenan and has
married a woman considerably older than him, wearbegrealize before
he and the other characters do that what the odedkared is true. Much
later, the power of the play comes from our growhogror as we watch
Oedipus and his mother grasp what we already kaow,our awareness
that we can do nothing to change the outcome. &ilyijlthe last line of
The Story an Hourepends on dramatic irony: We know that Mrs.
Mallard wasn't killed by joy at seeing her husbaltve and well, but
died from shock and disappointment instead. Alse, akert for the
possibility of dramatic irony when a work of fictiocuses an unreliable
narrator, in cases where you are aware of morettfenarrator is or the
characters are.

7.3.3 Situational Irony

In situational irony, a result or situation turngt wery differently from
what was expected or hoped for. To notice situatiorony, look for
reversals —when something turns around from whadet to be, or what
was expected, or what was desired. In many caseh, & reversal has
ironic implications. InEveryday Usgas Dee insists on being given the
quilts her mother and grandmother made, Mama edalv she had
“offered Dee (Wangero) a quilt when she went aveagdilege. Then she
had told me they were old-fashioned, out of styledny arises out of the
change in Dee’s attitude toward her heritage. Afgdiionic when Dee
accuses Mama of not appreciating her heritage whersituation has
made it clear that it's Dee who lacks such undaditey. Unlike dramatic
irony, in situational irony the reader does notessarily know more than
the characters and may be as surprised by whaehams the characters
are. That is the case with the unexpected doutilatiginal ironies ifThe
Story of an Hour First, the ‘something’ coming towards Mrs. Matlar
for which she waits fearfully, is not the senseoeérwhelming loss and
grief we expect her to feel; her reaction to theadion turns out to be the
opposite. Second, the few moments in which Mrs. lafdl does
experience a desire for life and an expectatiohapipiness end up being
the result of a clerical error and, instead of wenderful future she
glimpsed, lead to her death.
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Study Session Summary

O

Summary

In this Study Sessi(, we identifiedstyle, tone and irony as some of
elements that make up a prose fiction text. We atgoed that they a
effective weapons in the hands of a fiction writer pass his/he
messages across and make his/her story vivid, woimg, credible
comprelensive, didacti@nd entertaining. We also dw on the features,
types, and functions of style, tone and irony insgr fiction. We drev
illuminative exanples fran prose texts to illustrate the place of st
tone and irony in prose fictic

Bibliography

Reading

http://bcs.bedfordstmartins.com/virtualit/fictioldments.asp?eretrie
ved August, 201.

http://www.mhconnectenglishresources.com/inst m#RBA Langua
e.ppretrieved August, 2013.

http://aics.wa.edu.au/sites/default/fiproject resources/al/Literary%
Devices.doretrieved August, 2013.




ENG211 Forms of Literature |: Prose Fiction

Study Session8

Textual Analysis of a Short Story Matter
and Manner in Chinua Achebe’s ‘The

Introduction

Madman °

In Study Session Three, we discussed the featfirgsont story as a sub-
genre of prose fiction. In this Study Session, vile exemplify the basic
tenets of short story with Chinua Achebe’s The MadnThe Study
Session will dwell on the biography of the authibg context of his story,
its thematic preoccupations, techniques and elesnent

earning Outcomes

When you have studied this session, you shouldleeta:

8.1 discuss the thematic preoccupations of Chinua Achebe’s
literary works.

8.2 assess the techniques employed in the story

8.3 sketch the plot structure of the story

8.4 comment on the elements of the story

8.5 critique the story from the perspectives of its contentsfanm

8.1 About the Author: Chinua Achebe

Things Fall ApartAchebe’s
first novel, published in
1958

86

Chinua Achebe is an Igbo Nigerian novelist and @authf Things Fall

Apart, famous for writing unsentimentally about the effeof Western
colonialism on Igbo society. Born on November 163@, in Ogidi,

Nigeria, Chinua Achebe is a prominent Igbo (Iboyeist acclaimed for
his unsentimental depictions of the social and Ipsigical

disorientation accompanying the imposition of Wasteustoms and
values upon traditional African society. His pautar concern was with
emergent Africa at its moments of crisis; his nevednge in subject
matter from the first contact of an African villagéth the white man to
the educated African's attempt to create a firmaiorder out of the
changing values in a large city.Educated in Enghistthe University of
Ibadan, Achebe taught for a short time before fmnihe staff of the
Nigerian Broadcasting Corporation in Lagos, whexesérved as Director
of External Broadcasting during 1961-66. In 196&, do-founded a
publishing company at Enugu with the poet Christwp@®kigbo, who

died shortly thereafter in the Nigerian civil wam. 1969, Achebe toured
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the United States with his fellow writers Gabrieka®a and Cyprian
Ekwensi, lecturing at universities. Upon his retionNigeria, he was
appointed Research Fellow at the University of Nayeand became
professor of English, a position he held from 1@nél 1981 (Professor
emeritus from 1985). He was a Director (from 19@0)two Nigerian

publishing outfits, Heinemann Educational Books.L&thd Nwankwo-
Ifejika Ltd. After an automobile accident in Nigefin 1990 that left him
partially paralyzed, he moved to the United Stateisere he taught at
Bard College in New York. In 2009, Achebe left Baodioin the faculty

of Brown University in Providence, R.I.

8.2 Subject Matter of the Madman

Nwibe, with three other hefty men, whips the madmanof a hut which
the mad man uses as his resting place when theemarkmen are no
longer in the sheds. He also alights from a lomyaoother occasion and
gives the mad man the beating of his life, claimiodye correcting him
not to walk in the middle of the highway. He isatdaimed to order his
children to stone the madman and make remarks ab@ut(the
madman’s) nakedness.

On a particular market day, Nwibe rises early ®t\nis farm beyond the
stream to do some work before going to the maketferriment- taking
palm-wine with his peers. After Nwibe had finishib@ work, he decides
to wash off the sweat of work as usual. As he knta his bath, the
earlier mentioned madman who is on his way to theket comes to the
stream to drink some water.

The madman on seeing Nwibe quickly recognizes rsnhia oppressor
and decides to teach Nwibe the lesson of his Nigibe who is backing
the mad man hears laughter and turns quickly. §ettiea madman, he
threatens to whip him, but before he could make avement, the
madman takes his cloth and puts it on. He shoutseatnad man to drop
the cloth, but it is too late. Out of anger, Nwiitarts to chase the mad
man who has headed towards the highway. Unconscafusis
nakedness, he starts running after the madmantisg@nd cursing him.
Nwibe who could not meet up with the madman who hadome
practically lost among the much denser crowds noe8 his search
towards the market. Nwibe is sighted in his nutgyhis kinsmen; they
try in vain to stop him from entering the markelidgng that a madman
that enters the market can never be cured of himass. Nwibe is caught
at the middle of the market and is taken to twedi#nt medicine men by
his relatives. The first medicine man refuses ke teare of him, telling
them that Nwibe cannot be cured of his madnessulsecae has entered
the market. The second medicine man attempts &b ltien with the aim
of getting money from them. Unknown to his relasivlwibe comes to
his senses, and they believe that the medicinehaarured his madness.
Two years later, Nwibe makes fresh proposal famijm the community
of titled men in his town. However, Ozo men putdagie issue and treat
another issue.

The Madmaris a story that satirizes the folly of some merowin their
comfort and success in life, do not remember tp @itd be merciful to
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the less fortunate people in their societies. éspnts us with the tale
Nwibe, a man of hic¢ standing in Ogbu town, whose status continue
soar until the nemesis of his past maltreatmergt nfadman catches

with him. There is a tragic reversal of status aspte take a nake
Nwibe, running towards the market place, for alfresadman. He oes
not only miss the opportunity of joining the highlgspected Ozo titl
society to which he had applied, but also loseshhitserto high esteel
among family members and the whole community, stheg all see hin
as having, at least, experienced miss.

The story is preoccupied with p-independence realities in Nigeria.
the story, Achebe reveals some of the happenindsgeria; he uses tf
story to portray the oppression that was happeaing time the ricl
chastised, looked down on and [itled the underprivileged in tt
society. It is a tragic story which dwells on theolgem of man’s
inhumanity to man it post-independence Nigeria.

The Madman is about a sane man who runs mad chasing, naked, a
madman to recover his clothes which the madman had stolen while he
[the sane man] bathed.

8.2.1Themes

‘The Madman'’ has a theme of retribution.

The major theme of the story is retribution. Itressealed through tr
story that people will reap whatever they sow. Naiiba wealthy man ¢
high standing, who is even still rising. The madman the other sidt
has little value in the society. Madople have no honour in society, &
people who have experienced madness before aredbfxom holding
certain exalted positions. Nwibe has an encouwitér the madman, ar
instead of being considerate and kind, he jumpsndivam his mamm
wagon and bets him up. He is generously repaid when the mac
meets him naked in the stream. He packs Nwibethgland makes hil
(Nwibe) pursue him without having any cloth on. @ef Nwibe coulc
appraise the situation, he finds himself in the katplace, with te
outlook of a mad man. This iscoup de graceas Nwibe descends fro
exalted status in the society to share the famofmon people, such
mad mer

Another theme of the story is the side effects afygamy. The evil o
polygamy is brought to lighty the happenings in Nwibe’s househc
Nwibe is a polygamist who has two wives. Mgboye, senior wife, is .
“woman of peace who rarely demanded the respectalber from the
other”. Udenkwo, the second wife, is unruly and rgelaome. Whe
Nwibe thinks of changing his wives’ thatch roofs, the fear ofedkwo
setting the compound on fire keeps him from doingbbye’s hut righ
away. The home is also full of rancour as the wigéien quarrel o
minor issue:
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8.2.2 Character/ Characterization

The major characters in the story include Nwibe bbige, the madman
and Udenkwo.

Nwibe

He is the tragic hero of the story. He is wealthgple and of high
standing in the society. He seeks admission ingohitmnoured hierarchy
of Ozo title holders. However, his tragic flaw is lack of self control
and human feeling, especially for the destitute.ddgrily descends on
the madman when the latter s not well composedhemdad. He allowed
his lack of self control to blind him to nakedlyage a madman to the
market on a market day, when he could have usediowido appeal to,
or appease the madman when he was about to pi¢kiWibe’s) clothes.
If persuasion had failed, Nwibe could have patiesthyed in the stream
before finding his way home when darkness falls. whes not taken
serious whenever he pointed at the real madmaheasnad one. As a
result, he lost his high esteem in the society,\wasl forever disqualified
from becoming an Ozo title holder.

Mgboye

She is the first wife of Nwibe. She is a woman efpe who is not
accorded the respect due to her from the othdrgrashe suffers series
of provoking statements from her co-wife, Udenkwho is a woman of
trouble and is ready to make trouble with anybotipwrosses her path.

The Madman

Mad people are arguably the least recognized pdop®me societies.
This madman, though unimportant in his societytrdgs an important
man. The madness reduces Nwibe from a noble mah tdi a madman,
and later to an ex-madman. The madman is a consitacter used by
Achebe to buttress the point that everybody in sogiety is important,
and if not well treated, could decide the fate ¢ s0-called important
people.

8.2.3Setting

The story is set in a traditional Igbo society.idta society that is
governed by traditional beliefs and practices. Traditional family set-
up is also depicted in the story. Nwibe is a polggd, married to two
wives, with the attendant trouble associated witlygamy.

The role of the traditional medicine men is brought light. The
traditional belief that a mad person cannot belljoteured destroys
Nwibe’'s chance of ever-rising again to honour aodeptability among
the Ozo titled men. The physical setting of theyste the town of Ogbu,
a rural area.

