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Representation of the Past in the Twentieth 
Century Historiography of Hindustani Music 

Eriko Kobayashi 

The historiography of Hindustani music is infused 
with \ ompeting interpretations of history. This 
article attempts to identify how twentieth-century 
historiography evaluates changes in the long-term 
development of Hindustani music. The resemblance 
between the ideological assumptions behind music 
historiography and those used in Orientalist and 
nationalist discourse are pointed out. 

Hindustani or North Indian classical music developed in 
royal courts and noble households of the northern part of the 
Indian subcontinent. Some elements of the music, such as the key 
concepts of raga and tala, existed since the first millennium. The 
term tala first appeared in Bharata's Natya -Shastra (the fourth or 
fifth century A.D.)---the earliest existing shastra in which music is 
substantially discussed. The concept of raga close to its modern 
meaning is found as early as in Matanga's Brhad-desi (dated 
eighth or ninth century) .1 Although the persistence of some 
concepts and technical terms attests to a general continuity, specific 
stylistic features in today's practice are not traceable to early 
treatises such as Natya-Shastra or Brhad-desi. It is from the 
fourteenth and fifteenth centuries that references to stylistic and 
technical elements that have a connection to contemporary 
Hindustani music practice start appearing in treatises. For instance, 
the association of a particular drum pattern with specific talas 
appears in Sangitopanisat-Saroddhara (1350, Gujarat) and point 
toward the contemporary practice of Hindustani music. Textual 

Eriko Kobayashi is a doctoral student in the Department of Music at 
the Univerisity of Texas at Austin. 

1The date estimates used in this paper are according to Harold 
Powers, "India, subcontinent of," in The New Grove Dictionary ofMusic and 
Musicians, vol. 9 (New York: Macmillan, 1980), pp. 69-141. The date of 
Natya-Shastra is variously estimated from the fifth century B.C. to the fifth 
century A.D. 

Sagar: South Asia Graduate Research Journal 2, No. 2 (Fall 1995): 1-23 
© remains with the author. 
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and iconographic sources from the sixteenth century onward 
indicate a clearer connection with modem practice. In oral 
history---roughly corresponding to the history of treatises--
prominent gharanadar musicians consider the sixteenth century 
Mughal court as the beginning of their heritage. They claim Tan 
Sen (ca. 1500-1589) as the ultimate starting-point of their teacher
disciple lineage, and the oldest dhrupad compositions known in 
practice today are attributed to Tan Sen.2 Repertoires more 
commonly performed today derive from the eighteenth century 
onward. For example, the oldest compositions that remain in the 
contemporary repertoire of khyal---the most representative vocal 
genre today---are compositions of Niyamat Khan (better known by 
his pen-name, Sadarang), who was employed at the court of the 
Mughal Emperor, Muhammad Shah (reign 1719-1748). The form 
of composition most typical of today's instrumental practice was 
devised by Masit Khan, a late eighteenth century musician who 
lived in Delhi. 

Though I have listed widely accepted claims in the above 
paragraph, the modem historiography of Hindustani music is very 
much contested. Many Indian musicologists emphasize the 
importance of the ancient times. They push the earliest trace of 
classical music further in time and say that the chanting of Sama 
Veda is the foundation of all Indian classical music, including the 
Hindustani music practice of the twentieth century. Some 
historians argue that not only a generic continuity but also the 
continuity of specific stylistic features exists between musical 
genres in ancient times and the twentieth century. To what extent 
should Hindustani music as a whole be considered continuous with 
the music prior to the thirteenth century? What is the satisfactory 
criterion to claim continuity or discontinuity of a genre? On what 
aspect should the evaluation of a musical genre be based? Those 
are some of the questions to which different authors of Hindustani 
music history answer differently, and the differences seem to derive 
from the author's standpoint and ideological underpinnings. This 
paper is a preliminary attempt to delineate manners with which 
modem historiography evaluates changes that took place in the 
development of Hindustani music. The primary interest lies in the 
historiography that developed during the first half of this century. 
Later writings are quoted when they reproduce the earlier 
discursive modes. 

The majority of twentieth century writings on Hindustani 
music history agree that before Islamic/Persian influences 
"separated" Hindustani and Karnatak · musics (by the sixteenth 

2Jbid., p. 87. 
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century, starting earlier), they were one system of music. 
According to H. Kobinata, this view is based not on affirmative 
evidence but on the absence of counter-evidence. Since currently 
available historical data do not provide a definitive answer as to 
whether or not there were multiple musical systems in the 
subcontinent before the fourteenth or fifteenth century, it is 
conventionally assumed to be one "for the convenience of study" 
(Kobinata 1988). While available textual and iconographic data 
come from various regions of the subcontinent, modem sangit 
shastra scholars generally interpret them as representing 
diachronic development within a single tradition. Harold Powers 
(1980) counters this view, maintaining that textual and 
iconographic sources indicate regional diversity as well as historical 
changes.3 In his opinion, since very little of actual musical practice 
can be inferred for the periods before 1250, it is neither practicable 
nor desirable to regard the subcontinent as a whole. 
Notwithstanding, the absence of obvious evidence of conflicting 
practices and the ubiquitous use of Sanskrit as the language of 
discourse have encouraged the monolithic view of music in the 
ancient periods.4 

The long term history of classical music is drawn as a 
bifurcation rather than, for example, a consolidation of many 
traditions into two or as the parallel development of two related 
musical systems. A corollary of the view of history as 
"bifurcation" is the idea that under foreign influences, classical 
music of northern India moved further away from the former 
practice, while the southern practice better maintained the ancient 
tradition. Statements of this nature abound in currently available 
survey literature. 

The South of India[,] being less disturbed by 
foreign intervention and bloody warfare, retained 
the material of Aryan emotions and feelings, and 
preserved the Shastric traditions. So that it is safe 
index to what music was in early stages. . . . The 
northern [India] became duly confused and 
disconnected, dividing music into the two present 
systems: the Hindustani or northern, and the 
Karnataki or southem.5 

3Jbid., pp. 76, 78. 
4Ibid., pp. 76-77. 
5Atiya B. Fyzee-Rahamin, The Music ofIndia (New Delhi: Oriental 

Books Reprint Corporation, 1979), p. 17. 
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[S]ometime after the mingling of the Hindu and 
Persian cultures in the North, there developed a 
schism in Indian music and the two Schools of the 
North and the South . . . came to be distinguished. 
. . . [T]he South preserved the purity of the old 
music and its school exhibited scientific trends in 
its further development. But it should not be held 
that there was no contact between the two schools. 

6 

As the above examples indicate, accounts of the "bifurcation" in 
survey literature tend to give a favorable tone to the "purity" of 
the southern tradition, in contrast to the "disconnection" of the 
northern counterpart. 

Music historians are not certain whether the system(s) 
described in the treatises prior to the thirteenth century is closer to 
Hindustani or Karnatak music in their later developments. For 
instance, the ancient tonal theories of sruti and grama are as 
inapplicable to the modern practice of Karnatak music as to that of 
Hindustani, while some general features, such as the governing 
concepts of raga and tala, are equally applicable to both. Acharya 
Brhaspati argues against the claim of "purity" of South India. He 
writes that since music reflects the constantly changing taste of 
people, a lack of foreign contact does not guarantee the intactness 
of musical style in any logical way. He also points out that 
southern India did have contacts with Islamic culture via foreigners 
coming over the sea as well as the ruling Muslim forces coming 
from Delhi. Bahamani sultans brought Sufis from Delhi to 
Gulbarga, and the Sufis' influence spread to Vijayanagar. 
According to Brhaspati, it was through those Sufis that South 
Indian scholars started to explain musical scales in terms of mela, 
instead of the earlier scheme of grama and murcchana.7 Similarly, 
Powers writes of a need to modify the view that Islamic influences 
in the North directly caused the "bifurcation" into pure and 
hybrid music styles. 

The familiar equation of Hindustani-Carnatic with 
Muslim-Hindu, thence hybrid-pure, and ultimately 

6y. Raghavan, "History of Indian Music," in Indian Music, ed. 
Gowry Kuppuswamy and M. Hariharan (Delhi: Sundeep Prakashan, 1980), p. 
6 . 

7A. Brhaspati, Musa/man aur Bharatiya Sangit (Delhi: Rajkamal 
Prakashan, 1974), p. 12. 
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foreign-native, is a result of the fact that the radial 
centres of the latest phases of the two styles were 
Muslim Delhi and Hindu Tanjore. But before the 
shift of the centre of gravity of Carnatic music 
from Vijayanagar in the Deccan to the Cauvery 
delta in the far south in the late 16th century, the 
Hindu and Muslim courts in the peninsula had 
been as close as the Hindu and Muslim courts in 
Rajputana and the Ganges-Yamuna Doab, and for 
almost as long.s 

Pumima Sinha, too, argues against the general contention that 
South India better preserved the original Indian musical tradition-
-though with a twist different from Brhaspati and Powers. In her 
opinion, Kamatak music deviated more in its theory---in the 
systematization of ragas based on 72 scale types (melas)---from 
what is described in earlier treatises. She continues that although 
Hindustani music did not carry on the tradition of theoretical 
discourse, it maintained the essential elements in practice and 
developed within the scope of flexibility of earlier Hindu music 
theory .9 The issue of relative "purity" versus "deviation" 
continues to be a matter of contestation. 

