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A 
JTv C H I L D R E N ' S S T O R Y a b o u t a s inis ter c a rn ivo rous b i r d w o u l d 
seem an u n l i k e l y c h o i c e fo r i n c l u s i o n i n a h i g h - p r o f i l e l i t e ra ry 
an thology , b u t the p resence o f Satyajit Ray 's " B i g B i l l " ( the o r i g i ­
n a l t i t le i n B a n g l a is " B r i h a t C h a n c h u " ) i n S a l m a n R u s h d i e ' s 
The Vintage Book of Indian Writing: 1947-1997, a c o m m e m o r a ­
tive v o l u m e for the g o l d e n j u b i l e e o f Ind ia ' s f r e e d o m , is e x p l i c a ­
b le o n l y w h e n seen i n the perspec t ive o f R u s h d i e ' s l ong- t ime 
interes t i n Ray. 1 N o a n t h o l o g y is ever object ive; each a t t empt to 
b r i n g toge ther representa t ive texts f r o m a count ry , p e r i o d , l an­
guage, o r gen re is d e s t i n e d to b e c o m e an exerc ise to va l ida te the 
ed i to r ' s o w n p o s i t i o n t h r o u g h the c o n s t r u c t i o n o f a p e r s o n a l i z e d 
c a n o n (witness, for e x a m p l e , i n The Vintage Book of Indian Writing: 
1947-1997, the wi l fu l c o n f l a t i n g o f I n d i a n W r i t i n g i n E n g l i s h 
w i t h I n d i a n w r i t i n g ) . T h e i n c l u s i o n o f Ray 's c h i l d r e n ' s story i n 
this v o l u m e reflects R u s h d i e ' s p e r s o n a l p r e d e l i c t i o n for Ray's 
work , p a r t i c u l a r l y for the b iza r re a n d fantastic aspects o f his 
i m a g i n a t i o n — b o t h i n fiction a n d film—testified t h o u g h m a n y 
i n d i r e c t references i n R u s h d i e ' s novels , o n e c o m p l e t e essay i n 
Imaginary Homelands, a n d m u l t i p l e echoes i n Haroun and the Sea of 
Stories. T h i s p a p e r a t tempts a r e a d i n g o f Haroun and the Sea of 
Stories u s i n g the Ray i n t e r t exua l e l e m e n t i n it as the s tar t ing 
po in t . T h e para l le l s be tween these two s t o r y t e l l e r s — o n e i n ­
tensely a n d con t rove r s i a l ly p o l i t i c a l , a n d the o t h e r the last o f the 
h u m a n i s t artists o f o u r cen tu ry w h o eschewed p o l i t i c a l engage­
m e n t — may not , however , s t re tch too far, bu t the o c c a s i o n a l l i n k s 
i l l u m i n a t e the text. 

M o s t p e o p l e ou t s ide the B a n g l a l anguage r e g i o n k n o w Ray as 
the m a k e r o f ser ious films l i k e The, Apu Trilogy (1955, 1956, 
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1959), Jalsaghar ( "The M u s i c R o o m , " 1958) Debi ( "The G o d ­
dess," i960), Ghare Baire ( "The H o m e a n d the W o r l d , " 1980), 

a n d m a n y m o r e ; bu t w i t h i n his o w n l anguage c o m m u n i t y , he has 
a huge a n d enthus ias t ic f o l l o w i n g as a c h i l d r e n ' s wr i te r a n d a film 
m a k e r i n the c o m i c m o d e . H i s c h i l d r e n ' s films i n c l u d e Goopy 
Gayen and Bagha Bayen ( "The A d v e n t u r e s o f G o o p y a n d B a g h a , " 
1968), Sonar Kella ( "The G o l d e n Fortress ," 1974), Joi Baba 
Felunath ( "The E l e p h a n t G o d , " 1978), a n d Hirak Rajar Deshe 
("The K i n g d o m o f D i a m o n d s , " 1980). H i s dozens o f b o o k s writ­
ten fo r c h i l d r e n i n at least three d i f fe ren t g e n r e s — d e t e c t i v e 
stories, sc ience fiction, a n d c o m i c t a l e s — c o n t i n u e to r e m a i n at 
the top o f the bes t se l l ing list even today, five years after the 
au thor ' s dea th . R u s h d i e , by d e c l a r i n g Sonar Kella to be o n e o f his 
favouri te movies , is sa id to have m a d e Ray feel l i k e "the p r o u d 
pa ren t whose least a p p r e c i a t e d c h i l d has b e e n l av i shed wi th 
u n l o o k e d - f o r pra ise" {Imaginary Homelands 11 ). T h e praise mus t 
have b e e n " u n l o o k e d for" c o m i n g as it d i d f r o m a " n o n - B e n g a l i " 
(a b l a n k e t t e r m used of ten i n B a n g l a to l u m p the rest o f the 
w o r l d as "not-us") because the l o c a l cr i t ics h a d always b e e n 
enthusias t ic abou t the film, a n d a l o n g w i t h Goopy Gayen and 
Bagha Bayen, Sonar Kella has r e m a i n e d the favouri te o f two gen­
era t ions o f c h i l d r e n a n d adul ts . T h e film cr i t i c C h i d a n a n d a Das 
G u p t a exp la in s the e n c h a n t m e n t thus: "Ray's c h i l d r e n ' s films 
have a secret co re o f joy, a M o z a r t i a n M a g i c F lu t e qua l i ty i n w h i c h 
the c h i l d r e n are l i t t le Papagenos , u n i m p r e s s e d by ev i l , w h i c h is a 
c l o u d that o n l y makes the sun sh ine b r i g h t e r " (84). T h i s is also 
the i r idescen t qua l i ty that permeates S a l m a n R u s h d i e ' s o n l y 
c h i l d r e n ' s b o o k , Haroun and the Sea of Stories; the affinity is w o r t h 
a c lose r l o o k . 