8.2.4 Narrative Devices

The following are some of the devices used foratiffe narration.
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Suspense

Suspense is used as a technique to arouse thesintdérthe reader and
sustain their concentration. This is employed wiihenmadman keeps on
watching Nwibe, while that latter is naked in tleam.

Foreshadowing

Foreshadowing is used judiciously. There is a prétiom of madness on
Page 2, where Nwibe angrily scolds: “if Udenkwo dsazy, must
everybody else go crazy with her?” This is evereeaéd by Udenkwo
who replies her husband: “Udenkwo is always mad,tbase who are
sane let...?”

Setting for Special Effect

In this story, setting is used for special efféadr instance, market and
river have special effect upon the action and fafeNwibe, the
protagonist of the story.

Coincidence

Coincidence is used to develop the plot. Some unmmmoccurrences
happen by chance. It is a coincidence that the Niwée bathes in the
stream, the same time the madman is thirsty and goe same stream.
Nwibe decides to wash off his sweat at the streatha the same time
the mad man is also thirsty and also goes to thee sstream to drink
water. The two men from Nwibe’s village also gethie entrance of the
market when Nwibe also gets there in nakednessth&n@oincidence is
the occurrence of the incident on a market-day wimany people can
easily see and publicize the news about Nwibe'snsege madness. This
is used to quicken the downfall of Nwibe and prapel plot.

Role Reversal

Nwibe who had earlier been a sensible man latestto play the role of
a madman, and the lunatic becomes a sane man ®wsrdnd of the
story. This is used by the author for didactic effeNo condition is
permanent.

African Traditions

Achebe's own literary language is Standard Enddishded with Pidgin,
Igbo vocabulary, proverbs, images and speech pattém example of
his skills as a storyteller is in this story, ahfic layered narrative, in
which the social customs of the Ibo-speaking peaptestrongly present.
Nwibe, an honored member of a distant town Ogbanglo go to the
market, where he has once chased a madman out bfihand sent his
children to throw stones at him. As he washes byriver, the madman
snatches his clothes. Nwibe runs naked after himouting stop the
madman. The thief with the clothes disappears éncttowd, and Nwibe
is taken to a medicine-man, but he has lost higbkposition. "For how
could a man be the same again of whom witnesses dibthe lands of
Olu and Igbo have once reported that they saw tad@ye, hefty man in
his prime, stark naked, tearing through the crowdanswer the call of
the market-place. Such a man is marked forever."
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It is a superstition in Africa that when a madmarees into the marke
he becomes incurée. This is confirmed by the two men who try
prevent Nwibe from entering into the market witls madness. The fir
medicine man also confirms it through his refusakreat Nwibe. Th
setting of the story is a traditional Igho societycommon feate of
African traditional society is the prominence opststitious beliefs. Thi
can be found in the story. For example, a lunasic considere
irrevocably mad the moment he or she steps intongdet squar

Satire

The story criticizes and mocks cen ills in the society with a view t
proffering solutions. Indeed, the story exposesattieude of most peop
to those who are regarded as the dregs of thetgoMeckery is used t
show the foolishness of this attitude through Nvglfelly and resltant
fall from grace to grass. He is regarded by hisetp@s ‘a man of hig
standing’. This makes him harass the madman at @my every
opportunity. He is, however, punished and ridicudten the madma
catches him naked and packs his clothes. treats of whipping th
madman do not work as the madman flees with Nwiblethes.

Wise Sayings/Proverbs

Proverbs and wise sayings are used in the storgnkido makes use of
proverb in the last sentence on Page 2. The sewmulicine man als
says: “Ncone folds his arms because the condition of hikl ¢hibeyonc
hope”.

Study Session Summary

o7

Summary

In this Study Session, wexemplified the basic tenets of short st
using Chinua Achebe’s The Madman as illustra We dwelt on the
biography of the author (Chinua Achebe), the cantéxthe story, it:
thematic preoccupatior techniques and elements. We argued thi
The Madma, Achebe dwells on the themes of man’s inhumarot
man, vengeance/retribution and the ¢effects of polygamy. We als
identified and illustrated some of the formal pndjgs of the story
including suspense, coincidence, role reversaliresasuperstition
proverbs and foreshadowing. It is also concluded Achebe uses tt
story to teachome morals: patience, tolerance, kindness, andritya
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Study Session9

Themes and Techniques in Michael
Anthony’s ‘The Year in San Fernando

Introduction

In Study Session Three, we dwelt on the basic senétnovella. We
concluded that it is a prose fiction longer thashart story, but shorter
than a novel. In this Study Session, we will illag¢ the tenets of novella
with Michael Anthony’sThe Year in San Fernando.

earning Outcomes

When you have studied this session, you shouldleete:

9.1 write a biography of Michael Anthony.

9.2 highlight and assess the thematic preoccupations of Michael
Anthony’sThe Year in San Fernando.

9.3 critique the techniques and elements of the novella.

9.4 describe the nexus between the matter and the manner oiowela.

9.1 About the Author: Michael Anthony

Michael Anthony was born in Mayaro in 1930. He iatked Mayaro
Roman Catholic School, and from 1941 to 1942 speygar at a school
in San Fernando. This turned out to be the ingpimdor his novelThe
Year in San Fernand®y 1944, young Anthony won a bursary to attend
the San Fernando Technical School. Two years afterbegan an
internship at Trinidad Leaseholds Ltd. (also knoaenTexaco Inc). He
trained as a moulder and worked in the iron founamyil he left for
England. Anthony wrote some light verses for thmiflad Guardian. He
also wrote stories for the Barbadian literary magaB.1.M. In 1954, he
left for England. There, he worked in factoriest be also found time for
his literary pursuits contributing to ‘Caribbeanidtes’, a literary feature
of BBC'’s ‘Calling the Caribbean’. Unfortunately,nfhony and many
other young authors were left stranded when thigiamme was taken
off the air.Later, Anthony responded to an advenient by Hutchinson’s
Publishing Company calling for young writers to sub stories.
Publishers advised Michael Anthony to attempt &lérgth novel. In
1963, Anthony publishetlhe Games Were Comimdnhich was printed by
Andre DeutschThe Year in San Fernandeas published a couple years
after the first novel.
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At one time, Anthony worked in the United Kingdoamd then from
1970 to 1988, in Trinidad and Tobago. He was closskociated with
the National Cultural Council started by the latgri@ Minister, Dr. Eric
Williams in 1971, and supervised by the late argbtogist Dr. J.D.
Elder.In 1979, Anthony was presented with the Tai and Tobago’'s
Humming Bird Gold Medal for his contributions. Thizs, Anthony has
over twenty-five publications, which include shatbries, novels and
historical books on Trinidad and Tobago.

In 2003, Anthony was conferred an honorary docéobst the University
of the West Indies at St. Augustine for his conttibn to literature in
Trinidad and Tobago and the Caribbean.

Michael Anthony's Works

Novels:
The Games Were Coming - London, Deutsch, 1963

The Year in San Fernando - London, Deutsch, 1965
Green Days by the River - London, Deutsch, 1967
Streets of Conflict - London, 1976
All That Glitters - London, Deutsch, 1981
Bright Road to El Dorado - Walton-on-Thames, Surrey, Nelson, 1982
The Becket Factor - London, Collins, 1990
In the Heat of the Day - Portsmouth, New Hampshire, Heinemann Educational Publishers,
1996
High Tide of Intrigue — Heinemann, 2001
Short Stories:
Sandra Street and other stories - London, Heinemann Secondary Readers, 1973
Cricket in the Road - London, Deutsch, 1973
Folk Tales and Fantasies - Port-of-Spain, Columbus, 1976
The Chieftain's Carnival and Other Stories - London, Longman, 1993
He has contributed to many anthologies and journals including: Caribbean Prose; Island
Voices-Stories from the Caribbean; Response; The Sun's Eyes; West Indian Narrative; BIM; The

Bajan.

General:
Glimpses of Trinidad and Tobago: with a glance at the West Indies - Port of Spain, Columbus
Publishers, 1974

Profile Trinidad: A Historical Survey from the Discovery to 1900 - London, Macmillan, 1975
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Editor, with Andrew Carr, David Frost Introduces Trinidad and Tobago -London, Deutsch, 1975
Folk Tales and Fantasies - Port of Spain: Columbus Publishers, 1976

The Making of Port-of-Spain 1757-1939 - Port-of-Spain, Key Caribbean, 1978

First in Trinidad - Port-of-Spain, Circle Press, 1985

Heroes of the People of Trinidad and Tobago - Port-of-Spain, Circle Press, 1986

The History of Aviation in Trinidad and Tobago 1913-1962 - Port-of-Spain, Paria, 1987

A Better and Brighter Day - Port-of-Spain, Circle Press, 1987

Towns and Villages of Trinidad and Tobago - Port-of-Spain, Circle Press, 1988

Parade of the Carnivals of Trinidad 1839-1989 - Port-of-Spain, Circle Press, 1989

The Golden Quest: The Four Voyages of Christopher Columbus - London, Macmillan
Caribbean, 1992

Historical Dictionary of Trinidad and Tobago - Lanham, Maryland, Scarecrow Press, 1997

Awards:
The Arts Council of Great Britain 1967 Fellowship

T&T's Hummingbird Gold Medal — 1979

9.2 Critique of “The Year in San Fernando”
9.2.1 Subject Matter and Thematic Preoccupations

The text,The Year in San Fernandwy Michael Anthony, is a novella.
This is informed by its volume and content. Itngermediate between the
novel and short story.The Year in San Fernanddés a semi-
autobiographical text containing the personal ¢l experiences of
Anthony’s life. It tells an analytical story of welve-year-old boy named
Francis who by fate travels to San Fernando fronydvtato become a
servant-companion to Mrs.Chandles. His mother lmadly initiates the
move, but her son (Francis), helpless as he imable to reject the idea,
though he tries to decline with the thought that diiher siblings have
been looking forward to getting such an opportusitythat it may serve
as an escape route out of the impoverished conditiche family after
the death of their father.

Therefore, twelve-year-old Francis gets a chanagotfor a year to San
Fernando to work as a servant-companion to old Ktendler, but he
has never seen a town before or been away fromwtrenth of his
family. The novella dwells on the experiences gbang boy who has to
take care of an old lady. The old lady’s son waslved with two ladies
in two different towns. In fact, the story is abdtrancis's adventures in
San Fernando. San Fernando is one of Trinidadarroigies; it is quite
hilly and is located on the islands of the soutlstem coast.

The travel is somewhat tedious for the first-tinmethe city because he
has never left Mayaro for the city in his life. Hiay reached San
Fernando, Romaine Street where Mr.Chandles gigantigarallel,
imposing building is located, he meets hard bitfugprises as to the
reception of the Chandles in San Fernando. He#&edd as a second class
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citizen at San Fernando to the degree that he reases thinking abo
his village communalistic life which is conversette city life in Sar
Fernandc

During his stay, his mother (Ma) takes pain to seewbl-being of her
transplanted son in San Fernando as a result détiee he sends. She
warmly received by Mrs.Chandles, but the situattbher son displeas:
her; even she bursts into tears ¢e cannot hold her emotion. The yot
boy (Francis) grows with the different experientesis exposed to |
San Fernando. There, he responds to pressure ahésg’ in man as t
is entangled in love with Julia (an older lady). Beguires marketin
skills as he is tutored by Brinneta before she leaveshasea raw de:
with the hidden life of the Chandles which the aeésworld is no
familiar with, especially his own biological moth@via). He is expose
to different seasons in San Fernando (Rain s, Dry and Indian
Summer). He learns much about what his teachallajer (Mayaro) ha
taught him about Mountain Naparaima, climatic gditwes of Sar
Fernando, various people that market their goodseair market, and tr
like.