When evaluating Hindustani music vis-a-vis Kamatak 
music, yet another trope recurs in modem historiography: classical 
music is said to have "declined" in North India after the coming 
of the Muslims. The notion of decline particularly appears in 
literature related to the reform movements that took place in the 
early decades of this century. In the paper delivered at the first 
All-India Music Conference in 1916, Bhatkhande quotes the 
Orientalist scholar, C.R. Day, to make the argument of "decline." 
According to Day, the "golden age" of Indian classical music was 
"the period of native princes, a little before the Mahomedan 
conquest," and "with the advent of the Mahomedans its decline 
commenced." 10 Day himself identifies the cause of musical 
"decline" in the shortage of patronage and encouragement due to 
"almost perpetual strife between petty princes. " 11 In another 

BPowers, "India, subcontinent of," p. 77. 
9Purnima Sinha, "Vocal Music of North India," in Indian Music, ed. 

G. Kuppuswamy and M. Hariharan (Delhi: Sundeep Prakashan, 1980), p. 87. 
iov. N. Bhatkhande, A Short Historical Survey of the Music of 

Upper India (Baroda: Indian Musicological Society, 1974), p. 4. 
1ICharles R. Day, The Music and Musical Instruments of Southern 

India and the Deccan (New Delhi: B. R. Publishing Corporation, 1974), p. 2. 
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instance, Bhatkhande quotes the following passage by N. A. 
Willard, another British Orientalist. 

From [the time of Muslim conquest of Hindustan] 
we may date the decline of all arts and sciences 
purely Hindu, for the Mahomedans were no great 
patrons to learning, and the more bigoted of them 
were not only great iconoclasts, but discouragers of 
the learning of the country. The progress of the 
theory of music once arrested, its decline was 

12speedy.... 

Both Day and Willard state that the shortage of patronage was 
responsible for the "decline." While Day points out warfare as the 
cause of the shortage, Willard writes of Muslim rulers' disinterest, 
even antagonism, toward the musical tradition. 

Delhi sultans and Mughal emperors did patronize music. 
(The above quotations are based on a particular colonial ideology, 
which I will discuss later.) Many historians---including those who 
champion the "medieval decline"---mention Allauddin Khalji (r. 
1295-1316), who had the service of Amir Khusrau and brought 
Deccani musicians to Delhi after his southern campaigns, thus 
enlivening the court's music scene and encouraging stylistic 
developments. Other famous patrons, who appear as the staple of 
Hindustani music history, are Akbar (r. 1556-1605) and 
Muhammad Shah (r. 1719-48). Tan Sen, the legendary musician 
and the ultimate guru of later gharanadar musicians, was 
employed at Akbar's court. Akbar's and his immediate 
successors' reign is considered to be the period when dhrupad 
most flourished. Musicians at Muhammad Shah's court, Sadarang 
and Adarang, are well-known for their numerous khyal 
compositions.13 Muhammad Shah himself is said to have been an 
accomplished musician, and khyal compositions bearing his name 
in the lyrics constitute part of today's repertoire .14 Far from 

12Bhatkhande, Historical Survey, pp. 8-9. 
13Sadarang and Adarang are frequently credited for starting the 

modern style of khyal singing. However, the origin of khyal is subject to 
different claims. I will discuss these claims later in the paper. 

14A poet-musician customarily included his own name (or pen
name) in the last line of the lyrics. It is, of course, possible for a later 
musician to use the name of a renowned poet -in a new composition in order 
to feign antiquity . In the case of an emperor or prince, it is possible that 
musicians in his employ used the patron's name instead of their own. Yet, 
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having "declined" after the establishment of Muslim ruling 
powers, the whole existence of Hindustani music materialized 
during those periods. In terms of performance practice (that is, the 
aspect of music dealing with style and repertoire), prolonged and 
gradual "decline" does not characterize the development of 
Hindustani music during the Delhi sultanate and Mughal imperial 
periods. Day and Willard, the Orientalists quoted by Bhatkhande, 
wrote in periods when Mughal imperial court---thus its patronage 
of music---had weakened or disappeared. 15 It is not warranted, 
however, to expand the notion of "decline" to the entire era under 
Muslim rule. Nor did the decline of Mughal imperial patronage 
mean the decline of classical music activities. Decentralization 
took place, but classical music activities continued in regional 
courts, wealthy households, and courtesan salons. 

If not referring to performance practice, what do the 
authors of Hindustani music history mean by "decline"? Some 
authors point out the loss of the spiritual significance of music as 
an element of decline. It is generally accepted that classical music 
derives from the music which was a part of Brahmanic religious 
practice and was performed as an offering to the deities. The 
secularization of music is said to have taken place after Muslim 
rulers brought it into royal courts. In this vein, Sumati Mutatkar 
writes that dhrupad lost its vigor and fell into empty formalism due 
to musicians' indifference toward the genre's devotional character 
and literary refinement of the lyrics. Indifference to lyrics and 
devotional significance gradually spread among musicians because, 
Mutatkar argues, their Muslim patrons were neither familiar with 
the Sanskrit language nor with symbols and imagery of Hindu 
mythology .16 In a more nostalgic tone, an unnamed author states 
that during the medieval period, "spiritual piety and fervour which 
are the very soul of Indian music suffered a great set-back." 
While the stylistic aspect of music underwent remarkable progress, 
the "spiritual and the enlightening energy of the original Indian 
Music was on the decline." As a result, "over the centuries it 
turned only to be a means of sensual pleasure."17 In the quoted 

the name included in the lyrics is a plausible indication of the composer. 
15Day's work was first published in 1891, and Willard's work in 

1834. 
16Sumati Mutatkar, "Evolution of Indian Music,'' in Aspects of 

Indian Music, ed. Government of India (New Delhi: Publications Division, 
1970), p. 28. 

17"A Brief Historical Sketch of Indian Music," in Kramik Pustak, 
part l, by V.N. Bhatkhande (English edition, Hathras: Sangeet Karyalaya, 
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statements, the references to Sanskrit and "original Indian _music" 
indicate that the idea of "decline" is based on the assumption that 
the ancient, pre-Islamic period is the norm against which the 
cultural product in later periods should be evaluated. 

In sources written from a Muslim perspective, the 
secularization of classical music does not lead to the notion of 
decline. Rather, secularization is a positive feature which leads to 
artistic refinement. For instance, Mohammed Mujeeb maintains 
that the secularization of Indian classical music is the most 
important Muslim contribution in the music's history. "In north 
India [the music's] association with worship fell into the 
background, and it became a secular, urban art cultivated solely 
with the aim of achieving the highest aesthetic values."18 

Apart from the Hindu devotional meaning, the notion of 
"decline" frequently refers to the "decline" of the theoretical 
dimension of Indian classical music tradition.19 The issue of 
systematic theory particularly looms large in the discourse of 
decline used by Bhatkhande, the main focus of whose own work 
was to provide Hindustani music with a new, up-to-date theory. In 
his paper mentioned earlier, Bhatkhande quotes C. R. Day: 

1990), pp. 7-8. 
18Mohamrned Mujeeb, Islamic Influence on Indian Society (Meerut: 

Meenakshi Prakashan, 1972), p. ix. From yet another perspective, patrons' 
and musicians' being Muslim was not the reason for the secularization (or 
the loss of spiritual significance) of music. Brhaspati argues that from a Sufi 
point of view, music was a vehicle of devotion and almost a necessary part of 
religious life. Hindu classical musicians possess a cultural ideal that regards 
music as a form of devotion and a medium for self-realization. A comparable 
ideal, closely resembling the Hindu one, exists among Indian Muslim 
classical musicians. Brhaspati, Musa/man aur Bharatiya Sangit, p. 8; Daniel 
Neuman, The Life of Music in North India (Chicago: The University of 
Chicago Press, 1990), pp. 59-68 and passim. 

19Many authors write that Hindustani music did not maintain 
theoretical tradition. However, there are a substantial number of treatises 
written in the North after the thirteenth century. Authors of survey history 
do not make much of these treatises---probably because they are mostly a 
rehash of Sangita-Ratnakara (13th century, Devagiri) and musical discussions 
therein are not "scientific" (at least until the early 19th century). The relative 
lack of attention to the later treatises is yet to be explained, and the reasons 
most probably include ideological underpinnings of modem Indian 
musicology. 
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Owing to the South of India having been less 
disturbed by internal commotion and having been 
more subject to Hindu rule than either the Dekkan 
or the Northern provinces, the science of music 
would seem to have been maintained and cultivated 
long after the original art had been lost in the 
north.20 

Bhatkhande stresses the distinction between "the cultivation of the 
Art and the cultivation of the study of the Science on which the Art 
is based."21 Following Day and Willard, he repeatedly argues that 
the lack of support by Muslim rulers, who were ignorant of and 
uninterested in Sanskritic learning, caused the decline of theoretical 
discourse in North India.22 Brahmin pandits were "scared away," 
or they gradually ceased to take interest in music theory .23 The 
rulers may have encouraged the practice of music, but, in 
Bhatkhande's opinion, practice without theory is ultimately 
destined for degeneration. 

[T]heory is the real backbone of practice, and 
when theory perishes, the practice, though it may 
continue to live on, is bound ultimately to drift 
away and tum into disorder and confusion. That is 
exactly what seems to have happened in Northern 
India. The Mohomedan rulers naturally patronized 
at their courts their co-religionists as musicians, 
who knew their tastes much better, and who by 

20J3hatkhande, Historical Survey, p. 4. 
21Ibid., p. 17. 
22The statement that Muslim rulers were uninterested in Brahmanic 

learning and Sanskrit literature is not entirely true. Akbar and Dara Shikoh 
are famous for their interest in Brahmanic philosophy. Sultans of Bengal 
during the 14th and 15th century patronized scholars to have Pura11£l literature 
translated into Bengali. Mohammed Mujeeb regards the case of Bengal as a 
pronounced example of the liberation of the vernacular by Muslim rulers and 
Sufi saints---a process that took place in many other regions of northern 
India. He writes that before the Muslim replacement of Rajput rulers and 
Sufi dissemination of popular devotional poetry, the spoken language of the 
people was repressed by Sanskrit and the Brahmans. It was the translation 
under the patronage of Muslim sultans which made Sanskrit literature 
available not only to Muslims but also to Bengali Hindus who did not know 
Sanskrit. Mujeeb, Islamic Influence on Indian Society, p. xii. 

