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Abstract

R. K. Narayan's The Guide (1958) traces the transformation of Raju — railway tourist guide, lover, dance
manager, forger, convict, and finally an accidental village holy man — toward an ending so deliberately
unresolved that readers have debated for over half a century whether Raju is genuinely redeemed at all. This
essay argues that Narayan structures the novel so that faith and performance are never fully separable: Raju's
spiritual authority begins purely as a role sustained by the villagers' need to believe in him, and the novel's
climactic fast, undertaken to end a drought, refuses to confirm whether Raju's final collapse represents sincere
spiritual transformation, involuntary self-sacrifice, or simply the last and most complete performance of a lifelong
impersonator who has, by then, nowhere left to perform to but himself. Reading the novel's dual narrative
structure alongside Erving Goffman's account of role performance and its capacity to produce effects independent
of a performer’s original sincerity, this essay contends that redemption in The Guide is not the reward of faith but
a possibility that survives even in the total absence of certainty about whether faith was ever real.
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Faith and Redemption in R K Narayan's The Guide

Introduction

The central irony of R. K. Narayan's The Guide announces itself within the novel's opening pages: a man newly
released from prison, sitting exhausted beside an abandoned riverside temple, is mistaken by a passing villager
for a sadhu on the strength of nothing more than his calm demeanour and unkempt appearance. Raju, the man in
question, knows himself to be no saint. He is, by his own unspoken reckoning, a forger who has just served a
two-year sentence for falsifying a signature to obtain a former lover's jewellery. Yet he does not correct Velan's
mistake, and this single, almost passive failure to speak — a small dishonesty of omission rather than active
deception — sets in motion the chain of events that will eventually make Raju the most revered figure in the
village of Mangala, and will finally require him to fast for twelve days beside a drought-stricken river in the hope,
held with total sincerity by everyone but himself, that his suffering might bring rain.

Narayan's novel, first published in 1958 by Methuen in Britain and Viking Press in the United States, is set in the
author's recurring fictional town of Malgudi and its nearby countryside, and it is built on an unusual dual narrative
structure: Raju narrates his own past — his boyhood beside the newly arrived railway station, his rise as "Railway
Raju" the tourist guide, his affair with the dancer Rosie and her transformation into the celebrated Nalini, and the
forgery that destroys his worldly life — in the first person, while an external narrator renders his present,
unwilling sainthood in the third person. The novel won the Sahitya Akademi Award in 1960 and was adapted
into a well-known Hindi film in 1965, and it remains, more than sixty years after its publication, one of the most
widely taught and debated works in Indian English fiction, largely because of the ending it refuses to resolve: as
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Raju collapses during the final hour of his fast, he tells VVelan that he can feel rain falling in the distant hills and
rising beneath his own feet, and the novel closes without confirming whether this is true.

This essay argues that Narayan structures the entire novel so that faith and performance remain permanently
entangled rather than sequential — Raju does not begin as a fraud and end as a believer in any way the text allows
readers to verify with confidence. Instead, the skills that made him a successful tourist guide, telling visitors what
they wanted to hear with total conviction regardless of factual accuracy, are the same skills that make him a
convincing swami, and the novel's climactic fast is constructed to leave permanently open the question of whether
Raju's final transformation constitutes sincere spiritual redemption or the last, most complete performance of a
role he can no longer escape. This argument matters beyond the specifics of a single mid-century Indian novel
because The Guide occupies an unusually influential position in how redemption has come to be imagined in
Indian English fiction more broadly: a protagonist whose moral rehabilitation is inseparable from irony, comedy,
and irreducible uncertainty offers a markedly different model from either the triumphant conversion narrative or
the purely satirical exposure of hypocrisy, and understanding how Narayan achieves this middle position has
consequences for how readers approach the many later Indian English novels that inherit his ironic, tonally light
treatment of serious moral and spiritual material. The discussion that follows situates this argument within a
theoretical account of faith, performance, and redemption; considers how the novel's dual timeline structure
reinforces this argument formally; offers close readings first of Raju’'s formation as a performer in his years as
guide, lover, and forger, and then of his gradual, unverifiable absorption into the role of holy man; and concludes
with a brief comparison to other literary treatments of ambiguous spiritual transformation.