In an in terview, Ray was o n c e asked a ques t i on that b o r d e r e d 
o n an a l l ega t i on : why d i d he i n his c h i l d r e n ' s film Goopy Gayen 
and Bagha Bayen a l l ow the effervescent m o d e o f fantasy to get 
c o n g e a l e d in to a fable by the e n d ? 2 T h e same cha rge has b e e n 
b r o u g h t o b l i q u e l y against R u s h d i e by m a n y reviewers o f Haroun 
and the Sea of Stories (1990), a text o n w h i c h I suspect 
Ray's i n f l u e n c e ex tends far b e y o n d the o c c a s i o n a l b o r r o w i n g o f 
p r o p e r names . Haroun and the Sea of Stories too has b e e n seen as a 
m o r a l a n d aesthet ic pa rab le dressed i n the ga rb o f a c h i l d r e n ' s 
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story. T h e b o o k a p p e a r e d o n e year after A y a t o l l a h K h o m e i n i ' s 
fatwa (14 Feb rua ry 198g) a n d the a l l e g o r i c a l r e l a t i o n s h i p be­
tween a s toryte l ler w h o has lost his p o w e r to create a n d a wr i te r 
w h o has b e e n sen tenced e i the r to s i lence o r to d e a t h was too 
s t r o n g fo r the cr i t ics to pay a t t en t ion to the fantasy o r f un 
e l e m e n t i n the tale. Ray d i d n o t see any d i c h o t o m y i n the two 
m o d e s d e p l o y e d by h i m : "I a m no t sure a c l ea r d e m a r c a t i o n c a n 
be m a d e be tween the two. Fantasy . . . m e a n i n g the use o f the 
s u p e r n a t u r a l a n d the m a g i c a l c a n be par t o f the fable a n d the two 
c a n m e r g e na tu ra l ly" ("Ray i n the L o o k i n g Glass" 33). 

A n a t t empt has b e e n m a d e he re to e x a m i n e the process o r the 
poss ib i l i ty o f this merger , n o t o n l y o f the two nar ra t ive m o d e s — 
fantasy a n d f a b l e — b u t o f several o t h e r c o n c e r n s — m o r a l , aes­
thet ic , p o l i t i c a l , e c o l o g i c a l , a n d in t e r t ex tua l — that are a l l o w e d 
to conve rge i n this s l e n d e r tale mean t for c h i l d r e n . Be fo re d o i n g 
so, I s h o u l d e x p l o r e the Ray -Rushd ie c o n n e c t i o n br ief ly . 

T h e "p len tymaw" fish i n Haroun and the Sea of Stories, w h i c h 
speak i n d o g g e r e l verse are c a l l e d G o o p y a n d B a g h a — p o i n t i n g 
o u r a t t en t ion to o n e o f the m a n y pre-texts f r o m w h i c h Haroun 
and the Sea of Stories draws. T h e p u r p o s e the stories serves i n 
R u s h d i e ' s n o v e l is ana logous to the f u n c t i o n o f songs i n the film 
Goopy Gayen and Bagha Bayen, b o t h c o u n t e r i n g the p r i n c i p l e s o f 
s i l ence , s u s p i c i o n , a n d strife wi th a c e l e b r a t i o n o f art, a r t icu la­
t i o n , a n d consequen t ly , o f l i fe . 

N o t u n l i k e the bat t le be tween the l ands o f G u p a n d C h u p i n 
Haroun and the Sea of Stories, the a c t i o n i n Goopy Gayen and Bagha 
Bayen c l i m a x e s i n the bat t le be tween the two n a t i o n s J h u n d i a n d 
S h u n d i (the p e o p l e i n S h u n d i have lost the i r speech) a n d even­
tua l ly G o o p y a n d B a g h a are able to s top the war t h r o u g h the i r 
s o n g s — b r i n g i n g back peace , h a r m o n y , a n d vo ice . R u s h d i e too 
i n Haroun and the Sea of Stories, as i n a l l his o t h e r novels , va lor izes a 
p lu r a l i t y o f voices , p r i v i l e g i n g p o l y p h o n y over an e n f o r c e d un i ty 
o f s i l e n c e . 3 Pa radox ica l l y , he t e rogene i ty is seen as m o r e cohes ive 
t han the m o n o l i t h i c i d e a o f a n a t i o n . I n the u n e v e n batt le 
be tween the G u p p e e s a n d C h u p w a l a s , the G u p p e e s have the 
advantage o f possess ing m u l t i p l e voices . " A l l those a rgumen t s 
a n d debates, a l l that openness , h a d c r ea t ed power fu l b o n d s o f 
f r i e n d s h i p be tween t h e m " ( 185), w h i l e "the vows o f s i lence a n d 
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the habits o f secrecy h a d m a d e [the C h u p w a l a s ] susp ic ious a n d 
distrustful o f each o the r " (185). M o s t characters i n Haroun and 
the Sea of Stories ou t s ide the d a r k l a n d o f C h u p have t he i r dis­
t inc t ly d i f fe rent ways o f s p e a k i n g — t h e fish speak i n r h y m i n g 
couple t s ; M a l i speaks i n quat ra ins ; M r But t ' s sentences are p u n c ­
tuated wi th "but, but , bu t" a n d "no p r o b l e m " ; G e n e r a l K i t ab ' s 
speech is p e p p e r e d by a series o f i n n o c u o u s oaths ("stop a n d 
blast me , " "spots a n d fogs," "drat it a l l , " "dash i t ," "rot it a l l") ; a n d 
P r i n c e B o l o uses the c l i c h é d rhe to r i c o f r o m a n c e , w h i l e Pr incess 
Baa tchea t c o m m u n i c a t e s t h r o u g h exec rab l e love s o n g s — a l l 
c o n t r i b u t i n g t he i r b i t to a l i ve ly d i n o f he terogloss ia . 

In Ray 's film, this he te rog loss ia is to be f o u n d i n its m u s i c a l 
s c o r e — q u i t e na tu ra l i n a text w h e r e n o t stories bu t songs carry 
the t h e m e fo rward . A l t h o u g h G o o p y a n d B a g h a m e n t i o n i n a 
s o n g that they are s i m p l e fo lk w h o k n o w n o o t h e r l anguage bu t 
B a n g l a , it b e c o m e s c lear very s o o n that the ve rba l con t en t o f the 
songs is i n c i d e n t a l to the c o m m u n i c a t i o n o f the i r m e a n i n g . W h a t 
is m o r e i m p o r t a n t is that G o o p y a n d B a g h a k n o w the l anguage o f 
mus i c that t ranscends speech . In any case, the p e o p l e o f S h u n d i 
d o n o t speak at a l l , so G o o p y a n d B a g h a c o u l d no t k n o w wha t 
l anguage the p e o p l e w o u l d be able to u n d e r s t a n d — h e n c e they 
p l e a d , "True , y o u may n o t u n d e r s t a n d wha t we speak, bu t we 
h o p e that what we s ing , even i f it is n o t i n t e l l i g i b l e , w i l l travel 
t h r o u g h y o u r ears a n d r e a c h y o u r hearts" ("Ray i n the L o o k i n g 
Glass" 37). 