23Bhatkhande, Historical Survey, p. 17. 
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pandering to the tastes of their masters commenced 
to take all sorts of liberties with the orthodox 
Sanskrit melodies .24 

For Bhatkhande, moving away from the Sanskrit granthas was not 
simply a matter of change. As his word choice ("drift away," 
"take liberties" or "confusion") suggests, the shift meant 
deviation from what is correct. 

Like the notion of "decline" in terms of the Hindu 
spiritual significance, the discourse of theoretical decline is based 
on the assumption that the pre-Islamic condition should be the 
norm. There is a general agreement in the literature that before 
Muslims came to occupy the majority of practitioners, classical 
music was part of Brahmanic worship and learning . The music 
used to be performed in temples, and musicians were conversant 
with both the practice and theory of music. Conditions that 
developed differently in the later period are a "deviation" and 
thus a "decline" as concerns Hindustani music, even if that very 
period saw the emergence of the music system called Hindustani 
today . 

As mentioned earlier, the notion of decline appears 
particularly in literature related to the reform movements that took 
place in the early twentieth century. As such, the notion of 
decline---though it took the particular form of a "medieval 
decline"---simultaneously addressed the situation of classical 
music in the late nineteenth and early twentieth centuries. The 
reformers' dual concern involved eliminating the social stigma 
attached to Hindustani music culture and promoting the public 
dissemination of classical music, knowledge of which had 
previously been marked by secrecy and sectarianism. Hindustani 
music around the turn of the century was strongly associated with 
courtesan culture, and the association became increasingly 
stigmatized as the new middle-class with British education (and 
Victorian moral values) grew to dominate public discourse. The 
middle-class suspicion toward Hindustani music culture seems to 
have been aggravated by the influx of rnral mirasi musicians into 
the urban, classical tradition during the second half of the 
nineteenth century . The community of immigrated musicians was 
deemed to be uneducated and of low social status. Apart from the 
stigma attached to the communities of hereditary musicians, the 
reformist discourse invariably accuse them of being "narrow
minded"---i.e., jealously guarding their repertoire . The late 
nineteenth and early twentieth centuries were a time of gharana 

24Ibid., p. 17. 
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formations, and hereditary mus1c1ans exercised tight control over 
the transmission of their knowledge. In Daniel Neuman' s opinion, 
the secrecy of musical knowledge was a strategy for success in the 
increasingly competitive environment which was brought about by 
the ease of travel and communications.25 According to Stephen 
Slawek, Hindustani musicians today say that many ustads were then 
dying without passing on their knowledge to posterity at all; they 
were not just limiting access to their knowledge.26 Thus, the 
reformers in the early decades of this century were concerned 
about a decline in the future in addition to the unsatisfactory 
situation of their time. In their discourse, the reformers finely 
fused the notions of "medieval decline," the "degenerated" state 
of music of their own time, and a future decline which is 
anticipated if no action against it is taken. While the great majority 
of professional musicians came from Muslim hereditary families of 
musicians, the leaders of the reform movements (including 
Bhatkhande) were high caste Hindus whose entrance into classical 
musical profession was rather unusual at the time. As the notion of 
"medieval decline" marks the Muslim takeover of classical music 
tradition as the cause of a gradual degeneration, the reformist 
deployment of the notion carried a strong political implication. 

On the other hand, no historian talks of "decline" with 
respect to artistic refinement and aesthetic achievement. 
Hindustani music underwent "wonderful change" and "gained 
considerably from foreign influence" during the Delhi sultanate 
and Mughal periods.27 The creative combination of Hindu and 
Islamic/Persian musical styles generated the "graceful tonal curves 
and steady sustained notes," which are the favored characteristics 
of contemporary Hindustani music practice vis-a-vis Karnatak 
music.28 Consequently, the assumption that the pre-Islamic past is 
the norm---the tacit agreement behind the discourse of decline--

25Daniel Neuman, "Gharanas: The Rise of Musical 'Houses' in 
Delhi and Neighboring Cities," in Eight Urban Musical Cultures, ed. Bruno 
Netti (Urbana: University of Illinois Press, 1978). 

26Stephen Slawek, personal communication, December 1995 and 
January 1996. 

27Bhatkhande, Historical Survey., pp. 17, 18. 
28Mutatkar, "Evolution of Indian Music," p. 28. Tonal curves 

rendered more slowly (mind) than those found in Karnatak music are often 
evoked by Hindustani music lovers when they assert the aesthetic superiority 
of Hindustani music over Karnatak music ("They have no mind, you know"). 
Increasingly, Karnatak musicians are incorporating mind-like ornamentations 
and steadily sustained notes, recognizing the aesthetic merit of those features. 
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exists in an unresolved tension with the recogmt10n of artistic 
achievement. The tension has, in fact, a further implication since 
Hindustani music's existence itself depends on the "deviation" 
from the pre-Islamic "norm." This contradictory tendency in the 
historiography of Hindustani music seems to be fueling the 
disagreement about dates assigned to the inception of a particular 
genre. 

Hindustani music history is full of conflicting claims as to 
when a particular genre started, or who contributed how much to 
the formation of the genre. Disagreements derive partly from the 
lack of sufficient historical evidence and partly from differing 
assumptions about what constitutes "sufficient evidence." 
However, the disagreements about dates also derive from an effort 
to resolve the tension between the ideology of "deviation/decline" 
and the legitimation of artistic value. 

Khyal, the most representative style of singing in 
Hindustani music today, provides a telling example. Four different 
versions exist concerning the period when the khyal style of 
singing started. One opinion states that Amir Khusrau (1253
1325) invented khyal. Another version states that khyal developed 
at the court of Sultan Hussain Sharqi in Jaunpur during the 
fifteenth century. The third version maintains that the beginning 
of khyal should be attributed to the eighteenth century musicians, 
Sadarang and his nephew Adarang, who were in the service of 
Muhammad Shah (r. 1719-1748). Finally, the fourth opinion 
claims that the beginning of khyal should be traced to a type of 
composition called sadharani giti, an ancient musical style 
mentioned in Brhad-desi (eighth or ninth century) and Sangita
Ratnakara (early thirteenth century). While musicologists such as 
S. Bandoypadhyaya enumerate different opinions and avoid 
endorsing any single version, others credit Amir Khusrau as the 
most plausible founder (for example, Rehman).29 Bonnie Wade 
and Harold Powers mention the contesting versions of history but 
accept Sadarang and Adarang as the earliest khyal singers on the 
basis that musical evidence (that is, compositions) survive only 
from those eighteenth century musicians, not before.30 

29Shiipada Bandoypadhyaya, The Music of India (Bombay: D. B. 
Taraporevala Sons & Co., 1970), pp. 70-71; Sabahuddin A. Rehman, Amir 
Khusrau As a Genius (Delhi: ldrah-i Adabiyat-i Delli , 1982), p. 76. 

3°Bonnie Wade, Khyal (Cambridge: Cambridge University Press, 
1984), pp. 2, 6; Powers, "India, subcontinent of," p. 88. 
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The pre-thirteenth century ongm of khyal was suggested 
by Jaideva Singh.31 He examined various singing styles described 
in Sangita-Ratnakara, comparing stylistic features ascribed to 
them with stylistic features of contemporary khyal. He found that 
the type of composition called sadharani giti (the name also 
mentioned in Brhad-desi) was an eclectic style that combined 
"tender and sweet idioms" of all other types of giti-compositions. 
Thus, Singh argues that sadharani giti, like contemporary khyal, 
had a romantic orientation and employed all types of melodic 
ornamentation---without restrictions that may apply to other styles. 
Among the manners of rendering ragas described in Sangita
Ratnakara, Singh points to rupakalapti. According to him, 
rupakalapti used the same improvisatory methods as those found 
in khyal today---namely, alaptilalap sang within the framework of 
tala, variations on sthaya/sthayi, and tana/tan embellished with 
various types of ornamentations.32 He concludes that 
contemporary khyal developed from the ancient sadharani giti 
compositions and rupakalapti style of rendering. Singh confesses 
that he undertook this research because he was dissatisfied with the 
idea that Amir Khusrau started the khyal style of singing. To him, 
this idea ascribed a "foreign" origin to what is now the standard 
of classical vocal music in northern India. He needed to examine 
whether or not there was any indigenous style with the same 
musical features during the thirteenth century, when Amir Khusrau 
flourished.33 He claims to have found one, and maintains that 
khyal is "entirely Indian." "The opinion that it is a style of 
Muslim music foisted on Indian music is one of the most curious 
delusions that ever possessed the mind of musicologists."34 In 
Singh's opinion, Amir Khusrau heard the pre-existing, ornate style 
of rupakalapti and rechristened it, probably because he heard 
much creative imagination---the implication of the word khyal, 
"idea"---in the style. Singh offers the following version of the 
history of khyal: 

3l Jaideva Singh, "The Evolution of Khay al," in Aspects of Indian 
Music, ed. Government of India, pp. 86-95. 

32Jn the contemporary sense, sthayi is the first part of composition. 
Alap is a free-rhythm section (that is, not restrained by the beats of the tala) 
sang to elaborate the raga. Tan is sang with a quick succession of notes . A 
khyal singer interweaves alap and tan with the composition, repeatedly 
returning to the sthayi. 

