Postmodernism and Postcolonialism

Midnight’s Children
as (1) Historigraphical Metafiction and (2) National Allegory 

(II) 

IV. C. National Allegory (II):  The Personal and the National 

A. a National allegory – (an allegory of the national longing for form, and for myth)
i. Saleem’s role – 

a. victim; ““the sum total of everything ... everyone everything whose being-in-the-world affected was affected by mine” (“Sam and the Tiger” pp. 457-58)” 
b. controlling as “All India’s Radio”; who misused his telepathic powers for thought control once he became a one-man “All-India Radio” when by the power of mind alone he was able to communicate simultaneously with all the other midnight's children

c. used as a human bloodhound to hunt down dissidents by the Pakistani military -- with his miraculous nose 
ii. Saleem’s narration  (Saleem, “handcuffed to history” 3; “fathered by history”)
A.  his reason for tellling the story: 1. "He wants so to shape his material that the reader will be forced to concede his central role. He is cutting up history to suit himself."  Imaginary Homelands 24)

2. fear of absurdity p. 4 Abracadabra p. 529; and hope and love for the amnesiac nation (549)--pickles--truth, love

“pickles of history--I hope ..that it will be possible to say of them that they possess the authentic taste of truth...that they are, despite everything, acts of love.”
B.   his view of the relationships between his story and history: The Kolynos Kid p. 285-86

平行關係即是暗喻式(metaphorical)關係，交錯關係即是實際(literal)關係，薩林又更進一步將之分為主動－實際、被動－實際、主動－暗喻、被動－暗喻四種關係(285-86) 

A.  literalize + parody the national myth—blood line, 

B.  parallels—national longing for form: Saleem/India as a hybrid, textualized identity--search for form, in need of myth and purpose 
       (nation, a new myth p. 129;  India a collective fiction, mix identity p. 135

connection (non-causal; metaphoric/allegoric)



1) the personal take on public meaning
(perforated sheet--fragmented viewpoint--memory--national fragmentation)

S' s heritage p. 124 Tai's teeth and brandy bottle

Saleem's life p. 124 in fragments; 141 daily glimpses of myself--fragmentation  

washing chest as  a hole in the world, a place which civilization has put outside itself...


2) the public become the personal
a. spittoon--the old men's  
          --Saleem's family heritage

          --an agent of his "purification" 

          --substituted by an empty Dalda Vanaspati can

Spittoon-- p. 68; p. 104; p. 45-46 vs. the Raj; summary of its history 342; 535--appropriated by Saleem, the intellectuals, as well as Nadir Khan, to mean several different things ; lost it forever 515; 
3) other ways of connection: through leitmotifs or images of fragmentation, blood and whitening, spittoon, snake and ladder: symbolic/metaphoric connections—nose (his grandfather’s and his own), white skin (his father, Rani’s, Indian merchants’, and Saleem’s), blood (his sister’s, the rioters’, Mary’s blush) 
(R "Midnight Children and Shame." p. 3) claims that his work is not allegory.  Instead of using symbol, he uses leitmotif: which “form a kind of non-rational network of connections in the book.  ...[e.g.] a sheet with a hole in it, a silver spittoon, a game of snakes and ladders, a hand with a pointing finger, ...these things have very little meaning in themselves.  The meaning of the leitmotif is the sum total of the incidents in which it occurs.”   

Note: the use of metaphors: 

Neil Ten Kortennar Ariel 1995 26.2  “’Midnight’s Children’ and the Allegory of History” 

Stanley Wolpert’s A New History of India 

--make metaphors historians use “playfully …literal.”  E.g. hole, anti-Partition Muslim swept under the carpet,  

“The metaphors underlying the literal narrative of history—history as the record of a body’s growth, as the detection of a hidden original crime, and as the product of a transpersonal consciousness—are embodied in the life of Saleem Sinai” (47)

“The majority of the magical elements in MC derive from allegory and the literalization of metaphor” (59). 
Issue: 1. Does Rushdie express any hope for India’s future?  Is the reader given a real choice between form and content, or between “celebration of India and a withering satier on the very possibility of the nation state” (Portenaar 57)?
“The story of Saleem does indeed lead him to despair.  But the story is told in a manner designed to echo, as closely as my abilities allowed, the Indian talent for non-stop self-regeneration.  This is why the narrative constantly throws up new stories, why it 'teems'.  The form--multitudinous, hinting at the infinite possibilities of the country--is the optimistic counterweight of Saleem's personal tragedy.   