Theorizing Faith, Performance, and Redemption

Redemption, as a critical category in literary studies, typically names an arc from moral failure toward some
restored condition of grace, dignity, or meaning. Criticism of redemption narratives has long distinguished, at
least implicitly, between two different senses in which a character might be said to be redeemed: redemption as
sincere inner transformation, in which a character's own moral consciousness genuinely changes, becoming
legible to the reader through interior access to thought and motive; and redemption as social or narrative function,
in which a character's redemption is legible to other characters, and perhaps to readers, through external behaviour
and consequence, regardless of what is or is not occurring within the character's own private consciousness. Most
redemption narratives collapse this distinction by granting the reader privileged access to a character's genuine
inner change; The Guide is unusual, and this essay argues centrally important, precisely because it refuses to
collapse it, keeping Raju's inner state permanently uncertain even as his outward social function as a redemptive
figure becomes, for the villagers around him, entirely settled.

Erving Goffman's sociological account of role performance offers a useful, appropriately non-literary vocabulary
for understanding how this uncertainty operates. Goffman's foundational insight is that social roles are performed
before an audience whose belief in the performance can become, over time, largely independent of the performer's
own original sincerity: a person who performs a role convincingly enough, for long enough, before an audience
invested in believing it, may find that the role begins to exert real effects on their own self-understanding and
behaviour, regardless of how cynically or sincerely the performance began. Goffman is careful to note that
performers themselves often cannot clearly answer, even to themselves, where calculated performance ends and
genuine belief begins, since repeated performance has a habituating effect on the performer's own sense of
identity that need not track any single, datable moment of "becoming sincere."” This framework maps with unusual
precision onto Raju’s trajectory: he begins performing the role of holy man out of simple practical necessity,
having nowhere else to go and no other means of food or shelter, but the villagers' unwavering, escalating faith
in him — culminating in national press coverage, government attention, and finally an American television crew
— creates a performance environment so total and so sustained that the novel gives readers no reliable way to

[J]NRD2603602 ‘ IJNRD - International Journal of Novel Research and Development (www.ijnrd.org) h34



https://ijnrd.org/
http://www.ijnrd.org/

INTERNATIONAL JOURNAL OF NOVEL RESEARCH AND DEVELOPMENT (IJNRD) a
© 2026 IJNRD | Volume 11, Issue 3, MARCH 2026 | ISSN: 2456-4184 | INRD.ORG orEn (gheces

locate the precise point, if any such point exists, at which Raju's performance shades into something he might
himself experience as genuine belief.

This theoretical framework allows the essay to state its central claim with precision: The Guide is a valuable test
case for the study of literary redemption because it declines to let readers determine whether Raju's climactic fast
represents "real” faith or "only" performance, and the novel's deeper argument is that this very distinction — so
intuitively important to how readers typically judge a character's moral standing — may not, in the end, be the
distinction that matters most for the question of whether redemption has occurred. Narayan's ending asks not "did
Raju truly believe" but "does it matter, to the village he saves or fails to save, and even to Raju himself, whether
he truly believed,” and the essay's subsequent sections trace how thoroughly the novel's form supports this
reframing.

This framework also implicates the reader in a way worth making explicit before turning to the novel itself. Just
as Velan and the villagers of Mangala must decide, without access to Raju's private thoughts, whether to trust the
figure before them, readers of the novel are placed in an analogous position of epistemic dependency: Narayan
grants access to Raju's first-person narration of his own past, but even this access does not resolve the question
of his present sincerity, since a skilled performer's own account of his motives is precisely the kind of evidence
Goffman's framework teaches us to treat with suspicion. The reader, in other words, is not positioned safely
outside the villagers' credulity, observing their naivety from a position of superior knowledge; the reader shares
their fundamental uncertainty, denied any narratorial guarantee that would settle, once and for all, whether Raju's
climactic fast is sincere. This shared uncertainty is not an incidental effect of Narayan's technique but its deliberate
achievement, and it is what allows the novel's treatment of faith to feel like a serious engagement with the actual
difficulty of ever verifying another person's inner conviction, rather than a comfortable literary exercise in
dramatic irony where the reader always knows more than the characters do.

