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Abstract

This thesis examines the carnivalesque nature of The Moor’s Last Sigh by Salman

Rushdie in relation to Gargantua and Pantagruel by Francois Rabelais. In particular, I

focus on the abundant banquet imagery of this novel by borrowing terminology coined by

Mikhail Bakhtin in his dissertation Rabelais and His World. Bakhtin believes that the

carnivalesque nature of the folk promotes a world that encourages the celebration of
material life. Eating and drinking promote laughter, which banishes fear. Rushdie enjoys
the portrait of the unregenerate, laughing human, who is unafraid to challenge any
orthodoxies, including religious orthodoxies. Rushdie creates a carnivalesque narrator

who is morally ambivalent and physically grotesque to tell the tales in_The Moor’s Last

Sigh. In this thesis I explore the carnivalesque portrayal of food, and its effect on love,
language and nationality.

Rushdie uses pepper' to define the love stories of this novel. Spices serve as a
metaphor for the relationship of these characters, who defy social and religious
convention to unite. “Pepper love” is passionate, fearless, and volatile. Banquet images
champion the organic world. Eating, drinking, copulating, birthing and dying are
common human experiences that reveal the bond between individuals. I examine food’s
role in romantic love, sexual love and the love of family.

Food’s effect on language is paramount. Over meals people converse, debate, and
share ideas. I examine the links between speech and food, specifically focusing on
Moor’s storytelling abilities and His role as a chef. Moor uses the techniques of the

carnivalesque barker, who uses language to both praise and abuse the audience. Food



i

influences his abilities to tell tales about his experiences as the descendant of Vasco da
Gama.

The tale of India’s history as a colony due to the West’s search for spices serves at
the historical vehicle for this novel. Spices define the volatile relationship of the East and
Weét, although Rushdie represents this relationship as more complex than an Us versus
Them dichotomy. Food’s role in defining nationalism can be both positive and negative,
but Rushdie believes that the banquet serves as a paradigm for improving relations
amongst humans - the more varied and numerous the “guests’ at he feast the more
interesting and successful the party. The carnival banquet reflects future promise for a

utopian world.



iii

Acknowledgements

I would like to thank Dr. F. M. Holmes, my thesis advisor, for his guidance and
patience.

I would also like to thank my parents for their unwavering support throughout this
lengthy process.

I am also indebted to Lynn and Morris Henoch. Their contributions have made
this thesis possible.



Introduction
“Like flavours when you cook”

Yes, it’s very flattering to be put at a dinner table with Voltaire. Subsequent to
that there’s been a brilliant essay written by Milan Kundera in France, in which,
so to speak, I get put at a dinner table with Rabelais and Thomas Mann. I've
been to some great dinner parties during the last few years . . . But I don’t feel
like Rabelais, I don’t feel like Voltaire, but at the same time there is a problem of

schizophrenia.
-Salman Rushdie

In an interview for the book One on One Rushdie stated that: “I’m with the secular
profane camp because I believe that on the whole that’s where goodness lies, or more of it” (124).

Using this statement as a guide, I will be examining The Moor’s Last Sigh by Salman Rushdie in

relation to Gargantua and Pantagruel by Francois Rabelais. Rabelais was born in France and wrote

in the mid 1500°s. He was a lawyer, a Franciscan friar, a Benedictine monk and after quitting the
church, a doctor. Rushdie writes from a postcolonial perspective and has dual citizenship in India
and Britain. The son of middle-class Muslims, he was raised in Bombay and educated at Rugby.
While Rushdie may not feel like Rabelais because of their very different cultural backgrounds,
there is certainly a similarity in their material. Both authors side with the secular camp by creating
worlds that celebrate humankind’s earthy nature. While there are many thematic and stylistic

similarities between Gargantua and Pantagruel and The Moor’s Last Sigh, this thesis will focus on

the banquet imagery found in both novels. To assist in understanding the world of Rabelais, and

its relevance to Rushdie’s novel, I will be relying on Rabelais and His World by Mikhail Bakhtin.




In this book, Bakhtin examines the carnivalesque nature of Rabelais’ novel and its relevance for
understanding the feasts, festivals, humour, and idioms of folk culture. Bakhtin’s interpretation of
the carnivalesque has evolved into a lauded form of criticism.