T h e u n o r t h o d o x mus i c o f Goopy Gayen and Bagha Boyen f reely 
i nco rpo ra t e s e lements f r o m Wes te rn symphony , H i n d u s t a n i clas­
sical as w e l l as K a r n a t a k mus i c a n d B a n g l a fo lk tunes, u s i n g a 
w h o l e range o f s t r i ng i n s t r u m e n t s — c e l l o , ektara, dotara, v i o l i n 
( somet imes p l a y e d so as to s o u n d l i k e a sarinda—a fo lk ins t ru­
m e n t o f East B e n g a l ) a n d twelve types o f p e r c u s s i o n ins t rumen t s 
— i n c l u d i n g mridangam, ghatam tabla, Khanjira, murshrinka. V i s u ­
a l ly too this p lu ra l i t y is sus ta ined i n the w e l l - k n o w n ghost -dance 
sequence i n the film, whe re variet ies o f ghos t s—fa t a n d t h i n , 
b l a c k a n d w h i t e — ( a c t u a l l y they are bhoots; the B a n g l a w o r d bhoot, 
w i t h its s l igh t ly c o m i c c o n n o t a t i o n is i n a d e q u a t e l y t rans la ted as 
"ghost") are c h o r e o g r a p h e d toge ther i n a n eer ie yet h i l a r i o u s 
bal let . Ray e x p l a i n s his des ign this way: 
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I t h o u g h t o f t h o s e w h o l i v e d a n d d i e d i n B e n g a l a n d b e c a m e its 

r e s i d e n t g h o s t s — p e o p l e o f d i v e r s e r o o t s a n d races . . . k i n g s a n d 

c h i e f t a i n s as w e l l as t i l l e r s o f t h e s o i l r i g h t f r o m t h e B u d d h i s t p e r i o d , 

as a l s o the E n g l i s h m e n o f J o h n C o m p a n y . 

("Ray i n t h e L o o k i n g G l a s s " 3 9 ) 

T h i s m u l t i p l i c i t y is r e p l i c a t e d i n the sea o f stories that 
R u s h d i e ' s text Haroun and the Sea of Stories conjures u p , where 
several s treams c o e x i s t — t h e ti t le i tself i n v o k i n g at least two 
t rad i t ions o f nar ra t ive c y c l e s — t h e Arabian Nights f r o m West-Asia 
f r o m w h i c h the n a m e H a r o u n or ig ina tes , a n d Katha-sarit-saqar, a 
c o m p e n d i u m o f stories i n Sanskr i t a t t r i bu t ed to S o m a d e v a , w h o 
l i v e d i n K a s h m i r i n the e leven th century. T h e n a m e o f the c a l i p h 
o f B a g h d a d , H a r o u n - a l - R a s h i d , gets sp l i t i n t o the names o f the 
fa ther a n d son i n v o k i n g the cycle o f tales that, fo r R u s h d i e , has 
l o n g b e e n a s y n e c d o c h e for a n i n e x h a u s t i b l e s to rehouse o f sto­
ries. E v e n six years after Haroun and the Sea of Stories, S c h e h e r z a d e 
re turns o n the last page o f The Moor's Last Sigh. B u t i n Haroun and 
the Sea of Stories, the houseboa t c a l l e d " A r a b i a n N i g h t s P lus O n e " 
also shades i n t o the 2001 Space Odyssey, d e l i be r a t e ly b r i n g i n g i n 
the a m b i e n c e o f sc ience fiction (the r e s o l u t i o n o f the p l o t is, 
after a l l , p r e d i c a t e d u p o n m a k i n g a p l ane t t u r n ) , a n d the story o f 
P r i n c e B o l o a n d Pr incess Baa tchea t weaves i n t h r o u g h a par­
o d i e d r o m a n c e r h e t o r i c — y e t a n o t h e r d iverse s t r and o f k n i g h t 
errants a n d damsels i n distress. B o t h Ray's film a n d R u s h d i e ' s 
story are thus ce l eb ra t ions o f p lura l i ty . 

In Imaginary Homelands, R u s h d i e has p a i d t r ibu te to Ray i n an 
essay ( 107-14), bu t a passage i n The Moor's Last Sigh reveals m o r e 
a b o u t R u s h d i e ' s n a t u r a l p r e fe rence for Ray 's fantasy films over 
his real is t ones , even t h o u g h the filmmaker n o w gets a fictitious 
n a m e : 

T h e g r e a t B e n g a l i film d i r e c t o r S u k u m a r S e n . . . was t h e best o f those 

rea l i s ts a n d i n a ser ies o f h a u n t i n g h u m a n e films b r o u g h t to I n d i a n 

c i n e m a — I n d i a n c i n e m a , t h a t r a d d l e d o l d t a r t ! — a f u s i o n o f h e a r t 

a n d m i n d t h a t w e n t a l o n g way t o w a r d s j u s t i f y i n g h i s a e s t h e t i c . Y e t 

these r e a l i s t m o v i e s w e r e n e v e r p o p u l a r . . . a n d V a s c o ( o p e n l y ) a n d 

A u r o r a (secret ly) p r e f e r r e d t h e ser ies o f film f o r c h i l d r e n i n w h i c h 

S e n l e t h i s fantasy r i p , i n w h i c h fish t a l k e d , c a r p e t s f l ew a n d y o u n g 

boys d r e a m e d o f p r e v i o u s i n c a r n a t i o n s i n fortresses o f g o l d . ( 173) 

T h e final re ference i n the last sentence is o b v i o u s l y to a n o t h e r 
c h i l d r e n ' s film by Ray, Sonar Kella, a n d the f l y i n g ca rpe t is evi-
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rìently a trope to signify all fairy tales. But the talking fish would 

puzzle even the most knowledgeable viewers of Ray's films unless 

they have also read Ilaroun and the Sea of Stories because Ray's 

films never show any fish — talking or otherwise. T h e rhyme-

spouting fish in Rushdie's novel (Goopy and Bagha) have de­

rived their name from the singing heroes of Goopy Gayen and 
Bagha Bayen, and, bv a sleight of syntax, Rushdie gives ^ack to Ray 

what he has received from him, in the process conflating Haroun 
and the Sea of Stories with Goopy Gayen and Bagha Bayen. 

