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1. Introduction

After the end of the Second World War the Britisimpire collapsed. In 1947 India
was the first country from the Asian subcontinerttich gained its independence and
established its own republic. However, the firsingeof the independence were not the easiest
ones and many Indians decided, in a view of a bkfte to move to the former capital of the
empire — to the London.

The Great Britain, which was until this postcokdism immigration wave from the
cultural point of view homogenous, had to face menpulses. This was also the situation in
the contemporary British fiction, which this thefiguses on. The immigrating writers, most
of them coming from the South Asian diaspora, wWestly seen as foreign. In their works
they have, however, shown high artistic qualitigsus, throughout the changing cultural and
social clima immigrating writers have been equaliréth the British ones. Moreover, the
unknown or resented writers suddenly became intiemelly recognized and reputable. By
this development the immigrating authors gave # i so called postcolonfditerature.

However, “the decentralization” of the British tfan - one of the biggest changes
stressed in almost every critic — took place ndy am the “personal” way described above.
Also new topics in the fiction arose as the inhatis of the East come to the absolutely
diferent world of the West. Very soon they realizledt they are not able to fully assimilate to
the entirely different culture. Therefore, the posbnial discourse is filled with the feelings
of alienation, rootlessness, disbelonging and wite themes of the quest for identity,
hybridity, East and West relationship, nationaliasna of course migrancy.

The submitted thesis is divided into the thregspdn the first part | give a
brief explanation on the postcolonial literaturethin the discourse of the contemporary
British fiction as well as on other literary movem& within in. Subsequently | proceed to the
analysis of chosen works of two postcolonial waterSalman Rushdie and Hanif Kureishi. In
the section devoted to Salman Rushdie and his rididright’s Childrenl demonstrate the
characteristic features of postcolonialism as vasllof postmodernism. Next section deals
with Hanif Kureishi and his nov@lhe The Buddha of Suburbf&ome of the topics that have
been discussed in the Rushdie’s section are disduamsd analysed again this time from the

point of view of Hanif Kureishi. Finally, in the aclusion | compare both authors’ positions.

! Either hyphenated - postcolonial - or not. In thissis | will use the term ‘postcolonial’ withoyghen



The aim of this work and its motivation derive rfrothe desire to offer a brief
explanation of the works of more or less known palsinial writers who influenced the way
British fiction proceeds.

2. Theoretical Part — Contemporary British Fiction and it main

Themes

2.1 The independence of the British colonies

In 1945 Britain was still the greatest imperiawgwo in world history, its territories
stretching over all five continents and coveringuarter of the world’s population. However
it is perfectly clear that the British empire of3®represented and already outdated form of
imperialism. It was given a decisive blow by thecamstances of the Second World War,
which accelerated rather than created the prockskssolution. The prestige by which a
handful of British had dominated unsophisticatethlgopulations was eroding. Elementary
education had spread and the provision of seconeddugation for the most talented had
created new middle classes.

The outstanding feature of the British Empire yastical unity and an outstanding
mark of its dissolution was a political conflicts @ome of the territories failed to hold
together. India was the main case in point. Thditealndian nationalists, such as Gandhi
and the Nehru family, intended to transform thetigi Indian Empire into a single Republic
of India within exactly the same boundaries. Despit the regional, cultural, linguistic and
religious differences within the vast territoryethhoped for an India which would be as
much a single country as for example China.

It was the religious differences which broughtakdown. The Moslem population,
led by the lawyer Mohammed Ali Jinnah, would notegnt the dominance by the Hindu
majority and pressed for a separate state of Rakish the end, the two sides went their
separate ways and, later still, Pakistan itseld &lsoke into two, when in 1971 its eastern
section became the new country of Bangladesh.

One of the problems which the granting of indegereg not only in Asia but in Africa
and other ex-colonies created was that many pdoplad themselves in the wrong country.

Muslims were displaced in India, and Hindus in B&a. Asians who had grown up in East



Africa because their parents had been offered weke by the British were not wanted by
the new African regimes. Many came to Britain, vehas citizens of the United Kingdom
and colonies, they had rights of the settlemenbtAer immigration from the West Indies to
Britain happened at a time the British economy edecheap labour and when economic
prospects in the West Indies themselves were fgdis.was the beginning of the postcolonial

era and the postcolonial literature as well.

2.2 Postcolonialism within contemporary British fidion

2.2.1 Development of postcolonial literatures and itstextual strategies

Postcolonialism is concerned with writing by thge®ople who were once colonized
by Britain? The term ‘postcolonial’ is used to “cover all tbelture affected by the imperial
process from the moment of colonization to the gmeslay” (Ashcroft 2), and not only the
years after the decline of the British Empire, lseathe previous period has its effect on the
contemporary literature as well.

Postcolonial literature’s development may be dvdid into several stages
corresponding also to the rise of national or regiaconsciousness. The first postcolonial
texts are usually written by the representativethefimperial power, for example by settlers,
travellers, soldiers, etc. However, the pure pdstgalism is linked to the second stage, in
which the main ‘producers’ of the texts were thdives though they were still “under
imperial licence” (Ashcroft 5). The independentidtures also called modern postcolonial
literatures waited for their development until thexolonization era.

One of the main features of the postcolonial wgtis the use of language. After the
imperial control over the language and marginalrabf ‘impurities’, a new way of using
English emerged distinguishing between “the ‘standaritish English inherited from the
empire and the english which the language has bedomostcolonial countries”(Ashcroft 8).
The postcolonial writers refused the categoriethefimperial culture and its ‘correct’ use of
language, and adopted the English as “a tool atlim various ways to express widely
differing cultural experiences” (Ashcroft 38).

In the postcolonial narrative there is significdiné use of metaphor and metonym.
“Metaphor has always, in the western tradition, treeprivilege of revealing the unexpected
truth” (Ashcroft 50) and thus many critics read tinepes of postcolonial literature as a

2 Though the themes is shared with countries coémhizy other European powers, eg. France, Spain, etc



methapors. The texts, especially Rushdie’s, atefuhetonymic use of adjectives, the use of
plurals and some the postcolonial texts also empleglogisms. To convey the sense of
“cultural distinctiveness” (Ashcroft 63) the podtmoial writers leave some words
untranslated in the text. “Such a device not ordys @o signify the difference between
cultures, but also illustrates the importance afcdurse in interpreting cultural concepts.”
(Ashcroft 63) Also the use of allusion is typicalr fthe postcolonial as well as for the
postmodern fiction. “Perhaps the most common metbbdnscribing alterity (...) is the
technique of switching between two or more code$ (The techniques employed by the
polydialectical writer include variable ortograply make dialect more acessible, double
glossing and code-switching to act as an interwepinterpretative mode, and the selection
of certain words which remained untranslated intéxt” (Ashcroft 71). All these techniques
in the postcolonial narrative are the most commaaysvof demonstrating the cultural
distinctiveness.

It is also important to mention the concern withcge and displacement among the
major features of postcolonial literature. “It igrh that the special postcolonial crisis of
identity comes into being; the concern with the elepment or recovery of an effective
identifying relationship between self and placeskaroft 8) All the experiences of
dislocation, migration from one country to anothbe enslavement or the oppresion of the
indigenous personality may result in the doubtsuaiiee valid sense of self. “The dialectic of
place and displacement is always a feature of plusi@l societies whether these have been
created by a process of settlement, interventioa,raixture of the two.” (Ashcroft, 9)

However, the most important feature that distisgas the postcolonial literature from
the traditional western literature is the use aflitional national (in case of this thesis Indian)
forms based primarily on oral narrative and religioepic. Moreover the techniques of
repetition, “of circling back from the present teetpast, technique of building tale within tale,
and persistently delaying climaxes” (Ashcroft 1&t¢ typical for the postcolonial literature
(and is often seen in Rushdie’s novels) and makdifiérent from most of the texts of

contemporary western literature.

2.2.2 National identity

Nationalism in general has always emphasized ¢ngtdrial imperative and the

mistreatment of minorities. In the post-war era asgecially since the late 1980s, however,



“new nationalistic energies have been unleashadt thus the position of the nations have
become more volatile and harder to interpret. Mafism of the emergent states then is
perceived as a struggle for a new social orgamaati

The treatment of national identity in post-wattiba reflects two ways of viewing of
nationalism — “wary of an uncompromising tradition the one hand, whilst tentatively
contemplating the reinvention of nationality on thgher” (Head 119). During the 1980’s
another position emerges as a consequence of salelctsm — “a kind of post-nationalism
built on reappraised symbols and traditions thaplicitly acknowledges the mongrelized
nature of most British identities” (Head 119). Thicillation about national identity is very
significant especially in “refigurations of Engliséss, where the legacy of imperialism
remains a dominant presence” (Head 119). The ratmge of Englishness is effected by the
feeling that Englishness is still depraved by ingdesm but also by the end of the Empire
which in fact started postcolonial migration andrtéfore a new process of cultural hybridity
which raised new questions of national identit{etead 119)

Salman Rushdie in hiSatanic Versesclaims that the “trouble with the new
Englishness is that their history happened overssathey don’t know what it means. Such
imperial exhaustion led to the national re-defomti and the ‘vacuum’ has been filled by the
narrative of the “children’ of Empire” (quoted iHead 124) with their postcolonial stories.
This resulted in the displacement of English idgnind made Englishness and England
“potentially open to the multicultural moment thatthe legacy of the imperial past” (Head
124).

2.2.3 Cultural Hybridity

The question of identity and national belongingdme more complicated in the
postcolonial era. “This is nowhere more apparemintin a post-war Britain facing the
challenges of the end of the Empire and the prootssational redefinition it brings with it,
both in terms of international status and demograptomposotion.”(Head 157) The
postcolonial fiction becomes a prolific place ftwetexploration of the hybridized cultural
forms in multicultural Britain. However, the migiah stories are not a celebration of the

independence and national freedom. The fictiondlim@grants are “often embattled and

? It was following the collapse of communism in fas Europe and the birth of new nations in Asid Sputh
Africa



vulnerable” (Head 157).This is possible due to réeaeption of migrants in the inhospitable
background of Britain, which was rather unsympathtet multiculturalism since the 1960s.

“The problem with ‘integration’ is that it often @ans ‘assimilation” within a host
culture that is insensitive to cultural diversignd many novelists have been concerned by
this new, internal form of cultural imperialism.H¢ad 161) Britain in the 1980s failed to
embrace the inevitable postcolonial future, whiettn&n Rushdie commented on as a “crisis
of the whole culture, of the society’s entire semdetself” (quoted in Head 161). The
migrants were not recepted in Britain which ledthe ethnic diversity in Britain situated
between multiculturalism and flat assimilation hiis works, Rushdie is “defining the space of
the hybridized culture of the postcolonial migraoitcrucial significance to all inhabitants of
the new emerging culture” (quoted in Head 161).