Narrative Structure: Two Timelines, Two Raju’s

Narayan's decision to interleave Raju's past and present, rather than narrating the novel's events in simple
chronological sequence, is central to how the text sustains its refusal to resolve the question of Raju's sincerity.
The novel opens in the present, with Raju already established at the temple and already beginning, however
reluctantly, to accept Velan's misplaced reverence; only gradually, through Raju's own first-person recollection,
does the reader learn the full history of his career as Railway Raju, his relationship with Rosie, his
mismanagement of her career as the dancer Nalini, the forgery that destroys his fortune, and the two years of
imprisonment that precede his arrival at the abandoned temple. This structure ensures that readers encounter the
swami before they encounter the con man, and are therefore never permitted to read Raju's spiritual role as a
straightforward, sequential redemption story in which a bad man simply becomes good over time. Instead, the
reader holds both Raju's fraudulent past and his uncertain spiritual present in mind simultaneously throughout the
novel, since the narrative keeps returning, chapter by chapter, to the temple and to Velan's unwavering faith even
as it excavates ever more damning detail about the man receiving that faith.

This interleaving also has a specific effect on how readers judge the climactic fast when it finally arrives. Because
the novel has spent so much of its length demonstrating Raju's extraordinary skill at telling people exactly what
they want to hear — as a tourist guide inventing historical facts to please different classes of visitor, as a lover
telling Rosie precisely the encouragement she needs to defy her husband, as a forger constructing a signature
convincing enough to deceive a bank — readers arrive at the fast already primed to suspect that Raju’s final
spiritual pronouncements might be one more instance of this same lifelong skill, rather than a genuine break from
it. Yet the novel simultaneously supplies, particularly in its account of Raju's private thoughts during the fast
itself, enough evidence of authentic physical suffering, enough moments in which Raju appears to surprise even
himself with unselfish concern for Velan and the starving village, that a reader inclined toward a more redemptive

[J]NRD2603602 ‘ IJNRD - International Journal of Novel Research and Development (www.ijnrd.org) h35



https://ijnrd.org/
http://www.ijnrd.org/

INTERNATIONAL JOURNAL OF NOVEL RESEARCH AND DEVELOPMENT (IJNRD) a
© 2026 IJNRD | Volume 11, Issue 3, MARCH 2026 | ISSN: 2456-4184 | INRD.ORG orEn (gheces

interpretation has ample textual support as well. The dual timeline structure does not settle this tension; it holds
it open, chapter after chapter, so that by the time the reader reaches the ambiguous final scene, the novel has
already trained them to expect, and to tolerate, exactly this kind of irresolution.

Raju as Guide, Lover, and Forger: The Making of a Performer

Raju's original profession as a railway tourist guide is, on this essay's reading, the formative apprenticeship for
everything that follows, because it is a profession built entirely on performance, improvisation, and the calibrated
management of an audience's expectations rather than on any strict fidelity to fact. Narayan is explicit that Raju
adjusts his performance to his audience: he allows scholarly visitors to display their own knowledge while
entertaining ordinary tourists with colourful, sometimes invented stories, and he judges each visitor's means
before deciding how elaborate a tour, and how large a fee, to propose. When Raju confidently answers questions
about historical sites regardless of whether he actually knows the answer, Narayan presents this not as an isolated
moral failing but as the basic occupational skill of his trade — a skill that depends on total, uninterrupted
confidence of delivery rather than on the underlying truth of what is delivered. This is precisely the skill that will
later make him, without any deliberate plan on his part, a convincing swami: the villagers who gather at the
temple are, in an important structural sense, simply Raju's tourists rearranged, an audience whose satisfaction
depends far more on the confidence and comfort of his delivery than on any independently verifiable claim to
spiritual authority.