This novel opens in a cemetery, and Moor, near-death, is determined to tell his tale before
he dies. The last heir of the da Gama-Zogoiby spice fortune swears that there will be one last
“hurrah”, a wake, involving “shaggy-dog yarns” and “rowdy tunes” (4). His use of the word
“yarns” is a warning for the reader to question the consistency and truth of his tale, and his
defiant, yet comical, treatment of death indicates his resolve to make light of the dark (5). Food’s
role in promoting his lightness of heart is made obvious through his reference to the funeral
festival, traditionally involving food and drink, and by the commencement of his narrat‘ive with
banquet images: “And to begin with, pass the pepper” (4). Obviously, he has no access to a
banquet, but he calls on the carnival images of eating, drinking, singing and general festivity to tell
his tales of life and death in the hybrid nation of India.

When 'Salman Rushdie created the Moor, he invited a facsimile of Gargantua to reside in
modern India as a symbol of plurality. India’s experiences as a nation built on accommodating
the invader are an important element in Rushdie’s novels. In his book on Salman Rushdie’s life
and literature, James Harrison states that from the time of the Roman republic to the time of the
Renaissance, India was forced to suffer from and absorb the effects of a series of invasions.

“India at that time might well have been compared to a perpetual melting pot or cauldron to
which fresh ingredients were periodically added but from which little was ever poured. So the

brew grew stronger and more complex” (13). The British presence in India was the final volatile



ingredient, and resulted in the eventual partition of India after Independence. In his essay “The
Unbearable Lightness of Salman Rushdie” Colin Smith explains that:
To capture the teeming confusion of India — the intermingling of cultures, each
rooted in antiquity, which is both the country’s unique wealth and fascination, and
simultaneously the well-spring of a host of conflicts — to capture this extraordinary
mix, Rushdie implies, literary form itself must draw on the widest range of sources,
awaken the most diverse literary and cultural memories. (105)
Moor’s role in this mixed-up place is to remind the reader that India’s beauty is built on absorbing
and incorporating “foreign” cultures.

Like Gargantua, Moor is supposed to champion folk culture as expressed during the time
of carnival. Bakhtin explains that during carnival the social hierarchies that generally exist are
dismantled, and humankind is invited to participate in a celebration that honours the material
world. Humanity must eat to survive, and this commonality is of special significance in the
carnival realm. This does not mean that Gargantua and Moor reject spirituality or condone
gluttony. Both represent the alternative, imaginative world of carnival where strange characters
such as fools, giants and clowns reign over kings, queens and priests, and all of the participants

celebrate this inversion of social norms at the carnival feast. Eating and drinking takes place while

laughing and talking, and the rules that generally apply to mealtimes are suspended.

Reading The Moor’s Last Sigh is like being admitted to a rowdy, unrepentant and comical
carnival feast. The host of this particular banquet, Moor, acts as a conduit between the carnival
and the real world. Moor, as narrator, or barker, to borrow carnivalesque terminology, is a

brilliant and garrulous liar. Moor, as protagonist, is torn between championing the grotesque and



inverted world and trying to fit into society. He encounters many obstacles, most self-made, to
reconcile his role as a “unifier of opposites” (Rushdie 303). Despite his mother’s encouragement
to celebrate the unique and to resist religious dogma, Moor is unable to do so. He goes into
service for a religious fanatic called Raman Fielding, a caricature of Bal Thackeray, a Hindu
extremist and one of India’s powerful leaders. Rushdie compares him to Hitler, and it is our hero
who creates the “non-veg” (297) meals that Fielding so enjoys.

Fielding’s zeal for the Hindu faith includes using violence to promote his ideology, yet he
is not loath to contaminate his “pure” Hindu body with “unclean” foods. Through Moor’s role as
a chef and enforcer to Fielding, also called Mainduck, Rushdie exposes the disconcerting notion
that a person may consume, admire and accept the Other’s food, yet, reject or even kill the Other.
Mainduck applauds non-Hindu cuisine, but desires the extermination of those who create the
recipes. Those who support a purity myth often forget that the culture that they wish to protect,
sometimes violently, has developed because of some type of cultural amalgamation. For instance,
the Hindu God Shiva is believed to be the amalgam of the Aryan God Rudra and the Tamil God
Murugan and Buddha was declared the ninth avatar of Krishna (Harrison 18). A culture’s cuisine
is also comprised of what were once foreign ingredients and foreign cooking techniques. Reay
Tannahill explains that “Indian” food is a combination of Muslim and Hindu diets (Food in
History 270-271). The dining philosophy of the novel’s characters becomes the focus for
revealing their alignment or opposition to the carnival banquet.

Rushdie’s tendency to create unreliable narrators with fantastic forms who revel in a

carnival atmosphere and satirise serious and sacred subjects has caused considerable controversy.