A. Robert Lee indicates hybridization like “Asi&@mitish”, “Carribean-British” or
“African-British” and warns that these connectioosntain “their internal dynamics and
heterogeneity and... tension” (quoted in Head 1@he space of postcolonial writing is
transitional and multiculturalism is seen as arnvagtconflictual process. However the main
theme is hybridity, which is explored in postcoknnovels for most of the period of the
postcolonialism. “In the post-war period we havénessed an ongoing practice of redefining
and rewriting the nation from within, and eventyathe emergence of what Homi Bhabha, a
propos of Rushdie’Satanic Versesterms ‘a hybrid national narrative™ (quoted ire&t
162).

The misreception of ‘race’ was emphasized in pamt-era by the immigration
policies of successive governments. Immigration ldgdays been perceived as a black
immigration, which was in fact a huge problem, reigss of the fact that thre were also
white immigrants. The British Nationality Act of 48 confirmed the right of citizens of the
Empire to entry Britain, but this open-door polisgas ended in 1962 by Commonwealth
Immigration Act? “Further restrictions on East Indian Asians (196&ye followed by the
Immigraton Act (1971), which limited domicile todbe born in Britain, or whose parents or
grandparents were of British origin.”(Head 164)1@81 British Nationality Act the Asians
were denied the automatic right to British citiz@psfor children born in Britain (164) to
restrict the naturalization of immigrants’ childre@bviously, under these conditions racism
thrived. This legislative process demonstrates guily the fact that national identity and

affiliation is a mutable, political constructiomdyvitably, postcolonial fiction reflects all these

* It introduced the system of employment vouchers<lommonwealth immigrants.



events and reactions to them as well as the feelirlgje migrants deprived of their rights in
the host country.

One more term that needs to be mentioned is ssotéss, the feeling of disbelonging
natural to the hybrid ones who are not able to fimeinselves in either their home or their
new country. Yet as can be seen in Rushdie’s dsaseh Kureishi’s fiction, rootlessness has
been continually transformed from the inner lackoia personal strenght, “enabling the
migrant to remain untainted by surrounding sociatlihe. This strenght, however, merely
denotes the potential for moving on to a more pirays environment, and beginning anew”
(Head 171).

2.2.4 Urban thematics

In contemporary fiction as well as in the periqueceding the city was of high
interest for the writers. During the 2@entury the modern city (and in the postcolonial
literature primarily London) undergone rapid deyeient and became in some sense a
metaphor for success and better living, “therefeverybody who wanted to mean something,
hoped to become somebody, or at least felt the togbe around when things were
happening, moved, though with various feelings emmsequences, to the capital” (Chalupsky
9). London in the contemporary British fiction dfet last twenty years becomes one of the
favourite themes of the writers such as Hanif Kshieor William Self. “The diversity and
versatility of the urban milieu are reflected byesk writers’'multifarious treatments of the
theme, and so the city comes to life again in bitgdhreal as well as fictional forms”
(Chalupsky 23).

“After the Thatcherite experience of the 1980% British urban environment was
transformed and polarized: an oasis of middle-ciagsess and greed was cultivated at the
expense of those who remained outside, while a iggp@wwareness of the degree of urban
deprivation involved put difficulties in the way ahy self-assured class hegemony.” (Lane,
71) Contemporary fiction absorbed the ‘ironic ds@& from the “culture of greed” (Lane,
71). “Modern urban fiction also generates its oamf of myth, a changeability often labelled
as ‘post-modern’™ (Lane, 72). It is in fact concednwith the tension of the city, which is no

longer the domain of middle-class professionals.



2.2.4.1 Troublein suburbia

The relation of the suburbs to the city of Londoncontemporary British fiction is
usually described as a conflict between the urbahsauburban influences. With no doubts
suburbia is the most difficult social space. Arthtolwards says that “suburbia is a dirty
word” (quoted in Ashcroft, 213), what in fact isi¢r for many people who see the suburban
areas as a place from which “everyone comes frognn@none wants to go back” (Ashcroft,
213). The idea of the ecsape from suburbia occusgveral contemporary novels, especially
in the writing of Hanif Kureishi. “In this dynamicf growth and advancement some of the
familiar stereotypes of the suburban mind-set aaked: the passive enjoyment of popular
television programmes; the ‘fanatical’ approaclstopping, the passion for DIY; a philistine
response to arts.” (Ashcroft, 221) In some charadtgere is obvious the spiritual emptiness
of the suburbanites, others show signs of the feethe ambitious individual to repel the
suburbanite from his or her soul. Thus the themarofescape is the most significant one
along with the theme of the quest for identity. dome sense the thematics of suburbia
together with the question of identity “simultanspu summons and rebuffs the

Bildungsromarwith its typical equations between self and sgtiAshcroft, 222).

2.3 Postcolonialism and Postmodernism

Among postcolonial writers there are some whiah be categorized as either
postcolonial or postmodern. Salman Rushdie cooaldr® of the examples. It is not an easy
task to decide to which approach the author camdsggned. They share some thematics
concerns regarding history, marginality, discurstrategies like irony and allegory, and also
the magic realism, “even if the final uses to wheath is put may differ” (Hutcheon 3). It
does not mean that the postcolonial is becomingnpmdern, but it may be assumed that
“their concerns often take similar forms” (Hutche®)n

The technique of ‘magic realism’, characteristicmoxing the fantasy with the real,
“has been singled out by many critics as one ofpihiats of conjunction of postmodernism
and postcolonialism” (Hutcheon 3). Especially tloeus on history is shared by both the
enterprises. Unlike the modernism rejecting thedenrof the past, postmodernism “has
sought self-consiously (and often even parodicatiyecontruct its relationship to what came
before (...)” (Hutcheon 3), similarly to the podtmdalism also negotiating, and also often
parodicaly, the colonial history with all its tyiaal weight. To sum up, postmodernism is

also overlapping with postcolonialism in its foarsthe theme of history.



There is another shared concern of both the *ismwkich is the thematics of
marginalization. They have in common their de-cengemovement dismantling the Western
or colonial centers, though some critics claims plestmodernism to be “the dominant,
Eurocentric, nee-universalist, imperial discourgéfutcheon 6). There are also some
similarities in the field of the rhetorical areathe trope of irony, as a popular strategy
working within discourses and at the same time esiinig them. “Its inherent semantic and
structural doubleness also makes it a most connetiepe for the paradoxical dualities of
both postmodern complicitous critique and postcalodoubled identity and history. And
indeed irony (...) has become a powerful subversiet in the re-thinking and re-addressing

of history by both postmodern and postcolonialksgsti(Hutcheon 6)

2.4 Magic Realism

“Althought the origins of magic realism can bectd back to earlier times, the term
was first coined by Franz Roh in 1925 to descrilbenalency in German painting in the early
twenties.” (Mzali 6) Magic realism widespread dugrithe 28' century from Latin America to
Europe. Some of the characteristic of this genrictibn are identified as the “mingling and
juxtaposition of the realistic and the fantasticbzzare, skillful time shifts, convoluted and
even labyrinthine narratives and plots, miscellarseose of dreams, myths and fairy stories”
as J.A.Cuddon wrote (quoted in Mzali, 7). In therdgoof Bill Ashcroft it is usually used in
postcolonial criticism in order to “interrogate tlassumptions of Western, rational, linear
narratives” (quoted in Mzali, 7). The significamtature is its fusing the magic and reality,
instead of putting them in opposition, which intfeesults in making the irrational be a part of
reality as much as the rational. Magic realism @me writings is used as a tool for the
political and social criticism, which can be sespezxially in Rushdie’s novels.

Magic realism is usually associated with non-Westelltures, what Alejo Carpentier,
the writer who first elaborates the term, asigmstite presence of exotic magic and myth in
the magic realist work” (Mzali, 9). However it isilsestablished in reality. “The repeated
more or less direct allusions to History and thstdry of the margins consolidated the
reputation of ‘postcolonial’ identity for magic fesan.” (Mzali, 9-10) In postcolonial
discourse it is used primarily as a weapon of tleggmnals to ‘fight’ againts the inherited
imperial history. In this sense magic realism i$ just a way to explain world differently but
also some kind of resistance to the hegemonic imEn and its perception of history.
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3. Salman Rushdie

The famous “controversial” postcolonial writer whsrn in Bombay, India, to a
middle-class Moslem family. He grew up in India amden he was fourteen he was sent to
High School in England. During the war between dndnd Pakistan he with his parents
moved to Karachi in Pakistan and joined reluctartig Muslim exodus, which in fact
influenced Rushdie heavily. He finished his studasCambridge (his father was also a
Cambridge-graduate). Before he wrote his first hdveshdie worked in a television, then he
was an actor in a theatre group and later an adwertcopywriter.

Salman Rushdie made his debut in 1975 with thel®rkimus The first one is mostly
ignored by critics, it is conceived as more abstinadhe style compared to Rushdie’s later
works. In comparison to what was to follo@rimus was a failure. His second novel,
Midnight’s Childrenwritten in 1981 won the Booker Prize and brought fame crossing the
border of the United Kingdom. Other excelent novielkowed having some features in
common — using myth, allegory, religion as a fundatal of the story. Rushdie’s narrative
technique connected his books to magic realisnmudicf such English authors as Angela
Carter or John Fowles.

However his undoubtedly most famous and most dsail novel isSatanic Verses
(1988), a highly allegoric novel satirizing the gobf Muhammad and Islam which was
banned in India and South Africa and was also lmlioresome streets in England. Ayatollah
Khomeini offered a million-dollar reward for Ruskt death and Rushdie was forced into
hiding. During the period of fatwaviolent protest in India, Pakistan and Egypt causeveral
deaths.

| purposely did not focus on this well-known boimkmy thesis and chose what is
probably still seen as Rushdie’s most importantehewWlidnight’s Children- as a pivotal
work among the others for my analysis of Salmanh|igss writing within the group of

postcolonial British writers. To give an analysishas work is not an easy task.

Rushdie situates himself in a position of perpetunabetweenness, a
migrant caught between three countries, unablexist eomfortably in

any one. The trajectory of his work (including bssays and journalism)

® Fatwa is a religious decree issued by a Muslirddea
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shows an increasing concern with metafictional essaof representing
peripheral histories and experience through a coatioin of modernist
metropolitan and Third World narrative styles adsquto the post-
colonial experience. More problematically, his waskoften concerned
with locating himself in relation to the diaspondtare in Britain, which

is reflected most clearly in his essays but alsthénpattern of his novels
that mirror his own migration and settlement - &mdPakistan, and

Britain. (Shama)

In his works he exploits his hybridity and makesne of his main themes. In the following
paraghraps | will focus on the techniques he usdss novels and essays as well as on the

typical features of contemporary fiction includéere.

