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ABSTRACT

Telling stories and listening to them are age -pleenomena. With the learning of speech by the fivimman
and the evolution of language, human being statédlthg stories, narrating their experiences, exgsiag their thoughts
and feelings. But story or fiction as a genre dérkture is a fairly modern creation. Though sterizvere used
systematically by the great teachers of the walille Christ and Buddha, modern fiction is a produdtlater time.
Modern fiction is different from the older tales fimany ways, in form as well as in style and tealeéqof narration.
The various devices of storytelling are called Ndifre Techniques. The study of narrative and nareatechniques as an
autonomous object of analysis emerged in the Te#n@entury. It began with Henry James, in hisdi@l| narratives
and his discussions in the Prefaces to the New Editons of his novels (1909-10), and developeduph the works of
Russian Formalists, the New Critics, the Chicag@-Neristotelians, the Structuralist narratologisaed post- classical
narratologists like Mary Patricia Martin, James Hae and Gerard Genette. Most approaches to nareatecognize the
utility of a general division between ‘what’ (theordains of states, existence, characters, and evemd ‘how’

(the domains of techniques, voice, vision, temjitgral point of view etc.)
KEYWORDS: Narrative Techniques, Point of View, First Persaaristor, Third Person Narrator
INTRODUCTION

Very often the content in writing gains its imparta from the way the writer presents it. Much @& $luccess of
a story or fiction depends on the narrative (dyrsiniechniques the writer uses. Narrative techrsidqueadly refer to all
perceptible and discernible signs of the authortistay employed in the narrative. It includes tieehnique of point of
view, form or structural principles, the method picturisation and dramatization, setting and charazation,

the art of narration and other various means amah@hts that consequently make up the workmanshapaofter.
Mark Schorer opines that the form or technique @mtent are inseparable.

“Or technique is thought of in blunter terms... as #irangement of events to create plot; or, withenplot, of
suspense and climax; or as the means of revediiagacter motivation, relationship, and developnorthe use of point
of view”. (David Lodge, p4)

A technique is the only means by which the writescdvers, explores, develops and conveys his subjetthe

meaning thereof and eventually evaluates it. Adogrtb Wayne C. Booth:

“Technique is as broad as the work itself, but stipable of calling attention to that work as tireduct of

choosing, evaluating person rather than a seltiagishing”. (W.C. Booth, p.74)
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Percy Lubbock calls it ‘method’. To him:

“The whole intricate question of method in the traf fiction is governed by the question of the mioof

view — the question of the relation in which therator stands to the story”. (p.251)

In recent years, the point of view is more emphesiby critics) as a means towards the positivenitiein of the

theme rather than a device of narrowing or broadgaf perspective.

According to Cleanth Brooks and Robert Penn Wartkare is four types of narration: “(1) First Rars
(2) First-person observer, (3) Author observer@)niscient Author”. (Brooks and Warren, p.684)

NARRATIVE TECHNIQUES OF MANOJ DAS

In the fiction of Manoj Das, we come across maitlo types of point of view: the first person anck th
omniscient author. As Meenakshi Mukherjee says ftiost recurrent technique in Indo-Anglian Fictilwas been that of
the first person narrative”. (31)

Manoj Das has adopted the method of first -persomation in quite a good number of stories: “Mysgtef the
Missing Cap”, “Farewell to a Ghost”, “The Submergedlley”, “Bhola Grandpa and the Tiger’, “The Murde’,
“The General”, “Trespassers”, “A Letter from Lagprihg”, “The Crocodile’s Lady”, “Sita’s Marriage”,Encounters”,
“The Man who lifted the Mountain”. “The Concubine"The Stupid Servant”, “Old Folks of Northern Valle
“The Last | Heard of Them” and the like.

Some of these stories are narrated by childrerr@vmups remembering their childhood and a few atlee
narrated by elderly persons. Much of the charmhindtories like “Mystery of the Missing Cap”, “Farell to a Ghost”,
“The Submerged Valley” and “Bhola-grandpa and thge depends upon the child’s point of view andnmer of

narration.

This brings the effect and results in a simplicityd clarity. The child narrates like a first-handiter's or

informer’s rendering the testimony to facts likenan on the spot.