Francis’ family is stuc in poverty in the village of Mayaro, while tl
Chandles family exudes opulence and wealth in esenge of the wor
for Mr.Chandles wallows in an aura of aristocraEyancis mother i
merely a poor office worker, whose meagre pay lyasdktains a fany
of four children. It is in a bid to strive to bettihe lot of his family tha
the poor Francis moves over to the town of Sandfeta, but ironically
he could not cope with the atmosphere of aristgceantl extreme weall
that he sees himself in. T is partly due to the problem of soc
stratification in the societ

Despite so much wealth, tension and tug of warnreigpreme in th
entire household of the Chandles. Mrs.Chandles hardtwo children
Edwin and Chandles, are always at loggerheahe whole scenario
makes Francis sick, and he concludes that no $uatp would happen i
his own family despite his poor background. Themfon spite of thi
opulence and refinement of the Chandles, they Imavpeace of minc
One had expected that wth would bring in peace, but ratl
dissatisfaction, war of attrition and disunity bewthe order of the de
especially on weekends when Mr.Chandles comes fibackthe forestr
office. Wealth is not peac

Essentially, the novel mirrors the contrasthe lives of the two familie:
one poor, and the other rich. All that glittersxat gold

The Year in San Fernando portrays a contrast between two families, one
poor but peaceful, the other rich but turbulent..
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9.2.2Techniques

There are various techniques that the author eraploy make his
narrative real to his readers. The techniques decthe following:

The Use of Minute Details/Vividness

The author, Michael Anthony, makes use of this metbf narration in

which he paints with clarity all incidents in theowvella. Far from

displaying a lack of form, the novella is remarkafir a nearly classical
observance of the unities. One action (what happerihe boy), one
place (the town of San Fernando — he leaves Mawé#er the first

chapter), and one time (the year). Francis’ physiearld is clearly

defined — the Chandles’ house placed at a partiaditance from the
house (the market, the wharf, and so on), and psraod objects (the girl
Julia and Mt Naparaima) seen on journeys to am ftee house. Within
this physical framed world, Francis’ behaviour iseg pattern by a
number of routines in which the same way as samalentions do in
real life, going to the market, sweeping the howsatering the plants,
and rubbing Mrs.Chandles’ legs with Sacrool, ‘thdidn Sacred Oil, or
looking at the growing cane and the cane fire endrstant fields, sitting
still in the hideaway among the concrete pillarshef tall house, listening
to the sounds — passing traffic, distant music,cesi upstairs and
thinking of the things and people in his life. Fastance:

1. The author paints the vivid picture of the tall lding in San
Fernando. Now the tall strange building towerechhadpove the
streets and under their overhanging verandas thenpent
teemed with people. There were bright colouredtéigiashing
on and off, and some flashed things were in thédwvor

2. The power of description of the author is dextelpulésplayed
in the text as he paints the magnificence of Mrriches’
building.

3. The falling of rain alternating with the sun.

4. The description of the major streets, such as @offreets,
Romaine Street, Cascade Street, Celesta Stredeb® Street,
and Keat's Street in San Fernando and their spderac
characteristics.

The Use of Stream of Consciousness

The author often times reveals his psychologicakenap in guise of
Francis in the text. Francis’ psychological postigereally monitored
through the use of stream of consciousness. Ha¢sjawill plunge into
reminiscences of the past events in such a fasthah narration is
rendered in his explanation of the events in tke tor example:

1. “And now slowly, my thought shifted to the big heus San
Fernando. | wished | had some idea of what it |ookiee. This
was really a huge, great building traffic. As Irtad my head to
take in again the vastness of the Forestry Offitg heart almost
leaped to my mouth. Just on the other side ofigex-tvire was
Mr.Chandles” (pg. 6). Here the narrator is seemetrsed in the
valley of imagination, and this is made manifestthe reader
through interior monologue.
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2. “And when Balgobin came to mind we were often whim at
the river. Sometimes he would chase us aroundrawthis into
the deep part but if he shipped and fell, we walldjet hold of
him and throw him in. He was amazing in the rilée. stayed so
long underneath sometimes you’d thoughthe'd drownd.
10).

The narrator, Francis, usually travels in the spzideis memory
throughout the novella. The memory of riverside ezignce or
excitement with his village peers lingers, and émembers the
dexterity of Balgobin in swimming and his swimmiskjll in the
water.

3. “How many Pepsi Cola signs were in the world?” Theught
came to my head. That sign was one of the firgtgshil had
noticed at Rio-Chario. There was one even at MaybBrany
jaded mind | thought of that girl thinking Pepsil&all over the
world” (pg. 10).

4. “Then my thoughts went to Mr.Chandles just as ®lsien about
the house would have made me feel less desolatevddemy
only link between Mayaro and this foreign world. kied become
so different” (pg. 15).

Many more thoughts make routes in Francis’ mindaaesult of his
experience. The experience he has makes his psgptal posture to
suffer, and this subsequently provokes various ghtaiin him, and by
this, he intimates his readers with the goingsrohnis inner self.

The text’ The Year in San Fernands more of psychology than history
in the sense that the author aptly educates tliereabout the effect of
harrowing experiences on man’s personality. Itbdgious in the text that
what Francis goes through shapes his attitude lindinng about life,
and, consequently, it will affect his personality his future life as
stipulated by Sigmund Freud’s Psychoanalytic angRssexual Theory.

More is known about Francis through the authoraaadight on Francis’
psyche. Francis reminisces and imagines most teane, the author
(Anthony) usually fixes up his readers by informimgs narrator’s

psychology.
The Use of Symbols

The author cleverly employs the use of symbolsisnaork, that is, there
are incidents that stand to depict something diffein the mind of the
reader. These are analyzed below:

1. The fracas that erupts on Easter Thursday betwee@hdndles
and Mrs.Chandles seems to be symbolic. From Holyrdday,
Francis, like Jesus Christ, suffers his passiohobuEaster day,
the day of Christ’s resurrection, there is genbkagipiness.

2. Mrs.Princet’s visit is a balm. She is a pleasureman with
humane touch. Her comportment is a contrast to Gindles’
whose behaviour she modifies all through her stayhe big
house (pp 70—71). Her arrival into the Chandleside brings a
sort of unusual relief to Francis whose is seea ascond class
citizen in the family.



Study Session9Themes and Techniques in Michael Anthony’s ‘The Year in San Fernando *

3. The cat-and-dove-birds tangle in the passage idbalen Life
must be taken carefully in order not to lose onkfe or
advantage of another.

4. Throughout the text, the rains are the symbol f&f kwhile the
dry season symbolizes aridity and death. Water s\izgs
strength and freshness, whereas dryness portestisiateon and
hopelessness. This is evident in Mrs.Chandlesasdn in the
text; she feels alright with advent of rains, bogds brightness
and vitality when dry season appears.

5. The manner by which rains fell and stopped is al®jrof the
incessant quarrel between Mrs.Chandles and her Abrhe
moment when there are no more big quarrels in tusdin any
way does not however suggest that the struggl¢hfohouse is
over. We are told thus; ‘In a way it had seemedetlveas calm in
the dispute with Mr.Chandles, but really there was calm’
(p.120).

6. The luxuriance of the sweet broom weed is symboficevil
which easily sprouts whether or not it is catered doodness,
like previous flowers do not flourish easily.

7. The alteration between rain and dryness seems torb#ection
of disagreement and harmony in Chandles’ houseoriarg to
the narrator, ‘usually the sky had been overcast there had
always been the feeling that the bright spell waubd last. And
indeed it hadn't (p.14).

8. The never-drying sweet broom weed which pushesaupigh
again and again among the flowers is a symbol ef rtaver-
ending misunderstanding in Chandles’ house wheegettare
both beauty and wealth.

Story within a Story

The author exposes Francis’ fantasies, his day ntkeaas his
subconscious mind repaints in his dreams the jguoaek home with his
idealized lover (Julia) who charges him not to gate love game now
but to face his studies squarely. He plunges intutheer form of fantasy
as he finds himself being winked at from the coffearrying

Mrs.Chandles’ lifeless body. His last terminus aftasy gives him a pill
of guilt as conscience pricks him of Edwin’s ondlatowhich he fails to
return. His conscience seems to have convicted duer the matter,
which is why everybody seems to be running to tmirtal

The Use of Irony

1. There is a great irony used when Francis admitddesn't like
Marva, whereas her husband-to-be, Mr.Chandlesrnrgohim
that ‘you two (Marva and Francis) should do well.

2. It seems to be ironic that San Fernando which Ntekshwill be
fair haven for her son turns a land of slavery sTikilike biblical
Jacob and his children when they migrate to Egyifit dancing
and mirth, not knowing that the land will laterrtinto their land
of suffering and bitter slavery. This is the expade to share,
one believes, when Francis reaches home. It willabgreat
surprise to both Ma and her other children whoritl have the
opportunity to see life in the city.
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It is an irony of life to Francis himself to havetmessed constant
domestic feuds in Chandles’ house which makes birave a
reminiscence of his family at the village whichKkadhe luxury
of the Chandles’ house, but where family membeitkslise in
harmony and love.

It is ironic that despite all the refinement andmmmic power of
Mr.Chandles, he couldn't make a good relationshifh his
mother to the extent that oftentimes the motherstjoies the
importance of education given to him and calls lameducated
pig’.

It sounds ironic that Mrs.Chandles’ sons (Mr.Chasdland
Edwin) cannot get along well with each other. Thaydly greet
each other when Edwin comes to pay his motherit Visough
they are two, they cannot make good friends. Maiiden are
four (Sil, Anna, Felix and Francis); they relatellimeven Francis
asks of their well being when in San Fernando, laadFrancis)
is happy to re-unite with them when leaving Sam&edo for the
village.

It is metaphorically ironic that ‘one man’s sausenother man’s
poison’. Dry season that brings relief to Ma in tileage heralds
trouble for Mrs.Chandles in the city.

Foil Characters

1. Mrs.Chandles and Ma are two worlds apart. Ma céateeavell

2.

with her children, but Mrs.Chandles cannot.

Mrs.Princet’'s disposition about life is differentrofn
Mrs.Chandles’. The latter's and former's relatiapshwith
Francis contrasts them with each other.

Mr.Chandles and Edwin are two different entitieee Tormer is
portrayed as aggressive and insolent to his motlikile the
latter makes a good relationship with his mother.

Mr.Soames is stem, but Mr. Langley is a teacher eiimurages
his pupils.

The Use of Contrast

The author contrasts the following:

arwpdE

Francis and the Chandles

Mayaro and San Fernando

Francis’ family and the Chandles

Rainy season and Dry season

Planting season and crop season (harvest).