3. 1 Migrancy and its ambivalence in Rushdie’s work

Salman Rushdie in his writing combines “the tragis of Commonwealth literature,
the Raj novel, and anticolonial polemic to recdnd totality of neo-colonialism as a world
system, with its absurd combinations of satelliteabicasts and famines, popular uprisings
and populist rant, forced migration and tourism”Tasy Brennan states (quoted in Shama)
rather than using political resistance within d@spcommunities dissimilarly to the writing
of Hanif Kureishi for example. Though he is notioatcentered, Shaila Shama in his critical
essay calledsalman Rushdie: The Ambivalence of Migrai2901) emphasizes that “his
work still remained obsessed with the space ofntitgon he had moved away from and the
failures of its nationalism”(Shama). He situates @arlier novels in India and Pakistan, but
unlike other postcolonial authors he does not Beget countries “as indissolubly linked to the
British mother node” (Shama). According to Shamastilie’s Pakistan destroyed itself
rather from the weight of its own imperfect histagd its own exploitative elite, civil and
military, than from its relationship with Englan&hiama). In this approach he essentially
differs from other writers coming from the subcaetit who rather defend their nations in
relation to Britain.

Rushdie’s representations lean quite heavily om literature of imperialism, on
Western, imperial representations of India, whiecHact influences his view on the topic of
migrancy. Homi K.Bhabha, one of the postcolonial anstmodern critics, wrote:

12



The migrant culture of the “in-between”, the mirgriposition,
dramatizes the activity of culture’s untranslatidiland in doing so, it
moves the question of culture’s appropriation belyorhe
assimilationist's dream, or the racist's nightmaref a “full
transmissal of subject-matter” and towards an emewuwith the
ambivalent process of splitting and hybridity thatarks the
indentification with culture’s difference. (quotedMohr 85)

In almost all the postcolonial writing there araqgaptible the discomfort and the insecurity
inherent in the position of migrant culture, in tast with Salman Rushdie, who in his works
turned the in-betweenness into the way of achiewugcess and into a positive view of
migrancy. In reading his books we can find migramksch are as Bhabha writes ,rendered
special by their hybridity, and ‘hybrants’ of thkénd are cast as agents of innovation and
translation, as mediators between the cultures auedtive inventors in various domains”
(quoted in Mohr 86). In comparison with Kureishi avtreats migrants as unhappy and lost
personalities, Rushdie’s trope of migrancy givesfdeling of rather advantageous position of
the migrant.

In his essaylmaginary Homelands(1992) Salman Rushdie entirely elided the
troublesome issue of immigration. Shama calls #ssay as an “ode to the pleasures of
migrancy”, Rushdie himself speaks about “freedorhshe literaly migrant” (Shama). His
argument for the concept of so-called equal freedonmat writers not only in Britain but
everywhere should not have to be tied to any natiorigins and traditions used in literature,
because he points out that a diverse set of infleershapes an imagination of authors in

postcolonialism. However, this argument omits tliedences between migrants.

A first-generation migrant refers to a person whasworn in one
country and then migrated to another during thdolescent or adult
life. First-generation migrants typically experienfeelings of cultural
hybridity because they must find a way to merger tipeeviously

constructed cultural identities with those thatythmust adopt for
survival, or to fit in or because they prefer thedecond-generation
migrants are the children of the firstgeneratiognamts who are either
born in the home country and leave it for the humgintry at a very

young age, or are simply born in the host courtigcond-generation
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migrants experience as much cultural hybridityhesrtfirst-generation
migrant parents. Instead of moving from one coumdryanother and
having to negotiate new cultural practices intartbé&l ones, second-
generation migrants find themselves caught betwtheir parents’
home cultural influences and their surrounding emmments’ cultural

influences. (Nierste)

“Rushdie, whose entire career is based on the iquegj of historical givens and beliefs,
invokes the metafictional trope of migrancy to ikgoan absolute of root-lessness and
hybridity.” (Shama) Again, it is important to sdyat his rootlessness and hybridity is meant
to be rather positive.

As Sabrina Hassumani, professor from Austin Comitguollege in Texaswrites in
her bookSalman Rushdie: a Postmodern Reading of His Majorkg/ (2002) Rushdie’s
rather positive view and using of his migrancy-rpétae is still one of the major reservations
that critics have levied against. Aside this pwesitiapproach, there are some potential
limitations as a part of his view of migrancy. Has&ni often quotes Revathi Krishnaswamy,
professor of postcolonial and anglophone literattmem San Jose State University in
California, in her book. In Krishnaswamys’ wordsg]though the figure of migrancy proved
useful in drawing attention to the marginalizedpmblematizing conceptions of borders, and
in critiquing the politics of power...it also appgao have acquired an excessive figurative
flexibility that threatens to undermine severelg tippositional force of postcolonial politics”
(quoted in Hassumani 129). In other words the migyain postcolonial writing became so
overblown, mouth-filling and formless which led tbe rejection of any meaningful
specificity of history. The words “diaspora” andxile” are in fact rather politically charged
than carrying its histories of pain and sufferimeir only use is to designate a cross-cultural
phenomenon. According to Krishnaswamy this is a sigsimilarity between postmodern and
postcolonial texts. “As a result, the complex ‘Ibdastories and culture specific knowledges
inscribed in postcolonial narratives get ‘neutmdizinto versions of postmodern ‘diversity’

according to which ‘others’ are seen, but are gatpof their ‘dense specificity’”” (quoted in
Hassumani 130). In contemporary postcolonial diss®uhe migrancy-metaphore does not
contain the economic and political forces behindnigration. In Rushdie’s words, “the
effects of mass migration has been the creatioaditally new types of human being: people
who root themselves in ideas rather than placesj@mories as much as in material things;

people who have been obliged to define themselvescause they are so defined by others-
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by their othersness; people in whose deepest sslvasge fusions occur, unprecedented
unions between what they were and where they fiethselves” (Hassumani 130). Salman
Rushdie combines features of postcolonial liteetwith those of postmodernist in his
writing, but his ommision of historical location dumterpretation might be as well attributed
to another method of Rushdie’s narrative — to magatism, which will be discussed later.
What may be assumed now is that Rushdie dematesaihe migrant into an abstract idea by
highlighting mental or physological processes aa@eiological or political ones. It becomes
clear that he purposely minimizes the historicalnmaterial contexts of the Third World
immigration, but for Krishnaswamy he also fails docount two fundamental factors of
immigrant experience — “the exigencies of neo-calbglobal capitalism determining the
dispersal of ‘third world’ peoples, and the distipclass- and gender- differentiated nature of
immigrant experiences” (Hassumani 131).

My reading of Salman Rusdie’s metaphor of migramcyfocused on its positive
message. Moving between cultures and across culdikades, migrants who have
successfully imbibed their hybridity can become kigyres who facilitate a transcontinental
interaction. Being an immigrant teaches you tolesatith your experience and disorienting
loss by making up a new world to live. It is themef not surprising that many of the
postcolonial writers produce appreciated workshey tare bringing their new worlds to the
literature. However, Rushdie’s message is somehffereht than the message of the other

postcolonial writers.

3.2 Hybridity

Salman Rushdie in his works intermingles and fusg®us stories, mixes a range of
genres of cultural resources both from the East taedWest. His mingling also includes
numerous languages, culture references and eveoms history into his story-telling.
“Rushdie also develops and intertwines a grand itadé& of characters across multiple
timelines, settings, and cultures” (Nierste). | @dawentioned the term “hybridity” several
times in the preceding paragraphs (because it gseparably with migrancy in Rushdie’s
view) and | will be using it throughout my wholeeiis as | consider hybridity as a main
theme in Rushdie’s writing, namely the “many corimets, disruptions, migrations and
translations between Eastern and Western world&rgké¢) included in the dominant theme.
“He is deeply concerned with the interconnectivatyd fusion of these two worlds and of the

15



peoples associated with and between these East¥asts” (Nierste) as he experiences it
personally.

In the part analysing migrancy | gave hindsighiwgthybridity claiming that Rushdie
turned the in-betweenness (or hybridity) into aediion for success and positive view of
migrancy. | borrowed a paragraph from thesis writbg Leslie Nierste in 2010 to show the

main points of hybridity. Leslie Nirste in his thegelieves that

first Rushdie does paint for his readers a confuaimd painful world in which the
hybrid must learn to function; secondly Rushdie cadites the idea that every
hybrid must come to terms with his or her own “raigr consciousness”, which is
the transition from an awareness of dis-belongmm@ trealization and acceptance
of one’s position as “something new”; thirdly Rughdelieves in the idea that a
multicultural, hybridized world can exist and ttgtch a world is both beautiful
and preferable to cultural “purism”; and the lasinp is that Rushdie sees the
hybrid as in the perfect position to help the womerk towards such a
multicultural and hybridized world because of hisher ability to appreciate and

see the advantages of pluralism in a way that dimehybrid cannot. (Nierste)

In his essaymaginary Homeland$Salman Rushdie from the very first page talks abloe
positives of being a migrant or hybrid. It is obwsohow he stresses the importance of this
theme and takes it personally. “Our identity isoace plural and partial” Rushdie says.
“Sometimes we feel that we straddle two cultureéspther times that we fall between two
stools. But however ambiguous and shifting thisugcdbmay be, it is not an infertile territory
for the writer to occupy” (15). The characters,sehesultural hybrids or hybrants, for one
reason or another, become split cultural identibesare caught between multiple cultural
influences. The result is a feeling of dislocatsamultaneously with gaining a better position
to appreciate the pluralistic nature of the conteragy world.

Rushdie personally knows the feeling of being lridy Being born and bred in India
and later Pakistan but spending most of his lif@iitain, this transition from postcolonial
countries, from the East, to the modern capitalistbuntry, to the West, gave him this
valuable experience he often uses in his storintelln fact, most of the postcolonial writers
have the same experience, but every single oneldmitddifferently. “Let me suggest that
Indian writers in England have access to a secatition, quite apart from their own racial

history. It is the culture and political history thfe phenomenon of migration, displacement,

16



life in a minority group. We can quite legitimelyaon as our ancestors the Huguenots, the
Irish, the Jews; the past to which we belong isEaglish past, the history of immigrant
Britain” (Rushdie,Homelands20). | do not need to mention again that for SalrRaishdie
the migrancy and hybridity bears a rather posithessage.