In many of these stories, the child narrator isthetnain character, but a minor one whose maintifumés only
to tell the story. It is partly his stories and tbathe stories of others. He is involved and shdvs reactions and
observations. The readers’ response and apprewatice molded and modified by his feeling and watéttowards the

action. Thus, he becomes the center of consciosdgeEmuse everything is narrated from his poinie#.

In “Mystery of the Missing Cap” a child is the nator — a first- person narrator. The child occupié®y place in
the story. He happens to know the truth of the imis€ap. But he keeps it a secret in request of Maharana.
Here, he becomes a confidant to Maharana. Herendhmative is smooth, as objective as possible thodgh it is a

first-person narrative, the ‘I' has been kept te thinimum.

While “Mystery of the Missing Cap” centralizes theader's mind to a close-up scene, “Farewell tohadsg is
panoramic like “The Crocodile’s Lady”. It tracesdkao the history of the ghost from the Britishedgslys to her present,

her living in that abandoned villa and her finalftig to the palm tree where she was forced te.liv
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In “Bhola-grandpa and the tiger” and “The Submeryfadley” the technique is retrospective. In thenfier, the
child recalls a scene from his childhood and retotime story of Bhola-grandpa. Or, he is like alyast who rejoins the

sundry pieces of Bhola-grandpa’s life.

The narrator here fulfills two things. Firstly, meakes the narrative warm and authentic as Bholadpa
belonged to his family as a servant, so the tonmasked with a note of affection and touch of irdoy. Secondly,
all the episodes which are a series of separaectivg scenes are joined together. The narratogsemce is not much
visible. It is like a thread in a garland, unifyitige narrative and giving coherence to it. Otheewthe method is scenic

as if everything is shown and not narrated:

“The real art of fiction does not begin until thewelist thinks of his story as a matter to be shown
to be so exhibited that it will tell itself”. (P.ubbock, p.62)

In “The Submerged Valley” the narration restructurthe picture of his village after a gap of time.
It is again a first -person narrator’'s point ofwieThe child’s impression of the overall situatidns sympathy for the
villagers, first disapproval and late admiratiorr fus father, appreciation of mother and his cutyofor Abolkara,
occasional humor, (in everything) presentationtigdtive. Pictorial and scenic methods get mergée. whole situation

is visualized by the reader.

The first-person narrator is only a formal devinéThe Crocodile’s Lady”. Otherwise, the prevailingethod is
like that of a third-person observer-author foclifie narrator is not an interpreter of meaning as ¢thild in
“Mystery of the Missing Cap”. He is just a reportand translator. The method is reportorial and ceg&n dramatic.
The ‘I' is almost non-existent. The narrator isyoal peripheral participant in the action, not cantSuch a focus of

narration is quite suitably and effective in reveglthe secret tale in “The Crocodile’s Lady”.

Such a variation of first-person narration is falk successfully in “Sita’s Marriage”, “Man Who tefl the

Mountain”, “Encounter” etc.

Some other examples of the first-person narrat@ ‘drespassers”, “A Letter from the Last Spring”,
“The Concubine”, “The General”, and “The Murderelfi. these stories, the narrator is involved and $yaspathy and

understanding of the characters he describes.

In “Man Who Lifted the Mountain” the real narratoirthe story is the mountain itself. The narratayss “l felt as
though a voice inaudible to physical ears, whichrewvearrating the story was slowly fading within ttast rock”.
(P.159)

Here, the voice of the mountain is that of a “disgd narrator” (W. C. Booth, p. 152), or “narrateithin
narrator”. Such intricate method of a story withistory, a narrator and an observer within an eesdrich as the Santhal
in “Bhola-grandpa and the Tiger”) is a common devaf Manoj Das. He has used this device in stdiles “The
Crocodile’s Lady”, “Farewell to a Ghost”, “Man whdfted the Mountain”, and many others, he allows #xpression ‘I”

confined to the framework of an outer third-persanrative.

Manoj Das uses the first-person narrative to higaathge. This is not a simple convention nor igehthe

‘terrible fluidity’ of self-revelation, but the relation of character and situation. The ‘I’ is geéersonalized expression.
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Moreover, there is warmth, naturalness, freshnasd, immediacy in the narrative. The narration ssumery much
authentic and the narrator ‘speaks for or actscooalance with the norms of the work, i.e. the iegblauthor’'s norms”
(W.C. Booth, p. 158). So, the narrator is a ‘rdiéabne.