Bal Thackeray’s power was sufficient to have the book banned in India, as one of his followers

explained in Time: ““This [The Moor’s Last Sigh] is an issue that concerns us,’ said

Mabharashtra’s Information Minister Pramod Navalkar, ‘so we can ban it’” (Spaeth 2). It is
obvious that Mr. Thackeray and his group are uneasy with the soul of humour that author Milan

Kundera claims “renders ambiguous everything it touches” (Testaments Betrayed 6). Rushdie

believes that “. . . a book can be funny not in its event, but in its language” (One on One 120). His

use of language to satirise events from the Qur’an in The Satanic Verses resulted in the former
Ayatollah of Iran pronouncing a fatwa, a death sentence, on Rushdie. The fatwa has not been

lifted, but Rushdie is now making public appearances. Rushdie wrote The Moor’s Last Sigh while

still in hiding.

Unfortunately, it is Moor’s unease with his mongrel background that sets him to serve
those that support the dogma of purity. He erroneously believes that affiliation with a particular
group will create a sense of belonging, which he feels he has been denied because of his hybrid
background, club fist and giant frame. He does not have his mother’s strength to defy
convention. He can trace his family back to Spain’s Sultan Boabdil, although illegitimately on his
father’s side, and on his mother’s he is the heir of Vasco da Gama. He is Jewish, Christian,
Arabic/Spanish and is reared in the bustling city of Bombay. While Moor is unhappy with his
hybrid background, it does provide him with a vast knowledge of different cooking styles. This
knowledge contributes significantly to his eventual understanding of and alignment with the
carnival.

Moor’s multiple ties to history are due, in part, to Rushdie’s own experience as “history’s

bastard”: “I was born an Indian, and not only an Indian, but a Bombayite--Bombay, most



cosmopolitan, most hybrid, most hotchpotch of Indian cities. My writing and thought have
therefore been as deeply influenced by Hindu myths and attitudes as Muslim ones . . . Nor is the

West absent from Bombay” (Imaginary Homelands 404). Understanding the myths and attitudes

of different cultures can help avoid tragic confrontations. Tannahill explains that one of the major
factors contributing to the Great Mutiny was England’s indifference to the food laws of India’s
inhabitants. The British introduced a new cartridge for the Enfield rifle, which was smeared with
cow and/or pig grease and needed to be bitten open before being loaded.
In 1857 the British even succeeded in precipitating the Great Mutiny by
disregarding the strength of Hindu India’s devotion to the cow and at the same
time, with rare genius, ignoring the Muslims’ hatred of the pig. Though a deep
social unease had made the Mutiny almost inevitable, it was the matter of the
greased cartridges that set it in motion. (108)
Rushdie notes that learning to eat a kipper during his first days at Rugby is one of his most vivid

memories, and an incident he used verbatim in The Satanic Verses (Hamilton 94). The British

boys were unwilling to explain how to de-bone the little breakfast fish, and he was not permitted
to leave the table until he had finished eating. It took him ninety minutes to eat the kipper.
Rushdie has stated that: “ it’s one of the very few stories I’ve used in fiction which needed no
embellishment at all” (94). Learning to de-bone the fish served as Rushdie’s first step in
conquering England.

Moor’s use of material imagery symbolises humans’ active participation in their own

destinies. As Bakhtin explains, the banquet is a symbol of humankind’s triumph over the world:



Bread and wine (the world defeated through work and struggle) disperse fear and
liberate the world . . . This victory over the world in the act of eating was
concrete, tangible, bodily. It gave the very taste of the defeated world which had
fed and would feed mankind. In this image there was no trace of mysticism, no
abstract idealistic sublimation. (285)
Moor’s eventual understanding that fear can be defeated through laughter allows him to give a
comic portrayal of the dark events of his life, and of history. Rushdie uses culinary images and
comedic episodes to remind the reader that life can be glorious. Reading about food is a source
of considerable delight: “Food in literature is the sensual celebration of both the description and
the described. To read about pleasure — and few can deny that eating is one of life’s greatest
pleasures — is not merely a vicarious thrill but a pure and direct source of joy itself” (Golden 3).
Moor’s portrayal of the banquet and carnival laughter gives a comic and hopeful twist to the

tragedies of this tale.