Unlike other authors Rushdie states that a hybrayt rather gain from his oscillation
between more cultures and the gain is the invagualpld glorified newness, achieved by
bringing together two apparently incompatible attés. However, if something new is
gained, undoubtedly something old has to be leftifee as a metaphor for crossing the
boarders of the “third space”, as Bhabha callStarting a new life in an entirely different
world means leaving behind something traditionahefworld you were born to.

On the noveMidnight’'s Childrenl will prove my preceding statements by using real
examples from the book. Saleem Sinai, the nargdttre story, the magical child born at the
midnight moment of Indian independence, the twirthef new India, alludes to the notion of
hybrid identity when he says: “O eternal oppositadrinside and outside! Because, a human
being, inside himself, is anything but a whole, thimg but homogeneous; all kinds of
everywhichthing are jumbled up inside him, and fi@me person one minute and another
person the next” (Rushdi€hildren 328). In his later approach towards his persateitity
he gives us an even better picture of hybridity:ntwhat am I? My answer: | am the sum
total of everything that went before me, of allavie been seen done, of everything done-to-
me. | am everyone everything whose being-in-theldvaffected was affected by mine. | am
anything that happens after | have gone which wagldhave happened if | had not come.
(...). I repeat for the last time: to understand yw'll have to swallow a world” (Rushdie,
Children440).

“Midnight's Children is commonly labelled ‘magic realism’ to emphasiise
juxtaposition of two normally incompatible framewser The events in the novel refer to the
world outside the text and to a familiar narratiok history relying on conventions of
verisimilitude, yet much that occurs is frankly fastic, involving superpowers, a divinely
mandated destiny, and a wildly implausible persarminection to the events of history”
(Kortenaar 17). It can be said that magic realisinthis sense is a literaly expression of
cultural hybridity. The whole the novel is consteet on such binarities. The narrative itself is
between “Indian spirituality and European worldgsg the novel often pairs polar characters
— Adam Aziz, the western-educated doctor, and Tres, oral story-teller, together as a
metaphor of changelesness and progress, Aziz askahd to Reverend Mother, bulwark of

tradition. And Saleem Sinai, English-language writdho reads aloud to illiterate Padma
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representing “sorcerer’s lore” (Kortenaar 18). e story these characters works as a binary
elements who in fact complement themselves andemphasize the role of hybridity within
the story.

The problem with this polar view of hybridity isdt England is seen as linear, modern
and scientific and India as cyclical, traditionaidareligious. Such Orientalizing is the
common subject of Rushdie’s critics. My point isatthSalman Rushdie is somewhere
between: although India and the West can alwaydidgignguished, all identities everywhere
are hybrid and mixed and such thing as a pure ityemever existed. It is not so difficult to
distinguish England’s influences Midnight's Children the problem is to recognize where
India stops and Orientalism begins. According tal Kertenaar “the blend of genres that
produces magic realism does not result from a ctdsimeaning-systems, Rushdie’s magic
realism is not the combination of two different reedbut a single mode that highlights its
internal division” Self19). The explanation is simple — Saleem decldratshe patterned his
narration on the tales told by Mary Pereira, highayor Tai the old boatman. Within Mary’s
narrative we can distinguish the rumours, theetitdittle as she calls it, she mixes the past of
the myth and the present of the news, folk taleragth with the personal experience, divine
characters and real human beings. This represgragfect example of magic realism. Saleem
throughout his narration consults his memory witmatvMary would (or Tai, another story-
teller) say about it. Therefore “Saleem’s magidisea is a hybrid of orality (folktale) and
literacy (history)” (Kortenaar 21). The second dneill explain later, but it is important to
state that the rumours that Mary conveys as facstibte the manner in which history is
arisen and presented. Apparently history lacks abivjey and parrallels the function of
memory and thus history embraces subjectivity inctviperson’s memory grasps particular
and significant events to that person.

One of the techniques Rushdie often uses in hisatnae is personification. In his
conception personification is closely associatedhwhnybridity. Salman Rushdie uses
literalized idioms for description of events or gans. “Obvious cases in Rushdie would
include the ‘birth of the nation’, the idea thatnation has ‘many parents’, and that the
‘heritage’ of India is Muslim and Hindu and Chrasti (thus Saleem’s Muslim, Hindu, and
Christian parents). Many national allegories arsfioed largely to techniques of this sort”
(Hogan). Figuratively saying, the idea of hybiydihrough personification is involved in
Midnight's Childrens characters bearing in fact more than just onesgmality. As was
mentioned before, Tai, the old boatman, embleminese “tie” that binds the present to the

past and people to their custom. “Nobody could mater when Tai had been young. He had
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been plying this same boat, standing in the samehed position, across the Dal and Nageen
Lakes...forever” (Heffernan). He is timeless, thartk him tradition he seems eternal.
Opposed to Tai is Aadam-for-progress, with his twweaknesses — women (Naseem) and
history. As Patrick Colm Hogan says in his esdéignight’'s Children Kashmir and the
politics of identity(2001) “she [Naseem] is the one woman to whom Aadamiraw, and
allegorically, she is the nation - India, as ima&girat a particular historical moment. To say
that Aadam has a weakness for women is to sayhindtas a weakness for the imagined
nation”.

Naseem is a perfect example of hybridity. Rustudienects her with India in many
ways. Later in the story she is known as Revereothbt recalling Mother India, her face is
disfigured by two huge moles representing Indiehviist and West Pakistan. Especially in
the first chapter ‘The perforated sheet’, when ishebserved by her future husband Aadam
through a perforated sheet, while he sees just fsalyments that mirrors anyone’s partial
view of a nation (as we do not sense the wholaghitrbut imagine it). “So gradually Doctor
Aziz came to have a picture of Naseem in his mabadly-fitting collage of her severally-
inspected parts. This phantasm of a partitioned avolmegan to haunt him, not only in his
dreams. Glued together by his imagination” (Hogar). imporant parallel is made when
Rushdie uses the word partitioned. That definighggests what happened in 1947 when
South Asia was divided into India nad Pakistan.déas behaves as a whole which will be
partitioned in opposition to Saleem, who represdntia after 1947, the result of the
partition.

Above all, the character of Naseem serves as w@rpiof the uncompromising,
vehement tradition, the repudiation of progress] &he is married to Aadam because
modernity and reactionary traditionalism are weddedone another. (...) The two are
inseparable” (Hogan). Aadam also has a dual functiorepresenting modernity but also
people caught somewhere in the middle of the road fradition to modernity, those who are
not fully at home in either of the camps, not futhodernized generation which suffer from
“alienating hybridity”. At this point it is obviouthat Rushdie’s vision of hybridity is not in
all cases so much positive and Aadam is a good gbeam

However, Rushdie put these characters togetheither stress the hybridity of the
story, but also in order to support his idea of pusitivityof the hybrid identities. As he
advices, the hybrid may take the best from both‘thets”. Saleem is constantly rectified by
Padma, who on the other hand is profiting fromraading to her (as she is illiterate). Aadam

cannot exist without his Naseem and though it isapparent, Naseem cannot fully realize
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herself without her husband. The connection betwEanand Aadam as the connection
between modern and traditional is also of a higphartance in the novel. But as can be seen
on Tai — he chooses not to assimilate anything fileenmodern influences and subsequently
he dies. It seems to be some metaphorical expressithe necessity of the assimilation in

order to live the live fully.

3.3 History

It is a question whether to conceive Rushdie’satae as an example of a historical
novel. Several articles claim that Rushdie’s nowts not follow the historical line or
chronology of historical events, that he insteadesrsome kind of a fairy tale, an allegory
isolating the relevant historical facts, and therefhe does not have anything in common with
those contemporary authors who consider histogy rasin theme of their narrative. But there
is another approach that reader can use to unddrdRushdie’s concept of history.

Midnight's Childrenis historically specific. Though it may seem tktz novel lacks
attention to history of the nation, it is just tlvay Rushdie, through Saleem, narrates his story
treating the specific historical incidents in th&tp but with “highly precise historical
particularity” (Shama). According to Patrick Colnogan, the novel “undermines traditional
notions of historical truth through its self-cormes use of errors”. When Saleem informs the
reader that “re-reading my work, | have discoveaacerror in chronology. The assassination
of Mahatma Gandhi occurs, in these pages, on thagwlate” (RushdieChildren 198) he is
admiting that he got the date wrong, thus Saleenslifie) also informs us that there is a
correct date, the historical fact. However, fornsah Rushdie historical facts do not matter,
“what really matters is the common belief aboutdrg’(quoted in Hogan). So the finding out
what occured in the history is crucial to be encbde the events and persons of the
novel.(Hogan) Moreover Rushdie stresses the impeoetaf the distorting proces of memory
over the historical facts. He states that the srwithin the story are used to interrupt the
narrative and force the reader to the questionBajeem as an unreliable narrator is an
example of human fallibility and the limitation @ie memory. The notion of ‘memory’s
truth’, is highlighted and of more importance ttetual historical accuracy.

In Midnight’s Children “Saleem offers us his autobiography, but hisysteralso a
history of twentieth-century India; every persoeaént in the life of Saleem and his family is
inextricably linked to the historical and politicavents that unfold in India” (Price).The

answer on what precisely is Rushdie saying abasibtyi can be find in David W.Price’s
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articleUse and Abuse of History in Midnight's Childrék®94) where heanalyzes Rushdie’s
(hence Saleem’s) narration according to what FdadNietzsche in his ess@n the Uses
and Disadvantages of History for Lifel873) calls critical mode of history.

In Nietzsche’s philosophy we can distinguish threzdes of history — the antiquarian,
the monumental, and the above mentioned criticaRuishdie’s fiction we find all three of
them. “In his novel, (he) depicts both the antigaraand the monumental modes of history as
devastating weeds. (...) In India, only the thirdd®, critical history, appears to have the
potential to contribute to life.” (Price) From tiperspective we can say that Saleem’s critical
history serves as some counter-narrative to thiécfalf’ history presented by those who use
the other two techniquésFor better understanding, | would use Nietzschedsds: “the
person who wants to do something great will app@ahonumental history; the person who
wants to preserve tradition will espouse an antiguahistory; and only he who is
oppressed...and who wants to throw off this burdénany cost, has need of critical
history”(Price). All these approaches are goinbealiscussed in the paragraph following.