Several reasons may be found to justify why Manap 2hoose children (or grown-up children) as narrat
His love for children may be one. People are alBgee to know the views of a child on various thirgsl incidents.
A grown -up child remembering his childhood is altha device to dramatize things. Thus, the naras involved and
detached simultaneously. He is emotionally involaedhe locality and setting are his, but he isptemally and physically

detached from the action. This is as good as Hasnyes “indirect and oblique view”. (Allot, p. 191)

This aims at concentration, subtlety, economy, #ral intensity and simultaneously retains the warant

immediacy.

Manoj Das is able to project the sense of wondeakaybelieve and looking at things with an aura wé and
surprise through the child’s unsophisticated inigjuis eyes. The simplicity and directness of thddchave crystallized

the commonplace episodes into the living, loreherliblical type of stories.
OBSERVER-AUTHOR POINT OF VIEW

A brilliant example of a scenic method is “The Nigthe Tiger Came’ and “He who Rode the Tiger”.
The scenes here move in quick and rapid succeasidithey are presented vividly and dramaticallyesghstories contain

many self-contained objective scenes and a drarpattise is created by the effective dialogues.

We get a ‘third-person limited point of view’ in abjective and reportorial method in “The Sage afanhgire

and Seven Old Seekers”.
OMNISCIENT-AUTHOR POINT OF VIEW

The omniscient point of view is adopted in a largamber of stories like “The Kite”, “A Song for Suegl,
“The Time for a Style’, “Birds at Twilight”, “A Nidpt in the Life of a Mayor”, “The Old man and the rGal”,
“Creatures of Conscience”, “The Sensitive PlanThé Dusky Hour”, “The Bridge in the Moonlight”, “EhVengeance”,
“Friends and Strangers”, “The Owl", “The Love Lette"Prithviraj’'s Horse”, “Operation Bride”, “The urtle from the
Sky” and the like.

In “Sharma and the Wonderful Lump”, we have thedtperson focus of narration. In Sharma’s consciess, there
is the Jamesian large lucid reflector” (Mukherjpe31). It is an instance of the ‘obligue methodttwa ‘dramatized

consciousness.’

“The Princess and the Story-teller” are one of Mdb@as'’s finest stories. It begins as a third-pemsarration, but
as it gradually unfolds and grows more and moredtdsg, it glides into a first-person mode. Mana<retell the old
story with a new point of view, where he makes e a story within a story. This is a story abolling stories with its

“wheels within wheels structure”. Manoj Das is aafrfabulator and a master in the art of metafictio

The omniscient method is used with certain vanetion some stories. Though “The Tree”, “The Kite”,
“A Trip into the Jungle”, “A Tale of the Northernalley” and “The Bull of jabalpur” is narrated froam omniscient point

of view, they tilt towards the scenic and obsemethor method.
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Manoj Das seems to have imbibed in this omnisaiggthod of narration from the ancient Indian tale.exploits
the relative potentialities and manages the masewall. For example, one might feel that “Statuedkers are Coming”
could have been presented in a rigid dramatic freonie But the enquiry into Guptaji's mind won't ligere which is only
feasible by an intrusive omniscient or analytichaut Dr. C. V. Venugopal observes that “the ancledian tale follows

normally in a single method of narration — the ogni@nt author technique”. (p.109)

Manoj Das never states anything straight or cosfininself to a single mode. He tangentially anchgilegly
shuffles across and adopts the variations as pendbd of the theme. Ultimately, it is the ‘poifitv@w’ that determines
the tenor and treatment of each story. Drama isiltiaate aim of fiction, or the highest point adtfon writer aspires for.
Naturally, the sole aim of Manoj Das is to ‘drarmmatiand he achieves it severally in his narrativanoj Das have
mastered the art of picturisation and dramatizatitendoes not simply recount his tale; rather keesgmts and shows them.
He knows that ‘an episode shown is more effectmaatan episode told”. (Liddel, p. 102)

Or, “dramatic telling is the only kind of storytielty” (Booth, p26). We can take the following examfilom the

story “Encounters” to see his visual imagination:

“Some scattered stools on the veranda despitehitieng guests. They were the ones in a hurry etingpthat
pockmarked man in bright livery who leaned agaitis¢ wall and seemed to relish every drop of his. tea
If he did not come, it was because the importedheahad parked before the cafe was too preciobe teft out of his
sight. (p. 78)

Here, he does not state an action; he renderdetins of scenery, situation and characters. ThaaBgrandpa’s
encounter with the tiger in Sunderbans, the exwmgigitual conducted by the necromancer pointindoane in
“Farewell to a Ghost”, General Valla strugglinglamgh on the stage in the role of a commanderpéf@nquin carrying
the dead body of the young man and the retinubeobtd Jamindar following in “The Owl”, Bisu Jerdlling into one of
his trances and becoming the voice of Tree-godtlamdillagers dancing and chanting in ecstasy, Kdiyjng over waves
pursued by the police and the climatic confrontiegne between the Minister and Moharana in “Mystérthe Missing

Cap” — are all rendered dramatically. The scenesanspicuous for their vividness, sharpness artdngisqueness.

Manoj Das’s stories exhibit a delicate balance betwthe dramatic and narrative and summary anddbee.
“He Who Rode the Tiger”, “A Trip into the Jungle"The Bull of jabalpur” and “The Time for a Style"Tragedy”,
“The Bridge in the Moonlit Night”, “The Crocodiled ady” and “Farewell to a Ghost’' are triumphs ofrsnary.

His summary is not a bold documentation of fadtis filled with the drama of feeling and emotion.
SENSE OF FORM

Brooks and Warren remark: “Form is not to be thdaugfhmerely as a sort of container for the stotysirather
the total principal of organization and affects rgvaspect of the composition”. (p. 684) AccordimgRercy Lubbock,
“the best form is that which makes the most o§itbject...” (Lubbock p 40).

Manoj Das's stories are based on well-defined pioley are espoused to a single design and an takaide
unity of impression. All the great wealth of matérihas been used for the purpose of realizing theme.
In stories like “The Kite”, “The Time for a Style"A Song for Sunday”, “Mystery of the Missing Cap”,
“The General”, “Encounters”, “The Sensitive PlantThe Bull of jabalpur” and “He Who Rode the Tiger”
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the idea of the story and the meaning behind tha ate best displayed because the entire narfaideen, so to speak,

“jelled into one discrete mold, a shape, a desifdale, p.138)

These stories possess a sense of solidity; shapsland finish. The dialogue, description, plot] aarration are
fused together to unfold the story. In other wottieye is an assimilation of form into meaning. Bharies have a center

or a kind of focus, as Tolstoy says, “Where alrayeet or from which they issue”. (Allot, p.235)

Even though some stories are episodic or elabaratature, they are not discursive since they iateetl to the

main thread of the story. There is no confusioblarring of vision.

Besides the ‘organic description” (Summers, p.83)uite noticeable in his stories. The descriptimihsature, of
character and of the setting are not separated tihenbody of the story; they go hand in hand téhierr the movement of

the story. Thus, there is the ‘single vision'.

The most striking feature of Manoj Das’s storieshiat the reader can never find any moment dullil&\ping
through them. A reader never feels any loss ofréstewhile reading. As Henry James says, “Theraathing so
deplorable as a work of art with a leak in its iat#.... A form is the absolute citadel and tabemaélinterest’ (Liddell,
p.103)

Manoj Das’s stories never betray a leakage of ésterThrough suspense and surprise and gripping luc

narration, he whets the curiosity and sustainsrtezest.
PATTERN AND RHYTHM

Manoj Das'’s stories exhibit some kind of the pattéfrthe idea of pattern implies a repetitionténms of plot the
incident is not repeated, but a variety of incideint sequence “recall us directly or indirectlytt® central conflict”
(Brooks and Warren, p. 655), or question: It poitdsthe motivation and development of charactetiwita story.
In “Bhola-grandpa and the Tiger”, all the three sepies unfold the character of Bhola-grandpa arid & story of

forgetfulness in its extreme.

In “The Crocodile’s lady”, the episode of Langlewlt, the villagers’ talk about the ghost, and fintdie story
told by the lady herself — point to the make-beadisvorld of the villagers and their capacity fortésy-building.

In “Farewell to a Ghost”, the threats to demolikh tleserted villa, the Feringhee episode, his aploenkilling
her, and finally the farewell to the ghost-girl...ipioto her pity and suffering and the villagersiéoand sympathy for the
girl.