9.2.3Style

Following are the styles employed for effectiveration

Point-of-View

The story inThe Year in San Fernands presented in the first-person
narrative style. This means the author uses ortkeotharacters, in this
case, Francis, to tell the story.The novel is edfvith poetic prose.
Again, simplicity of language runs through all theges. This makes it
easy for an average reader to comprehend the withrgut much hassle.
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Take this for example: “I wish | had some idea dfatvit looked like.
wondered it was as fine a building as this ForeStfyce here. This wa
really a huge, great building. Terri.... he smiled with me”

Conversely virtually every dialogue is rendered ansort of pidgir
English. Example: “You is the little boy?” (pg. 21you is a man! (p¢
21) “Yes, | call you. How you like San Fernando®Hat sort of worl
you does do here’

The Use of Kid Narrator

Francis is twelve years old when he leaves Mayarw he is see
throughout the story as the narrator. The authop&adhis with a view t
exploring the coming transition of the Caribbeanisites in the 1950-
their period of indpendence -and to reflect the newness of 1
independence. Francis is a tool to experimentdkibe grows or pass
from being a child to another stage of developnerttis passage froi
Mayaro to San Fernando. It shows the passage ofyaHrancis, frm
childhood to adolescen:

Social Realism

The novella relies on the convention of Social Real as it is
preoccupied with societal problems. This kind ajgar fiction collects it
materials from archival data be

Bildungsroman

The novella is dbildungsroman; that is, a text of education. Itidepthe
growth of Francis from childhood to adolescencenirpassivity tc
activity, from innocence to knowledge, immaturity maturity, from
sexual passivity to sexual alertn

Study Session Summary

o7

Summary

In this Study Sessic we carried out an analysis of Michael Anthon
novella tittedThe Year in San Fernandd/e contextualized the analy:
by beginning with the biography of the author. Wemenented on th
thematic preoccupations of the noa, including love, excursion, chi
abuse, filial conflict, alienation and the like. Wso examined tt
techniques employed in the novella, and its elemérhe novella wa
also critiqued by commenting critically on the ngetween its conte
and fom.
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Study Session 10

Matter and Manner in Richard Wrigth’s
Black Boy

Introduction

In Study Session Three, we will discuss the basiets, forms, types and
functions of the novel. We are embarking on an ymmsl of a
paradigmatic African American novel with a view itdentifying its
thematic preoccupations, technical features, el&snemd enduring
strengths. We will also attempt a critique of thatter and manner of the
novel.

earning Outcomes

When you have studied this session, you shouldleeta:

10.lidentify and discuss the thematic preoccupations of Richard
Wright's Black Boy.

10.2analyse the techniques of the novel.

10.3discuss the adroit blend of matter and manner in the novel

10.1 About the Author: Richard Wright

Richard Wright, the grandson of slaves, was born Natchez,
Mississippi, on 4th September, 1908. His fatheredes the family in
1914, and when Richard was ten years old, his mdiad a paralytic
stroke. The family was extremely poor, and afterbrgef formal
education, he was forced to seek employment inramesupport his
mother. He later wrote: "The bleakness of the futaifected my will to
study. What had | learned so far that would helptmenake a living?
Nothing. | could be a porter like my father befame, but what else? And
the problem of living as a Negro was cold and hard”

Wright worked in a series of menial jobs in Memphite wanted to

continue his education by using the local librdoyt Jim Crow laws

prevented this. Wright solved the problem by foggitotes to pretend he
was collecting the books for a white man. During tperiod, he was
particularly impressed by the work of H. L. Menckdineodore Dreiser
and Sinclair Lewis.

After passing a civil service examination, Wriginds work as a post
office clerk. After the Wall Street Crash and thegimning of the
Depression, Wright lost his job. For a period, bienfd employment with
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the Negro Burial Society, but that came to an end931, and he was
forced to go on relief. After several temporary gplthe relief office

found him work with the Federal Writers' Projechi§ enabled him to
publish his short story, ‘Superstition’, in the raame Abbott's Monthly

In 1932, Wright began attending meetings of therdity group, the John
Reed Club. He later wrote:

The revolutionary words leaped from the page and
struck me with tremendous force. My attention was
caught by the similarity of the experiences of vessk

in other lands, by the possibility of uniting sea#td but
kindred peoples into a whole. It seemed to me libad

at last, in the realm of revolutionary expressiNegro
experience could find a home, a functioning valod a
role.

He met several Marxists at the club, and later Wedr joined the
American Communist Party. His poems, short-stogied essays were
accepted by various left-wing journals, includitg New Masses, Left
Front and International Literature. His poem, Betweeea YNorld and

Me, and a short story, ‘Big Boy Leaves Homes’, both based on the
lynching of a black man that he had witnessed wiewas a child.

In May 1937, Wright moved to New York where he bmaeaHarlem
editor of the Daily Worker and a new literary qealst, New Challenge.
The following year,Uncle Tom's Childrena collection of short stories
about racism in the United States, was publishedl940, Bright and
Morning Starwas published, and Wright announced that all t@®sl
would be used to help to pay the appeal costs of BE@wder, the
general secretary of the American Communist Pastyp had been
sentenced to four years in prison for misusingsspart.

Wright's novel,Native Sonwas accepted by the publishers, Harper, in
1940. The Book of the Month Club selected the naa®lits March
selection, therefore ensuring large sales and @tyblOver a quarter of a
million copies were sold within four weeks, makinghe fastest selling
Harper novel in twenty years.

Irving Howe argued: "The daMative Sonappeared, American culture
was changed forever. No matter how much qualifyimg book might
later need, it made impossible a repetition of the lies. In all its
crudeness, melodrama, and claustrophobia of vidRichard Wright's
novel brought out into the open, as no one everledre, the hatred,
fear, and violence that have crippled and may getrdy our culture."

By 1944, Wright felt that the American Communisttiavas almost as
oppressive as capitalism. He left the party andighid an article in the
Atlantic Monthly, entitled ‘The God That Failed’.eHemained a Marxist,
but as he pointed out in his article, "I wanted&a communist, but my
kind of communist". He added: "I knew in my hedratt| should never
be able to feel and that simple sharpness abaytdifould never again
express such passionate hope, should never agdie s@ total a
commitment of faith.”
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Wright's powerful autobiographflack Boy: A Record of Childhood and
Youth was published in 1945. After the Second World Waostility
towards writers with left-wing views increased, and.947, he moved to
Paris. He told a friend that "any black man renrann the United States
after the age of thirty-five was bound to kill, kided, or go insane." In
Paris, he joined a group of black writers and t&rtibat included James
Baldwin, Chester Himes and Ollie Harrington.

Wright's work inspired a generation of black wsteEldridge Cleaver
wrote in Soul on Ice (1968): "Of all black Americaavelists, and indeed
of all American novelists of any hue, Richard Wtigbigns supreme for
all profound political, economic, and social refeze.”

Wright's final novel, The Long Dreanwas published in 1958. Richard
Wright died of a heart attack in Paris on 28th Noker, 1960. There had
been no history of heart trouble, and rumours tited that he had been
murdered. Wright was himself concerned about thesipdity of being
killed since being investigated by Joseph McCaith§953. Just before
his death, Wright had received several mysterioisnp calls from
people with fictitious names.

10.2 Analysis of Black Boy
10.2.1 Subject Matter

Black Boyfocuses on the life and history of an internatiofmerican

writer, Richard Wright. He gives a chronologicaknasion of formative
years — starting with his accidental setting of faimily house on fire at
the age of six years. It also dwells on his fightiwith others for
autonomy. He fights injustice at home, in churct awen in school.

It is also seen in the text the ordeal of beingkla a world dominated
by southern whites. By this, he is able to naresgperience of poverty,
isolation, ruthlessness, racial discrimination agregation, torture,
brutality, violence and death. As they denied tthentity of Black in
America, it is a short of Binary-Dichotomy. The téx written as a quest
for the liberation of the mind and the human sphié uses the book to
liberate himself and his society. It is a work ohdemnation of mind.

Black Boyis the tragic and harrowing autobiographical stoia young
‘Negro’, Richard, growing up in a difficult and @&eherous world
dominated and controlled by the whites. And sucltkedness and
treachery is visited upon, not only the author, duthe struggles of the
blacks to accommodate themselves to constant icguahd humiliations
while maintaining a modicum of personal dignity.eTtvhole scenario
shows a savage physical assault on the blacks’ lgotigs in their
oppression. No doubt that the blacks suffered dsmtionately under
the exploitative social system, yet the successy sv6 their triumph
against all odds is what makes the story what iTle book has a theme
of exploitation and defeat, as well as triumphhatend.

There is also the theme of ‘racism’ in the textcdese a black boy gets
the sole purpose of survival, to make enough meode where he could
be himself. Wright grew up in the deep dirty soutie Jim Crow South
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of the early twentieth century. From an early agehard Wright wa:
aware of wo races, the black and the white. Yet, he nevdersiood th
relationship between the two races. This ignoragatehim into trouble
many times. When in Memphis, Wright reluctantlywamed the role th¢
the society dictated for him, the role of a blboy. As a young teenagq
he says, “I dreamed of going North and writing t®ald novels. Th
North symbolized to me all that | had not felt aee&n” (p.186

In the text, Wright admits that his goal was nogtoto the North, but t
escape the South.e believed that the North was a harbour for thal
prejudices and injustices that characterized thattsdis ultimate an
all-consuming goal was to reach the North. To achibig he betraye
his moral beliefs, doing things and falling victim pcwers and beliefs
that he said he never would: such as the sinsrhigignother talked abo
for the first time in his life

The story is in the convention of socialist realishis is because Richa
Wright mirrors the evils in the society and suggeke possible solutions
to them. The story is se-autobiographical because the reec
encounters some of the historical facts of the @uthnd the authc
makes use of the first person narrative technigi¢iserefore shows th:
the author tells his owrtory.

Black Boy is about racism and the dehumanization of African-
Americans in the Southern States, illustrated through the life of Richard
Wright.

10.2.2The Manner

The story is a faction that combines fact and dicttogether. This is
text of protest in the sense that it condemns tieblem of racism i
America.

This protest literature which aims at condemningjsra and perpetu
enslavement of the blacks isrrated in simple, straight and dire
diction. The story is not sensational, but coucihedr language th:
mirrors the unpredictable background and attitudée author. Even tF
title of the book ‘black boy’ which though is sineplgives us an image
colour prejudices of the white man against Afr-Americans

There is the use of archetypal character. Richamtesents Africa
Americans and all the oppressed people. He shosvsttfiering of blacl
people through his own life because suffering isintegral part of his
life. The black is tortured by the white, and ttag not given the san
consideration in terms of social, economic, pdiitiand educationi
opportunities. Richard, as a member of the blacke,rauffers a lot ¢
discrimination in /merica, and later he summons the courage to

against the dehumanization before he finally ghiesdom. The illnesse
which attack our main protagonist here in the notr@t is, Richard, i
symbolic of the poverty, penury, colour discrimioat anc social
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degradation of African Americans as a whole, wheide forcefully more
or less in the southern states of America. Liféhi@ south is uncertain,
that not even the author is sure of the next mopenthe puts, in the
novel: “Before dawn we were rolling away”. This tetment images the
precarious picture of the entire African Americansthe face of the
whites’ segregation.

Being a notable writer on racism, it is expectedt the use of details and
imageries, would help bring home the message awdaiherein; thus
their house ‘looked black and hostile’, while thesence of flowers in the
city makes the whole place look ‘dead’, and thérertousehold were all
cramped in a bedroom and a kitchen. It is the isgom created in our
minds’ eyes by the use of details in the novel thakes us realize the
plight of African Americans.

The story is narrated in the first-person pointvigw. Throughout the
story, it is a narrator who narrates and uses toequn ‘I’ or ‘We'. This
point of view makes the story authentic. Howeves, limitations are
obvious because the narrator can only present nactio which he
participated in or which he was told of; in theetatase, he mentions his
source. Consequently, the story revolves arounddhgtor, Richard.

A historical/biblical allusion is made in the novi the wandering
children of Israel in the wilderness; how they joeyed to the world
unknown, the Promised Land, only as a measuretbf faut not knowing
the next fate that awaits them. The condition ofigdin Americans, as
depicted in the text is similar to that of the aiifls and slaves in history,
as reported by Mallock and Pallock (historiansysthi*'when they go to
bed on Sunday night, they do not know what Mondawosk will be; it
may be threshing, it may be ditching, they do ma’. This was the lot
and plight of African Americans.

10.2.3 Major Characters

The following are the major character8iack Boy
Richard Wright

The narratoBlack Boydeals with his childhood and young adulthood.
He is an extremely intelligent African American bayming of age in the
South in the early 1900's. The brutality and ignoeathat he sees
between Blacks and Whites influences his views awe relations. He
considers racism and its ills to be American protdeand believes that
American politics must change if society is goingchange. He joins the
Communist party because he thinks it, of any palitbody, most taps
into 'the hunger' of humankind: what people want @iulife. He finds
ignorance and violence within the party as welt, lemains hopeful.