In Saleem’s eyes William Methwold, with his desggeradmiration of Britain and its
credits on development of India, is representirggahtiquarian mode of history. He preverses
and reverses the past and looks back with pietyhé&xpresses to Ahmed Sinai: “You'll
admit we weren't all bad: built your roads. Schoaéslway trains, parliamentary system, all
worthwhile things” (RushdieChildren 126). Yet, as Saleem remarks later in the storig it
just Methwold’s presence more than anything els¢ tiolds together the idea of the British
traditions.

The character of the Widow, Indira Ghandi Midnight's Children serves as an
illustration of the monumental approach to histéaymode that Nietzsche claims responds to
the ‘demand that greatness shall be everlastingiic€). She is a member of the ruling
dynasty, her first appearence in the story is ie&a’s nightmare, where she resembles the
Godess Kali — “Death and Destroyer”. She apparaetlyesents something monumental. By
being Nehru's daughter, Indira Ghandi implies then¢ of past leadership and her name
“associates her with one of the few truly deifieaghtans in modern times". Also through
Saleem’s eyes the Widow, Indira Ghandi, conflaisdwn image with that of the traditional
Mother goddess. This might seem extreme at fiv&nehough she was perceived like that by

many Indians. Her cruel acting during the Emergénaight be seen to be analogous with the

® In the book represented by Indira Ghandi and filliMethwold
21 month period in which Indira Ghandi as a Pritieister of India effectively bestowed on her thewer to
rule by decree, suspending elections and civitlibe
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acting of Devi, the Mother goddess, which is whaleBm by his critical approach to history
wants to indicate. “The lost opportunity of the [@hen of Midnight occured because the
monumentalist approach was used by the fledgindegandent Indian government to
maintain and strenghten its hold on power. Rusbdievel, in part, is an examination of the
consequences of choosing such an approach” (quotedce). Indira Ghandi was, of course,
among the main traitors. Rushdie himself admitedam interview that: “If Midnight's
Children had any purpose...it was an attempt to say thatthirty-two years between
independence and the end of the book didn’t adtb wgry much, that a kind of betrayal had
taken place, and that the book was dealing withttare of that betrayal”’(quoted in Price).
Saleem in his effort to break the cyclical monuragsin employs the critical mode of history
and his counter-narrative might be called as “negthnof freedom”. A new myth of freedom
expresses Saleem’s hope that the Indians wouldt aliii@rent and new position, described
by Nietzsche as a goal of the critical mode: “Itais attempt to give oneself, as it were
posteriori a past in which one would like to originate inpopition to that in which one did
originate” (Price). Saleem narrates the historindfa throughout the story about the children
of midnight in the form of his autobioghraphy amdthis strategy he chooses the past he
prefers. In addition, the person using the criticedde of history often chooses the past
opposite to the past in which he or she originge€a in his approach strugless against the
mythic and religious past, against the traditiomatl monumental view of history, which is
often used in political propaganda (as could ba seéndira Ghandi’s acting) in constructing
an “official” version based on “facts”, which Sateealso opposes. Saleem’s criticism is
turned against both the traditionalism and modermfof government manipulation to offer
some objective truth.

In Saleem’s constructed history the will and desiof all the people are reflected. He
sees the true spirit of India in Mian Abdulah, tHemmingbird, founder of the Free Island
Convocation — the antagonist of the Muslim Leagamanding the partition of India after
independence (and as we know, they prevailed ak@éstBa became a separate state). In
Saleem’s eyes the Hummingbird embodies the hopéh@fwidely diverse society with
differing religions and social classes. After hssassination these features reappear in Picture
Singh, the snake-charmer and the head of the naagicghetto. “Picture Singh,” writes
Saleem, “would follow in the footsteps of Mian Abidh” (Rushdie,Children 477). He
selects the Hummingbird and Picture Singh and theions as possibilities for India’s future

according to his view. (Price)
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In his critical history Saleem apparently elidbs tgreat” figures and builds up his
story on millions of people from different groupsn@ng India’s population. Mahatma
Gandhi, the person highly expected to be an esdati@racter in such a novel about the birth
of India and the years following hardly appearsatit The Nehru-Ghandi family is also
presented only briefly and often allegorically. Stead, Saleem records the daily activities of
different “common” people and reproduces their wenfl language and idiosyncratic
locutions” (Price). Among the “common” people wendavolve Tai, the boatman, Saleem’s
grandmother called Reverend Mother, charactersagicrans’ ghetto, all of them with their
intermingling of languages and own culture. Sinjlahyooba, Shaheed, Farooq and, of
course, Saleem as ordinary soldiers become oueguwdring the Bangladesh war. “In each
of these instances, the focus is on the commomyeag experience of average people, and it
is their experience, in Saleem’s estimation, tlmahgrises a more accurate history of India”
(Price). In such an approach there can be seanikisiy with magic realism — focusing on a
huge number of average people could be seen asf @isemost significant features. This will
be discussed later.

Analysing history from Rushdie’s (or Saleem’s)wjene more term ought not to be
forgotten — Saleem’s chutnification of history, ataphor for writing resembling the pickling
process, and pickle jars as a name for the thivepters in the book. And these jars are full of
various delicacies that Saleem prepared for theerea

He describes his “special blends”, which includaetnories,
dreams, ideas.” Chutnification involves “a certaiteration, a slight
intensification of taste.” “The art,” he writes,s“to change flavor in
degree, but not in kind; and above all...to givehiape and form — that

is to say meaning,”which will produce the “tasterofth”. (Price)

Chutnification process in the story is used to easpte the necessity to make truths sensed
through the sensing organs such as the eyes, emsg,fingers which “help shape and form
the very story that we narrate to ourselves anthdeto be true”(Price).

However ambiguouslidnight’s Childrenare there is one thing we know for sure.
Rushdie creates Saleem to stand in an oppositi@ll tustorians, either political, social or
cultural (as mentioned before, in the story mainlyopposition to William Methwold and
Indira Ghandi). According to him, artist and pdaliéins are “natural rivals that seek to make

reality in their own image” (Price) In other wordkey are doing the same thing but seek for
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the contrary, which is in fact the “myriad dimensiof past experience” (Price) in contrast
with historical truth. “InMidnight’s Children Rushdie represents the conflict between artistic
and political rendering of history.”(Price)

Salman Rushdie is a master of allegory. In thdecdrof the history of India a critical
approach to history in his novel becomes an instntnfor criticising the country’s political
and social background. Saleem is *“inviting the szatb participate in creating and
discovering an alternative to the typical histdrit@ditions of historical truth as merely
recorded facts: memory and the process of recaftiegrories produces individual histories
that overlap some aspects of recorded history getam unique, individual versions of
history” (Santos). By using historical fact varyifigm the “official facts” in his narrative
Rushdie constructs some plea for the freedom ofomimions. The purpose of fiction in
Rushdie’s opinion is “to draw new and better mapseality and make new languages with
which we can uderstand the world”(Price) What fetofrom interviews and his own critical
essays is the estimation of the times coming whentruth becomes manipulated especially
by governments. Thus we are forced to look at thddin some way, but there are also some
other ways, so that writers remains one of the pasiple able to make an entire narrative
opposite to “unidimensional, simplistic, reductivepgan-ladden mesages offered up by
government and ‘free market’ advertising”’(PriceisRdie’s Saleem is used as an instrument
for such acting. In his fabulous narrative he rgjdooth Indira Ghandi’'s monumentalist
history and the nostalgic vision of British impdisen represented by William Methwold to

construct his own past.

3.4 Magic Realism in Midnight’s Children

A quotation from the bookelf, Nation, Text in Salman Rushdie’s Midnight'sld@en
written by Neil Ten Kortenaar could be used for dlescription oMidnight’s Childrenin the

field of magic realism:

Midnight's Children are commonly labelled magic realism for its
juxtaposition of two normally incompatible framewsr The events in
the novel refer to the world outside the text ama@ familiar narrative
of history relying on conventions of verisimilitudget much that

occurs is frankly fantastic, involving superpowersa, divinely
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mandated destiny, and a wildly implausible persaoalnection to the

events of history. (Kortenaar 17)

Saleem Sinai is born at the exact time of the peddence of India and together with
hundreds of other children is endowed with magicalers. His personal history is a parallel
to the history of his country. In his narrativerhexes the real events with magic and also uses
references to ancient mythology. Events such asnmaist propaganda or Emergency led by
Indira Gandhi and many more are all seen throughntlagic realist lens. In fact, Salman
Rushdie uses magic realism as an instrument of raégtion of Indian political figures’
attempt to appropriate truth so as to serve thearests.

Magic realist writers, “thinking they could notpresent the events in a discourse of
realism, invented the continuum to present thdntauntd subvert it with astounding events. But
in its challenge against the realist conventiongimeealism does not totally dent the power
of realism; in textual terms it also employs featuof realism in order to subvert them from
within the conventions” (Iskenderoglu). For SalnRushdie magic realistic mode becomes a
manner not only to present his version of decoleshizountries, but also an opportunity to
break away from the manner in which India has beessented in Britain. It breaks the
previous binary categorization of the world inte tolonizer and the colonized, in which all
presentations of India relied on the genre of sealand were thus perceived as truthful.
Magic realism, however, with its inherent relativisance, tells the reader that there is not
only one version of history. Magic realism with mtexture of genres, cultures and ideologies,
with using different sources of inspiration recamgs various dimensions of reality and thus is
also linked to the favor of a positive perceptidrhgbridity. Events seen through the magic
lens do not signal a withdrawal from history intgthology, but stand for the more critical
look on them. The co-existence of multiple readitiwithin the same space becomes a
metaphor for the multi-faceted aspect of historgl, &y using it, Rushdie makes for himself
the propitious space to present sharp criticisrthefpolitical life in India culminating in the
Seventies during Gandhian regime.