Thus, in such stories as above, the chorus effethasemblance of the pattern can be easily noticed

Rhythm, ordinarily refers to ‘the rise and fall’ the movement of fiction, technically, it is thebleand flow of

feeling’ love waxing and wanting to fill us with garise and freshness and hope’ and “Interdepersisntences of crisis

and resolution which contribute to the ‘rhythm’tbé whole work”. (Allot, p.166)

E.M. Forster compares it to music or the symphdte/says “Expansion”, that is the idea the noveligst cling

to. Not completion. Not rounding off but opening’op. 149).
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In this way, a story may move leisurely or fasipeeding on its tempo and pressure. In “He Who Rbddiger”,
“The Kite”, “A Trip into the Jungle”, “the Night h Tiger Came”, and ‘A Song for Sunday”...the movement
fast and racy. But the movement of “A Tale of theortNern Valley”’, “The Crocodile’s Lady”,
“A Farewell to a Ghost”, “Evening at Nijanpur”, “EhSubmerged Valley”, “The Bridge in the Moonlit Kig...

is lucid and leisurely. The rhythm of these stotiefps a lot to pick up the feel and meaning ofstoey.

As we finish reading stories like “The Bridge iretMoonlit Night”, “He Who Rode the Tiger”, “A Trimto the
Jungle”, “The Kite”, “Birds at Twilight” etc... greathords begin to sound behind us”. Forster, p. 150)

THE BASIC FRAMEWORK

In India, most of the fiction writers adopt the foof an ancient tale. A strong cultural force ine tradition of
folktale, particularly in a country like ours, whihas a cultural past of thousands of years. Eclifgl here is practically
nourished on them. Every Indian, consciously oromsciously, imbibes the form of the folktales soctnso that its
simplicity, vigor, clear-cut characterization, athé style of narration are almost in his blood andleading writers are no

exception to it.

The plot of a typical ‘Panchatantra’ story has basic requirement of a well-told story, an effeetlweginning,
an interesting middle and a perfectly logical cas@n. Its style is smooth, diction simple and aton straightforward,

spiced with wits and humor. Manoj Das’s storiestaomall these features profusely.

The allegory in a fable as well as the represenmtatif animals behaving as human beings provideexarllent
medium of social satire. Manoj Das’s three ‘Panctitd stories in “Fables and Fantasies for Adulisg bright glaring

examples.

The Indian writer’'s tendency to fill in his stori@gth continuous action and episodes as evidencénand's
“Barber’'s Trade Union”, Narayan's “The Roman Imaggdanoj Das’s “The Crocodiles Lady” or “Farewell s&oGhost”

owe to the “Kathasaritsagara”.
ELEMENT OF TRADITION

In both the manner of storytelling and the formaldepts, Manoj Das is traditional. His stories amated on the
basic framework of the “Panchatantra” and “Kathisagara”. If the allegorical and satirical mode hi$ fables and
fantasies can be traced back to “The Panchatanb@’®lement of supernatural, fantasy, fairy-talespense, emboxing of
stories and human aspiration and desire belonbedobary tradition of the “Kathasaritsagara”. H&srative tales even

owe to the manner and style of classical talesaims®&rit found in the Vedas.

Manoj Das is an unusual blend of classicand roroesttiHis imagination is essentially a folk-taleagination.
The folk-tale served him most with the elementtefcredulity and myth-making power. He happily amkiedges the four

major influences on him:

“The heritage of Indian fiction — the great yarnrsgers of your like Vishnu Sharma and Somadevatidates the
influence of which | am conscious.... Fakir Mohan tla¢her of the Odia short story was also an eamfjuénce.

Then there is Sri Aurobindo. He has given me a wision of man”. (P.Raja, p. 13)
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In this way Manoj Das is a glorious product as vesdla part of that great unbroken continuum cdifelian

Literature whose vast expanse and pervasive nhtwe been stressed by both Winterkill and Krishnaaini:

“Like the Indianculture of which it is more or lesa faithful expression, Indian literature,
a composite growth, reflecting the impact of diffier ages, races, religions, and influences and taiaing
simultaneously, sometimes in harmony and sometimedisharmony different levels of cultural consgoess and

intellectual development” (K. Kripalini,p. 12).

