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Abstract : 

Salman Rushdie’s novels—Midnight’s Children (1981), The Satanic Verses (1988), 

and The Moor’s Last Sigh (1995)—are deeply cinematic, drawing on Bollywood’s visual 

aesthetics to shape their narrative structures and thematic depth. This paper argues that 

Rushdie’s “cinematic fiction” employs techniques akin to Bollywood’s montage, melodrama, 

and spectacle, creating a literary style that mirrors the vibrancy and chaos of Indian cinema. 

Using theories of intermediality, film studies, and visual culture, this research paper analyzes 

how Midnight’s Children’s fragmented timelines evoke cinematic montage, The Satanic 

Verses’ dream sequences parallel Bollywood’s fantastical realism, and The Moor’s Last Sigh’s 

painterly descriptions reflect cinematic spectacle. Set against India’s postcolonial milieu, 

Rushdie’s works blend literary and visual storytelling, offering a hybrid form that captures the 

nation’s cultural multiplicity. This study positions Rushdie as a literary innovator whose style 

bridges text and screen, enriching our understanding of his narrative craft. 
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Introduction : 

Salman Rushdie’s fiction is a kaleidoscope of voices, histories, and realities, often 

described as “cinematic” for its vivid imagery and dynamic pacing. Yet, this cinematic quality 

is not merely stylistic; it is deeply rooted in Bollywood’s visual aesthetics—India’s Hindi film 

industry known for its melodrama, spectacle, and narrative exuberance. In novels like 

Midnight’s Children, The Satanic Verses, and The Moor’s Last Sigh, Rushdie adopts 

techniques that mirror Bollywood’s montage, song-and-dance sequences, and fantastical 

realism, crafting a literary style that feels as much seen as read. 

Bollywood, with its global reach and cultural resonance, offers a rich visual lexicon 

that Rushdie taps into, reflecting India’s postcolonial identity—fractured yet vibrant. This 

paper argues that Rushdie’s “cinematic fiction” draws on Bollywood’s aesthetics to create a 

hybrid narrative form, blending text and image to capture the chaos and multiplicity of Indian 

life. Using theories of intermediality, film studies, and visual culture, the research paper 

explores how Rushdie’s novels evoke cinematic techniques, positioning him as a storyteller 

who bridges literature and cinema. This analysis not only illuminates Rushdie’s craft but also 

underscores Bollywood’s influence on global literary imagination. 
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Theoretical Framework: Intermediality, Film Studies, and Visual Culture : 

To unpack Rushdie’s cinematic fiction, this paper employs three key theoretical 

lenses: 

Intermediality :  

Defined by Irina Rajewsky as the “interrelations between different media,” 

intermediality explores how literature can evoke cinematic techniques, such as montage or 

mise-en-scène (46). Rushdie’s novels, with their visual pacing and scene-setting, exemplify 

this cross-media dialogue. 

Film Studies :  

Bollywood’s aesthetics—melodrama, spectacle, and nonlinear storytelling—shape 

Rushdie’s narrative rhythm. Scholars like Rosie Thomas note Bollywood’s “excessive” style, 

which Rushdie mirrors in his prose (12). 

Visual Culture :  

Stuart Hall’s work on representation emphasizes how visual media construct cultural 

identities (24). Rushdie’s integration of Bollywood’s visual tropes reflects and critiques India’s 

postcolonial self-image. 

Rushdie’s postmodern and postcolonial contexts—spanning Partition, diaspora, and 

globalization—align with these theories. His narratives, with their looping timelines and 

fantastical elements, evoke Bollywood’s narrative freedom, blending reality and myth. This 

framework guides the analysis of how Midnight’s Children’s fragmented structure mirrors 

cinematic montage, The Satanic Verses’ dream sequences evoke Bollywood’s fantastical 

realism, and The Moor’s Last Sigh’s vivid descriptions parallel cinematic spectacle. 

Midnight’s Children: Montage and Narrative Fragmentation : 

Midnight’s Children exemplifies cinematic fiction through its fragmented structure, 

akin to Bollywood’s montage—a rapid sequence of images that compresses time and space. 

Saleem Sinai’s narrative jumps between personal and national histories, from his birth at 

India’s independence to the Emergency of 1975, mirroring the disjointed yet cohesive flow of 

a film montage (Rushdie, Midnight’s 9, 383). He writes, “I am the sum total of everything that 

went before me,” evoking a cinematic dissolve where past and present overlap (Rushdie, 

Midnight’s 383). 