The book is full of magical and mystical storiesaddition to its oral storytelling
narration, while supernatural events and heroes atsybe found within. Saleem, however,
is an unreliable narrator because of his makingakés in chronological orders of events.
However, these mistakes are not result of Rushaigsest in developing magic aspect to the

detriment of the ‘real’, they are meant to disriln@ world of facts and accuracy.
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In Midnight’s Childrenthere are many examples of magic realism. It sdik@shere
is no direct access to the reality in the bookpitsists of other realities. (Iskenderoglu) At the

beginning of the novel Saleem introduces himself:

| was born in the city of Bombay...once upon a tilNe, that won't
do, there is no getting away from the date: | wasnbin Doctor
Narlikar's Nursing Home on August 151947. And the time? The
time matters, too. Well then: at night. No it's iamfant to be
more...On the stroke of midnight as a matter ot.f&lock-hands
joined palms in respectfull greeting as | came.spéll it out, spell it
out: at the precise instant of India’s arrival rdependence | tumbled
forth into the world. (Rushdi&;hildren 3)

In fact, Saleem’s narrative begins thirty two yearlier, so as a protagonist, his role of the
narrator is also fore-grounded. He tells the stoeyhas heard and has remembered and
therefore gives us one of the many versions of tim\past is reconstructed in the present. As
was mentioned before, this process according teefalis called ‘chutnification of history,
the pickling of time’ and every chapter in the nloielike a pickle jar containing special
blends. Saleem very soon realizes the presenceather world within the real world that
exludes his family and friends. It is the worldafe thousand and one children born during
the first day of India’s independence, the worldrsld only by Saleem®lidnight’s Children
Congress. Though rather magic, the child soon fmdghey do exist, and through them he is
able to discover the various aspects of realithisfcountry. Thus Saleem’s magical skills do
not force a withdrawal into fantasy, but insteadeghim the opportunity to touch on variety
of social and political issues, which is, in fatke major theme in the book as was presented
in previous chapters.

An illusion of reality in the book is representey introducing people or place which
could exist in history, but the reality is disrughtiey mythical allusions commonly used in the
story. Rushdie especially uses figures from Hinddhwlogy. Shiva, Saleems rival, shares a
great power of destruction with the mythologicaldgBhiva. Likewise, Devi, the Mother
Goddess is used, rather ironically, as a descngifdndira Ghandi, and her cruel actions are
liken to another Goddess Kali.

“One of the most important areas in the book @ uke of magic realism is that only

family members show the great supernatural incgleexcept Midnight's Childreri
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(Iskenderoglu). This could be seen in the charamtdiaseem Aziz, Saleem’s grandmother.
She is called Reverent Mother, what is supposeslyhobolize India, and is portrayed like
traditional Indian women dedicating her life to i@mily. Her magic gift is the ability to see
other's dreams. “(...) Reverend Mother began toamireher daughter's dreams...She
eavesdropped on her daughter’s dreams, just to kmbat they were up to” (Rushdie,
Children 55). Saleem’s grandfather, Dr.Aadam Aziz, is alescribed as having magical
power. His nose could envisage what happens. Satkems he inherited his magical powers
from his adopted grandparents. Still the most nadgthe telepathic ability of Saleem and
other children of midnight, but Saleem loses hiswhen he crosses the borders of India only
to discover his other ability similar to his graatifer. He uses his nose to smell all kinds of
things and emotions. “...only when | was sure of mmgstery of physical scent did | move on
to those other aromas which only | could smell:pegumes of emotions and all the thousand
and one drives which make us human” (Rushdikildren 317). However, many more
magical gifts could be find in the book, either mar less important - sisters making every
man who sees them falling hopelessly in love witbnt, a boy with the ability to step into
mirrors and reemerge through any reflective surfacthe land, others with the ability of
transforming themselves either in size or in sed ao on. Or Saleem’s sister Jamila for
instance, can communicate with animals.

To sum up, plenty of magical abilities are giwenvarious characters in the story.
Rushdie uses all the magic events and abilitiediallegories. “He uses magic realism for
the symbols, metaphors and satire.” (Iskenderofhg) main allegory is when Saleem is born
at the stroke of midnight and also at the veryt fiescond of India’s independence. This can
symbolize “that India’s inpedendence is magicatdwse the Europeans give the Indians an
opportunity to present themselves as a country. évew the fact that the midnight's
children’s magical gifts have bee taken by Indiaim@ Minister Indira Gandhi is a symbol
that India rejects the opportunity given by thetiBn”. Thus,Midnight’s Childrenare usually
read as a national allegory. Magic realism is usedundermine the dominant Western
paradigm that equated truth with fact and imagomatvith falsehood”. The line between the
rational world and the magical is blurred to thénpthat the two are inseparably intertwined.
Likewise, in the story history, memory and the imatjon are all shown to contribute to the

writing of Saleem’s narrative.
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4. Hanif Kureishi

British novelist and screenwriter Hanif Kureiskpresents the second generation of
immigrants, unlike Salman Rushdie who is amongfits¢ generation. Hanif Kureshi was
born in 1954 in the Greater London suburb of BrgniateKent. Though he is often compared
to writers such as Salman Rushdie or Zadie Smithphrspective as a fully Westernised
middle class son of an immigrant father makes himgue. He is essentially influenced by
Western traditions which he has adopted and usad th his writing, bringing new aspects
to the British contemporary literature.

His first novel and also the focus of my intenesthis thesis is calledhe Buddha of
Suburbiaand was first published in 1990. It was an immidgiccess,possibly because it is
set in a politically and ideologically turbulentrfme during which Britain experienced a rapid
demographic shift to a multicultural society. Thieuggle of Britain with its status as a
postcolonial power in parallel with the personalrjtey of the main protagonist Karim to find
out who he really is are the book’s main themedatt, The Buddha of Suburbi@xamines
the immigrant condition and explores the multi-tacetheme of identity from cultural and
social perspectives. The story is full of colourfind incisive portraits of the immigrant
experience, the clashes of cultures, the struggletass, the elitism of art and it also focuses
on the generation gap, all on the background ofl®&'s London with its kaleidoscope of
fashion,music and politics. Though using a histdraontext, the novel is primarily a study of
universal and timeless problems of identity andradtion, especially experienced by the first

and second generation immigrants.

4.1 The (National) Identity and Migrancy in Kureishi's The Buddha of
Suburbia

In 1941, influenced by the crisis of a protracteatrld war, George Orwell presented
his observation on the problem of nationhood. Henokd that the identity of the nation
“relies on amass conception of unilateral samenggkin a group or community of
individuals”. It is formed by a “sense of timelasdtural tradition”, “rigid principles of social
classification” and notions of “ethnic origin”(queat in llona 88). According to Orwell, these
conditions can provide a perceived community witease of certainty and bring it together

in extreme cases, like wars for example. The itewti community as a whole can be seen
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only through an interaction with another communiipwever, according to Orwell, Britain's
national wholeness is, or at least appears to lwst mohesive when compared to some
excluded Other. “The condition of being and induatl (or group) distinct from the
surrounding environment can only be understood utjito an appreciation of the
complementary network of interactions which thatlividual (or group) has with their
surrounding environment” (llona 88). The mutabléia of nationalism is the main focus of
Hanif Kureishi, but his works are in direct contras Orwell’'s conception. He calls for “re-
vitalized and broader self-definition” (llona 88) the evaluation of Britishness.

It is generally believed that the nation identifythe British has transformed over the
last fifty years, and this was caused primarilyrigrants coming from the outreaches after
the Second World War. However, such a social chdrage resulted in a disjuncture and
relation anxiety. In 1953, a number of governmeatadl voluntary organizations produced
social statistics about the “black segment of tee migrant communities in Britain” (llona
91). Surprisingly, the incompatibility of the blackigrant community was claimed to be the
result. Step by step “racism was institutionalizedjtimized and nationalized” (llona 92).

Many Kureishi’'s works reflect his own experiencé relations and interactions
between people of different cultures or backgroum@&ritain. As was mentioned earlier, he
was born in 1954, only after the social disordeguse to a Pakistani father and an English
mother. He was born and grew up in suburbs andhixed heritage influenced him heavily.
He alone do not agree with his placement amongaisécolonial writers. When he was asked
about his postcoloniality, he answered: “I caninkhabout myself as a postcolonial writer”
(Stanecka). It sounds like some kind of traumaerfear of being placed among postcolonial
and thus minoritian writers is upon him. His Pakmstheritage he is instantaneously aware of
makes a boundaries between himself and the ‘normb#bitants in Britain. His struggle
against the marginalization of people with mixewjioris obvious in his words: “Critics have
written that I'm caught between two cultures. I'at.nl"'m British, I've made it in England”
(Stanecka). Kureishi's deep feeling of being lichitand trapped in a stuffy category induced
him to abandon ‘ethnic’ matters and in this heatgffrom Salman Rushdie. He transformed
his experiences of alienation and exclusion inte thain character ofhe Buddha of
Suburbia The necessity of a denial of self and a totalnaitastion to the cultural and sub-
cultural background in order to integrate into Huoeiety is evident in the young protagonist

Karim:
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We wasted days and days dancing in the Pink Pulsgy ¢awning at
Fat Mattress at the Croydon Greyhound, ogling g&ip on Sunday
mornings in a pub, sleeping through Godard and ioto films, and
enjoying the fighting at Millwall Football Groundyhere | forced
Changez to wear a bobble-hat over his face in iteskads saw he was

a Paki and imagined | was one too. (Kureishi 98)

Kureishi's first novel can be read as a an act ef-determination “through the
externalization of the ambivalent discourse of oral identity” (llona 98) achieved by a
technique that can be called ‘playing-not-me’ (tersed by llona 98).

The Buddha of Suburbmay be perceived as an Bildungsroman. Therefae ntain
characters need to be presented in the part exagniohentity — the father and the son, Haroon
and Karim — the father representing the first gati@n immigrant and Karim representing the
second generation. Karim is the narrator of theysémd through his eyes we can gain the
experience of being of mixed nationality. At theimming of the novel he introduces himself:
“I am an Englishman born and bred, almost. | aneroftonsidered to be a funny kind of
Englishman, a new breed as it were, having emefiged two old histories (...) the odd
mixture of continents and blood, of here and thefebeloging and not”(Kureishi 3). He
shows only a small interest in his ethnicity, hemsre concerned similarly to ordinary
teenager with clothes, music, sex,. He comes frolower middle class family, lives in
suburbs and so he measures life by possesionsmdyn{the symbol of success he sees in his
auntie Jean and uncle Ted with their posh subuablagss and lawn parties).

Significantly, the novel is divided into two passtitled ‘In the Suburbs’ and ‘In the
City’. For Karim, the suburbs mean something pridile, complacent, staid and boring,
while the city represents hope, discovery, oppatyuand excitement and “thousands of black
people everywhere, so [he] wouldn't feel exposédiréishi 125). Yet in the city he soon
learns he will not be fully accepted into high sbgi Though his “authenticity” is a ticket in,
he is not able to compete with people born intchso@ckground. However Karim feels he
does not really wholly indentify with either the Kidani or the English roots. Such
rootlessness means a weighty obstruction for hiot.dxly he is again and againd reminded
of his being different, but his identity is charised by his non-Englishness, in spite of how
English he feels, and this results in a deep fatistn which is apparent throughout the novel.

In the city, Karim finally finds out who he reallg. As the director Shadwell declares, it is
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Karim's “destiny (...) to be a half-caste in Englarbelonging nowhere, wanted
nowhere”(Kureishi, 141).