The mixing of comic and serious genres heightens the tension in both The Moor’s Last

Sigh and Gargantua and Pantagruel. Rushdie explains: “Write about tragedy in the form of

comedy, write about comedy in a kind of high serious language. What happens is you intensify
both aspects of it. Tragedy doesn’t cease to be tragic if you make it funny as well and vice versa”
(Rushdie One on One 120). The grotesque descriptions of dismemberment and murder provoke
laqghter, despite the seriousness of the material. Rushdie forces Moor to cook for a religious
fanatic, Mainduck, to expose his dogma of purity, and then has him bash in the brains of his boss

with a telephone that is shaped like a frog. Similarly, the violence in Gargantua and Pantagruel is




considerably comic. In one instance, the mare of Gargantua who “pissed to ease her belly” (109)
created such a flood that “all the Forces the enemy had there, were with great horrour
drowned . . .” (109). Two examples of the amusing, and rather grotesque chapter titles of

Gargantua and Pantagruel are: “How Gymast very souply and cunningly killed Captain Tripet,

and others of Picrocholes [sic] men” (107) and “How Gargantua did eate up six Pilgrims in a

sallet” (113).

Catherine Cundy, although not particularly impressed with The Moor’s Last Sigh, does

comment on the culinary terminology used by critics to describe the novel. She notes: “It is
interesting that the ebullience and vivacity of the work invoked by critics is sometimes proposed
in culinary terms — as if a list of bland literary fare has been interrupted by the arrival of strong
meat and Indian spices” (111). Cundy goes on to state that in this particular novel the message
has been sundered from the medium. While critics may revel in the carnival of Rushdie’s prose,
she notes that the barker’s call remains less than convincing (115). I disagree with the
assessment that the barker’s call is unconvincing, but I mention her comments because of the nod
to the banquet and because of her reference to Moor’s feelings about the carnival (227). Critics
often praise Rushdie’s agile wordplay. The essays “The Unbearable Lightness of Salman
Rushdie” by Colin Smith and “The Empire Writes Back” by Aruna Srivastava focus on Rushdie’s
playful use of language and the carnivalisation of history to describe India. Rushdie has been
dubbed a magic realist, along with novelists like Gunter Grass and Gabriel Garcia Marquez.
Smith notes that “. . . almost without exception, reviewers have added Rushdie’s name to a broad

list of international writers who combine the fantastic and the grotesque with topical authenticity



in what is becoming known as ‘magic realism’ ” (104). It seems obvious that Rabelais’ work

could also fall into this category.

Milan Kundera describes Gargantua and Pantagruel as having: “. . . an astounding

richness; it has everything: the plausible and the implausible, allegory, satire, giants and ordinary
men, anecdotes, mediations, voyages real and fantastic, scholarly disputes, digressions of pure

verbal virtuosity” (3-4). Kundera compares The Satanic Verses to Gargantua and Pantagruel and

declares that Rabelais’ spirit is most evident in the work of non-European writers. He also calls
Rushdie “one of the most gifted novelists of the day” (23). I am heartened that Kundera makes
these comments because of Bakhtin’s accusation that modern parody falls considerably short of
the type found in Rabelais (21). While he was not fortunate enough to read Rushdie’s work, I
believe that Bakhtin would admire Rushdie’s humour, which is both positive and ambivalent. In
his essay comparing Rabelais to Rushdie, Kundera describes humour as a “divine flash that reveals
the world in its moral ambiguity . . .” (32). I cannot help but note that this seems ironic in light of
Rushdie’s need to hide because of some readers’ responses to his comic portrayal of the divine.
Kundera is particularly incensed that no patrons have stepped forward to protect Rushdie,
as they did for Rabelais. He argues that “like Rabelais, Rushdie knows that the contract between
the novelist and the reader must be established from the outset; it must be clear: the story being
told here is not serious, even though it is about the most dreadful things” (4). Rabelais had a host
of patrons that protected him from the Sorbonne theologians, including Cardinal du Bellay and
Cardinal Odet, as well as Francois I, the King of France (28). “Were they seeking to defend

principles? Freedom of expression? Human rights? They had a better motive: they loved
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literature and the arts” (Kundera 28). In his collection of essays titled Imaginary Homelands

Rushdie echoes Kundera’s frustration by asking:
What is freedom of expression? Without the freedom to offend, it ceases to exist.
Without the freedom to challenge, even to satirize all orthodoxies, including
religious orthodoxies, it ceases to exist. Language and the imagination cannot be
imprisoned, or art will die, and with it, a little of what makes us human. (396)
Unfortunately, the use of comedy and exaggeration to reveal an alternative world does not please
all readers. While on the Internet, searching for Rushdie commentary, I came across an “essay”

containing the number of swear words and blasphemous comments in The Satanic Verses

(Deedat 3). “Mired in misery, may all his [Rushdie’s] filthy lucre choke in his throat and may he
die a coward’s death, a hundred times a day. . .” (Deedat 13). This one-sided portrait o-f Rushdie
that merely comments on his coarse nature ignores his genuine gift for writing. There are aspects
to Rushdie’s prose other than those which might shock religious people, just as Holquist notes
that there are aspects to Rabelais’ novel other than those highlighting his fondness for alcohol,

bodily functions, and sexual and scatological humour (Rabelais and His World xxvi).