Marco's presence in the novel functions, in this connection, as an instructive negative case against which Raju's
performative gift can be measured. Where Raju survives and thrives by adapting his presentation to whatever
audience stands before him, Marco is characterized by a rigid, unperforming sincerity: he is incapable of telling
Rosie what she wants to hear, incapable of softening his dismissal of her dancing to spare her feelings, incapable
even of the social performances that might have preserved his marriage. Narayan's narrative sympathy, such as it
is, does not straightforwardly favour either mode — Marco's honesty produces cruelty and neglect, while Raju's
performative flexibility produces charm but also exploitation and eventual crime — and this refusal to endorse
either pure sincerity or pure performance as the more admirable stance is itself a further instance of the novel's
broader refusal to supply readers with a stable moral framework from which to judge its central ambiguity.
Raju's relationship with Rosie extends and complicates this pattern of performance. Rosie, trained in classical
Bharatanatyam dance but married to Marco, an archaeologist who dismisses her art as mere "acrobatics™ and who
fails to offer her any emotional warmth, finds in Raju a man willing to recognize and encourage exactly the talent
her husband disdains. Raju's early encouragement of Rosie's dancing is genuinely, if self-interestedly, perceptive
— he recognizes her gift before Marco does, and his support allows her to leave an unhappy marriage and build
a celebrated career under the stage name Nalini. Yet Narayan is careful to let this genuine early perceptiveness
curdle, over the course of their years together, into possessiveness and financial exploitation: Raju comes to treat
Nalini's success as primarily his own achievement, positions himself at the centre of every performance, and
eventually, when a legal document requires her signature to release jewellery held jointly with her estranged
husband, forges her signature rather than risk the emotional complication of involving her directly. This forgery
— the crime that finally destroys Raju's fortune, marriage-like partnership, and freedom — is characteristically
presented by Narayan not as a single dramatic villainous act but as the almost banal culmination of years of
smaller compromises, each individually minor, each performed with the same fluent, self-justifying confidence
Raju brought to his tourist patter.

Narayan's tonal choices throughout this section of the novel are worth dwelling on directly, because they bear on
the essay's larger argument about the novel's refusal of moral resolution. Raju’'s moral failures — his manipulation
of Rosie, his neglect of his mother, his eventual forgery — are rendered throughout with a light, frequently comic
irony rather than with heavy authorial condemnation. Narayan lets Raju narrate his own decline in the same
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confident, self-justifying first-person voice he uses to narrate his earlier successes, so that readers must supply
their own moral judgment of Raju’s conduct rather than receiving it pre-packaged from an intrusive or censorious
narrator. This is not moral indifference on Narayan's part but a deliberate formal choice consistent with the essay's
central argument: a novel this careful to withhold authorial judgment of Raju's past dishonesty is unlikely to
supply, in its final pages, a clean and legible verdict on the sincerity of his eventual spiritual transformation. The
comic irony that governs Raju's account of his own rise and fall is the same irony, differently deployed, that
governs the novel's treatment of his uncertain sainthood: in both cases, Narayan declines to tell readers what to
think, insisting instead that they sit with an ambiguity his protagonist himself may never fully resolve.

It is worth adding that Raju's time in prison, rendered with characteristic Narayan irony, further complicates any
simple account of his moral trajectory. Rather than experiencing incarceration as unambiguous punishment or
moral reckoning, Raju adapts to prison life with striking ease, becoming a favourite of both fellow inmates and
the superintendent, earning the affectionate nickname "Vadhyar," or teacher, for his storytelling and his cheerful
helpfulness. This detail matters for the essay's argument because it demonstrates, well before Raju ever reaches
the temple at Mangala, that his gift for winning an audience's trust and affection operates independently of any
genuine moral reform; he is as capable of charming a prison superintendent as he was of charming tourists and
as he will later prove capable of charming an entire drought-stricken village, and the novel gives no indication
that this charm changes in kind, only in setting, across each of these very different audiences.

Accidental Swami: The Fast, the Rain, and the Limits of Knowing Redemption

Raju's transformation into a spiritual figure begins, crucially, in mistaken identity rather than in any spiritual
aspiration of his own, and Narayan is careful to chart the incremental, almost accidental steps by which a single
unclarified misunderstanding becomes an entire village's devotion. Velan's initial reverence rests on nothing more
than Raju's calm bearing after a night spent sleeping rough near the temple; Raju's first pieces of "wisdom" are
recycled fragments of half-remembered childhood stories and canny, essentially secular observations about
human behaviour, dressed in the confident cadence of spiritual authority. When Velan's estranged sister
unexpectedly reconciles with her family shortly after Raju offers a shrewd, worldly guess about her likely
motives, the village reads the coincidence as proof of miraculous insight, and Raju, recognizing that his continued
survival now depends on the food and shelter this reputation secures him, makes the calculated decision to lean
into the role rather than correct it.