Unlike Karim, his father Haroon is the first geagon Indian Muslim immigrant. He
maz be highly influential for his son, but somdeatiénces remain between the two characters
due to their different backgrounds as a first amcbad generation migrants. The question of
personal identity is therefore much more crucidHaroon's case. Haroon's Indian immigrant
status seems to play a central role in his life.

His immigrant identity is obvious through his appce as well as through certain
aspects of his life. He still cannot find his wagand his local area though having been living
in London over twenty years and he is still notcdus® eat “Western” food. This behaviour
shows his lack of integration and thus a readegrsgption of Haroon is that of an immigrant
who has not managed to integrate and fully adagriiish society. (Very similar example
could be seen in Monica Ali'Brick Lane(2003) in the main protagonist Nazneen). The idea
of a lack of Haroon's integrations is very muchamaged throughout the story. The reader
sees a picture of a rather passive man, who hastsmwngiven up. After the dissolution of his
marriage and later the break-up with Eva, he is sesea failure by both his British and Indian
family and also by the society in general — ethiyday being an immigrant and economicly
by his social status. (paraphrased from Andersel.eBuch position in society leads to his
abandonment of hope for the future and resignesiyigs

Throughout the story Haroon's metamorphosis caoebeeived. With the guidance of
Eva, he ceases to struggle for becoming Englisbrder to fit in, and starts to utilize the
differences he possesses. He transforms his ‘&slunto tools helping him achieve respect
and recognition. As a guru he is an example of ggejed authentification, a process of
overestimating the qualities of being Indian, oingedifferent: “(...) exaggeratting his Indian
accent. He'd spent years trying to be more of agliflman, to be less risibly conspicuous,
and now he was putting it back in spadeloads” (lstie21). Karim at first seems to admire
his father, however his admiration is of short dorabecause in his eyes such a sudden
return to roots is viewed as inauthentic after twegears of attempted assimilation.
(paraphrased from Andersen et al.) Haroon managésd his way and gain respect and
thereby gain the feeling of belonging. However ¢hex another person responsible for his
success — Eva. It seems as if success were irabdiritnked to the assimilation to the British
background.

“It is the existencial condition of migrancy thptoves a significant trope in the

reconfiguration of identity as an wholly intera&iand mutable rather than fixed and timeless
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idea in theThe Buddha of Suburbidllona 98). In this statement by Anthony llonaidity is
meant to be influenced by continual relocation®@astant encounter with the outside world
and the idea of in-betweenes. It is similar to wBalman Rushdie writes in his essay
Imaginary Homelandsabout the uncircumscribed conception of identiw€e’ (...) have been
forced by cultural displacement to accept the miowial nature of all truths, all certainties.
We cannot lay claim to Olympus, and are thus rel@ds describe our worlds in the way in
which all of us, whether writers or not, perceiv&éom day to day” (12-13). National identity
here is seems as a “pre-given concept of geo-allturethnic similitude” (llona 98). Caught
in so-called in-betweenes, a place between two orenworlds with just fragmented
memories of home and attempted assimilation tonéve world, the migrant achieves a sense
of national belonging. Rushdie’s migrancy was anadlyin the previous part and ifhe
Buddha of Suburbi&lanif Kureishi occupies the same stance.

The condition of migrancy iBuddhafirstly highlights the contradictory “referral to
the alterity of the extrinsic world as a means @fimtaining the idea of inward homogeneity,
stability and timelessness”, secondly it shows“thstability and diversity if the intrinsic life
of the nation” (Kureishi 99). In Buddha these anewn in Haroon, the Buddha of suburban
Bromley. Though living over twenty years in a Lontdosuburb, he is still comparatively
reflecting the uniformity of British life with thdulfilling enjoyable life in his homeland
Pakistan. He feels that he is somehow tied to Rakimore than to Britain. The second
instance perceived by Kureishi is that of the sanitly and larger relations between home and
abroad and the suburb and the city. Haroon anchKandertake such kind of migration when
moving to West Kensington: “The move from the siisuto ‘London proper’ becomes a
local, miniaturized version of postcolonial migrgrend culture-shock — the move from ex-
colony to metropolis. This London not only includdse world’ in the sense of peoples, it
also replicates within its borders the world's spapatterning”(llona 100). London in
Kureishi’s writing is a mecca for the migrantsshtows a positive signs of diversity and social
and cultural interaction. Kureishi’s depiction bgtcity will be further analyzed later.

London gives Karim the feeling of cultural diveysiwithout the threat of being
excluded that Karim could feel earlier when hangmd with Changez. There are many
‘excluded identities’ which allow Karim “not to fe@xposed to those who do share an
exclusive sense of belonging”(llona 100). For Kammoving from Bromley to Kensington
represents an escape from adolescence to adultresstbm ( that can be seen in the parallel
to bildungsroman). Not only for him the city mearsescape. Eva finds a new career as an

interior designer and Karim’s father Haroon bulis career as a guru for the metropolitan
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bourgeoisie. As the critic John Clement Ball statean essay entitledihe Semi-Detached
Metropolis: Hanif Kureishi’'s Londor§1996) “(The small-scale migration) as performed by
Karim, Charlie, Eva, and the ‘new’ Haroon, resuftsa sensual pleasure, cunning, and the
exploitation of identity as a fabricated image” ¢ted in Illona 100). In this statement it is
obvious that the city in contemporary fiction iedted as prestigeous and moving to it as a
way to achieve happiness in life.

One more term needs to be explained when talkbaytaidentity and migrancy -
“identity as a fabricated image’ — with regardkareishi’s depiction of London as the site in
which identities shift and are performed.”(llona0)lAs was mentioned before, the second
part ofBuddhais called ‘In the city’. London is depicted asity avithout the stifling tension
of suburbs, a city, where Karim faces an “unboundleidractive notions of British
identity”(llona 101), where he can hide his mixestitage because the city is full of cultural
diversities and ethnicities. Kureishi’'s London dfidusands of blacks”(llona 101) is stuffed
with culture minorities and is inevitably influeretdy them, and this London allows to
perform the different identity. Therefore, Harooecbmes a fake Buddha and also Karim
shows his difference when he takes up the role ofvili in the theatre. In Karim’s
generation identity is seen as something mutald, thus different identities are easier to
assimilate. For Haroon and especially for Karimirttmew identity in London “becomes a
dynamic, flexible and interactive concept” (llon@1). In playing-not-me as Anthony llona
calls this technique they are actually playing ffedent version of themselves, shifting from
the boundaries of identity they are caught somegvirebetween the positive approval and a
negative stereotype “as the route to an elevatadesef self-knowledge and worth” (llona
102).

4.2 Hybridity of the in-betweenes

Hanif Kureishi is often critized as well as valutm his Anglo-Asian and insider-
outsider point of view. His can be perceived ag/arid identity and he knows the sense of
belonging nowhere, of absolute rootlessness. \ery similar to Salman Rushdie who is in
the same position though he belongs to the firsegaion of migrants. The sense of being in
between two cultures is then obvious in Rushdie’svall as in Kureishi’'s works. IBuddha
Karim declared his hybridity in the very first linas was quoted in the preceeding part. By
denying his pure Englishness by the word ‘alImdst’,places himself between two different

cultures. Yet he is not enchanted by his mixedimyigecause he knows he is made inferior,
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which makes him dream about some change in hisaappee. Though he acquires English
language and culture, his identity is “at once @land partial” as Rushdie writdd@dmelands
15). The tradition in which he has been broughtsuplready ingrained in his personality.
Despite his stubborn struggle for Britishness ts/ddoration of tea and cycling and English
music, he is still reminded of his origin. When Wwants to date Helen, an English girl, her
father says: “She doesn’t go out with boys. Or withgs. (...) We don’t want you blackies
coming to the house”(Kureishi 40). In this mannerrikh is offended by Helen’'s father just
because the father feels more rooted in the couht&my Karim though he was also born in
England.

Here it is important to say that there are diffiees between the postcolonial writers
of the first and the second generation. Rushdasisl. thus first generation’s in general, view
of hybridity was analyzed earlier. Kureishi’s, ahds second generation’s, hybridity is often
associated with miscegenation. Born in England fdesing of racial expatriation is stronger
than that of the cultural expulsion, a feeling vwhis more painful for the first generation of
migrants. Having been brought up in India it is possible for them to forget “home”. The
first generation might feel as trapped between tworlds, two continents, between
remembering and forgetting. They could not easily in either India or in England, which in
fact makes them hybrids even for themselves. Ttngdcbe seen in Karim’s father Haroon or
his brother Anwar, as was stated earlier.

Haroon’s nostalgia for “home” is misunderstood Kgrim: “[flor years there were
both happy to live like Englishmen. (...) Now, &gy aged and seemed settled here, Anwar
and Dad appeared to be returning internally todndr at least to be resisting the English
here. It was puzzling: neither of them expressey @esire actually to see their origins
again”.(64) Surprisingly, the hybrid charactersalgureject the idea of returning “home”.

Though Kureishi’'s view of hybridity is rather ndéiya, frustrating the identity with
feeling of rootlessness, but it may also be coreduthat in some sense it makes the hybrid
ones stronger and more resistant than others. Riggbdie’s advice to take the best from both
cultures seems to be valuable as for him the migityp is better than the feeling of
insufficiency. The hybrids are constantly underphaecess of transformation as can be seen in
The Buddha of Suburbiand other Kureishi’'s works. Karim is shifting froome identity to
another when, in the least expected moment on regeis funeral, he realizes: “I did feel
looking at these strange creatures now — the Isdiamat in some way these were my people,
and that I'd spent my life denying or avoiding tifett. | felt ashamed and incomplete at the

same time, as if half of me were missing, and &g ibeen colluding with my enemies, those
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whites who wanted Indians to be like them” (Kurei2h2). This only confirms the idea of
changeability rooted inside the hybrid ones.

What may be concluded about the hybridity fromédsini’s points of view is that it is
even more difficult for the second generation niggao settle up in England and assimilate
into this country, though they were born there. Rlgbridity in this sense is linked with the
feeling of deep frustration, alienation, with expacing racism. They are constantly
remained of their being “Other”, which results ither a more vigorous effort to prove that
they are in fact Englishmen or in absolute passiaiid reconciliation with the fact of being
always somewhere in between. Apparently, most efwhtings of Hanif Kureishi are more
or less autobiographical as he puts there his aetings of hybridity that he experienced
during his school years.