33J. Singh, "Evolution of Khayal," p. 86. 
34Jbid., p. 92. 
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[K]hyal was neither imported from Arabia nor 
Iran. There was a certain style of musical 
composition and a certain style of rendering 
already prevalent in Indian music. Khyal was only 
a natural development of that style. Neither Amir 
Khusro invented it, nor did the Shirqi kings of 
Jaunpur, though each of them may have lent a 
hand in its development. It became very popular in 
the 18th century . . when Adaranga and 
Sadaranga composed hundreds of songs in this 
style.35 

Susheela Misra accepts Singh' s opm1on as the definite conclusion 
for the controversies surrounding the inception of khyal. 36 

It is, of course, debatable whether the similarities Singh 
presents between khyal and rupakalapti provide a satisfactory basis 
to claim the two as belonging to the same genre. The 
disagreements involve a number of factors such as the name, the 
interpretation of the verbal description of musical features, and the 
existence of composition known today. While it is certain that 
Amir Khusrau as well as musicians at the Jaunpuri court sang 
style[s] called khyal, the musical features are not known. While 
rupakalapti described in Sangita-Ratnakara evokes today's 
improvisatory techniques, it does not bear the name khyal. Powers 
acknowledges the rupakalapti's connection to today's practice, but 
he does not see the connection as particularly applying to khyal. 
Rather, he mentions rupakalapti features in relation to various 
contemporary genres, including dhrupad and instrumental 
improvisations as well as khyal.37 For Powers, in addition, the 
existence of composition carries weight when evaluating the 
inception of the genre.38 In Wade's formulation, parameters that 
distinguishes khyal from other Hindustani genres are: (1) the 
selection of raga, tala, and composition; (2) types of improvisation 
that can be used; and (3) the manner of structuring the above 
materials in performance.39 The evidence presented by Singh 

35Ibid., p. 95. 
36Susheela Misra, Musical Heritage of Lucknow (New Delhi: 

Hannan Publishing House, 199 l ), pp. 59-60. 
37Powers, "India, subcontinent of," pp. 108, l l 0-111. 
38Jbid., p. 88. 
39wade, Khyal, p. l l . Wade formulated the definition for the 

contemporary practice of khyal. However, her scheme can be stretched to 
accommodate historical definitions, as long as the information is available. 
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pertains only to the second category---types of improvisation. The 
similarities between khyal and rupakalapti or sadharani giti remain 
insufficient according to the scheme proposed by Wade. 

On the one hand, the disagreement about when khyal 
started derives from the difference in criteria used to measure the 
continuity of a genre. On the other hand, the disagreement occurs 
due to the meaning of continuity, which is perceived differently by 
the authors. Singh's self-conscious effort to connect current 
classical music practice with pre-Islamic music40 tells much about 
the tension inherent in the historiography of Hindustani music. 
The legitimacy of current performance practice needs to be 
maintained for its aesthetic value. At the same time, the charges of 
"impurity," "decline," and "deviation" from ancient norms are 
to be avoided. In this context, to trace the inception of a current 
style in the ancient period, or to claim that current practice fits the 
description in the granthas, is a way to resolve the tension. In an 
attempt closely resembling Singh's, Prem Lata Sharma asserts that 
the contemporary thumri style of singing fits description found in 
the thirteenth century treatise, Sangita-Ratnakara. 41 Similarly, 
Susheela Misra claims an ancient origin for kathak dance on the 
basis that Puranic literature contain references to kathaks and 
kathikas .42 

The music historians who try to link contemporary practice 
directly with the ancient granthas invariably do so in order to 
proclaim that the musical genre in question is "indigenous." 
They virtually argue that indigeneity has to be defined in strictly 
Hindu terms. In order to ensure that the twentieth-century khyal is 
"indigenous," Jaideva Singh has to assign its origin in an ancient 
Hindu music style instead of admitting the contribution of Amir 
Khusrau, a Muslim musician. To ascertain that thumri is a 

4°'fhough Sangita-Ratnakara dates after the establishment of 
Muslim government in Delhi (around the reign of Iltutmish), it was written 
in the Deccan, before the Khalji expansion into that region. 

41Prem Lata Sharma, "The Origin of Thumari," in Aspects, ed. 
Government of India, pp. 73-85. Thumri as known today developed during 
the nineteenth and twentieth centuries, particularly in Lucknow and, later, 
Benares. 

42Misra, Musical Heritage of Lucknow, pp. 1-5. According to 
Kapila Vatsyayan, information on the development of kathak start to appear 
from the fifteenth century in Hindi and Braj-bhasa literature as well as 
miniature paintings. Vatsyayan, "India, subcontinent of," in The New Grove 
Dictionary of Music and Musicians, vol. 9 (New York: Macmillan, 1980), p. 
165. 
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"manifestation of the indigenous ... forms and modes of musical 
expression," Prem Lata Sharma has to establish a direct linkage 
between the style and the Sanskrit grantha. 43 I suggested that such 
linking efforts are a means to resolve the tension between the 
charge of deviation and the value of current practice. The linking 
of the present and pre-Islamic past, however, has an implication 
wider than that within the historiography of Hindustani music. The 
issue at stake is the definition of indigeneity and, by extension, 
Indianness. The musicologists I quoted write as if musical styles 
developed out of the merging of Hindu and Islamic/Persian 
elements are not properly (not declined or deviated) "Indian," 
until the styles are reclaimed as essentially Hindu and only 
superficially Muslim. The pre-Islamic Hindu past provides the 
standard for the Indianness of music. In this sense, the 
musicological efforts to link the present and remote past resemble 
nationalist revival movements that took place in other realms of 
Indian culture.44 

Concerning the notion of "decline," Gary M. Tartakov 
writes about a convention in art historical discourse similar to the 
one in Hindustani music history.45 The discourse of decline 
Tartakov reports, however, was used by European Orientalists 
during the nineteenth and early twentieth centuries. According to 
him, the history of Indian art typically stopped at the thirteenth 
century in Orientalist scholarship. The main reason for this 
omission was that works produced in later periods were not of 
sufficient artistic interest. In the Orientalist discourse, Indian 
aesthetic taste declined after the thirteenth century. As exceptions, 
Orientalists did place high value on Mughal art, but, in their 
opinion during the nineteenth century, Mughal art was not truly 
Indian.46 Tartakov interprets the notion of decline in art history as 
part of a larger pattern of discourse. British scholars, who created 
the bulk of lndological literature in Europe, tended to portray 
India as a nation that had declined, "become decadent," and thus 
needed imperial presence for recovery. British Indology, Tartakov 

43Sharma, "Origin of Thumari," p. 82. 
44Jn religion, for instance, reformist movements called for a 

reconciliation of contemporary Hindu religious philosophy with the Vedas. 
The realm of literature saw a revival of Sanskritized diction and the imagery 
from Sanskrit literature. 

45Gary M. Tartakov, "Changing Views of India's Art History," in 
Perceptions of South Asia's Visual Past. ed. Catherine Asher and Thomas 
Metcalf (New Delhi: Oxford & IBH Publishing Co., 1994). 

46Ibid., pp. 21 , 27. 
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writes, "carried within it the need to demonstrate the failure of the 
civilization it was dedicated to explaining."47 

Thus, the idea of "decline" in the modem historiography 
of Hindustani music has counterparts in Orientalist discourses on 
Indian culture at large. The Orientalists who advocated a post
thirteenth century decline of Indian art did not regard Mughal art 
as truly "Indian." As this instance indicates, the Orientalist notion 
of "medieval decline" is a close correlate of the idea that the pre
Islamic past provides the standard of "lndianness." While it is a 
prominent feature of Indian cultural nationalism to refer to the 
distant past when claiming the "Indianness" of current cultural 
forms, this nationalist feature shares ideological bases with the 
Orientalist discourse. The interaction between Orientalist and 
nationalist ideologies, therefore, provides a useful perspective for 
understanding the modem historiography of Hindustani music. 

The ancient Hindu civilizations, manifested in the vast 
Sanskrit literature studied and brought to the attention of the 
European intellectual world during the eighteenth and nineteenth 
century---mainly by European Orientalists---gained the 
recognition as "Indian culture" among Indophiles. For example, 
Max Mueller called ancient (not his contemporary) Indians and 
Sanskrit works "one of the most interesting peoples and one of the 
richest and most original literatures in the world. "48 His 
fascination went so far as to write that Indian philosophy could be 
a precept for all mankind. The grandeur of ancient erudition thus 
described by Orientalist scholars, together with the discovery of a 
racial and linguistic connection of (Aryan) India to Europe, 
worked to legitimize "Indian" culture in terms of its antiquity not 
only in the eyes of Europeans but also of Indians. When relating 
the growth of nationalism in the latter half of the nineteenth 
century, R. C. Majumdar wrote that the long-lost glory of the 
ancient Hindu age, revealed by Sanskrit studies, gave a sense of 
pride and national consciousness to the Hindu "educated natives"
--as they sometimes called themselves---who, as a group, devalued 
the local ways of life from colonial standards.49 

Orientalism's relation to Indian nationalism, which 
Majumdar simply treated as transmission of factual knowledge, is 

47Ibid., p. 17. 
48Max Mueller, prefatory note to Hindu Manners, Customs and 

Ceremonies, by J.A. Dubois (New Delhi: Asian Education Services, 1990), 
p. vi . 