Velan's own faith deserves closer attention than the novel's plot mechanics alone might suggest, since his devotion
is not simply a passive credulity the novel invites readers to look down upon. When Raju, late in the novel, finally
confesses his entire fraudulent history to Velan across a single long night, expecting the confession to shatter
Velan's reverence and free him from an impossible role, Velan instead continues to address him as "Swami" and
promises only to keep the confession secret, his faith apparently unshaken by the very revelation that should, by
any straightforward logic, have destroyed it. This moment is frequently read as further evidence of the villagers'
naivety, but it admits a more interesting reading consistent with this essay's argument: Velan's faith, once tested
against the fullest possible disconfirming evidence, survives that evidence, suggesting that whatever Velan
believes about Raju was never, in the first place, a belief resting on verified biographical fact. His faith is directed
at the function Raju has come to serve for the village — a source of moral counsel, a focal point for communal
hope — rather than at any claim about Raju’s personal history that a confession could either confirm or refute.
Read this way, Velan's imperviousness to Raju’'s confession is not simple gullibility but a demonstration, within
the novel's own terms, of exactly the essay's central claim: that redemption’'s social function can operate entirely
independently of any verified inner truth, and that a community's faith in a redemptive figure need not depend
on, or even survive contact with, that figure's own account of his sincerity.
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The fast itself arrives not through any plan on Raju’s part but through a chain of misunderstanding compounding
misunderstanding: an offhand remark Raju makes to pressure feuding villagers into ending a violent dispute over
grain prices is garbled, by the time it reaches the wider village through Velan's simple-minded brother, into a
solemn vow that the swami will fast until rain ends the drought. By the time Raju learns of this transformation of
his careless words into sacred prophecy, the village's collective excitement has already made retraction practically
impossible, and Narayan stages Raju's dawning realization that he has, without ever intending it, trapped himself
inside a story he once told for entertainment rather than belief.

What follows is the novel's most sustained and consequential ambiguity. In the fast's early days, Raju behaves
exactly as his history would predict: he secretly hoards and eats food, hoping to survive the ordeal through
deception rather than genuine sacrifice, and Narayan grants readers direct access to these calculating, self-
preserving thoughts. Yet as the hidden food runs out and the fast's fourth day arrives, something the text presents
as a shift, without ever definitively naming its cause, begins to occur: Raju, moved by Velan's uncomplaining,
selfless devotion, begins for what the novel suggests may be the first time in his adult life to think seriously about
someone else's suffering rather than his own advantage, and resolves to continue the fast in earnest rather than
search further for an escape. Narayan renders this shift with careful ambiguity, describing Raju's prayers as
increasingly sincere and his hunger as producing a strange detachment from ordinary self-interest, without ever
supplying the kind of unambiguous interior confession — an explicit statement that Raju now truly believes in
his own spiritual authority — that would resolve the question for readers one way or the other.

The fast's escalation into a national spectacle intensifies rather than resolves this ambiguity. Newspaper
correspondents descend on Mangala; government doctors monitor Raju's rapidly deteriorating health and urge
him to abandon the fast; an American television producer arrives to film the dying holy man for an international
audience, interviewing him about world peace and the abolition of caste as though he were an established spiritual
authority rather than a man who, mere months earlier, had been forging signatures to fund a dancer's jewellery.
That Raju continues to answer these questions in the calm, confident cadence of a genuine sage, even as his body
visibly fails, can be read either as evidence that performance has by now fully become sincerity, or as evidence
that Raju, ever the skilled guide, is simply delivering his final and most demanding performance to his largest
audience yet, incapable by this point of stepping outside a role that has consumed every avenue of retreat.

The novel's famous final scene concentrates this ambiguity into a single image. Supported by Velan and another
villager, Raju walks the last agonizing distance to the river, enters the water, and, in his final coherent words,
tells Velan that he can feel rain falling in the distant hills and rising beneath his own feet — before collapsing,
presumably dying, in the arms of those holding him. Narayan does not confirm whether rain has actually begun
to fall; the novel simply ends, mid-gesture, on Raju’'s own perception, a perception the text gives readers no
external, corroborating vantage point from which to verify. This is, this essay argues, the novel's most important
formal statement about the entire question of faith and redemption it has been quietly developing across three
hundred pages: Narayan withholds confirmation not because the confirmation is unimportant but because the
withholding is the point. Whether Raju's faith was ever "real," whether his final sacrifice constitutes genuine
spiritual redemption or the last performance of a man with nowhere left to perform to but himself, is a question
the novel insists cannot be answered from outside a single human consciousness — and since that consciousness
collapses, mid-sentence, at the very moment such an answer might have become available, the novel enacts,
formally, the same impossibility of verification that it has been arguing, thematically, all along.