As their writings indicate, Rabelais, Bakhtin, and Rushdie show that the more odd the
matrix and combination of disparaging ideas, the more interesting the world. The carnival, which
advocates the morality of ambiguity, coarse language and a rowdy marketplace atmosphere, is the
setting for these authors. At the carnival all participants, including the strange, cavort and feast.
The feasting, tearing mouth becomes the symbol of mankind’s participation in the birth/death
cycle. The king becomes the fool and the fool the king. The top to bottom inversion promotes

change and teaches wisdom. In Moor's particular case, he is a prince, becomes the chef, and once
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again regains his crown after acknowledging his foolishness. Moor is, in his own words, a Bastard
(104). It is essential to his role as a unifier of opposites that Moor comes from a mixed lineage to
address society’s fear of the mongrel. Rushdie believes that through the process of mingling, a
more creative and interesting people emerge:

Throughout human history, the apostles of purity, those who have claimed to
possess a total explanation, have wrought havoc among mere mixed-up human
beings. Like many millions of people, I am a bastard child of history. Perhaps we
all are, black and brown and white, leaking into one another, as a character of mine

once said, like flavours when you cook. (Imaginary Homelands 394)

Rushdie uses cooking, repeatedly, in The Moor’s Last Sigh as a metaphor to describe the positive
nature of intermingling.

Food’s role in revealing this alternate world is made evident as Moor describes, with
evident pleasure, past supper tales and his own memories of cooking and eating. Moor uses food
imagery to describe love, sex, religion, and history. He tells stories using phrases, epithets and
recipes from both the East and West. Rushdie demands that Moor remember daily delights, like
memorable meals, good conversation and trips to the marketplace, which dispel the gloomy
images of this novel and reveal a better, more tolerant world. Moor ultimately learns to celebrate
his life, despite the bloody backdrop of his own history, and the history of Mother India.

Rabelais, too, celebrated plurality and abundance by creating a world of exaggeration that
highlights eating and drinking. Gargantua and subsequently his son Pantagruel charge about the
earth eating, drinking, talking, laughing, wenching, belching, and farting. Although coarse, they

are honouring the powerful life-death force that promotes change.



12
The old, refusing to die, uses propaganda and violence to maintain its supremacy. This
inability to change renders revolutions impotent, and it is what Rushdie often addresses when
discussing the failure of India's independence fro'm colonial rule. He refuses to lament pre-
colonialisation, or glorify the new nations created after Independence. He has actually described

the new Pakistan in his novel Shame as a "failure of the dreaming mind” (87). India, once

founded on hundreds of Gods and Goddesses, is in the midst of a religious purification, due to
those like Bal Thackeray who campaign violently to promote the supremacy of their respective

groups. Rushdie writes that to “respect the sacred is to be paralyzed by it” (Imaginary Homelands

416). Rushdie is opposed to the sacred as it is defined by “The True Believer.” This individual
believes in using force to protect and promote religious dogma (416).

Moor not only serves the religious fanatic, but also his crime-lord father who peddles
drugs and prostitutes. When Moor’s parents unite, Abraham vows to look after the part of
Aurora that needs to eat, enjoy, and rest (91). Abraham is not satisfied running the family spice
business, but diversifies into cocaine, pornography and weaponry. He personifies the power of the
filthy rich and morally corrupt — he even promises his first-born son to his mother in exchange for
cash. Both Abraham and Mainduck are portrayed as evil, but it should be obvious that Rushdie
does not think that all Jews are swindling criminals or that all Hindus are fanatical killers. Moor’s
service to both forces reveals that an alternative world of imagination and plurality may be
possible once the battle between the Mainducks and the Abrahams is over.