Ella Wright

Richard Wright's mother. She is a dark figure in ight's life,
administering extreme beatings when he gets initdlabod trouble,
guilt-tripping him into attending church, and réfg to answer any
guestions about their past or current environntemt.a curious child, she
is a stifling presence. After suffering a strokbe gs bedridden. She
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remains with Wright throughout the book, movingnfrapartment to
apartment and gradually becoming more understarafihgs life.

Granny

Granny, who sometimes lives with the family, is H&iod's mother to an
extreme. She beats him casually, and berates &limgthim he is full of

sin. A Seventh Day Adventist, she is a ridiculons #rustrating figure

when she bans books from the house and forbidsaRldio get a job on
Saturday Sabbath, even though they are starving.

Father

Wright's father, though he does not appear muclh@ book, is an
important figure in his development. He is firsesas the lawmaker, and
Wright is terrified of him. After he abandons hianfily to live with
another woman, Wright finds him a pathetic exampiea man who
responded to the struggle of being black by drigkamd womanizing.
Wright views his father as something he does net @ant to become.

Aunt Addie

Aunt Addie is just one of the many characters wiiestto discipline

Wright. His aunt but also his teacher in Sundaysthshe too beats him
indiscriminately when his attitude offends her.d#y though, he lashes
out against her for good, threatening to kill Hestie hits him once more.
This showdown plays a big part in the family's graddecision that
Wright is a lost cause. By the time he has movddobthe house, he is
considered by many family members to be a lost soul

10.2.4 Minor Characters

The following are the major character8iack Boy
Griggs

A classmate of Wright's. He tries to show Wrightvhim get along with

white people so that he won't make them angry.sHaniintelligent boy

who differs from Wright in that he is willing to g} the role designed for
him by whites: laugh and be cheerful in public, thate whites

passionately behind their backs. He explains togWfrthat what whites
most want is deference: they want to be shownllsaks know they are
white.

Shorty

A black man who works with Wright in a hotel. Hékd Griggs, is

intelligent and yet totally submissive to white® 4 more than willing to
‘act the clown.' He claims to hate racist whites Wwili never leave the
south, because, he says, he is too lazy. UnlikgWi/rivho wants to make
his living as a man, Shorty is happy to take angoofunity he can get.
When he wants a quarter for lunch, he invites deutian to kick him for
it, saying, 'My ass is tough and quarters is scarce

Mr. Olin

One of the white men Wright works with at an opircs shop in
Memphis. As a joke, Olin tells Wright that Harrisoone of the other
black boys at the shop, is angry at him and isim@gitvith a knife for
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him. Olin gives Wright a knife, and meanwhile tells Hson the sam
story and also gives him a knife, hoping that tiaey kill each other.
When Wright finds out about the plan, he realizesv hbrutal anc
scheming white men can be, and cannot trust theyears to come.

Mr. Hoffman

A Jewish man who owns the Chicago store where Wnigtrks as
porter. Although he and his wife are not racistjgir does not trust the
motives and expects them to beat or dismiss hiamatime. They are tF
first genuinely nice white people he has met, and hegisténed of therr
Also, he feels guilty about the s-Semitic views he had as an ignor
child in the soutl

Ros:

A young black Communist who is put on trial for uagoffences liki
‘counte-revolutionay activity." Wright uses him as the subject o
character sketch, trying to hit on why Ross becam€ommunist
Essentially, he is trying to gain an intimate urstegnding of Ros:
character. However, the other Communists are vaspisious of this
and eventually Ross is afraid to be interviewed: thare rumors the
Wright is a policeman. Disgusted, Wright realizesttmany Communis
are so skeptical that they don't know who thearfds are

Buddy Nealsor

A Communist leader who Wright sees as e-minded and ignorant. F
directs other Communists to terrorize Wright, theeing him off jobs
and inviting him to rallies just so they can rejbith again. He represer
the many other Communists who act brotherly but véte merely
serving their own olitical interests.

Study Session Summary

Iy

Summary

In this Study Sessic we examined the content and form of an Afri-

American novel, Richard Wright'sBlack Boy. We dwelt on the
biography of the novelist, with a view to identifig the instances
nexus between the writer's life and the story. It iscdvered that th
novel is qua-autobiographical. We also investigated the teches
employed in the novel. Also, we examined the iatesf of matter an
manner in the novel. We observed that in thivel, there is an adrc
blend of matter and mann
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Study Session 11

Themes and Techniques in Doreen
Baingana’s Tropical Fish

Introduction

In this study session, we will dwell on the themaireoccupations and
techniques employed in Doreen Baingari&'spical Fish.We intend to
examine the themes and techniques of the shoréstand establish their
interface.

earning Outcomes

When you have studied this session, you shouldleete:

11.1 discuss the themes of Doreen Bainganai®pical Fish.
11.2 critique the techniques employed in the novel.
11.3 analyse the interface of the themes and techniques imavel.

11.1 Author’s Background

Doreen Baingana is a Ugandan-born citizen, whosly g@aars were
spent in Uganda. She had her law degree from Mekdomiversity,
Kampala, but bagged her Master’s degree in Finattie University of
Maryland.

Like other African writers, her booRropical Fish is based on the
problems common to African countries. This worladfis centred on the
tyrannical reign of President Idi Amin and its niga effects on
Ugandan citizens. This is part of the things thatuenced Doreen
Baingana.

Doreeen Baingana has to her credit the Washingtdependent Writers
Fiction prize; she was also nominated for the CAIlplize in African

writing, and she received an Artist grant from Mistrict of Columbia

Commission of Arts and Humanities. She is also whener of the

Commonwealth Writers’ Prize for best first booktire African region,
among others. She is also known as a poet.
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11.2 Analysis of Baingana’s Tropical Fish
11.2.1 Subject Matter

In her fictional debut, Doreen Baingana follows #eperiences of a
Ugandan girl as she navigates the uncertain terodiradolescence.
Tropical Fishdepicts the reality of life for Christine Mugistzad her
family during Idi Amin’s dictatorship.

The eight chapters are told from the point of viadvChristine’s two elder

sisters, Patti, a born again Christian who findssélé staving at her
boarding school, and Rosa, a free spirit who toamagically seduce one
of her teachers. But the protagonistTebpical Fishis Christine, whom

we accompany from her first wobbly steps in highelbge to her

encounters with the first world conveniences anenation of America,

to her return home, Uganda.

As the Mugishas cope with Uganda’s collapsing stfiigcture, they also
contend with the existential pangs of family cobasi sex and
relationships, among others. Anyone dipping into inBana’'s
incandescent, widely acclaimed novel will enjoy iemmersion in the
world of this talented youngster.

Tropical Fishis a collection of linked stories about the comaigage of

three Ugandian sisters, Christine, Patti and Rbk&e than that, it is

about a range of things that face the modern Afrigamen who grow up
in our era with an idea of developing herself tigtoeducation. It touches
religious influence in Africa, boarding school liie missionary schools,
first love, superstition, inevitably AIDS, love ass the colour with a
sugar daddy syndrome, the sense of alienatiorctiraes with migrating

to another country (USA) and that of displacemdigracoming back

home.

Tropical Fishhas a strong biographical element about it, iaress that it

uses Doreen Baingana’s experiences as a startéiog plefore spiralling

away to explore its themes. The act of creatiomaser an entirely

isolated thing of imagination alone. The threesgiglarn in different ways
that our lives teach us who we are, and that oaragiters are usually the
vehicles to our destinations.

Christine, the youngest, is about the assertiopriofe and identity and
the use of narration as a process of arrival. TlhietdPatti is a soul in
crisis, choosing to bury herself in the lap of Guth iron serenity when

things do not go her way. She sings herself ingmiBtance in her

diaries, wearing a dress of desperation. The fdRsiga is about sexual
liberation and dare-devil attitude of not wishing be part of the

righteous who die of boredom in heaven. Despite daresses, that
sometimes can be cloyingly vapid, she is the masttdé be in company
of. Things in her world go bump in the night. Skealso about turning
insults to strengths. What the girls have in comr®the stultification

they feel about their lives in Entebbe, Uganda.

The strength ofropical Fishis the manner by which it manages to make
the experiences of the three girls a metaphorriokfacan contemporary
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experience. The problems of women liberation, Idibation,
‘ghettorization’, and reconciling the old with theew are masterfull
tackled through the experiencef these three women. Doreen Baing
in the book manages to make fresh the languagereémporary cliché:
She is elegiac in her tone, and things happen tocharacter with a
inevitability of dreams

The language oTropical Fish aspires to the cortion of literature,
which is a fresh thing in our age of journalisticitimg. There is a
energetic brilliance about the book you feel wduwédle gone even furth
had the author taken sometimes to develop her idemslower pace ar
depth. One can s that most of the stories were written for Ameris
leading literary journals, hence lacking percolatithe development «
depth. The problem with those journals is the matoyewhich they dc
not tolerate divergence from the consensus. Theg figed deas about
form, structure and language. Consequently, evargssometimes le
hanging and unexplained because the author hadutuof space for th
specified word count of the journ:

The stories in the book creconnect as moving vignettes &
aubbiography of at least the mind. It was pertindrat tthey chose 1
name the book after one of the strongest storf@spical Fish’, which it
also the most rounded off and enjoyable. The stary virtues of hig
literature, weight and lightness. Thetire book, for that matter, is
magnificent raconteur of modern Scheherazadearh@estibility anc
inventiveness of a mind fully alive to its surrourgs.

Tropical Fish is about how the characters—biological sisters—fare
under the dictatorial regime of Ugandan Idi Amin and how they
negotiate modernity and growth into maturity.

11.2.2 Themes

The thematic preoccupationsTropical Fishinclude the following
Family Cohesion

The family is the basic unit of any society, andisien of guidance int
growth is made possible by a clos-knit family. Taata (the father
Mama, Patti, Rosa and Christine are presentedving lin an Africar
society where love and conceror others are present. Progress i
interest to every member of the family. This cansben in the words
Mama herself when she desires to have more tinfe Waata: ‘I'm doinc
everything on my own, everything, while you run wrd with your
friends .. | can’t do everything, | can’t!’

Also, the family bond is exemplified when Mama cgantly agrees t
allow Christine, though und-aged, to go for a party by insisting on
close watch by Patti, her older sister. During €ime’'s absence, tt
motherwants her to come home in due time, and she wansidt tc
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forget her origin. She praises Patti for being whgr, in some of her
letters to Christine while living abroad. ‘Almost af Mama'’s letters
praise Patti for one thing or another. “At leasttifa here keeping me
company, she wrote” (‘Questions of Home’, Page 148)

African Society and Promiscuity

It should be noted here that in an ideal Africaniety, the virtues and
cultures of the people are upheld. Any digressimmfthis can create
unwanted effects or results.Christine tries to meatagainst time, and
Rosa wants adventures. This leads both of them different sexual
escapades vividly described in the novel. Christmeets Nicholas at a
party. Nicholas gives an appointment to her, bufalie to keep his word.
Rosa writes a note to David to show the existingti@nship between
them and how they fall out of favour from each othligach of them is
willing to take the blame for the failure of theat@onship.

Promiscuity is seen in the chapter titled ‘A thamu note’: ‘Do you ask

yourself over and over again why Nassuna slept Kittza when she

knew he had slept with Mary, whose former boyfrievidnah, once had
a sugar mummy? (82).At Makerere University, Cimesimeets Peter, an
exporter of fish, through Zac and establishes atigglship, which spells
out another round of sex and ultimately an unwarpeggnancy in

chapter six.