Intermediality theory frames this fragmentation as a literary montage, where scenes—

like Saleem’s telepathic conferences or the pickle factory’s chaos—are juxtaposed to create 

thematic resonance (Rajewsky 52). Bollywood’s influence is evident in the novel’s episodic 

pacing, reminiscent of films like Sholay (1975), which uses montage to convey epic scope. 

Visual culture theory further enriches this: Saleem’s chutney jars, each preserving a historical 

moment, function like film frames, capturing India’s multiplicity (Hall 25). 

Set against Partition and the Emergency, Midnight’s Children uses montage to reflect 

India’s fractured identity, its narrative chaos mirroring the nation’s turbulent history. Rushdie’s 
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cinematic style captures the vibrancy and violence of postcolonial India, blending text and 

image into a dynamic whole. 

The Satanic Verses: Fantastical Realism and Dream Sequences : 

The Satanic Verses engages with Bollywood’s fantastical realism through its dream 

sequences, which function like cinematic set-pieces blending reality and myth. Gibreel 

Farishta’s visions—reimagining the Prophet Muhammad’s life and the “satanic verses”—

evoke Bollywood’s penchant for spectacle, where gods and demons dance across the screen 

(Rushdie, Satanic 105). Saladin Chamcha’s transformation into a devilish figure further mirrors 

Bollywood’s melodrama, his identity a visual spectacle (Rushdie, Satanic 84). 

Film studies theory illuminates this: Bollywood’s “masala” style—mixing genres, 

emotions, and visual extravagance—parallels Rushdie’s narrative hybridity (Thomas 15). 

Gibreel’s dreams, with their vivid colours and surreal logic, evoke the fantastical sequences in 

films like Mr. India (1987), where reality bends to narrative whim. Intermediality theory 

positions these dreams as cinematic interludes within the text, their visual intensity disrupting 

the novel’s realism (Rajewsky 48). 

The novel’s real-world controversy—the fatwa—underscores its cinematic impact, its 

provocations spilling into life like a blockbuster’s spectacle. The Satanic Verses critiques and 

celebrates Bollywood’s excess, using fantastical realism to explore diaspora and doubt. 

Rushdie’s dream sequences, like Bollywood’s song-and-dance numbers, offer a space where 

the impossible becomes visible, reflecting the migrant’s fractured identity. 

The Moor’s Last Sigh: Painterly Spectacle and Cinematic Description : 

The Moor’s Last Sigh reflects Bollywood’s visual spectacle through its painterly 

descriptions, particularly in Aurora Zogoiby’s artworks, which blend history, myth, and 

politics. Moraes “Moor” Zogoiby narrates his family’s saga against Bombay’s decay, his 

mother’s paintings—“spiced with rebellion”—serving as visual anchors (Rushdie, Moor’s 

227). These canvases, depicting Moor as a “palimpsest,” evoke Bollywood’s mise-en-scène, 

where every frame brims with symbolic detail (Rushdie, Moor’s 227). 

Visual culture theory frames Aurora’s art as a commentary on India’s cultural 

multiplicity, much like Bollywood’s vibrant sets reflect national identity (Hall 26). Her 

paintings, with their “riot of colors and characters,” mirror the spectacle of films like Lagaan 

(2001), which uses visual opulence to critique colonialism. Intermediality theory further 

enriches this: Rushdie’s ekphrastic descriptions—painting turned prose—create a cinematic 

effect, inviting readers to “see” the narrative (Rajewsky 50). 

Set against Bombay’s transformation into Mumbai, The Moor’s Last Sigh uses 

spectacle to resist cultural erasure, its visual richness a bulwark against globalization’s 

homogenization. Rushdie’s cinematic style captures the city’s chaotic beauty, blending text 

and image into a vivid tapestry. 

Conclusion : 

Salman Rushdie’s Midnight’s Children, The Satanic Verses, and The Moor’s Last Sigh  
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embody cinematic fiction, their narrative techniques deeply influenced by Bollywood’s visual 

aesthetics. Midnight’s Children’s fragmented montage reflects India’s fractured history, The 

Satanic Verses’ dream sequences evoke Bollywood’s fantastical realism, and The Moor’s Last 

Sigh’s painterly spectacle mirrors cinematic opulence. Theories of intermediality, film studies, 

and visual culture reveal how Rushdie bridges literature and cinema, crafting a hybrid form 

that captures postcolonial India’s multiplicity. 

In a globalized world where Bollywood’s reach extends beyond India, Rushdie’s 

cinematic style resonates across cultures, offering a narrative that is as much seen as read. His 

works not only reflect Bollywood’s influence but also critique it, using visual aesthetics to 

explore identity, history, and resistance. This analysis underscores Rushdie’s innovation as a 

storyteller, positioning his fiction at the intersection of text and screen, where words dance like 

images on a reel. 
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