Like Vasco and Aurora in 7¾« Moor's Last Sigh, Rushdie clearly 

prefers fantasy to mimesis. His most recent novel articulates in 

various ways the basic aesthetic position on which the entire 

Rushdie oeuvre is based—suspicion of the literal and the realist, 

and a faith in the epic-fabulist mode, only which, according to 

him, can do justice to "the narrative of our magic race and the 

dream-like wonder of our waking world" (Moor 173). Midnight's 
Children and Shame chronicle the recent history of the Indian 

subcontinent in the extravagant language of fantasy with inter­

mittent and indirect references to Bombay films, another realm 

of the non-real. In The Moor's Last Sigh, continuing with the 

film allusions Rushdie makes, the painter Vasco urges Aurora, a 

greater artist, not to attempt naturalism which might be the 

mode of nation-building because it stifled creativity: 

W i l l y o u s p e n d y o u r l i fe p a i n t i n g b o o t - p o l i s h boys a n d air-hostesses 

a n d two acres o f l a n d ? Is it to b e a l l c o o l i e s a n d t r a c t o r d r i v e r s a n d 

Nargis-v h v d r o - e l e c t r i c p r o j e c t s f r o m n o w o n ? . . . F o r g e t t h o s e d a m -

n f o o l real ists! T h e r e a l is always h i d d e n . . . i n s i d e a m i r a c u l o u s l y 

b u r n i n g b u s h ! F i f e is fantast ic ! P a i n t that . . . . (174) 4 

If Goopy Gayen and Bagha Bayen and Haroun and the Sea of Stories 
are both parables of af£) one focusing on songs and the other on 

stories as the specific metaphor for creativity, The Moor's Last Sigh 
has a comparable agenda, but it uses painting as its dominant 

trope. T h e sea of stories here turns into a carnival of canvases, 

extravagantly proclaiming the inadequacy of mimesis for repre­

senting life which is never completely rational. Haroun and the Sea 
of Stories makes it apparent that if the real world is full of magic, 

the magic world could also be r e a l — a n d "fearsome too"—as the 

dedication to the novel alerts us. Fantasy in children's fiction 
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h a r d l y needs j u s t i f i c a t i o n s ince it has always b e e n the staple o f 
fairy tales. A s a professed p r a c t i t i o n e r o f the non rea l i s t m o d e o f 
n a r r a t i o n , R u s h d i e is h a r d l y "an u n l i k e l y c h i l d r e n ' s wr i te r" as 
J u d i t h P l ö t z supposes , 5 because w h i l e o n l y the soph i s t i ca ted 
adu l t readers take to h is k i n d o f "magic real is t" fiction, c h i l d r e n , 
neve r su rp r i s ed by mi rac l e s o r i n c r e d u l o u s o f m e t a m o r p h o s e s , 
enjoy this m o d e o f n a r r a t i o n mos t na tura l ly . T h e y find it easy to 
accept m e t a p h o r s as l i t e r a l t ru th (as i n the sea o f stories) a n d 
w h e n ac tua l events are t u r n e d in to m e t a p h o r s — a t ransforma­
t i o n f r equen t ly a c h i e v e d i n Haroun and the Sea of Stories— that too 
is t aken by t h e m i n t he i r s t r ide. 

T h i s p layfu l i n t e r c h a n g e a b i l i t y m a y be an e n d i n itself, a j u g g l ­
ery that enter ta ins by its v i r tuos i ty (as d i d Rash id ' s stories, a n d 
H a r o u n d i d t h i n k o f h is fa ther as a j u g g l e r ) , b u t it does n o t 
necessar i ly p r e c l u d e fable as Ray h a d ins i s ted i n his in terview, 
a n d as P l ö t z also agrees by the e n d o f h e r pape r : "every stylistic 
feature con t r ibu te s to the poe t ics o f f u n , b u t it is s i m u l t a n e o u s l y 
po l i t i c s . . . i n this end less ly a n d r a p i d l y talkat ive b o o k , the fun 
talk is also f r e e d o m talk." I n a c o m p a r a b l e m a n n e r , the c o m i c 
ext ravagance a n d m u s i c a l energy i n Goopy Gayen and Bagha Bayen 
are n o t d i m i n i s h e d by the anti-war fable o f f r i e n d s h i p a n d ami ty 
that emerges at the e n d . S i n c e the m a r c h o f the w a r r i n g k ing ' s 
a rmy i n Goopy Gayen and Bagha Bayen is p r e sen t ed i n a staccato 
a n d c o m i c m a n n e r , r e m i n i s c e n t o f C h a p l i n ' s The Great Dictator, 
several cr i t ics sough t a p a r a l l e l w i t h N a z i G e r m a n y — a l i n k that is 
h i s to r i ca l l y i m p r o b a b l e i n a story wr i t t en i n 1915 by U p e n d r a 
K i s h o r e R o y C h o u d h u r y (Satyajit's g randfa the r ) a n d pe rhaps 
i d e o l o g i c a l l y n o t very re levant i n a film m a d e i n 1968. However , 
the C h a p l i n e s q u e style m a y have b e e n used by Ray as a c o m i c 
device fo r c a r i c a t u r i n g t y r a n n y — a s i n d e e d it has b e e n d o n e w i t h 
p a r o d i e self-conciousness by lesser filmmakers s ince t h e n . 6 In 
r e a d i n g Haroun and the Sea of Stories o r w a t c h i n g Goopy Gayen and 
Bagha Bayen, c h i l d r e n are e n t e r t a i n e d by the fun e l e m e n t w h i l e 
the adul ts may find the a t t empt to d e c o d e the a l l egory m o r e 
c h a l l e n g i n g , bu t the poss ib le s imul t ane i ty o f the two enterpr ises 
gives b o t h the texts t he i r d u r a b l e r ichness . 

I n a d i s a r m i n g in t e rv i ew a i r e d o n A B C R a d i o (Sydney) , o n 
1 o D e c e m b e r 1995, S a l m a n R u s h d i e ins i s ted that h e was p r i m a r -
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i ly a c o m i c writer, r e v e l l i n g i n the absurdi t ies a n d h u m o r o u s 
poss ib i l i t ies i n l i fe . H i s d isavowal o f a ser ious a g e n d a b e h i n d 
the rhe to r i c o f c o m e d y may be d i s i n g e n u o u s , b u t pe rhaps u n d e r ­
s tandable at a m o m e n t w h e r e the t e m p t a t i o n to s u p e r i m p o s e 
R u s h d i e ' s b i o g r a p h y — w h i c h has p r o b a b l y passed i n t o post­
m o d e r n his tory by n o w — s e e m s to ove r r ide a l l o t h e r cons ide ra ­
t ions i n d i scuss ing his books . E v e n t h o u g h a y o u n g poe t i n o n e o f 
his e a r l i e r novels h a d p r o c l a i m e d that the w r i t e r ' s j o b is "to n a m e 
the u n n a m e a b l e , to p o i n t at frauds, to take sides, start argu­
ments , shape the w o r l d a n d stop it f r o m g o i n g to s leep" ( The 
Satanic Verses 97), we find R a s h i d , the a rche typa l artist i n Haroun 
and the Sea of Stories, is h a p p y e n o u g h m e r e l y to en t e r t a in his 
a u d i e n c e a n d b r i n g some c h e e r i n t he i r g l o o m y l ives. B u t he has 
to d o this i n h is o w n way a n d n o t be d i c t a t ed to by the gov­
e r n m e n t ' s p o l i c y o f p r o p a g a t i n g "up-beat p r a i s i n g sagas" even 
t h o u g h he does n o t m a k e a n issue o f i t as d i d B a a l , the " p r o u d 
a n d ar rogant" y o u n g poe t i n The Satanic Verses, w h o s t i f fened at 
the p r o p o s a l o f w r i t i n g p o l i t i c a l verse a n d r e to r t ed it " isn ' t r i gh t 
for the artist to b e c o m e the servant o f the state" (97). 