Diseases

The scourge of HIV/AIDS is a major concern in tmisvel as Rosa
discusses the plight of those infected with HIVrsed inclusive. She
describes how pale and thin people are as camifetse disease. It is
revealed that Mary, Rosa’s friend, dies of the alige “Mary was not like
that; she chose to turn away from life. | went ¢@ $ier just before she
died. Would you believe she was more beautiful thaer before? As
thin as a stick, her cheekbones jutting out like tmives...” (85). “...
Yes, | have AIDS. Let’s turn around and face it8)8

Betrayal of Trust

David betrays Rosa by having an affair with Nassan&iend of Rosa.
Rosa pays him back in his own coin by sleeping Wittza. They betray
each other’s trust. This is a reflection of theitpl realities of most
African post-colonies, where the rulers keep omdyatg the trust put in
them by the masses.

Superstition

A typical African village or settlement has its owaboos, morals,
customs and norms. This theme occurs at differegriess in the stories.
Christine, while looking at her grandparent's photeveals thus: “I

covered my giggle with my hand because even thougghew one

shouldn’t laugh at the dead, especially at youatiads, who are looking
out for you...” (‘Green stones,’ 17).

As a reflection of her superstitious belief, Nassusays that the
continuous rubbing of a safety pin and intense ldoto a male

counterpart will get a boy excited about a girl wdhmes this. Christine
performs this superstitious experiment on the hitee teacher, and the
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result is positive. When Christine returns from LAggeles, she decides
to work at Uganda High Commission. It becomes agro#ixperience for
her on superstition.

Maladministration

Copious references are made to Idi Amin, a notsriader of Uganda
who committed several offences and propagated éwilthe country
between 1971 and 1979. This confirms the populseréien thaflropical

Fish is socially realistic. It chronicles some of thecisshistorical

realities of Uganda.

Poverty

In the second chapter of the novel, Patti narrhg¥sexperiences in the
boarding school. There is lack of enough moneyatercfor her needs
after her father's death. She talks about how sins earnestly for the
meal which does not satisfy her hunger, going thdred have the worms
in her stomach churns. Her mum cannot even comeidgting. Mama is
not able to meet up with all the children’s needéhool. Patti is not able
to reject the bad food she is being served at theirdy like other rich
men’s daughters do: “When | got back with tea,dided, in desperation,
to shame myself. Please Lynette, can you give rse gue spoon of
sugar”.

Nationality

This theme cannot be over-emphasized in the cafrsbe story. It is

evident in Christine’s stay in Los Angeles. Christidiscovers that the
people who are from different parts of Africa cllemselves Africans.
This influences her because she now refers to lhersecoming from

Africa, instead of from Uganda.

The spirit of nationality brings about the spiritameness in the Ugandan
citizens in America; that is, they come togethereoim a while to ask one
another questions that pertain to when they plagothome, and they rub
minds together showing what they really miss alhoue.

The theme of Nationality also manifests when theahdian President,
Nunino, delivers a speech on the need for the Umasitb return home at
the American Association Meeting in Washington.sTépeech is largely
responsible for Christine’s returning home to sdr@enation.

Light feather is a girl who presents a poem to adience in Los

Angeles. She encourages Christine to write a pdesateher nationality.

Although she has no interest in her nationalityobef Christine develops
interest in it and writes her own poem.

Spirituality

This is evident in Patti's life right from her tesge-hood to adulthood,
she exhibits this trait by loving everybody just e scripture has
instructed. In the second chapter, she narratetebtmony of how she
cried, having criticized others of their bad belavi She feels it is not
right, and during the prayer meeting, she cried, &fter the meeting, she
feels she has been eased of all guilt. In thedaapter, she works as a
Christian Administrator for a Christian organizatifor the disabled in
Kampala: “I prayed today for my family to come asde me. They
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didn’t, but I am trying to understand that my plare not the Lord’'s”
(36).

Morality Decadence

We actually see in the novel that the colourful dedutiful necklaces
that are bought by Taata for his wife later becaluk and inelegant; the
emptiness of Taata and his wife’s room indicated tfothing stays for
life; everything in life is ephemeral. Rosa’s depittures the mortality of
man and even life. Despite life’s pleasure, goos@esl comfort, the cold
hands of death reach out to Nassuna and Mary. dieeyf AIDS.

Reversal of Destiny

Africans believe in the meaning attached to a ngimen to a child and
its effects on the destiny of the child, but iropical Fish reverse is the
case as derived in the name, Christine. ‘Christwmed has Christ in her
name and is supposed to keep the religious faithlams turns out to
neglect divine laws and behaves without cautiomattiPwhose name
sounds so social and perhaps traditional is digedvi® be religious and
with a strong faith in God. This is ironical.

Fantasy

Although she is young, Christine imagines herselhd in the world of
an adult through the exploration of her parentgimmoand uses of her
mother’s necklace. She also refers to herselfRsreess from under the
sea’. All these are portrayed in the first chapfiethe novel.

11.2.3 Narrative Techniques in Doreen Baingana's
Tropical Fish

Point of View

Point of view is used to create credibility in thtery. The point of view
employed in the text is the first person limiteds Aeen in the first
chapter, “Green Stone”, the narrator refers to dteldhood memories,
thereby using the personal pronoun ‘I and We'. éithh she is actively
involved in the narration, she is not all-knowirfg:was once a child,
growing up in Entebbe” (the first sentence of tipering chapter). The
first person limited point of view is also seenGhapter VII, Page 126:
“That whole week, | am unsettled inside. All my wagf thinking are
rearranging themselves in my head”.

The text also employs the first person limited pahview where the
narrator does not know everything in each of tharatter's mind but
uses the information given by the characters inatiag the story. This is
seen in Chapter Il of the text, “Hunger”, a naoatiabout ‘Patti’ in
boarding school. Nobody, except her, would havenledgle to account
for this story because it is her personal affait, the first person point of
view is used. Patti in this chapter tells us of bry in the boarding
school; how she had to contend with the hungerestemuntered. She
thus represents children in the boarding house &pasents do not have
enough to sustain, especially the single parenbw/NMama has to dig in
the evening after work and on weekend. She plagdéedy maize, doh-
doh anything to save money” (34).
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Symbolism

The story is divided, symbolically, into eight ¢itl chapters. Each chapter
is entitled symbolically according to its themaficeoccupation. For
instance, the first chapter is entitled ‘Green 8&nHere, ‘green stones’
represent the materialistic life of some men whke to satisfy their wives
with all sorts of jewelries, but are less concerngith the affairs in their
homes, as represented by Taata. Also, it shows momen are more
responsible than men in home affairs, as portraggdMama. It also
portrays the vanity of everything in life.

Tropical Fish symbolizes the three Mugisha sistessthey grow up
against the backdrop of Uganda in the 1980s. Ribeagldest one, is
adventurous and sexually precocious; Patti, theredde, is a born-again
Christian, and Christine, the youngest one, taleeditst wobbly steps in
high heels and later encounters alienation amrastnaterial wealth of
America, before her final return home.

Flash Back

With the aid of flash back, events are narratednftbe past, brought
back to the present, in order to make the eventsecalive. A good
example in the text is Christine’s meeting with INilas who gives her
the first kiss on page 39. How they met and theaugs of their meeting
are taken back to the past, with the teenager wgrgbout what to do
since no elderly one was available to correct her:

So there was Christine the next morning daydreaming
in bed, and panicking too. It was already elevan, b
staying in bed was about the only way to be alone i
the shared room. What would she wear? Should she
put on lipstick again? (46).

Also, Rosa’s thank-you note to David is a good gxanof flash back.

The narrator tells of what he had done in the fesling to the present
situation she is. The narration is done in an elgisg form, narrating the
eventual death of Rosa in her prime due to HIV/AIDS

11.2.4 Diction/Style

The style deployed by the author is easy, simpté understandable by
any reader. However, the use of metaphors by thleoa@ncapsulates
and reemphasizes the persisting challenge facgetyyle everywhere as
they face the same human struggle to understamastiees, their world
and their place in it. The word, ‘hunger’, as séerPatti’s perspective,
reveals a period of severe deprivation at the axsuboarding school,
‘Gayaba’, because of food shortages. Hence, tliests had to eat black
tea, dried bread and rotting vegetables. Thus'®atinger made her beg
from the Minister's daughter (Linette) who in tummade her serve her
tea; thus, making the experiences of the threa girinetaphor for an
African contemporary experience. Moreover, the wilig alcoholic
father, Taata, is a replica of autocratic punipeditical regime.
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11.2.5Tone

Elegiac tone is used in the text. Although oneasversant with the
happenings in the text, one becomes mesmerizechdydéscriptive
guality of the tone and language.

11.2.6 Setting

In her fiction debut, Doreen Baingana follows a bdmn girl as she
navigates the uncertain terrain of adolescence.n®ettly in pastoral
Entebbe with stops in the cities Kampala and Logedas, Tropical Fish

depicts the reality of life for Christine Mugishadaher family after Idi
Amin’s dictatorship.

Therefore, the spatial setting is the lush beafityganda, particularly in
‘Entebbe’, and its temporal background is the afsgh of Idi Amin’s

dictatorship. It also takes place in America wh€leistine stayed for
some years. There is also the vivid descriptiothefphysical landscape.

11.2.7 Allusions

There is the use of Biblical allusions in the tewthich reveals the
religious aspect of the story. For instance, tle®seé story which is titled

‘hunger’ is symbolic, and it symbolizes the coritilesus found himself
after being tempted by Satan and started feelimgtyin the wilderness,
as represented by Patti who is out of her home fenat$ herself in a

boarding school which is linked to ‘purgatory’ g@rison’:

Oh, God | pray for something good today instead of
all this suffering, “You promised to fill our cupgs
overflowing, told us to “bring your vessels noteavf.
Amen!

Other Biblical allusions in the text include thdldaving:
- “Oh | wish | could eat her leftovers” (This relatiée
story of the rich man and Lazarus).

- “No! No! My father in heaven fills me. He satisfies
my every need. Yes, Lord | do believe” (This regeal
the belief of King David in God as sung in one & h
songs called, “Psalms” (Chapter IlI, pg. 30).

- “I'm sorry, Lord Jesus” (page 31). “No, that's wgill
And evil. Forgive me, Father”. Historical allusids
also portrayed in the text through recourse to k8ha
Zulu,” a man of humble origin who fought and killed
everybody and became king.
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Study Session Summary

O

Summary

In this Study Sessionwe attempted a critical analysis of Dore
Baingana’'Tropical Fish.We identified the thematic preoccupations
techniques of the novel. We also critiqued the appateness c
otherwise of the narrative techniques of the no We observed that
there is an adroit blend of content and form inribeel. We conclude
that Doreen Baingana’s novel is a masterp
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Content and Forming in Chimamanda
Ngozi Adichie’s Purple Hibiscus

Introduction

©

In this Study Session, we will carry out a critieaalysis of the content
and form of Chimamanda Ngozi Adichi®srple Hibiscus.We will
explore the ideological thrusts of the novelist @sthblish her place in
the literary firmament of postcolonial fiction. Weill also examine the
appropriateness and relevance of the techniquelgetpin the novel.

earning Outcomes

When you have studied this session, you shouldleeta:

12.1 discuss the thematic preoccupations of Chimamanda
Adichie’s Purple.

12.2discuss the techniques employed in the novel.

12.1 About the Author: Chimamanda Ngozi Adichie

Chimamanda Ngozi Adichie was born on 15 SeptemB&7 lin Enugu,
Nigeria, the fifth of six children to Igbo parenGrace Ifeoma and James
NwoyeAdichie. While the family's ancestral hometows Abba in
Anambra State, Chimamanda grew up in Nsukka, irhthese formerly
occupied by Nigerian writer Chinua Achebe. Chimadas father, who
is now retired, worked at the University of Nigefiecated in Nsukka. He
was Nigeria's first professor of Statistics, anérdecame Deputy Vice-
Chancellor of the University. Her mother was thetffemale registrar at
the same institution.