Manoj Das belongs to this ancient lineage. Whewe@from this perspective, it will be revealed that stories
lend a remarkable feature, rather a unique charaftdndian Literature. His stories reflect a gamauimage of India as

well as voice its inner soul and spirit.

He is an ardent admirer of T. S. Eliot's theory“dfadition and Individual Talent”. In fact, the mé®y point of

the two elements is as subtle as the meeting paithe horizon of the ocean’s blue with the skyiebHe says,

“When an Indian writer is naturally Indian, his ladness is hardly pronounced, but what becomesgmotly
pronounced is when an Indian writer makes a conscéffort to highlight his Indianness or does tippasite — tries to
consciously cultivate a stance, which should appelzzlingly different from the traditional writing”
(P.Raja, pp. 133-134)

Thus, while drawing sustenance from the tradittemresuscitates and dynamizes it. The fables anddas are

charmingly retold with fresh insight into the comigorary human situation.

In conception and invention, language and thentat)ety and humor, he is original. He has blendexdatd art of

storytelling with modern ideas and techniques.

He has evolved a new method of his own, combinegsialient features of the ancient Indian tale thedsocial

and individual consciousness seen in the storgen fibroad.

In his realistic comical stories, he is like R. Karayan with his journalistic background, keen obaton and

lively sense of humor and like F. M. Senapati, vhith satire and social consciousness.

In his serious, realistic stories, he is like hisstern counterparts. He is in the line of Maupassih his sense of
the plot, living details, and clear picture. Butieanore of Anton Chekov in heart and spirit, aapassionate suffering

observer. At home, he is more with M.R. Anand arghpri Iswaran.

The stories like “The Time for a Style”, “A Songrf8unday”, “Trespassers” and “The Submerged Vally
seen in the light of human loss and tragedy. Siyila Letter from the Last Spring”, “Anatomy of &gedy”, “Lakshmi’s
Adventure”, “Sita’s Marriage” and “The Kite” areastes of rare sensitivity and tenderness. TheyaionKanta Kabi's

(Lakshmikant Mohapatra) pathos and Tagore’s tragiareness and above all a Christ-like all-embrabinganism.

Thus, the stories of Manoj Das are universal. Té@mycern any human being at any place and any &m the

pictures are more generic than specific.
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ELEMENT OF MODERNITY

Though Manoj Das are traditional in form, methodd grojection of India’s image, he is modern inasiend

sensibility. He is a synthetic digest of traditibtechnique and modern sensibility.

He is modern in the sense of his analysis of thmarupsyche and psychic reality. The existenti@miha is one

of the major themes of modern times. And Manoj pesent powerfully the predicament of man in theense.

He is modern in the way he has used the technidieedas used the technique of point of view in deta of
ways. Also, the techniques like flashback (The Kitestream of consciousness (The Night the Tigen€), naturalistic
technique (A Trip into the Jungle), the fusion team of consciousness with surrealism (The Bridgine Moonlight),

and surrealism (Friends and Strangers) quite seftdgs This shows his intrepid originality and iguity.

Besides these, his stories are touched by trickdamices almost similar to O’Henry’s twist, Salssrprise and
humor, Saroyan’s or Thurber’'s comic perception, pasant’s straightforwardness, Chekhov’'s suggestase and the

hovering sense of mystery and Katherine Mansfighd'stic grace and precision.
CONCLUSIONS

Manoj Das is unique and inimitable in every way. lderemarkable for his note of subtlety and delcac
gaiety and gravity, mystery and humanism. He igioal and authentic, strikingly fresh and novelhis conception of
plot, humor, fantasy, style of narration and ortta¢®n of language and imagery. His world and peape intensely
vivid, deep and absorbing and inexhaustibly stiyrigvidently, there is an unmistakable Mongoliaangt or the quality of
his stories.

His stories reveal his technical mastery of theysétler's art in bringing most adroitly all thertads together,
so that, the plots are carried forward with spes@pense, and clarity along with the imaginativebjirg into a human
soul added to facts. Fiction is created out ofsfadtis powerful imagination. It can aptly become thirror of the society
concerned, it worked out with lively and artistarm, then, it can reflect the clear picture of gexiety with inherent

contradictions as well as promises.
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