49R.C. Majumdar, History of Modem Bengal (Calcutta: G. 
Bharadwaj & Co., 1978), pp. 501-514. 
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viewed more critically by recent authors such as Cohn, Thapar, and 
Breckenridge and van der Veer.SO They have shown that 
Orientalist knowledge about India was not merely factual but was 
shaped by colonial power agendas. The primacy of the distant 
past, especially Sanskrit literature, in Orientalist scholarship 
produced the portrayal of Indian culture based mainly on texts 
before 1200 A.D. Contrary to its remote past, many scholars 
described (then contemporary) Indian society as having 
"degenerated ." Though the scholars themselves may not have 
had directly political motivations, their portrayal of India was in 
accordance with the imperialist discourse of the time: India 
required an imperial presence to recover from the state of 
degeneration. From another perspective, Johannes Fabian writes 
that describing "other" cultural areas with images of pastness 
(chronopolitics) was an ideological foundation of the colonial 
occupation of space (geopolitics). Imperialist discourse employed 
"the scheme of a one-way history: progress, development, 
modernity (and their negative mirror images: stagnation, 
underdevelopment, tradition)" to claim a right to occupy 
"underdeveloped space for the common good of mankind ."51 

At the same time that it was part of the European 
imperialist discourse, the Orientalist depiction of Indian culture 
through its antiquity was strongly influenced by the existing, 
dominant Brahmanic discourse which claimed their ancient shastras 
to be the foundation of Indian civilization. In the Indological 
acceptance of Brahmanic discourse, several European interests are 
said to have coincided with Brahmanic ones. Rosane Rocher points 
out the Orientalists ' privileging of literacy over orality as a source 
of knowledge.52 The privilege of literacy---a common feature of 

50Jlernard Cohn, An Anthropologist among the Historians and Other 
Essays (Delhi and New York: Oxford University Press, 1987); Romila 
Thapar, "Imagined Religious Communities?: Ancient History and the 
Modern Search for a Hindu Identity," Modem Asian Studies 23, no. 2 (1989): 
209-231 ; Carol Breckenridge and Peter van der Veer eds., Orientalism and the 
Postcolonial Predicament (Philadelphia: University of Pennsylvania Press, 
1993). 

51Johannes Fabian, Time and Other (New York: Columbia 
University Press, 1983), p. 144. 

52Rosane Rocher, "British Orientalism in the Eighteenth Century," 
in Orientalism and the Postcolonial Predicament, ed. Carol Breckenridge and 
Peter van der Veer (Philadelphia: University of Pennsylvania Press, 1993), 
pp. 221, 225. 
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European "high" culture at the time53___concurred with the 
Brahmanic contention of the superiority of their textual 
knowledge. The historical connection of Aryan India to Europe, 
unraveled by philological studies, further contributed to the 
Orientalist focus on the distant past, since, combined with the 
evolutionist view of culture at the time, Orientalists often 
considered ancient India to be the roots of the European Self.54 

The view that Indian society had degenerated---not 
possessing the greatness of its past---was the other side of the coin 
of the Orientalist representation of India based on its antiquity. As 
mentioned before, the art history of India stopped at the thirteenth 
century.55 Historians of religion used a master-narrative of 
"medieval decline," in which the unity and mysticism of earlier 
Hinduism became steeped in disunity, superstition, and ritualism.56 
Even Max Mueller, the foremost legitimizer of Hindu thought, 
called the modern versions "mere corruptions of an originally far 
more rational and intelligent form of religion and philosophy ."57 
The rhetoric of degeneration, too, is said to have resulted from an 
interaction between Brahmanic and European notions. According 
to Rocher, the trope of decline arose from the coincidence of the 
Brahmanic notion of kali-yuga (the present as the last stage of 
gradual deterioration that is taking place from the golden age in 
remote antiquity) and the Enlightenment theme of the suppression 
of the "natural light." The two separate notions---local and 
foreign---merged to promote "the distant past as normative."58 

With its attention on antiquity and the rhetoric of 
degeneration, the pristine or real (not degenerated) traditions of 
India were defined by the distant Hindu past, the time of Sanskrit. 
While the idea that the authenticity of Indian tradition lies in 
ancient times comes from Brahmanic discourse, van der Veer 
argues that Orientalism transformed the way to envision it. 
Orientalism systematized and institutionalized---as in the case of 
Hindu civil code---Brahmanic discourses on orthodoxy which 

53For example, the privilege of (written) literature over oral (or 
''folk") literature and the privilege of classical music written in scores over 
orally developed "folk" or ''popular" music. 

54cf. Ronald lnden, Imagining India (Cambridge, MA and Oxford, 
UK: Blackwell, 1990). 

55Tartakov, "Changing Views." 
56Jnden, Imagining India, pp. 117-122. 
57Mueller, prefatory note to Hindu Manners, p. vii. 
58Rocher, "British Orientalism," pp. 226, 242. 
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largely depended (and depend) on historical and local contexts.59 

Out of more contingent discourses, Orientalism constituted a 
Shastric tradition that was separate from historical and regional 
contexts and was supposed to be applicable to all contexts 
irrespective of time and space. 

The Orientalist search for Ur-essences in antiquity offered 
a discourse of coherent and homogeneous tradition. In In den's 
arguments, the timeless application of Ur-essences not only kept 
the image of India forever ancient but also discursively deprived 
Indian peoples and institutions of the agency to make their own 
history, since the trope of antiquity in this sense insinuated that 
Indian society was simply and mechanically reproduced by the 
age-old "essences."60 On the other hand, the same trope acquired 
different significances in the hand of Indian nationalism. Cultural 
nationalism used the discourse of timeless and spaceless Indian 
tradition to assert the unity of the nation in time and space. In 
such cases, the use of imperialist discourse became a rationale for 
countering the British imperialism, which (in nationalist idea) 
divided the nation and disrupted its history. 

Since the authenticity of tradition was sought in ancient 
times, connection to the distant past---whose glory was proved by 
Orientalist scholarship---was actively sought for as a crucial part of 
nationalist discourse. In The Discovery of India, Nehru wrote 
about his search for the "spirit of India," which "had held all 
[Indians] together for ages past, whatever political fate or 
misfortune had befallen [them]. "61 India for him was like an 
"ancient palimpsest on which layer upon layer of thought and 
reverie had been inscribed, and yet no succeeding layer had 
completely hidden or erased what had been written previously ."62 
Underneath apparent and wide-ranged cultural and racial 
diversities in his country, Nehru found a "tremendous impress of 
oneness," or "the mark of India" left by ancient Hindu 
civilization. Even in the North-Western Frontier Province (now 
Pakistan's border area facing Afghanistan), the impress was 
unmistakable as it was obvious in other regions. In his words, "the 
frontier area was one of the principal centers of old Indian 

59Peter van der Veer, "The Foreign Hand: Orientalist Discourse in 
Sociology and Communalism," in Orienta/ism and the Postcolonial 
Predicament, ed. Breckenridge and van der Veer, p. 27. 

60Jnden, Imagining India. 
61Jawaharlal Nehru, The Discovery of India (New York: Anchor 

Books, 1960), p. 27. 
62Ibid., p. 27. 
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culture" two thousand years ago. "Changes of religion [from 
Hindu to Buddhist to Muslim] made a difference but could not 
change entirely the mental backgrounds which the people of those 
areas had developed" during the period in remote past when 
Hindus were there.63 Like Orientalists, Nehru sought for Indian 
Ur-essences in the nation's antiquity. In his case, however, the 
distant past was not only the reference point for the authenticity of 
tradition . For Nehru and his fellow nationalists, continuity in time 
meant unity in space for his contemporary India; claiming 
connection to antiquity was to establish connections across regional 
differences of the mid-twentieth century. He continues to write: 

Ancient India .. . was culture and a civilization 
which gave shape to all things. Foreign influences 
poured in and often influenced that culture and 
were absorbed. Disruptive tendencies gave rise 
immediately to an attempt to find a synthesis. 
Some kind of a dream of unity has occupied the 
mind of India since the dawn of civilization.64 

Connectedness to the homogenized antiquity offered a means to 
conceive the cultural unity of India in the twentieth century. 

Thus the importance of ancient times and the emphasis on 
long continuity in accounts of "Indian culture" or "Indian 
tradition" have a history in which Brahmanic, European 
Orientalist, and Indian nationalist interests merged: Brahmanic 
claim of authority based on the past, European philological interest 
and the imperialist scheme, and nationalist desire for pride and 
unity. The repeatedly expressed concerns in the history of 
Hindustani music about continuity and deviation are better 
understood in relation to the larger discursive contexts summarized 
above. When viewed without an understanding of ideological 
underpinnings, some of the conventional representations of music 
history can be misleading (or seem simply wrong) . 

At the beginning of this paper, I mentioned the 
conventionally accepted idea that there was only one system of 
Indian classical music before coming of the Muslims. As I 
explained, the idea of homogeneous ancient music is assumed 
rather than demonstrated---due to the lack of historical evidence. I 
am not certain how the monolithic view of ancient music came to 
be accepted instead of other possible interpretations of available 

63Ibid., p. 30. 
64Ibid ., p. 31. 
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records. Nonetheless, the spatially unified (or spaceless) 
representation of ancient music corresponds with the nationalist 
search for Indian unity in remote antiquity, in the tradition 
inscribed in Sanskrit. As in Nehru's discourse, in which the 
imagined unity of ancient Hindu civilization stands for the spatial 
unity of his contemporary India, musical continuity in time is a 
way of demonstrating the unity in space of Indian classical music 
today . The idea of bifurcation puts Hindustani music on the 
defensive vis-a-vis Karnatak music . But the monolithic view of 
ancient music unifies the two. 

Similarly, the attempts of several musicologists to 
demonstrate a pre-Islamic origin for current musical styles are 
more properly understood when considered as an analogy to the 
nationalist agenda. Though such attempts seem to suggest, when 
understood at face value, that musical forms have not undergone 
drastic changes, the point at stake is elsewhere.65 Misleading as it 
is, the effort to link contemporary practice with the music 
described in ancient granthas is a musicological version of 
establishing the unity of Indian tradition in time---part of the 
larger effort taking place in the society. The point is to counter the 
idea of degeneration. Yet, there is a crucial difference between the 
musicological version and nationalism proper. While nationalism 
evoked the image of unbroken "Indian tradition" to counter 
western cultural hegemony under the British Raj, the claim of 
unbroken continuity in music is used to reclaim the composite 
style as Hindu and to counter the notion of "foreign 
contamination" vis-a-vis Karnatak music. 