R a s h i d is n o t in te res ted i n these l a rge r issues. O n c e he is 
c o n n e c t e d to the we l l - sp r ing , the u n e n d i n g s t ream o f stories 
p o u r o u t o f h i m mos t na tura l ly , h i n t i n g at the m a g i c a n d fluidity 
o f t he i r unde rwa te r o r i g i n , a source w h i c h the r eade r g r a d u a l l y 
discovers w i t h H a r o u n . T h e fairy tale i n c a n d e s c e n c e w i t h w h i c h 
the l i t e r a l o c e a n is t u r n e d in to a m e t a p h o r i c sea o f the streams o f 
stories is a c h i e v e d s i m p l y by t r ans la t ing f r o m Sanskr i t the title o f 
o n e o f the "earl iest a n d largest c o l l e c t i o n [s] o f sho r t stores 
ex tant i n the w o r l d " (Baner j i 215), c o n s i s t i n g o f 18 b o o k s o f 124 

sect ions o r tarangas (waves). I n this o c e a n , s t reams/s to r ies o f 
d i f fe rent c o l o u r s cons tan t ly weave i n a n d o u t o f e ach o t h e r as 
l i q u i d tapestry; 

. . . as a l l t h e stor ies t h a t h a d e v e r b e e n t o l d a n d m a n y t h a t w e r e s t i l l i n 

the p r o c e s s o f b e i n g i n v e n t e d c o u l d b e f o u n d h e r e , t h e o c e a n o f the 

s t r e a m s o f story was i n fact the b i g g e s t l i b r a r y o f t h e u n i v e r s e . A n d 

b e c a u s e t h e s tor ies w e r e h e l d h e r e i n l i q u i d f o r m , t h e y r e t a i n e d the 

a b i l i t y to c h a n g e , t o b e c o m e n e w v e r s i o n s o f t h e m s e l v e s , to j o i n u p 

w i t h o t h e r s tor ies a n d b e c o m e yet o t h e r s tor ies , so t h a t u n l i k e a 

l i b r a r y o f b o o k s , t h e o c e a n o f t h e s t r e a m s o f s tory was m u c h m o r e 

t h a n a s t o r e h o u s e o f y a m s . It was n o t d e a d , b u t a l i v e . (72) 
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W h a t may i n abstract terms be c a l l e d the se l f - renewing at tr ibutes 
o f nar ra t ive b e c o m e s c o n c r e t e w h e n we find the p l e n t y m a w fish 
cons tan t ly s w a l l o w i n g the water i n t o t he i r m a n y m o u t h s a n d 
s p e w i n g ou t new ones , i n c o r p o r a t i n g bits a n d p ieces o f the o l d 
stories. 

N o t h i n g c o u l d have b e e n a m o r e v i v i d m e t a p h o r for the 
playfulness a n d regenera t ive p o w e r o f fancy. A t a t ime w h e n 
R u s h d i e i n rea l l i fe was p u s h e d i n t o a r e a l m where the fictive was 
seen as l i t e r a l , a n d a l l exercises o f the i m a g i n a t i o n were suspect, 
he n e e d e d the re la t ive ly safe space o f a c h i l d r e n ' s b o o k to m a k e 
his s ta tement abou t f r e e d o m a n d laughter , spor t a n d normalcy , 
m a g i c a n d reality. B u t the gen re o f c h i l d r e n ' s l i t e ra ture is n o t a 
sub t e r fuge—i t is i n fact the mos t a p p r o p r i a t e g e n r e fo r ar t iculat­
i n g these ideas because c h i l d r e n mos t r e a d i l y accept this co-
r e l a t i o n w h i l e some adul ts l i k e M r . S e n g u p t a i n the Sad C i t y d o 
n o t see the p o i n t o f stories "that are n o t even t rue" (20). I f 
R u s h d i e k n e w B a n g l a , he w o u l d have c o u n t e d the l ikes o f M r . 
S e n g u p t a a m o n g the "o f f sp r ing o f R a m g a r t i d " (21)—a category 
that seems to be cus tom-made fo r h i m . R a m g a r u d is a c rea ture 
i n v e n t e d by S u k u m a r Ray (Satyajit's father) i n a c o m i c verse 
that has passed in to B e n g a l i fo lk mytho logy . T h e c h i l d r e n o f 
R a m g a r u d are f o r b i d d e n to s m i l e . D i s a p p r o v i n g o f a l l m i r t h , they 
l ive i n p e r p e t u a l t e r ro r o f the l u r k i n g whiffs o f l augh t e r w h i c h 
m i g h t infec t the i r l u n g s . 7 

Haroun and the Sea of Stories is a story a b o u t stories, na r ra t ed 
t h r o u g h the adventures o f a boy w h o unde r t akes a j o u r n e y to 
restore to his fa ther his lost gift o f s to ry te l l ing . T h e a l l ego r i ca l 
co re o f the narra t ive po in t s to the essential t en s ion be tween 
those w h o ce lebra te the i m a g i n a t i o n a n d those w h o feel threat­
e n e d by its energy. K h a t t a m S h u d , the a r c h v i l l a i n , w h o looks l i ke 
M r . Sengup ta , b u t is m o r e d i a b o l i c a l i n h is s cheme o f des t roy ing 
a l l s tories, is a sked by the i n t r e p i d H a r o u n : 

" B u t w h y d o y o u h a t e s tor ies so m u c h ? . . . S t o r i e s a r e f u n . . ." 

" T h e W o r l d h o w e v e r is n o t f o r F u n , " K h a t t a m S h u d r e p l i e d . " T h e 

W o r l d is f o r C o n t r o l l i n g . " 

" W h i c h W o r l d ? " H a r o u n m a d e h i m s e l f ask. 

" Y o u r w o r l d , m y w o r l d , a l l w o r l d s , " c a m e t h e r e p l y . 