"[The optimism] resides in the people, . . . the people have enormous energy and invention and dynamism, are not passive, and that kind of turbulence in the people is, I suspect, where the optimism lies ("Midnight's Children and Shame" 17 Kunapipi 7 (1985): 1-19.).
2.  Shiva vs. Saleem //India vs. Pakistan; Rushdie’s presentation of Pakistan

(India an infinity of alternative realities; Pakistan --an infinite number of falseness, unrealities, and lies)  

Saleem—self-centeredness? "I am the sum total of everything that  went before me, of all that I have seen done, of everything done-to-me....To understand me, you'll have to swallow the world."  457-58

Saleem vs. Shiva –p. 271 "I disliked the roughness of his tongue, the crudity of his ideas, and I was beginning to suspect him of a string of terrible crimes--although I found it impossible to find any evidence in his thoughts..." 
3.  Women and the people

Rushdie -- The Riddle of Midnight, “Behind all my writings is the idea of crowd. ... India's turbulent multiplicity ... a throng not only of people but also of dreams, memories, fears, hopes, portents, fictions and gods.”
“From ayah to Widow. I've been the sort of person to whom things have been done” (Midnight's Children, 285).
 “Women have made me,” he says to Padma, “and also unmade me. From Reverend Mother to the Widow, and even beyond. I have been at the mercy of the so-called (erroneously, in my opinion!) gentler sex. It is, perhaps, a matter of connection: is not Mother India, Bharat-Mata, commonly thought of as female? And, as you know, there's no escape from her” (Midnight's Children, 483).
Padma, in Midnight's Children, is similarly emblematized by Saleem Sinai.
· The metaphoric link that exists between Padma and the political state the nation,
· Padma is explicitly linked with the Widow, herself the embodiment of the political state, which Saleem Sinai insists has reduced him to the textual/sexual ineffectiveness that defines him at the moment of his utterance
· She is also represented almost always in terms other than herself, by references to the goddess Durga, by etymological talk of her name, which makes her the “dung goddess” and so on.
· And in the final analysis, her story is virtually absent. (Kamra 246) 
	the lower class:
	women: change his life 229; A Wedding p. 485 

	Lifafa Das p. 82 

Wee Willie Winkie p. 116 

Mary & Joseph 119  

Durga the washerwoman 532

Padma—hate his self-reflexivity 72

dripping in p. 38; paean to Dung 30

impatient 116; angered 142 
	grandmother—being asked to take off her purdah 33  whatitsname 42 

Amima

B. Monkey = Jamila Singer--subject to the exaggeration and simplification of self and right-and-wrong nationalism 375

Mary

Evie Burns 

Aunt Alia vengeful 395                      


Ref. 

B. Rushdie’s migrant identity (criticized by Aijaz Ahmad’s In Theory and Revathi Krishnaswamy in Ariel 1995 26.1) 
Rushdie, Salman.  Imaginary Homelands: Essays and Criticism 1981-1991.  London: Granta Books, 1991.

the past
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It maybe be argued that the past is a country from which we have all migrated, that its loss is part of our common humanity. ...Meaning is a shaky edifice  we build out of scraps, dogmas, childhood injuries, newspaper articles, chance remarks, old films, small victories, people hated, people loved.
p. 15 


Our identity is at once plural and partial. Sometimes we feel that we straddle two cultures; at other times, that we fall between two stools. But however ambiguous and shifting this ground may be, it is not an infertile territory for a writer to occupy.
p. 17 This is what the triple disruption of reality teaches migrants: that reality is an artifact, that it does not exist until it is made, and that, like any other artefact, it can be made well or badly, and that it can also, of course, be unmade.  ...The migrant intellect roots itself in itself, in its own capacity for imagining and reimagining the world.

Pakistan and Migrants







Rushdie

Although I have known Pakistan for a long time, I have never lived there for longer than six months at a stretch...I have learned Pakistan by slices...however I choose to write about over-there, I am forced to reflect that in fragments of broken mirrors...I must reconcile myself to the inevitability of the missing bits. ...

What is the best thing about migrant peoples and seceded nations?  I think it is their hopefulness...