Chimamanda completed her secondary education atUthieersity's
school, receiving several academic prizes. She wetd study Medicine
and Pharmacy at the University of Nigeria for aryaad a half. During
this period, she editefhe Compassa magazine run by the University's
Catholic medical students. At the age of ninetégmmamanda left for
the United States. She gained a scholarship toy Shasinmunication at
Drexel University in Philadelphia for two years,dashe went on to
pursue a degree in communication and Political rfifeieat Eastern
Connecticut State University. While in Connecticslie stayed with her
sister, ljeoma, who runs a medical practice cloghé university.
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Chimamanda graduated summa cum laude from Eagte2®01, and

then completed a Master's degree in Creative VritinJohns Hopkins
University, Baltimore. It is during her senior year Eastern that she
started working on her first novéurple Hibiscuswhich was released in
October 2003. The book has received wide criticadlaam: it was

shortlisted for the Orange Fiction Prize (2004)d amas awarded the
Commonwealth Writers' Prize for Best First Bookd2p

Her second noveHlalf of a Yellow Surfalso the title of one of her short
stories), is set before and during the Biafran Wawas published in
August 2006 in the United Kingdom and in Septen#f$6 in the United
States. LikePurple Hibiscusit has also been released in Nigeria.

Chimamanda was a Hodder Fellow at Princeton Uniyeduring the
2005-2006 academic year, and earned an M.A in &friStudies from
Yale University in 2008. Her collection of shortoses, The Thing
around Your Neckwas published in 2009. Chimamanda says her next
major literary project will focus on the Nigeriamiinigrant experience in
the United States.

Chimamanda is now married and divides her time éetwNigeria,
where she regularly teaches writing workshops, tedUnited States.
She has recently been awarded a 2011-2012 fellpwshthe Radcliffe
Institute for Advanced Study, Harvard University.

12.2 Analysis of Chimamanda Ngozi Adichie’s Purple
Hibiscus

12.2.1 The Plot Structure of the Novel

Purple Hibiscuss a novel set in postcolonial Nigeria, a countegdt by
political instability and economic difficulties. €hcentral character is
KambiliAchike, fifteen for much of the period coeer by the novel, a
member of a wealthy family dominated by her dewo@htholic father,
Eugene. Eugene is both a religious zealot and Eentidigure in the
Achike household, subjecting his wife Beatrice, Kdirherself, and her
brother Jaja to beatings and psychological cruelfyhe story is told
through Kambili's eyes and is essentially about digntegration of her
family unit and her struggle to grow to maturity kAy period is the time
Kambili and her brother spend at the house of &#ref’s sister, Ifeoma,
and her three children. This household offers akawacontrast to what
Kambili and Jaja are used to. Though Catholicraicpses a completely
different form of Catholicism, making for a happiberal place that
encourages its members to speak their minds. Is thirturing
environment, both Kambili and Jaja become more ppaore able to
voice their own opinions. Importantly, also, whi¢ Aunty Ifeoma’s,
Kambili falls in love with a young priest, Fathemadi, which awakens
her sense of her own sexuality. Ultimately, a caitimass is reached in
terms of the lives of Kambili, Jaja and the existewf their family as it
once was. Unable to cope with Eugene’s continualewice, Beatrice
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poisons him. Jaja takes the blame for the crimeemus$ up in prison. In
the meantime, Aunty Ifeoma and her family go to Aigeeto live after

she is unfairly dismissed from her job as Profesgdhe University of

Nigeria. The novel ends almost three years aftesghevents, on a
cautiously optimistic note. Kambili has become ang woman of

eighteen, more confident than before, while hethmoJaja is about to be
released from prison, hardened but not broken byekperience there.
Their mother, Beatrice, having deteriorated psyatjchlly to a great

degree, shows small signs of improvement. In essembetter future is
possible for them all, though exactly what it mighvolve is an open
guestion.

12.2.2 Subject Matter

Fifteen-year-old Kambili's world is circumscribeg the high walls and
frangipani trees of her family compound. Her weal®atholic father,
under whose shadow Kambili lives, while generous palitically active
in the community, is repressive and fanaticallygrelis at home.

When Nigeria begins to fall apart under a militapup, Kambili's father

sends her and her brother away to stay with theit,aa University

professor, whose house is noisy and full of laughiteere, Kambili and

her brother discover a life and love beyond thefines of their father's

authority. The visit will lift the silence from tireworld and, in time, give

rise to devotion and defiance that are reveal afiqund and unexpected
ways. The novel therefore thematizes the promideseflom; the blurred
lines between childhood and adulthood; between kEwveé hatred, and
between the old gods and the new.

12.2.2 Themes

The theme has to do with whatthe story as a wheobbbut. The ideas
or concepts conveyed by the story which are naedhiby the author
but generated by the reader from the work of ane ™llowing are the
themes deduced from the text:

Extremism and Fanaticism

This is exhibited by Eugene who takes his religeamd practically

everything about life to the extreme, Eugene bebBethat to have a
complete faith, one has to be religious and atstiree time he {Eugene}
looks at the atheist or those who do not shareséime faith as his as
being worthless, not worthy of associating with; fimct, they are

people who will definitely end up in hell This themoccurs in most of
the scenes in the novel. For instance, Eugene magisasks God to
forgive those who have tried to thwart His willefia dinner. In another
scene, we also find Kambili reading James, Chépter in preparation

for her talk during the family time. Again, Eugeaecuses his children
of living, sleeping and dining with a heathen (th@randfather -Papa
Nnukwu). Indeed, when Eugene and his family visé village, we are
made to understand that Kambili and Jaja are tp f&ta just fifteen

minutes when they visit their Grandfather, and they forbidden to eat
there. As a religious fanatic, Eugene promisesite §is father a new
house and car with a driver on the condition thateld man converts



Study Session 12Content and Forming in Chimamanda Ngozi Adichie’s Purple Hibiscus

to Christianity. Eugene proves to be perfect all thmes, but in his
perfection, all we can see is imperfection.

Fear

The theme of fear is demonstrated byKambili an@ Jajoughout the
novel. The story is replete with the aura of feas, a result of the
dictatorial and tyrannical tendencies of their &thEugene. Restrictions
by their father affect their social life and intetian with their colleagues
and their cousins: Amaka, Obiora and Chima. Thesags consider what
their father will do or say when he hears them gasomething. This
causes a kind of limitation for them, and they,eesqlly Kambili, find it
difficult to participate in activities. She findsdifficult to interact freely
with her classmates. Even when the children visdirt Aunt, and the
news of their sick grandfather makes their Auntytreovel to Enugu to
bring him down to Nsukka, Kambili and Jaja are sdasf maintaining a
good rapport with their grandfather. Another ins&rof this theme of
fear is found on pages 175 and 176 where Kambilieg "NO" when
asked if she could play basketball or volleybalhisTshows that they
(Kambili and Jaja) are not socially and emotionakyveloped as a result
of their background.

Eugene on the other hand also demonstrates feah@vehildren. He is

scared of having children that are morally bankamt ungodly. He does
not allow his children to have social rapport eggdfcwith the so-called

heathens (those who do not believe in or see @imist as he does).
This makes him to be very strict with his childremd he limits their

level of interaction with the outside world.

As for Beatrice, fear is evident in her subtle natand carriage: how she

avoids any clash or argument with Eugene and hawvpsnsuades her

children to do whatever their father salgew she chooses her words to
conform to what her husband expects, and so on.

Subjugation

This can also be termed the theme of living by dales, rules and order.
Eugene rules the lives of his children with iromttiaHe does not give
them any breathing space or liberty to do what tit&y like every other

child. He thinks, by this subjugation, he is givihi children the best
training. For instance, he prepares a time tabldodth of them for their

daily living. They know what to do at any specifioment; when to go
for dinner, lunch or breakfast; when to observertsiesta; when to wash
their school uniforms; when to read newspapermeéation but a few. As
a result, they end up living a monotonous life. i fether runs their lives

apart from his normal duty as the head of the fgnmiaking decisions
for every member of the family, including their ret (Beatrice),

determining what goes on and what happens nexteas to the extent
of controlling their thoughts and speech.

Generosity

Generosity happens to be the strongest virtue ge&e and his wife they
are very generous to people. Eugene helps his lchwspecially in
donation; he feeds people; his wife also hosts'disters’ at home and
gives them food. They are generous in giving, @sfigdo their church
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members and the community. On pg 54, (last par&yrdpe gives the
hawkers some money even though he does not bugsttiiom all of

them. The fact that he receives a title as Omel{oraaning one who
does for his community) strongly attests to hisegesity, and on pg 55,
he gives out 10 notes to the little children whaneao welcome him to
the village and tells them to show the money tdr tharents.

Military Dictatorship and Maladministration of Nigerian
Leaders

As a result of incompetence and corruption of tiwdians, the Nigerian
soldiers take laws into their own hands and hijdok administrative
roles. Invariably, this leads to unstable admiatgdn. The freedoms of
people are limited, especially the freedoms of eggion and of the press.
Anyone who dares to go beyond the military canmotigpunished. This
is why Standard Newspapes the only media outfit that is still bold
enough to serve as the conscience of the societywetter, due to his
defiance, the editor of the newspaper falls inte tad record of the
military authority, and eventually in a bid and efetination to uphold
the truth, the fearless editor Ade Coker is murdewéh a parcel bomb
allegedly sent to him by the military head of stathis is a reference to
the death of Dele Giwa, the erstwhile editor Méwswatcthrough a
parcel bomb.

Dissonant Family Relationship

There is a sharp difference in the relationshig #wsts in Eugene's
family and what obtains in Aunty Ifeoma's family.amkbili and Jaja
observe this difference when they visit their Aurty Nsukka. Their
world expands, becomes louder, and more promidihgy are plunged
into a world where children and adults say whay ttienk without fear,
and everyone can laugh, argue, question and challeach other openly.
Kambili who can barely speak intheir home at Enwgup does not know
the sound of her own laughter, now begins to discber own voice, her
ability to laugh and make others laugh.

Also, as regards the family relationship within tBleristian fold, there is
a disparity between what Father Benedict allowscbisgregation to do
and what Father Amadi permits in his own assentfdy.instance, Father
Amadi allows his congregation to sing Ibo nativag®) and he also joins
them in singing, whereas Father Benedict neithegssinor allows the
congregation to sing their Ibo native praise sangsod.

There are other minor themes, such as hard worke@s in Kambili and
Jaja who take their studies serous); religiouslmr{between Christians
and the adherents of other religions); inferiotymplex; struggle for
existence (for instance, Aunty Ifeoma's tirelederéd to keep her family
together after her husband's death); death (faaree, Ade Coker and
Papa Nnukwu), and the like.

12.2.3 Narrative Techniques

Narrative techniques are methods by which a sterpld. We

shall examine the following narrative techniquegpkEyed in the
novel:
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Point of view

Irony

Suspense

Flashback
Foreshadowing/Pre-figuring
Symbolism
Characters/Characterization

NoahkwbdpE

Point of View

It is an indubitable fact that the first personmaf view is employed in
the novel.In fact, the use of first person pronolrend ‘we' pervades the
novel. On Page 39, the last paragraph: "We wertaupgo change, Jaja
and Mama and I". These two pronouns are usedmausly by the
narrator, Kambili throughout the novel.