" T h e y are a l l t h e r e to b e R u l e d . A n d i n s i d e every s i n g l e story, i n s i d e 

every S t r e a m i n t h e O c e a n , t h e r e l ies a w o r l d , a s tory w o r l d t h a t I 

c a n n o t R u l e at a l l . A n d t h a t is t h e r e a s o n why." (161) 
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B u t this anti thesis be tween art a n d p o w e r (be it p o l i t i c a l o r 
r e l i g ious ) is n o t i n i tself e n t e r t a i n i n g ; it has to be e n l i v e n e d by 
c o m i c a c t i o n a n d by the vivaci ty a n d the ve rba l dex te r i ty o f the 
narra t ive — p u n n i n g , w o r d games, a n d b i l i n g u a l semant ic j u g ­
g l i n g . R u s h d i e de l igh t s his y o u n g readers i n the I n d i a n subcon t i ­
n e n t (most o f w h o m d o n o t n e e d the glossary at the e n d ) by the 
sheer invent iveness o f the names o f characters — Bu t t a n d Iff 
(Bu t t is a perfec t ly c r e d i b l e K a s h m i r i n a m e a n d Iff can be the 
abbrev ia t ed f o r m o f names l i k e I f t ikar ) , Cha t t e rgy the K i n g (a 
c o m m o n B e n g a l i n a m e w h i c h i n E n g l i s h r e n d e r i n g gets sp l i t 
i n t o "Cha t t e r " a n d the respect fu l suffix " j i " ) , Pr incess Baa tchea t 
a n d P r i n c e B o l o . A l l o f t h e m , a l o n g wi th B l a b b e r m o u t h , are 
associa ted w i t h the p r o l i x i t y o f speech e p o n y m o u s l y ce l eb ra t ed 
i n the n a m e o f the city o f t he i r r e s idence — G u p . B u t the l a n d o f 
C h u p o n the d a r k s ide o f K a h a n i is fu l l o f negat ive names 
sugges t ing s i lence : the field o f Baat-mat-karo, the cul t -master 
B e z a b a n , the a rch -v i l l a in K h a t t a m - S h u d . Because stories are 
m a d e o f words , there is a textual i ty i n the en t i re fabr ic o f the 
G u p p e e society a n d even i n t he i r i n s t i t u t i o n o f the A r m y , where 
so ld ie rs are c a l l e d "pages"; they are o r g a n i z e d i n "chapters" a n d 
"vo lumes ," a n d wear l a m i n a t i o n s o n the i r bod ies . W h e n the 
infant ry meets u n d e r the l e a d e r s h i p o f G e n e r a l K i t a b , there is a 
l o u d ru s t l i ng o f "pages" u n t i l o r d e r is e s tab l i shed t h r o u g h p r o p e r 
" p a g i n a t i o n , " a n d " c o l l a t i o n . " 

E v e n the t o p o g r a p h y o f the n o v e l is tex tua l , o r r a the r a lpha ­
b e t i c a l — the c o u n t r y b e i n g A l i f b a y ( c o m p r i s i n g the first two 
letters o f the A r a b i c a lphabe t ) thus subt ly l i n k e d w i t h the X a n ­
a d u i n v o k e d i n the d e d i c a t i o n w h e r e A l p h the sacred r ive r r an . 
L i k e the r ive r i n X a n a d u , the places i n the l a n d o f A l i f b a y have 
a lphabe ts for names . T h e valley o f K o n c e h a d a n o t h e r n a m e 
w h i c h m i g h t have b e e n K a c h e - m e r (a p lace that h ides a sea) o r 
K o s h - M a r ( n i g h t m a r e ) — t r a n s p a r e n t var ia t ions o f the n a m e o f 
the t r o u b l e d val ley o f K a s h m i r , R u s h d i e ' s o w n l a n d o f o r i g i n — a 
p lace c o n j u r e d u p i n the text by a host o f not-so-subtle hints ; D u l l 
l ake (the lake i n K a s h m i r is spel t "Da l " ) ; a n d the spec tacu la r v iew 
o f the val ley as o n e c a m e o u t o f the " T u n n e l o f I w h i c h was also 
k n o w n as J " (Jawahar T u n n e l at B a n i h a l ) w i t h "its fields o f g o l d 
( w h i c h rea l ly grew saffron) a n d its s i lver m o u n t a i n s ( w h i c h were 
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rea l ly c o v e r e d i n g l i s t e n i n g , pu re , whi te snow a n d its D u l l L a k e 
( w h i c h d i d n ' t l o o k d u l l at a l l ) " (39).8 

U s e o f ve rba l a n d tex tua l t ropes for f o r e g r o u n d i n g the p r i ­
macy o f l anguage i n s to ry t e l l i ng is to be f o u n d i n a b u n d a n c e i n 
R u s h d i e ' s work . O n e sus ta ined a n d extravagant e x a m p l e c a n be 
c i t ed f r o m Midnight's Children d e s c r i b i n g the u n b o r n Sa leem's 
g r o w t h as a foetus i n his m o t h e r ' s w o m b : 

. . . what had been (in the beginning) no bigger than a full stop had 
expanded into a comma, a word, a sentence, a paragraph, a chapter; 
now it was bursting into more complex developments, becoming, 
one might say—a book—perhaps an encyclopedia—even a whole 
language. (115) 

It is n o t o n l y ve rba l play that de l igh t s the y o u n g reader, bu t also 
the eccent r ic i t i es o f the charac ters a n d the a m a z i n g exp lo i t s o f 
the y o u n g h e r o , the o ld - f a sh ioned tale o f whose b a r e h a n d e d 
bravery to save his fa ther merges i n t o the appara tus o f a sc ience 
fiction quest i n w h i c h the secret o f m o v i n g a p l ane t has to be 
d i s cove red . 