4.3 From the Suburbs to the City

In Kureishi’'s works there is another recurring ihetan escape, the need to be on the
move. It represents another postcolonial heritdg@. only searching for identity, but also
“the move” is essential in Kureishi’s earlier wnigis. The postcolonial escape is caused by the
hybrid feeling of in-betweenes and alienation @& thigrants. The motif of the ecsape could
be of two sorts — the literal and the metaphoraed, and it is hard to state which one is of
higher interest. In Kureishi's works and primariy The Buddha of Suburbiaere the need
of the move to the centre, in its most common dimacto the city of London is significant. It
is probable that Hanif Kureishi is in writing abaittch an escape reflects his own aspirations
and dreams of life-changing movement. Similarlyrikadreams about leaving the poor area
of suburban Bromley. London used to be a placeasird for many people in post-war
England. Yet, as Salman Rushdie writes, London masmore than a dream’Hpomelands
18). Indiand were coming to the London with thedphls for a better life, but they soon lost
their illusions and their rage became asort of lieime

Kureishi’'s works are preoccupied with the imagésandon, and he is some kind of
an ardent devotee of London. He depicts London @syaffering freshness, adventure and
primarily progress. As was mentioned earlier, iaisity which is able to hide the unwanted.
He is aware of the two faces of London where theedg of one bank of the river Thames is
overshadowed by the affluence of the second one.dihsion ofBuddhainto two parts — In
the Suburbs and In the City — only supports sueh.id
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The suburbs are usually loathed by young protag®nvho dream about better and
also wealthier existence. Karim Buddhalikes to remind the reader how much he hates
suburbs: “I had continue my journey into London andew life, ensuring | got away from
people and streets like this” (Kureishi,97). Evemew achieving his dream of the move to the
city, he could not cut off himself from comparirfiettwo parts of London. An escape to the
London represents for Kureishi’'s characters inglgdarim some kind of a quest for identity
which they could not fulfil in the suburbs. DespiRshdie’s observation of London as
nothing more than just a dream, in Kureishi’s vigws an imaginary place where one can
achieve Englishness so desperately desired. itésesting that both generations of migrants
have in common such view of a London as thoughas wereditary. The admiration of
London is even intensified by Karim’'s image of iy as a multicultural place of ethnicity
or cultural traditions where anyone can belong.hSare attitude can be called a complex of
the suburbs.

In comparison to Monica Ali'sBrick Lane Kureishi’'s London appears to be a
harmonious place where one can gain a new natemalpersonal identity. It is definitely
caused by his admiration and fascination with titg. &arim in Buddhashares the same
attitude. Coming to the city full of colours andusds is refreshing for him, and though it did
not solve all his problems, he does not feel dismged and continues in his quest for the
fulfilled life. He soon finds out that the feelirgf safety and possible invisibility inside the
crowd is mingled with the feeling of alienation dodeliness. However, Karim’s first thrill of
London is soon replaced with disillusionment as iti@n protagonist becomes tired of its
bustling crowds and the feeling of an absolute snoty.

By division of the book into earlier mentioned tyarts, it could seem that “the novel
is straightforwadly linear” (Thomas) as well as iamprogress from the margins to the city
and from the lower class to the metropolitan midiiéessses. Thus it can be seen as superficial
novel about the difference between ugly suburbstandng London. The role of the city is
very important in Kureishi’'s works. All his maingiagonists of mixed origin come from the
suburbs, similarly to the author himself, and Idieg living in the city. Their dream of
escaping to the centre is both literal, as a wayobthe grubby suburb, and metaphorical as a
climb on the social ladder. However, they soonizeathat their view of the city is only an
illusion. At the time the story of Kureishi'Bhe Buddha of Suburbi@kes place, London is
racially prejudiced and intolerant though still oméng. It may be concluded that Kureishi's
suburban characters are somehow rebellious and tore city to find new opportunities

which the suburbs do not offer.
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“The suburbs which give the book part of its tale ‘leaving place’ while the city is
‘bottomless in its temptations” (Thomas). The cidgcome the dream if the suburbians,
because it represents freedom and the hiding plBEeeugh it is not far away from the
suburbs, it is perceived as entirely different \WoftL970s London is breathlessly anticipated
as a countercultural cornucopia. It is the absoauttthesis of suburbia most significantly,
perhaps, in terms of racism” (Thomas). Therefoee gbssibility of the move to the city is
also a possibility to get rid of the painful fegjg of exposure. In Kureishi’'s fiction the
coming to the city does not expresses dissapoirttraglike many contemporary novels
dealing with this theme. Kureishi (hence Karim) idep suburbs as maddening and weird
homogenous mass of semis that he hates and doegnbto stay there though he has no
idea how to run away. When he moves to Beckenhamhis father and Eva, he feels that he
is slowly approaching the big city. But instead fealizes that despite the fact they are
geographically nearer to London, the area is farg@oand racially prejudiced. This is also the
case of Chistlehurst, where his friend Jamila lives

“Guided by his step-mother, Eva, Karim eventuasts to smart, central London”
(Thomas). The settings move to the West Kensintitahis perceived as an area between the
rich Kensington and poorer Earls Court. Yet Karieel§ happy that he finally is on the
culture map. Moreover he is offered job in a theatompany. Karim has a need to be
expected by the London society and achieve a sos&lBut later in the story Karim’s mind
is filled with the feelings of disapointment whiteés dream of hedonic London with the
artistic fame does not fulfil his imaginations. Bhn some crucial moments, his way forward
is hindered by “sudden swerve towards South Londdhbmas).

Though the division into two parts Bliddhamay suggest there are only two grabs of
the problematic. In fact, Jamila Buddharepresents the third grab — the position in-between
space. “Jamila is clearly the political heroinetlté novel” (Thomas) and it is largelz because
of her that Karim does not lose his mind and firdral of hybrid way to live in London — he
both celebrates his journey to the centre butde alvare of the fact tht everything is just a
mess. Despite Karim desperate intention to get fown the suburbs, Hanif Kureishi
transformed in his novel the traditional view okmh a described them as a much more

interesting place.
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5. Conclusion

The focus of this thesis is the comparison of fammous works written by Salman
Rushdie and Hanif Kureishi in the field of contemgrg postcolonial British literature. The
main difference between these two authors was sedlearlier in the thesis — Salman
Rushdie as a representative of a first generatformaigrants and Hanif Kureishi as a
representative of the second. Thus the experieheegoancy and ‘hybrid’ identity is peculiar
to both the writers. In their fiction they sharee ttame topics of postcolonial literature,
however because of their different origin as wellcd the almost ten years between the
publishing of their novels they differ in the wénel treat the single themes.

Rushdie’sMidnight’s Childrenis very complex novel which is hard to analyse with
the contemporary fiction. It is influenced by padtmnial literature as well as the postmodern
texts and magic realism. To decide in which disseuhis novel was formed is not an easy
task as all the ‘—isms’ are overlapping in somentée What distinguishes Rushdie not only
from Kureishi but also from many postcolonial wriés his view on migrancy and hybridity.
It seems like Rushdie has never experienced thiadeaf alienation and rootlessness though
moving from India to Pakistan and later to Britduring his childhood. Nowadays Rushdie is
valued as well as often criticised for this postiview of hybridity. Though he is not
guestioning the frustrating feelings of hybrid itees, he turns their experience into
something enriching. In his essays and also thrdugimovels he advices to pick up the best
from all the identities that is intermingling inehhybrid either of the first or second
generation. He emphasizes that the hybrid is iaduantageous position, because he or she
may be influenced by different cultures and thaeefmay utilize this influences in art or in
other various professional fields. RushdieMidnight’s Childrenutilizes this positiveness
that the hybridity bears. He makes the narratoe€aluse whatever elements from whatever
source he chooses. Thus the novel is full of alsito the Indian traditions, Hindu myths as
well as British houses and western influences m ¢ty of Bombay. The novel itself is
hybrid. Moreover Salman Rushdie puts together dtarswhich are in some cases complete
antithesis of themselves. For example Aadam Azizlation to Tai the boatman or his wife
Reverend Mother, which were analysed before, aeetypical hybrids. By putting them
together Rushdie is stressing the difference betweedern and traditional, education and
illiteracy, urban and rural and uses it as somel kimetaphor for the difference between

Western and India.
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Hanif Kureishi in his view of the hybridity emphaass rather the feelings connected
with the negative impact that the mixed origin lwasidentity of the person. Similarly to
Rushdie, he is putting his own experience intonagels and the main characters usually bear
his autobiographical features. Tine Buddha of Suburbidarim shares with Hanif Kureishi
the feeling of being rather Englishman then Pakistand the frustration caused by a
repetitive refusal from the British citizens. Toests his marginality, he sets the first half of
the book in the suburbs of the London, where tlogakgrejudices are even more obvious.
Karim is in desperate need of the move to the aitizondon, which serves as metaphor for
the success and better living. Yet, even in thg bis identity is still split because he is not
fully accepted by the British higher social clas#esugh he struggles for the assimilation to
the Britain’s culture. The feeling of being rejettis even more frustrating because he was
born in England and sees himself being more Englégshthan ‘Paki’.

Midnight's Children are often perceived as a novel of magic realiswalbse of
intermingling fantasy with reality in the backgralof the historical events. As was stated
before, this technique is used to raise criticigmtlee political and social situation in India.
The novel was written in 1981, a quite short tinfterathe period of the Emergency led by
Indira Ghandi. It is of no doubts that the maingmse for creating it was the unsatisfying
development of India since its independence in 18#nif Kureishi in some sense also deals
with the theme of history in hishe Buddha of Suburhi&lis novel was published in 1990 but
the story takes place twenty years earlier in 19&0®lon. It is based on the development of
this city during the 70’s that are significant ftive Thatcherism, clashes of cultures and
struggles of classes. This can be seen as anotlyg tifference between Kureishi and
Rushdie. Whilst Rushdie is deeply concerned with tttematics if India and it reception in
the Western countries, Kureishi as a born Britisizen is focusing primarily on the image of
London and brings a new theme of suburbs into diméeenporary fiction.

One more difference that was derived from the yamslof Rushdie’s and Kureishi's
writing is that Rushies falls somewhere in betwésno influences — postcolonialism and
postmodernism. His frequent use of allusion, réjoeis, building a tale within a tale, irregular
chronology and language plays such are the glosgieguse of metaphors and untranslated
words connectMidnight’s Children with the postmodern techniques. It stands quite in
opposition to rather straighforward linearityTdie Buddha of Suburhia

Despite the fact that Rushdie and Kureishi ar@ sserepresentatives of postcolonial

literature, substantial differences in the way thapproach the main themes of
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postcolonialism can be found. Therefore | concltide both authors enrich the postcolonial

literatures in their specific way.
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