However, the narrator's knowledge about other dbtars is limited,
which means the point of view is first person lieditbecause she does
not have access to their minds; she could onlythellreaders what she
sees and witnesses of the other characters inaved.rShe cannot tell
the thoughts and motives of their hearts. Kambdnmot show the
readers the secret in the hearts of Aunty Ifeonth lar children. For
instance, on page 28he second to the last paragraph, she says:

Aunty Ifeoma had narrowed her annoyed- | was not
sure if it was because the woman was asking for the
dress or because she had brought up America.

Kambili is so limited that she virtually makes nonement on issues like
corruption in government and public offices, pobhii oppression and
subjugation, poverty and extreme economic dispatitgtional brain

drain, love and celibacy, religious fanaticism aelilyious tolerance, and
family relationship. She only leaves the readernsterpret the situations
or allow them understand from the judgment of JBj@atrice Achike,

Obiora, Amaka, even youngest Chioma, Aunty IfeoRaher Amadi, as
well as Papa-Nnukwu. Nevertheless, one could sglhse Kambili's
sympathies with other characters. This could ben swe Page 18, the
second to the last paragraph, where she sympathitksher mother,

Beatrice: “I meant to say 1 am sorry papa broker figurines but the

words that came out were, "I'm sorry your figuribeske, mama”.

We can also say that Kambili is limited in her vimint because she
lacks the spiritual understanding which is posskéseher father; that is
why she does not condemn her grandfather, Papavinulwho is a

traditionalist. Despite Eugene's despicable behayigambili also does
not dislike him; she still longs for his tender eade before and after his
death.

There is also the stream of consciousness of ttratoa Despite the fact
that Kambili is a character that is not bold dueh&r up-bringing, the
reader can still understand her character by lwergits, self perceptions,
memories, feelings, even the total sense of awasea®d mental or
emotional responses. She has a lot to say, aitvays in her thought;,
she is too afraid to utter utterances due to the st is brought, up by
her father. She and Jaja communicate with stolancgis at each other.
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Irony

This is a literary term that is common to the thgeares of literature. It
is used to create a discrepancy or incongruity @neor surprise)
between what is (reality) and what seems to beq@mce).

We have situational irony in the novel. While Eugés dying gradually,
the reader thinks that he is ill, even Kambili atknks he is very ill
because of the spots on his face. This could be @e@ages 256-257:

I did not notice the rashes on his face until | eatfose to hug
him. They were like tiny pimples, each with whitighs the tips,
and they covered the whole of his face, even hedids, His face
looked swollen, oily, and discoloured.

But it is when he dies that the reader gets to khlomt he had been
poisoned; this is revealed through the autopsyithaairried out on him,
and it is Beatrice, Eugene's wife, who was the mmisoning him slowly
every day, as she confesses to her children tleastrted putting the
poison in his tea before she left for Nsukka: drstd putting the poison
in his tea before | came to Nsukka, Sisi get it fioe;her uncle is a
powerful witch doctor”.

Other instances of irony in the text include thikofeing:
- Eugene supports political freedom yet limits theettom of his
family so harshly.
- Ade acknowledges his publisher, Eugene, as a “rhanagrity,

the bravest man | know.”
- He agrees to publish on NwankitiOgechi rather thamthe story
on Big Oga.

Suspense

A good example of suspense is seen in the novehvihegene dies
suddenly in his office in the factory. The readéwag to know or
discover the reason behind his death. However, rd@son behind
Eugene's death is not revealed until an autopsyaiged out on his
corpse.

It is after the result of the autopsy which shola Eugene was poisoned
that the reader gains an insight into the caudasofleath; this is further
buttressed by his wife’s confession that she wastie who deliberately
poisoned her husband: “'They did an autopsy", shid, SThey have
found the poison in your father's body".

Flashback

This means an act of giving a reference to whathaappened before in a
literary work. This technique is explored in thevab The story starts
through a flashback. It commences with a flash baitkthe origin of the
conflict in the family of Eugene. Kambili startsetimarration from where
things started falling apart in the family. Shernthmoves back intime to
show the reader all that preceded and precipithiedlash, the present.

It is thus observed that while the first three part the novel are written
in the past tense, the last part, which focuseghenpresent time, is
written in the simple present tense. Kambili grawshe narration from
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about fourteen to around eighteen years old, wirielns that the novel
isa Bildungsroman.

Foreshadowing/ Prefiguring

This is the presentation of details, characterm@dents in a narrative in
such a way that later events are prepared forgeadowed forth”). In
PurpleHibiscus,there are four parts; the first part tells the ezaghat to

expect in the other parts. There is a sign of watgr happens in the
story, and also the cause of the conflict in thmeiliaof and the society as
a whole.

Symbolism

In this novel, the significant symbol is the Purpiéhiscus in Aunty
Ifeoma's garden which is also the title of thestés the narrator says:

Jaja’s defiance seemed to me now like Aunty Ifeema’
experimental purple hibiscus: rear, fragrant witke t
under-ones of freedom, a different kind of freedioom

the one the crowds waving green leaves chanted at
Government square after the coup. A freedom totdoe,
do.

Due to the treatment which Kambili and Jajagetfrtmir biological
father, Eugene, in which not even their mother icaerfere when they
are being punished for not doing things perfectiyen right at their
adolescent age. Each time Kambili and Jaja do amythy mistake or
not, their father does not have mercy on them;urgshes them heavily.

Therefore, when they visit Ifeoma and her childeed see how they
relate with each other, and the children are notded for everything

they do, they are surprised. The purple hibiscua imre species that
makes Jaja, who is allegorically one of the massieshe country

(Nigeria) under a dictator, wants to be free framfhather's maltreatment,
freedom to play with friends, to make decisions fdmself, and not

being drawn schedules for and so on.

Another significant symbol is the ‘startling redisicus’ which signifies
the suffering, agony, bondage and restriction tBaatrice, Jaja and
Kambili receive from Eugene, their father.

Also, one of the last sentences in the novel isgitt "the new rains
will come down soon". This symbolizes a new dawhabpiness and
freedom. In the climactic conclusion of the notleé characters split out
of their shells and change in surprising, if naickting ways. The
entropy and rebellion that has been fuelling thrmug the book ignites
in a fatal spark, and the rule of empire burns down

12.2.4 Characters/Characterization

Kambili

KambiliAchike is the central character Rurple Hibiscusand also the
narrator of the story. She is an intelligent, obaet, religious young
woman, aged fifteen for much of the novel. At thene time, Kambili is
shy and inhibited, at least until she has spereaanded amount of time
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away from her family home at the house of Auntypifa and her family.
Kambili is the younger of Eugene and Beatrice Aetiktwo children.

She does not like the living environment under fla¢her after she gets
used to the freedom of Nsukka.

Chukwuka “Jaja” Achike

ChukwukaAchike, nicknamed “Jaja” by his family, & intelligent

young man about two years his sister’s elder. Fostrof the novel, in
the same way as the rest of his family, he is dateth by his father,
although ultimately he displays more overt defiatian them, especially
by not going to communion on Palm Sunday and cguasinmassive
family scene as a consequence. He takes the btarhésfmother’s crime
and spends almost three years in prison beforenifiaan amnesty.
Through this time, his personality has hardenechbtibeen broken.

Eugene (Papa)

Eugene Achike is Kambili's father. He is a wealthysinessman and
very strict Catholic who dominates his family fouan of the novel by
imposing a harsh religious regime in the family orimdeed, for much
of the novel he controls almost every aspect ofdnsly’s life, including
imposing a schedule upon the lives of Kambili amd brother Jaja so
that every minute of the day is mapped out for thé/ile on the one
hand Eugene is an important man in his societydmmétes considerable
amounts of money to needy individuals and worthysea; he is prone to
outbreaks of violence within the family house, sdtijpg his wife
Beatrice and the two children to severe physicaighunent.

Beatrice (Mama)

Beatrice, mother and wife in the Achike familyaigjuiet, maternal figure
for much of the novel, presenting a softer, warpresence in the home
in contrast to the often tyrannical presence ofdfeg Passive is another
term applicable to her, at least for a great déahe book. During the
course of the novel, Beatrice suffers two miscge$a after severe
beatings from Eugene. It is insinuated that shegsstath Eugene partially
out of gratitude for his unwillingness to marry #rer woman after she
could only have two children. Ultimately, howevBeatrice cannot cope
with Eugene’s behaviour and poisons him. Her saja, Jakes the blame
for the crime and she is a shattered wreck aftey point. At the
conclusion of the novel, however, with Jaja’s ingieg release from
prison, there are some indications that her cayitiill improve.

Aunty Ifeoma

Aunty Ifeoma is Eugene’s sister, a tall, strikifgtelligent woman who
works as a Professor at the University of NigeBiae is highly capable in
many aspects of her life, displaying determinatod resourcefulness in
bringing up her children without a husband. Thoufihancially
struggling, she creates a much happier environfieerter children than
does her brother Eugene for his family. She wagiethto Ifediora, who
was a professor with her, until his death.
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Amaka

Amaka is Ifeoma and Ifediora's only daughter. Shi€ambili's age mate,
around fifteen, and originally does not like Karmtelieving her to be a
snob, and jealous of Kambili's supposedly lavisbstyle. After a few
weeks of getting to know each other, and after Kisbeating, the two
become close friends.

Obiora

Obiora is the second oldest of Ifeoma and Ifedsothfee children, at
around age fourteen. He wears glasses, and isgoeny at Mathematics.
He is reserved, yet often speaks up when he fealeane is wrong, as is
seen when he contradicts Chiaku.

Chima

Chima is the youngest of Ifeoma and Ifediora'setukildren. Not much
is known about this character, apart from the that he looks up to
Obiora.

Father Amadi

Father Amadi is a young attractive priest in thelei of Aunty Ifeoma
and her family. Being youthful, indigenous and watsed in
contemporary life, he could be described as a ‘gemeration’ priest, as
opposed to white European priests in the countmhsas Eugene’s
pastor, Father Benedict. When Kambili falls in lovgh Father Amadi,
he shows considerable thoughtfulness and honatneisensitive way he
makes it clear to her that, because he is devatebet church, he will
never be able to become her partner. But he logesybt he dare not be
serious with her because of his profession.

Papa-Nnukwu

Papa-Nnukwu is both father and grandfather in tbhkilke family, being
Eugene and Ifeoma’s father. He is a kind, lovingnmaoted in the
traditional non-Christian beliefs of his indigenocslture, presenting a
marked contrast, in particular, to his son Eugendiserence to European
religion and lifestyle.

Father Benedict

Father Benedict is St. Agnes' white priest. He basn in Enugu for
seven years. Being a strict colonial product, Bametkels strong
resistance to the Igbo language, and prefers t heaservices in Latin
and in English. He is a strong supporter of Pag@sity work.

Ade Coker

Ade Coker is the lead editor of Papa's newspafies, StandardHe is
also the author of rebellious works, which ultifiateads to his death.
He speaks out commonly against the current Nigeg@avernment. He
was killed by a package bomb in his house. He tigiwed by his wife,
Yewande, their young daughter, and their baby.

12
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Adichie creates a masterful work with Purple Hibiscus, a work that is
carefully planted, lovingly tended and brilliantly bloomed. She satisfies her
readers with a messy ending, not one that is too tidy or conclusive, where
at the end our characters must undoubtedly face a new set of hardships and
hurdles, like life.

Study Session Summary

o7

Summary

In this Study Sessi(, we analysed ChimamandaNgoziAdichPurple
Hibiscus,paying particular attention to the novel's backgrducontext
thematic preoccupations, techniques, and basicegismWe conclude
that in the novel, Adichie dwells on topical issulilee religious
fanaticism, family disintegration, prst, oppression, and solidarity. \
also established that in the novel, Adichie makas af apt technique
including symbolism, flashback, kid narrator, susg® pr-figuring,
irony and allusions. We concluded that in the tékgre is an adro
blend d content and form.
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