The idea of "medieval decline" in music culture is another 
example of Hindu appropriation of the Orientalist discourse. 
Bhatkhande epitomizes the case when he quotes Day and Willard in 
order to make his own point concerning "decline." In the 
Orientalist setting, the idea of the declined nation contributed to the 
justification of the colonial presence. In relation to Hindustani 
music, the discourse of decline was used particularly during the 
early decades of this century, when the number of non-hereditary 
Hindu musicians was increasing. While Hindu musicologists and 
connoisseurs evoked the idea of "decline" to ameliorate the 
specific situation of their time, they considered the "decline" to be 

65The Indian discourse of musical continuity is susceptible to 
misunderstanding, especially by those who are not familiar with the polemics 
within India. Many non-Indian music journalists interpreted the issue as a 
matter of musical form: "In India, a musical style does not change for many 
generations." Needless to say, "little change" in style can be the counter
image of innovation and creativity. 
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a general result of the Muslim takeover of the musical tradition 
(and the British disinterest in the music). In this formulation, the 
discourse of "decline" implied a Hindu reprehension of 
hereditary professional musicians, most of whom were Muslims. 
Whether it meant the decline of the devotional meaning of music 
or the theoretical aspect of tradition, the loss to be recovered was 
Hindu spiritual significance and Hindu theoretical (Shastric) 
tradition. Colonial discourse that justified imperial intervention--
for the nation's "recovery" ---was appropriated by educated 
Hindus to justify their entry into the domain formerly dominated 
by hereditary Muslim professionals---in order to "save" classical 
music . 



Masala in the Melting Pot: History, Identity, 
and the Indian Diaspora1 

Savita Nair 

This paper integrates an analysis of Mississippi Masala (Mira 
Nair, 1991) with the personal narrative of an Indian East African 
student at the University of Pennsylvania. The film and quoted 
speech offer overlapping contexts for understanding one another. 
This multi-layered text that interpretes the film through the lenses of 
a lived life allows the experiences of the speaker to help dramatize 
and critique the film's representations. In doing so, the paper 
raises issues about writing history through the use of film and oral 
sources, negotiating selfhood, and creating identities in expanding 
diasporic spaces. 

The research for this paper was initiated in order to fulfill 
an assignment for a course on oral historical theories and methods 
offered by the Department of History at the University of 
Pennsylvania in Fall 1993. During the semester, I interviewed 
Neena Valji2 about her family's migration history from India to 
Kenya to America. I found out about Neena from a Hindi 
professor who knew that I was interested in locating Indian students 
who grew up in East Africa. Neena was enrolled in his course. 
Upon meeting Neena, I explained that my dissertation examines 
the history of Indian voluntary migration to East Africa during the 
late 19th and early 20th centuries, and that I am using my oral 

Savita Nair is a doctoral student in the Department of History at the 
University of Pennsylvania. 

1A version of this paper was presented at the 23rd Annual 
Conference on South Asia at the University of Wisconsin, Madison on 
November 5, 1994 in a 2-part panel on "Mediating India: The Diaspora in 
Television and Film." I would like to thank Carol Breckenridge and Homi 
Bhabha, panel discussants at the conference, Sumathi Ramaswamy and 
Rosane Rocher, readers of a more recent version, Ann Farnsworth-Alvear, 
instructor for a course on oral history, and an anomymous reviewer of Sagar 
for their helpful comments and suggestions. 

2Neena Valji is a fictitious name for my interviewee, a female 
undergraduate at the University of Pennsylvania. 
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I history course as a means to begin compiling family histories. 
explained that I am also interested in exploring issues of ethnicity 
and identity (trans)formation in the Indian diaspora more 
generally, and that I find her experience particularly appealing 
because of her family's multiple migrations. While much of our 
initial discussions revolved around her memories of life in Kenya 
and her account of her parents' and grandparents' migration 
experiences, my query about the film, Mississippi Masala (Mira 
Nair, 1991 ), opened the floodgate to a multitude of lively and 
impassioned comments and criticisms. It became apparent that 
Mississippi Masala was pivotal. 

For Neena, the film provides a vehicle in and through 
which she could express inconsistencies, misconceptions, and 
nostalgia about her background. A stylized compilation of 
director's, screenwriters', and cinematographers' representations 
of Indian/East African/American experiences, Mississippi Masala 
encroached on worlds intimate to Neena. For this reason, the film 
became emblematic of a world in which Neena both was and was 
not a part; it linked her personal, private past to a big-screen, public 
present. For me, as researcher, the film does more than serve as a 
practical and accessible reference for comparing experiences, it 
allows for the possibility of raising issues beyond the confines of a 
oral historical source. The film enables me to delve into Neena' s 
utterances and non-utterances, the gaps and inconsistencies in her 
told narrative, as it creates a theoretical link from her life to the 
world around. 

Neena' s articulations also provide a way of understanding 
a construction of a particular kind of self. The narrative which she 
lays out reflects her intentions, her comprehensions, her 
imaginings, and her positionings. Further complicated by the 
ambiguities of memory and meaning that are integral to oral 
accounts, the lens of lived experience must rely on alternative 
contextualizing nodes of analysis. In this case, the film provides 
such a node. Neena's expressions about life in East Africa, her 
family's migrations, and Mississippi Masala all work to formulate 
Neena' s own subject position, a diasporic subject. What she tells us 
is important; what she doesn't, critical. Her narrative, the temporal, 
thematic, and not always fluid way in which she tells her story, 
provides the basis for how she conceives of herself in relation to 
the world around her. The lens into her self signals an identity 
which, although overlapping in its makeup and texture, is explicitly 
and vigorously constituted; whereas, given the nature of 
filmmaking, the lens of the camera must generalize experience on 
film. 
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The themes that arise out of the ways in which Neena talks 
about her life and talks about the film structure this paper. 
Neena's identification with, and consequent dismissive distancing 
from, the young female protagonist in Mississippi Masala begins to 
shed light on the predicaments of history writing. Based on the 
premise that there are boundless ways of creating and writing 
histories, this paper seeks to integrate oral history and film analysis 
by providing a multi-tiered text which shifts back-and-forth 
between lived and film sources. Both lived narrative and film 
narrative may be held to the demands of historicity, while each 
genre simultaneously participates in the work and play of 
constructing histories. In this paper, I attempt to open the 
discursive terrain around the diasporic subject and, in this case, her 
historical creation. In doing so, I explore issues of heterogeneity 
and identity, movement and hybridity, and I raise questions about 
generationality and diasporic space. 

The paper begins by providing a brief background of the 
film and a historical context for Indian migration to East Africa. It 
then explores Neena' s memories of East Africa as compared to her 
lifestyle in the United States, and continues with an extended 
discussion of self-formulations of identity in relation to and in the 
face of representations of "otherness." In this regard, the paper 
alternates between Neena and the film, and how difference is either 
glorified or disregarded. This is followed by Neena's explications 
and the film's expressions about degrees of cultural assimilation, 
and representations of America. Finally, I raise questions, more 
generally, about future generations of diasporic subjects and the 
study of diasporas. 

In Mississippi Masala, a Gujarati Indian family undergoes 
the 1972 expulsion from Uganda of Asian Indians. They resettle 
in rural Mississippi, joining a group of Gujarati motel business 
families . The film explores the family's experiences, especially 
those of the young daughter, in order to comment on issues of 
identity, racism, marginality and displacement. Perhaps because it 
is one of the few films to enter mainstream film-viewership that 
focuses on the Indian diaspora, or because it includes several well
known Indian film stars, Mississippi Masala continues to spark 
discussions and debates within South Asian American everyday 
lives and related news media. 
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Indian Ocean Networks3 

With formal British colonization of Africa in the late 
nineteenth century, existing trading contacts between western India 
and eastern India increased' markedly. The British imperial system 
managed the movement of people, money and goods by recruiting 
indentured labor and by encouraging voluntary migration from 
British India to develop newly acquired East African territories. 
The British employed over 30,000 Indian indentured laborers to 
build the Uganda Railway. A diverse group of voluntary migrants 
from western India, mostly from present-day Gujarat, accompanied 
the Indian indentured laborers in order to fulfill various services 
necessary for the workers and for the British administrators. In 
total, over 100,000 shop owners, artisans, and craftsmen, as well as a 
professional class of doctors, lawyers, accountants and engineers 
followed the labor movement to East Africa hoping for financial 
gain. India's overseas migrants created a modern history of 
migration that built upon preexisting connections between these 
two Indian Ocean coastal communities. 

The migration story that placed British India and British 
East Africa into the same historical geography continued well after 
the completion of the Uganda Railway. Only 20% of the laborers 
who built the railway stayed on. Contrary to popular notions, most 
Indians in East Africa trace their ancestry to independent, 
voluntary migrants who saw East Africa as an arena for economic 
opportunity. Most members of the various Indian communities in 
Kenya, Uganda, Tanzania, and Zanzibar became intermediaries 
between the British administrators and settlers, and the largely 
agricultural African population. In general, the Indian population 
quickly became, and remained after decolonization, a 
commercially successful group. They continue to occupy a visible 
and powerful economic place within East Africa society, and 
continue to rely on India as a market for goods as well as a 
supplier of socio-cultural commodities. 