Comparative Note: Narayan and the Wider Tradition of Ironic Sainthood

Raju's ambiguous transformation invites comparison with other literary treatments of spiritual change whose
sincerity readers are asked to take substantially on faith. Hermann Hesse's Siddhartha, published decades earlier
and widely read alongside The Guide in university courses on spiritual quest narratives, traces a protagonist's
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movement through worldly pleasure, material success, and eventual renunciation toward a final enlightenment
the novel presents with considerably more narrative confidence than Narayan permits himself; Hesse's Siddhartha
arrives at a state of achieved wisdom the text asks readers to accept largely at face value, supported by the novel's
own lyrical, affirming prose style. Narayan's treatment of Raju is pointedly less trusting of its own protagonist
and of its readers' desire for a satisfying resolution: where Hesse's narrative voice essentially confirms
Siddhartha's enlightenment as authentic, Narayan's dual narrative structure, comic irony, and refusal to confirm
even the most basic external fact of the ending — did it rain — actively withhold the corresponding confirmation
for Raju.

A further, unusually direct comparison is available in the novel's own well-known 1965 Hindi film adaptation,
starring Dev Anand and Waheeda Rehman, which resolves the ambiguity the novel so carefully preserves: the
film shows rain visibly falling as Raju dies, converting Narayan's deliberately unverifiable ending into a
confirmed, sentimentally legible miracle. That the same story, adapted for a different medium and a different
audience's expectations, felt compelled to resolve precisely the ambiguity this essay has identified as central to
the novel's meaning is itself telling evidence of how much interpretive work that ambiguity performs in Narayan's
original text, and how uncomfortable, or commercially unviable, sustained irresolution can prove outside the
more patient conventions of literary fiction.

This divergence between novel and film also illuminates something about medium-specific tolerance for
ambiguity more generally. Prose fiction, unfolding entirely within a reader's own imaginative reconstruction, can
sustain an unconfirmed final image — Raju's private sensation of rain — without needing to visually resolve it
one way or the other, since the reader's uncertainty remains internal to their own reading experience. Cinema, by
contrast, typically must show something on screen at the moment of climax, and the choice to show rain rather
than to leave the frame ambiguous (through, for instance, a shot that never confirms whether clouds have
gathered) reveals the film's makers making exactly the interpretive decision Narayan's prose declines to make on
the reader's behalf. The comparison suggests that Narayan's ambiguity is not an incidental result of the novel's
brevity or narrative economy but a calculated exploitation of what only prose fiction, among the story's various
adaptations, could actually sustain.

Conclusion

The Guide stages redemption not as a clean spiritual transformation to be verified and celebrated but as an
unresolved, deeply ironic process in which faith and performance remain permanently entangled. Raju's original
skill as a tourist guide — the confident, improvisational management of an audience's expectations, regardless of
underlying truth — is the same skill that makes him, entirely by accident, a convincing swami, and Narayan's
dual narrative structure ensures that readers hold his fraudulent past and his uncertain spiritual present in mind
simultaneously throughout the novel, never permitting a simple linear reading in which a bad man becomes,
straightforwardly, a good one. The climactic fast concentrates this irresolution to its highest pitch: Narayan
supplies genuine evidence of Raju's suffering and apparent unselfish concern for the village even as he preserves
every condition under which that suffering and concern might still be read as the last, most demanding
performance of a lifelong impersonator's career. The novel's famous ending, withholding confirmation of the very
fact — does it rain — that would settle the question, is this essay's central piece of evidence that Narayan's
argument about redemption is ultimately an argument about the limits of verification itself: some inner
transformations, the novel suggests, cannot be confirmed from outside a single consciousness, and when that
consciousness collapses at the decisive moment, the question of whether faith was ever real becomes,
permanently, unanswerable. What The Guide ultimately proposes, for readers of literary treatments of faith and
redemption more broadly, is that redemption may be less a verified inner event than a possibility a community
confers on a person regardless of what can be confirmed about that person's inner state — and that this uncertainty,
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far from undermining the novel's spiritual seriousness, is precisely what makes it a serious treatment of faith
rather than a comforting fable about it. Future work might extend this reading through closer comparison with
the novel's own 1965 film adaptation, whose resolved ending offers a rich case study in how differently a single
ambiguous literary conclusion can be received once translated into a medium with different commercial and
emotional expectations of closure.
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