In the m y t h o l o g y o f this tale, the ear th 's s e c o n d m o o n , R a h a n i , 
has a d a r k a n d a b r i g h t s ide. T h e d a r k h a l f is s i lent w h i l e the o t h e r 
is b u b b l i n g wi th voices . A s i n the ghost -dance sequence i n Goopy 
Gayen and Bagha Bayen, b l ack a n d whi te get reversed i n the l a n d 
o f C h u p : " T h e y a l l h a d the same strange reversed eyes, wi th whi te 
p u p i l s ins tead o f b l ack ones . . . a n d b lackness w h e r e the whites 
s h o u l d have b e e n " (148). H a r o u n , w h o inadver t en t ly gets i n ­
v o l v e d i n the batt le be tween the two, is s t ruck by the n u m b e r o f 
oppos i tes that c o n f r o n t e ach o t h e r i n this war: " G u p is w a r m a n d 
C h u p is f r eez ing c o l d . . . . G u p p e e s love the o c e a n ; C h u p w a l a s try 
to p o i s o n it. G u p p e e s love stories a n d speech ; C h u p w a l a s , it 
seems, hate these th ings j u s t as s t rongly" (125). Ev iden t ly , the 
struggle is also be tween l ife a n d dea th , be tween c l e a n a i r a n d 
p u r e water o n the o n e h a n d a n d a p o l l u t e d l andscape a n d an 
a c i d sea o n the other . Jus t as i n the Sad C i t y — i n h a b i t e d by m e n 
l i k e S e n g u p t a — " b l a c k s m o k e p o u r e d o u t o f the c h i m n e y s o f the 
sadness factories a n d h u n g over the city l i k e b a d news" ( 15), the 
C h u p w a l a s were i n f e c t i n g the l ive o c e a n w i t h the virus o f ant i -
stories m a n u f a c t u r e d i n the p o i s o n factor) ' l o c a t e d i n a b l ack 
sh ip — t ry ing eventua l ly to p l u g the w e l l - s p r i n g — t h e o r i g i n a l 
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source of a l l stories, w h i c h lay d i r ec t l y u n d e r the o c e a n b e d . 
Haroun and the Sea of Stories may be a pa rab le o f art a n d its 
enemies , bu t it is i n g e n i o u s l y d o v e t a i l e d wi th c o n t e m p o r a r y eco­
l o g i c a l c o n c e r n s l i n k i n g the r e s to ra t ion o f creat ivi ty wi th the 
sav ing o f the o c e a n f r o m po l lu tan t s . 

I n Goopy Gayen and Bagha Bayen, the evi l m a g i c i a n w h o b r e w e d 
the drugs to k e e p the two b r o t h e r k ings apar t b e l o n g e d to the 
w o r l d o f fantasy, w h i l e K h a t t a m ' s p o i s o n factory i n Haroun and the 
Sea of Stories, w i th its devices for " c o n v e r t i n g m e c h a n i c a l energy 
i n t o e l ec t r i ca l energy by means o f e l e c t r o m a g n e t i c i n d u c t i o n , " 
be longs to the r e a l m o f sc ience fiction. H a r o u n is a i d e d by a b i r d 
w i t h a b r a i n - b o x w i t h a m e m o r y - c e l l a n d c o m m a n d m o d u l e s ; he 
has a "bite-a-lite" t o r c h to i l l u m i n a t e his pa th ; b u t u l t i m a t e l y what 
saves h i m , rescues Pr incess Baatcheat , a n d pur i f ies the o c e a n is 
no t t e c h n o l o g y o r sc i ence fiction strategies, bu t a bot t le o f "wish-
water" o f p u r e fairy-tale variety. T h e p o w e r o f this m a g i c p o t i o n 
finally c o u l d c o m b a t a l l the " i m m e n s e s u p e r c o m p u t e r s a n d g i ­
gant ic gyroscopes that h a d c o n t r o l l e d " the m o v e m e n t s o f the 
p lane t . T h e wish-water f r o m the mag ic w o r l d finally v a n q u i s h e d 
the sc ience fiction w o r l d because it "possessed a force b e y o n d 
[ their] p o w e r to i m a g i n e , let a l o n e c o n t r o l " (172). 

O n c e the m o o n begins to move , the so l id i ty o f shadows mel ts 
( l ike " ice-cream left o u t i n the s u n " [173] o r l i k e bu t t e r o r cheese 
so f t en ing i n the heat) e x p o s i n g u l t i m a t e l y the insubs tan t ia l na­
ture o f ev i l . In the e p i g r a p h to The Satanic Verses, R u s h d i e h a d 
q u o t e d a passage f r o m D a n i e l Defoe ' s The History of the Devil, 
w h i c h re fe r red to Satan's " e m p i r e i n the l i q u i d waste o r a i r" 
w i t h o u t any s o l i d a n c h o r i n g p lace o n the ea r th . H a r o u n ' s act o f 
w i l l coun te r s the shadowy m a c h i n a t i o n s o f K h a t t a m - S h u d , w h o is 
as d u l l 9 as he is u n r e a l ; a n d as the m o o n starts to m o v e , l i g h t a n d 
dark , s i lence a n d speech b e c o m e d i a l o g i c aga in . 

T h a n k s to H a r o u n ' s m e d i a t i o n , Pr incess Baa tchea t is r e scued , 
the o c e a n is saved, n o r m a l c y res to red a n d "peace breaks out" 
( 193). B u t the fable o f the bat t le is f r a m e d by two o t h e r s t o r i e s — 
o f the f a m i l y a n d o f the state. T h e n o v e l beg ins i n the S a d C i t y 
whe re H a r o u n l i v e d w i t h his once -happy family , t h e n moves o n t o 
the val ley o f K , w h e r e he t rave l led wi th his fa ther at the i n v i t a t i o n 
o f M r . B u t t o , whose u n p o p u l a r g o v e r n m e n t was t r y ing to use 
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stories to w i n the nex t e l e c t i o n . G u p ' s v ic to ry over C h u p has to be 
re-enacted i n these two frame-stories also, be fo re the b o o k c a n 
have a n e n d i n g satisfactory to c h i l d r e n — w h o gene ra l ly d o not 
l i k e loose ends left h a n g i n g . A n in t e rweav ing o f the stories is 
a t t emp ted t h r o u g h pai rs o f i d e n t i c a l characters (Sengup ta a n d 
K h a t t a m S h u d , the bus-dr iver B u t t a n d the H o o p o e b i r d w i t h a 
m e c h a n i c a l b r a i n ) a n d a c o n j u n c t i o n o f i n c i d e n t s (the w i s h i n g 
water that enables H a r o u n to ach ieve the d o u b l e m i r a c l e o f 
m a k i n g K a h a n i r e sume its l u n a r m o v e m e n t a n d prevent the we l l -
s p r i n g o f stories f r o m b e i n g p l u g g e d , i n a d d i t i o n to r e s to r ing his 
father 's s u b s c r i p t i o n to story-water) . T h e story that h a d b e e n 
b l o c k e d at the p o l i t i c a l ra l ly i n the val ley o f K is finally t o l d at the 
e n d . Rash id ' s story that insp i res the p e o p l e to rise against the 
oppress ive ru l e r is also c a l l e d " H a r o u n a n d the Sea o f Stories ," 
d e m o n s t r a t i n g i n a t ang ib le way the thesis that stories c a n be a 
cohes ive force i n c o n s t r u c t i n g a c o m m u n i t y . So far, the synthesis 
o f the fabu la r a n d the p o l i t i c a l is seamlessly d o n e . B u t b e y o n d 
the fabu la r a n d p o l i t i c a l there is a p e r s o n a l story abou t a family, 
a n d R u s h d i e ' s real p r o b l e m mus t have b e e n the in t rac tab i l i ty 
o f the f ami ly story i n t o this gene ra l a t m o s p h e r e o f j o y a n d 
j u b i l a t i o n . 