The negotiations and contestations between race and class 
in East Africa remain products of an imperial legacy---a legacy 
which has divided Indian and African populations along ethnic, 
occupational, and geographic lines, creating a volatile and violent 
ethno-political climate in many East African cities. The 1972 
expulsion of Indians from Uganda by Idi Amin well illustrates the 

3for a general history of Indians in East Africa, see Robert Gregory, 
India and East Africa: A History of Race Relations within the British 
Empire, Oxford: Clarendon Press, 1971. 
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repercussions of such a climate. Following Ugandan Indian 
refugees, other Indians who had settled in areas of Kenya and 
Tanzania later fled East Africa in fear of violence or similar 
expulsion. Some returned to India---to an India which was both 
unknown and familiar. Other migrants sought new opportunities 
in Great Britain or in the United States. These so-called twice 
migrants, from India to East Africa to western metropoles, carried 
with them the remnants of an imperial past, the burden of both a 
postcolonial global economy and a racially stratified society, and a 
twofold nostalgia for imaginary homelands. 

Remembering Kenya 

Neena's grandfathers were among the voluntary migrants 
who left India for East Africa in the early 20th century, following 
the pattern established by earlier indentured laborers from western 
India. During the early 1920s, Neena' s grandfathers came to 
Kenya from towns in what is now Gujarat. Both men were in their 
late teens. Her father's father, who was a teacher in India and in 
Kenya, left Gujarat during a period of drought in his village in 
hopes of economic success in Kenya. Her mother's father had 
been a farmer in India but, in Mombasa, he was involved in 
exporting goods and running an Indian food store. Although both 
men were married, they came to Kenya alone and were later joined 
by their wives. 

Within the last several years, most of the members of the 
two large families have moved to England or to India.4 Neena's 
family alone moved to the United States. Neena knows that her 
relatives, and other Kenyan Indians, have been in a state of 
readiness to leave Kenya because they anticipate that at some point 
they will have to leave. According to Neena it seems that, although 
her extended family enjoys the quality of life in Kenya, they 
realize that economic necessity and/or political pressures will 
demand their eventual departure. Memories of injustice, 
discrimination, and violence in Uganda loom precariously close. 

Like other relatives, Neena's parents decided to leave 
Kenya voluntarily before they were forced to leave. Both born and 
raised in Kenya, they met during their college years. Theirs was a 
"love" marriage .5 Her parents had to wait ten years before getting 

4Neena's father has five brothers and three sisters. Her mother has 
seven sisters and two brothers. 

sr use the term love marriage in contrast to arranged marriage. 
However problematic these terms may be, they have been, and still are, used 
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married because they were struggling with their families over their 
inter-caste relationship.6 After marriage and two children, the Valji 
family migrated from Mombasa to the United States. Sponsored 
by a relative in West Virginia, they first lived in a suburb of 
Charleston, and then after one month, they moved to their current 
home, Frederick, Maryland. 

In Mombasa, Neena's mother was a middle-school teacher 
and her father was a high-school teacher as well as school 
principal. Since his Kenyan training and work experience were not 
accepted as suitable qualifications in the United States, her father 
first worked in West Virginia as a manager of a local convenience 
store. Like many new immigrants, her father acquired his first job 
through a relative's contacts. He is now employed in a clerical 
function with the United States State Department. He continues to 
train and take courses in order to apply for higher-level positions 
within the federal government. After gaining some education and 
training in the United States, her mother now works as a nursery 
school teacher. According to Neena, although her family was 
doing well in Mombasa, they believed that their future in Kenya 
was not good---especially future employment prospects for Neena 
and for her brother. They thought that it was best to leave and 
they did. Neena' s parents maintain, however, that Kenya is still the 
best place to live. 

Neena also looks back fondly on her life, and the overall 
quality of life, in Mombasa. She remembers, "It's easier, stress
free. It's not a 9-to-5 workday. You go to work at 8, come home 
for lunch at 12, take a nap, go back to work and return home by 4. 
Then you have a proper dinner, and visit with family and 
friends."7 Notably, she does not compare the quality of life in 
Mombasa to the quality of life in Frederick on the exclusive basis 
of the material comforts that were given up. In fact, she argues that 
such things cannot be compared. Although her Mombasa home 
did not have the luxuries and comforts of her Maryland home, 

to describe South Asian marriages in both popular and academic contexts. 
Broadly speaking, arranged marriage denotes a system of parental/familial 
involvement (with varying degrees of rigor and control) in introducing a man 
and woman for potential marital union. Love marriage implies self
introduction and attraction on the part of a man and woman, without initial 
involvement (or possibly cognizance) by their respective parents/families. 

6Her father is a high-caste Brahman. Her mother is from a high
caste, non-Brahman family. 

7Neena Valji [pseud.], interview by author, tape recording, 
Philadelphia, PA, November 10, 1993. 
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such as a washer and dryer, dishwasher, and other household 
appliances, her family had Kenyan servants, including a maid and a 
watchman, to help with household care. Unmindful of her 
privileged position, she claims that in Mombasa everything was not 
money-oriented. She explains, "Opportunity means a comfortable 
life. They don't care about status symbols. Parents care [about] 
kid's needs. So, they do things for their kids." Neena says that 
her parents enjoyed a better quality of life in Mombasa not 
because of their economic status, but because of their better sense 
of community. Neena's memories of a more carefree, non
materialistic life in Mombasa belie the great class fissure between 
East African Indians and East Africans . Her nostalgic account of 
Mombasa as euphoric home signals her entry into an American 
environment wrought with multiple class fissures and her family's 
location in a new capitalist structure. 

Generating India 
Neena characterizes her life in Kenya as an Indian life. 

She explains, 

Growing up was all Indian. Gujarati [was] spoken 
in the home. Everything . . . every occasion was 
very Indian .. .family, friends, whatever. But coming 
[to America], most of my friends are white 
Americans. When I came to Penn I met Indians, but 
I noticed that they are different. They are not 
Indians. . . . They are just like every other 
American. . .. More festivals are celebrated in 
Kenya. Here, Diwali is the only thing. . . . A big 
part of what [my family] misses is the Indian 
cultural experience or life that they had there. Here, 
there is isolation. People don't come to visit. 
Everyone is just too busy here .... The lifestyle is 
so drastically different. It is not compatible to a life 
that has lots of interaction with people. 8 

Interestingly, Neena lived in a Mombasa neighborhood that was 
"primarily African."9 She was raised in an area where her father 
had been provided housing by the government school for which he 
worked. Her grandparents also lived in the area. According to her 
this community used to be "more Indian" when her father w~ 

Bvalji, interview, November 10, 1993. 
9Valji, interview, November 18, 1993. 
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growmg up. However the racial balance shifted as Indians got out 
of teaching professions and into business ventures. As each 
generation of Indian teachers retired, they were replaced by 
African teachers. Neena recalls that when she was young, there 
were still three or four other Indian families in the area. As time 
went by, her family was the only Indian family in the 
neighborhood. "We were surrounded by Africans," she 
emphasizes. 

From where, then, did Neena develop ideas about what is or 
what is not Indian, and what constitutes an Indian community? 
Although her immediate surroundings were not filled with enough 
Indian cultural stimuli to warrant her profound self-identification 
with being Indian, she feels that her parents were successful in 
instilling an Indian identity in her. As she looks back at her life in 
Mombasa from the United States, she is dissatisfied and 
disappointed with the way Indians in America attempt to maintain 
their Indian identity. This nostalgia for an East African past 
alongside an essentialized India is the basis for her need to gauge 
the authenticity of any, especially others' , identity markers, a need 
especially apparent in her later explication of Mississippi Masala. 
In a deeply candid moment, she reflected that she never worried in 
Mombasa about maintaining her Indian identity. She never 
questioned her identity because "it was simply there. " 10 She 
concluded that Indian cultural domiance in Kenya supported her 
Indian identity: 

In Kenya, [Indians] are the dominant people. 
Compared to the native, we are dominant culture in 
our minds. So, nothing can influence us. But now, 
when you enter the western world, you [find] 
changes happening. I I 

The convergence which arises by coupling Neena's theory about 
Indian hegemony in East Africa with her earlier emphatic 
statement about being "surrounded by Africans" in her Mombasa 
neighborhood is, however, oxymoronic . This dissonance draws 
dangerous implications about the nature of minority/majority 
relations in a heterogeneous postcolonial space. An economically
powerful minority, Indians in East Africa struggle against an East 
African nationalism that emphasizes African cultural initiatives. 
Conversely, Indians' insular business networks and non

1oValji, interview, November 18, 1993. 
llValji, interview, November 18, 1993. 
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assimilative marital/social practices are the grounds for African 
resentment and claims of Indian isolationism. It is precisely the 
conjuncture of "surrounding" and of "being surrounded" that 
allows for identity formation. Within this racially and 
economically polarized society, Neena' s Indian-ness is more about 
who she is not rather than who she is. 

Neena's "being Indian" in Mombasa also comes from 
more common cultural markers such as specific foods, language, 
and daily ritual practices within the home that are vestiges of a 
remembered homeland. Significant institutional influences 
solidified her identification with the Indian community. Her 
parents sent her and her brother to what she called an "Indian 
Sunday School". It was a day of rigorous and disciplined 
activities for Indian youth at the local Hindu temple. She describes 
it as military---required uniforms, standing in straight lines, 
exercises, marching drills, and a written excuse by parents for a 
missed session. She greatly disliked the military-like aspects of the 
group. Her more enjoyable activities included: one hour of 
prayers, Gujarati language class, Indian music and dance classes, 
and competitive games and sports. Although she admits that these 
weekend activities seemed normal at the time, she is now astonished 
that her parents made her attend the sessions. Nevertheless, she is a 
testament to the success of institutional mechanisms of 
acculturation when she proudly states, "Going to that place made 
[my brother and me] strong. That's a big reason why we are very 
Indian ...why we are very disciplined. We are good kids. We have 
a good foothold because of that .... It was a cultural schooJ."12 

Neena's first statements about Mississippi Masala 
juxtaposed the proper (authentic) and improper (inauthentic) way 
for an Indian to behave. For her, if a character's action does not 
fit with her notions of authentic Indian behavior, then the character 
is marked as American. 