Food’s ability to unite and divide people has not been overlooked by those in support of a
pure lineage. “Pollution has always meant matter out of place, and rules broken. The threat of

pollution has therefore been a powerful sanction for the rules and the categories by which a
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society organizes its life” (Visser 301). Fear of the mongrel may be the basis for many of the

Kosher food laws that developed, according to the Jewish Book of Why: "If we cannot eat with

them, our sons will not marry their daughters and Judaism will be preserved" (Kolatch 85). Many
religions have some notion of “clean” and “unclean” food, although Christianity does not. This is
not to imply that food rules are absent from the Christian faith. Christians may eat whatever is
available, but not to excess, because gluttony is considered one of the seven deadly sins. Until
quite recently, Catholics were not to eat meat on Friday. Brewer notes that “. . .humorous friars
who wished to avoid the Friday fast so eased their conscience by changing the name of the fish
and calling a chicken a fish out of the coop” (193). The ritual of mass, the symbolic ingestion of
bread and wine that represent the body and blood of Christ, is based on the Eucharist. The Last
Supper is a popular subject of parody during carnival time.

Dining rules not only keep different races separate, but also keep the social strata intact.
For instance, the Hindu caste system supports heréditary classes. The untouchables, the lowest
caste in Hinduism, are socially reviled. Since Hinduism supports the notion of karma, or reliving
life on earth based on past lives, being defiled by those on a lower karmic level is taken very
seriously. Interestingly, reincarnation was not part of the Vedic worldview — the basis of the
Hindu model and brought to India by the Aryans — and was probably incorporated into Hinduism
from an earlier Indian source. Initially, there were only three class distinctions based on the Aryan
Vedic model - warriors or aristocracy, priests and the common man — but a fourth group was
included to encompass the darker skinned conquered people (Harrison 20). This fourth group
became known as the untouchables and their touch was believed to sully the higher castes

(Brewer 1138). Contamination of food also results in losing caste status. Fear of being polluted
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by unclean individuals is so powerful that the higher castes ritually use ghi, clarified butter, to
purify contaminated food, plates, and utensils (Tannahill 110). Although Gandhi preached against
untouchability, and the practice legally ended in 1949, Rushdie notes that those in support of
Mainduck’s philosophies use force to keep the untouchables in their “proper” place (299).

The carnival, in contrast, does not respect convention. Its purpose is to invert the
standards of the social system and disregard the rules of society. It is obvious how the notion of
carnival may provoke some uneasiness amongst those in favour of purity. The carnival setting has
no boundaries. It exists without the rules that generally separate the rich and the poor, the high
and the low, and the clean and the unclean. While those in support of the caste system may
adhere to extremes in regard to being sullied, most hierarchies have customs that define the social
strata and these rules are taken rather seriously. As Mary Douglas explains in her book Purity and
Danger: “In short, our pollution behaviour is the reaction which condemns any object or idea
likely to confuse or contradict cherished classifications” (36). The jostling, open-mouthed crowd,
chewing food and laughing, as described in the pages of Rabelais and Rushdie, is unafraid of
contradictions, or confusion. The carnival, and by extension, the carnival banquet, does not
acknowledge the rules that keep people separate, apart and afraid.

I will examine the novel’s treatment of food, and more generally its carnivalesque nature.
Chapter One, “Bakhtin’s Carnival”, will examine the terminology that Bakhtin uses to describe the
carnival, and will detail the characteristics of carnival and folk humour that I see linking Rushdie
to Rabelais. Characters from the carnival (the barker, the fool, the king, and the agelast) will be
defined. Banquet images, the language of billingsgate, the marketplace and other carnivalesque

terms will also be explained. Bakhtin’s views on folk culture and the carnival, and its relation to
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literary criticism will also be examined. I will outline some of Bakhtin’s views on the nature of
the novel and define some of his literary terms, which are essential for understanding his notion of
carnival.

Chapter Two, “Pepper Love”, will examine food’s role in influencing the heart and the

body. This examination will include sexual love and familial love. In The Moor’s Last Sigh,
spices cause a type of love that defies social and religious convention. Moor is the product of a
union that transcends class, age and race differences because his parents fall in “pepper love.”
Pepper is rumoured to be a powerful aphrodisiac. “If a man, after anointing his lingam with a
mixture of the powders of the white thorn apple, the long pepper and, the black pepper, and

honey, engages in sexual union with a woman, he makes her subject to his will” (The Kama Sutra

283). Eating implies love and life, but subsequently death, and this relationship will also be

examined in Chapter Two.

Chapter Three, “Cog-d-/’dne - From Rooster to Ass”, examines Moor’s narrative style.

He resembles the narrator from Gargantua and Pantagruel, who uses the techniques of the

carnival barker. The barker uses abuse and praise to address the audience, a familiar and informal
mod