And what is the worst thing?  It is the emptiness of one's luggage....We have floated upwards from history, from memory, from Time. (70-71)

"the ability to see at once from inside and out is a great thing, a piece of good fortune which the indigenous writer cannot enjoy." (“A Dangerous Art Form” 4)

A. In support of third-world intellectuals 

· As 'Third World cosmopolitans'. 


These immigrations — in the United States of Mukherjee and the Britain of Rushdie, for example — have in a sense muted the national question, not only because they have happened in the wake of (and partly as a result of) formal independence, but because they have been motivated by economic and cultural opportunity or flight from repression. In that way they deny the old pattern of need to create a national mythos in the country of origin.(Brennan 50)  

· Homi Bhabha: 

“How newness enters the world: Postmodern space, postcolonial times and the trials of cultural translation,”  (1994) The Location of Culture, Routledge.


The source of Rushdie's blasphemy, of his hybridity, is his 'transposition of these sacred names into profane spaces — brothels or magical realist novels'. Such 'profane spaces' are where newness is born. Rushdie's critics see his fiction as 'not simply sacrilegious, but destructive of the very cement of community' (225).  

B.  Critiques of third-world intellectuals: 

Ahmad, Aijaz.  In Theory, Verso, 1992.


As formulations of this kind become the manifest common sense of the metropolitan intelligensia, dutifully reproduced in the literary productions and pronouncements of 'Third World intellectuals' located within that milieu, one wonders what these cultural positions--the idea of origin being a mere 'myth'; the doubleness of arriving at an excess of belonging by not belonging; the project of mining the resource and raw material of 'Third World Literature' for archival accumulation and generic classification in the metropolitan university--might have to do with this age of late capitalism in which the most powerful capitalist firms, originating in particular imperialist countries but commanding global investments and networks of transport and communication, proclaim themselves nevertheless to be multinationals and transnationals.” (In Theory. p. 130)

'Third World intellectuals' … 'represent the undifferentiated colonized Other' without recognizing their own privileged position, 'without much examining of their own presence in that [metropolitan university] institution, except perhaps in the characteristically postmodernist mode of ironic pleasure in observing the duplicities and multiplicities of one's own persona'.  … it takes a very modern, very affluent, very uprooted kind of intellectual to debunk both the idea of "progress" and the sense of a "long past” (93-94).  
Krishnaswamy—1. Myth of migrancy vs. historical reality: 

“Rushdie dematerializes the migrant into an abstract idea.” (132)  Indians of different classes and gender migrate to different places.

2. [Naipaul’s eternal exile and Rushdie’s permanent migrancy share one feature]: “a deterritorialized consciousness freed from such collectivities as race, class, gender, or nation, an unattached imagination that conveniently can become cosmopolitan and subaltern” (139).

Franco, Jean (1988) 'Beyond Ethnocentrism: Gender, Power, and the Third-World Intelligentsia', Cary Nelson and Lawrence Grossberg (eds) Marxism and the Interpretation of Culture, Macmillan.

. . . 
the Third World becomes the place of the unconscious, the rich source of fantasy and legend recycled by the intelligentsia, for which heterogeneity is no longer a ghostly, dragging chain but material that can be loosened from any territorial context and juxtaposed in ways that provide a constant frisson of pleasure. (505)

The rich heterogeneity that formerly had to be subordinated as irrational began to be proudly displayed by Latin American writers as proof of cultural vitality. Writers like Asturias, Arquedas, Carpentier, Roa Bastos, and Rulfo undertook the recycling of ancient legends, traditional cultures, and archaic ways of life. . . . As the literary intelligentsia discovered the utopian elements in popular culture, it also discovered in that very carnivalesque pluralism the claim on metropolitan attention that had so long eluded it. (508-9) 
Dirlik, Arif (1994) 'The Postcolonial Aura: Third World Criticism in the Age of Global Capitalism', Critical Inquiry 20 (Winter) 328-56.


. . . postcoloniality is designed to avoid making sense of the current crisis and, in the process, to cover up the origins of postcolonial intellectuals in a global capitalism of which they are not so much victims as beneficiaries. (353)
Ref. Kamra, Sukeshi.  “Replacing the Colonial Gaze: Gender as Strategy in Salman Rushdie's Fiction.”   Between the Lines : South Asians and Postcoloniality.  Ed. Bahri, Deepika.  Philadelphia Temple University Press, 1996.

Brennan, Timothy.  Salman Rushdie and the Third World, Macmillan, 1989.