S a l m a n R u s h d i e ' s d e d i c a t i o n o f this b o o k to his s o n Zafar i n 
acrost ic verse is very m u c h a par t o f the text, p r o v i d i n g clues to 
the a d u l t r eade r for r e a d i n g the story. T h e ded ica tee is abou t as 
o l d as H a r o u n , a n d H a r o u n ' s father 's n a m e is a c lose a n a g r a m o f 
that o f Zafar 's father. B o t h the f a the r s—f ic t ive a n d r e a l — h a v e 
suffered the loss o f t he i r vo ice . So far as the b i o g r a p h y r ema ins 
i n the p u b l i c d o m a i n , the s i tua t ion c a n be a l l e g o r i z e d , a n d 
the d i f fe ren t l e v e l s — r o m a n c e ( k i n g / p r i n c e / w a r / r e s c u e o f 
p r incess ) , sc ience fiction ( A P 2 C 2 E , the i n s t r u m e n t a t i o n cent re) 
a n d po l i t i c s (Snooty B u t t o o , his a r m e d b o d y g u a r d s a n d his e lec­
t i o n c a m p a i g n ) be m a d e to m e r g e — c r e a t i n g a d e l i g h t f u l fantasy 
w h e r e a y o u n g boy, P i n o c c h i o - f a s h i o n , is able to rescue his father. 
B u t the story o f a c h i l d ' s sadness ove r his parents ' b r o k e n mar­
r iage is too p e r s o n a l to be a l l e g o r i z e d a n d re so lved at a s ty l ized 
leve l . T h e M a n i c h a e a n b ina r i e s o f d a r k a n d l i gh t , speech a n d 
vo ice , d o n o t w o r k at this h u m a n leve l , a n d therefore the h a p p i ­
ness o f H a r o u n ' s a n d Rash id ' s r e tu rn to t he i r o w n city acqui res a 
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thicker patina of fantasy than their sojourn in the fabulous land 

of Kahani. T h e rains bring joy, Haroun's mother comes back, the 

house is full of her songs, and all is well again. Thus the flour­

ishing of art is seen as co-lenninous with the well-being of 

life. Misfortunes had started when Haroun's mother's songs 

and father's stories simultaneously had dried up; felicity returns 

when both are restored, even though the account of only one 

restoration is narrated to us. T h e other cannot be told because it 

lies outside the realm of children's fiction. 

T h e second line of the acrostic—"All our dream-worlds may 

come true"—makes space for this elision, deliberately locating 

die book at the level of a wish-fulfilment fantasy. If in the magic 

world H a r o u n can be the saviour of his father through deeds of 

adventure, in the real world the son can rescue him through the 

act of reading: "As I wander far from view / Read and bring me 

home to you" urge the last lines of the dedicatory verse. But the 

text is not only the site for the mutual reclamation of father and 

son, it is also a political arena for contesting coercive erasure and 

an ethical space for asserting the final insubstantiality of evil that 

only children's stories can make with impunity.'" 

s o n s 
1 In the Introduction to Lhe Vintage Hook of Indian Writing iij^y-içç>y, Rushdie 

mentions including only one translated pieci' — an Urdu short story by Sadat 
Hasan Manto. He does not refer to the fact the Satyajit Ray's story "Big Bill" was 
originally written in Bangla and published in :\ato Haan). Ananda Publishers. 
Calcutta. 1980. 

- "Many have complained that Confi Caten and Ihigha Ha\en starts as fantasy hut 
ends as a fable. In the beginning it is propelled by the logic of absurd or fantastic 
story-telling, but midway becomes sermonizing and moralizing, splitting the story 
into two t'nlike parts" (Ka\ in the Looking Class •yj). 

: ( Rushdie's latest novel. The Main's last Sigh, may be read as a lament on (he 
transformation of a multivalent metropolis tailed Bombay to a city intolerant of 
those outside the majority culture. 

1 The references are to a number of ii)-,os films — Raj Kapoor's Hoot Polish and 
Bimal Roy's Do Biglia /.amia, for example. "Naigis-y dam" refers to Nargis's 
complaint about Rav portraying poverty and not projecting modem India. When 
the interviewer asked her what was modem India, she replied "Dams." Rushdie 
quotes this in Imaginan Homelands ( 109). The veiled allusion may also be to Mulk 
Raj Anand's early novel Coolie ami social realist fiction of this kind. 

In a yet unpublished conference paper. Judith Plot/ argues that Rushdie "consis­
tently (even self-servinglv) has positioned himself as an impartant public writei 
with huge political and social ambitions, one who writes of a sphere from which 
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childhood concerns are largely banished." Only after the fatwa, she observes, 
Rushdie is marginalized like children and children's writers. "And Rushdie, 
liberation writer that he is, since the Ayatolla's fatwa has become a pent-up 
constricted subject, suddenly infantalized, or at any rate, bechilded." Plotz's 
premise is that children's literature has historically been produced by mar­
ginalized, and often disempowered writers, frequently women. This may be true 
of children's literature in English but, incidentally, the situation is quite different 
in Bangla, the language in which Satyajit Ray made his films, and built up an 
enormous reputation as a children's writer. A l l the major (male) writers including 
Rabindranatn Tagore have written for children. This, however, does not affect the 
validity of Plotz's argument regarding Rushdie. 

6 For example, in Sholay, a popular H i n d i film of the 1970s, a tyrannical prison 
warden is made to walk like Chaplin's Great Dictator. 

7 This poem appears in a volume Aabol Taabol (Nonsense Verses) by Sukumar Ray, 
reprinted numerous times in the last six decades. 

8 It is curious that Aaron A l i , in his erudite paper on the significance of names in 
Haroun and the Sea of Stories, dwells on the semantic implications of "Kache-mer" 
and "Kosh-Mar," without mentioning that they play upon the name of a well-
known place name on the real map of the Indian subcontinent. 

9 The dullness of evil is underlined by the repeated l inking of Khatam Shud with 
clerks: "a skinny, scrawny, sniveling, driveling, mingy, tingy, measly, weasely, 
clerkish sort of a fellow" ( 1 9 0 ) . It may be recalled that his counterpart in the Sad 
C i t y — M r . Sengupta "was a clerk in the offices of the city corporation and he was 
. . . sticky—thin and whiny-voiced and mingy" ( 1 9 ) . 

1 0 I thank Judith Plötz of George Washington University for letting me read her 
unpublished paper on Haroun and the Sea of Stories, T. Vijay Kumar for drawing my 
attention to Aron Ali 's piece, and Anjana Srivastava for useful suggestions. 
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