I thought [Mina] 13 was American. I don't think she 
thought about the Indian part ... like the dating. It 
was the falling in love thing which you don't think 
about in India. It was not the Indian way of 
adapting to a marriage situation ....The running 

12Valji, interview, November 18, 1993. 
13Mina is the main female character in the film. The daughter of 

Ugandan Indian refugees living in Mississippi, Mina begins a secret, sexual 
relationship with an African American m~n, Demetrius. She eventually runs 
away with him, in the name of love, despite her parent's pleas. 
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away part was totally unacceptable. She didn't 
think about the reaction of the Indian community. 
If I was ever going to do anything like that, I would 
have to think about the ramifications . It was 
because of her American upbringing that she 
didn't think about these things.14 

When asked to comment on the parents, Neena is more 
sympathetic. Her words, however, nationalize, naturalize, and 
polarize categories for conduct : 

It was not her parents' fault. Living here makes you 
think of freedom and makes you challenge all else 
you have been brought up with. [Mina] thought 
she could do it. Here, you can do that sort of thing, 
and it's fine. So, [Mina] figured it was too. Her 
parents seemed pretty Indian . They dealt quite well 
with the whole situation. They seemed like good 
parents. I don't think it was their fault.IS 

Regarding India's culture, Neena states that her sense of 
being Indian is not derived from India---the place, the nation. 
According to her, her sense of being Indian comes from "the 
feeling of India" .16 Although she has visited Gujarat twice, the 
process of identity formation took place in Mombasa, not in India. 
She has little to say about her two visits to India. While she is two 
generations removed from daily life in India, she has fully 
accepted and eagerly maintains her Indian identity. Her identity as 
an Indian was strengthened rather than weakened by living in a 
majority African neighborhood in Mombasa. She is able to define 
herself, her family, and other Indians in relation to what they were 
not---African. She had an available and accessible community to 
define herself against. Nevertheless, she relates more to being 
Kenyan than to being American. Her self-ordering of identities is 
as follows : "I am Indian first, then Kenyan, then British, 17 then 

18 American." 

14Valji , interview, December 6, 1993. 
15Valji, interview, December 6, 1993. 
16Valji, interview, November 15, 1993. 
17British citizenship used to be accorded to early Indian immigrants 

as Indians were "citizens of empire". Now, all those born in Kenya are given 
Kenyan citizenship. At the time of Neena's birth (that is, several years after 
Kenyan independence), her parents were given a choice because they were 
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I 

While Neena may argue that her identification with Ind~a is 
not an identification with the country/the nation, her conclusions 
about her own personhood and its relationship to various nations 
are, nonetheless, implicated in the politics of nationalism and 
territorialism. It has been argued that nationalism is one of the 
most recent forms of discourse which in fact produces social 
identity .19 Social identity produced by nationalist discourse 
powerfully transfers over space to diasporic communities. 
suggest that Neena's story provides further evidence for the power 
of nationalist and religious rhetoric to form a diasporic minority 
community. Moreover, the focus shifts from a national subject to a 
diasporic subject. This diasporic subject is able to order and to 
structure hierarchically national identities, to negotiate between 
citizenship, ethnicity, and lifestyle, and monopolize on the allure of 
hybridity. For a diasporic subject, a process of identity formation 
is possible, however, precisely because of the notion of a 
homeland. However distant Gujarat may be from Mombasa, India 
is produced and reproduced (for and by children of migrants) as a 
known cultural entity through temples, language, endogamy, 
festivals, foods, and "Indian Sunday School". Perhaps only 
outside of India, in this case in Mombasa or in Maryland, can 
Neena be Indian. Institutions and organizations which are funded 
through international components of India's nationalist and 
religious groups exist throughout areas of Indian settlement. They 
promote a specific and essentialized form of Indian, in this case, 
Gujarati, identity in diasporic spaces. In Neena's case, her parents 
support the Vishva Hindu Parishad's organized socio-religious and 
cultural activities. The Vishva Hindu Parishad' s mission is 
anything but devoid of nationalist objectives; it is embroiled in an 
Indo-Hindu-ist discourse which includes its transnational 
contributors.20 Neena, as a diasporic subject, must rely on India as 
a nation. 

both British citizens. Neena carries a British passport. Although Neena 
includes "British" in her ranking, she denies patriotic loyalties and emotional 
ties to Britain. 

1svalji, interview, December 6, 1993. 
19Peter van der Veer (ed.), Nation and Migration: The Politics of 

Space in the South Asian Diaspora, Philadelphia: University of Pennsylvania 
Press, 1995, 6-7. 

20for more about the Vishva Hindu Parishad, and religious 
identities and nationalism, more generally, see Peter van der Veer, Religious 
Nationalism: Hindus and Muslims in India, Berkeley: University of 
California Press, 1994. 
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Forming Ghettos 

Like Neena's bounded characterizations of American and 
Indian societies, Mississippi Masala itself presents and maintains 
ghettoized identities. The film creates a blend of familiar and 
exotic ethno-imagery---the masala of Mississippi, a mixing of 
social types; the masala of migration, from India to Uganda to 
England to Mississippi; and the masala of identity, sexualized, 
ethnicized, gendered, and positioned by class. 

The significance of masala, as implied in the film's title 
and dialogue, grows by pushing the masala metaphor a bit further 
---to the making of masala. There is homemade masala, a 
concoction of hand-ground spices prepared without a strict recipe. 
Then there is store-bought masala, measured, uniform, marketed 
and packaged for general consumption. And what is the test for a 
good masala?: the taste of an individual spice should still come 
through when tasting the blend of these various spices. In other 
words, interaction should not obscure or flatten difference. By 
using masala in the title, the filmmaker opens up the debate of 
assimilation vs. pluralism in America. 

Referring to another set of overused metaphors, the film 
begs the question: should America be a melting pot or a salad 
bowl? The masala imagery implies that while perceived cultural 
and racial differences may be the ingredients of discrimination, 
difference will be the ultimate emancipator. Indeed, the film's 
reception highlights that a celluloid portrayal of difference can be 
commercially liberating. I suggest that Mississippi Masala works 
to portray a blend of familiar images collected for easy 
identification. In a pioneering effort to deal with racism, 
marginality, displacement, and oppression, the film ultimately 
reifies the dichotomies it seeks to complicate and sidesteps the 
political and historical realities it uses as context. 

The film begins in Uganda, in 1972, at the time of the 
expulsion of Asians by Idi Amin's government. Jay, a well-to-do 
Indian lawyer, his wife Kinnu and young daughter Mina are 
among those who must flee with little more than the clothes on the 
backs, leaving behind their Ugandan friend Okelo, in order to find 
a new home. From Uganda via London, they reappear eighteen 
years later in Greenwood, Mississippi. Now, Jay and Kinnu run a 
local liquor store. They also work at a Gujarati-owned motel, an 
icon of Gujarati entrepreneurship in the American landscape. 
Welcome to working-class America! The main story line begins 
with an illicit affair between the now grown Mina and Demetrius, 
an African-American carpet cleaner, and continues with their love
driven defiance of perceived familial, racial, and cultural 
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constraints. Note that the depiction of these perceived constraints 
parallels Neena's own suggestions about conservative Indian 
communities. Throughout the film, the audience suffers Jay's 
intense longing for what he considers his homeland: Uganda. 
Concerned with receiving compensation from the Ugandan 
government for his lost property, Jay displays a profound and 
direct emotional displacement which the central love story seems to 
symbolize. By the film's end, Jay's feelings of displacement and 
reconciliation are secondary to the sexual relationship, 
romanticized poverty, and adolescent pain of the two young lovers. 

The story of the father's longing is used solely as a 
framing device for a romantic plot. What was the filmmaker' s 
investment in focusing on the romance? Was this decision made 
only to capitalize on the potential entertainment value for the 
audience, according to Hollywood standards, or to juxtapose Jay's 
feelings of deep nostalgia and romanticization of the past with 
Mina's light-heartedness and de-romanticization of the past? 
Meaning, origin, and history are sacrificed for Hollywood 
romance. 

In a February 1992 interview, director Mira Nair discussed 
the common thread in her work, "I would have to admit that I have 
always been drawn to stories of people who live on the margins of 
society, learning the language of being in between, dealing with the 
question, What is home?"21 To produce and exhibit these 
marginal, displaced "others" she uses mythic notions of home, 
parodies of African-American and Indian-American cultural 
phenomena and classic Hollywood film strategies . The politics of 
identity appear absolute. In a film that glorifies heterogeneity and 
eroticizes hybridity, where is a nuanced presentation of "being in 
between" that includes fluidity, simultaneity, and temporality of 
identities? Separated from other American working-class struggles, 
easily accessible features of color and nationality are privileged. In 
other words, the story of Mina and Demetrius is portrayed as one 
where race and imagined origin are paramount--the carriers of all 
identifying traits. Although some members of film audiences may 
be searching for fresh portrayals of African Americans or some 
portrayal of the Indian diaspora in American theaters, their 
cinematic materialization cannot alone legitimate dimensionless, 
uncritical, "Third World" protagonists. 

What are the implications of Mina's attraction to 
Demetrius? Why d_id the fi~mmak~r use . that specific diasporic 
character as a vehicle for mterrac1al umon? How is Mina's 

21Gita Mehta, "Movies," Vogue 182, no. 114-8 (February 1992): 
114-8. 
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relationship to blackness and race in America different from her 
relationship with Uganda? I speculate that, while this relationship is 
not an oppositional one for Mina, it is for her father. For Jay, 
Uganda is not equated with blackness; for Mina, Uganda and the 
idea of blackness are indistinguishable. Her social interactions 
over space and time provide this evidence. The movements from 
her childhood friendship with a Ugandan boy, whom she kisses 
before leaving her Kampala home, to her close friendship with 
Okelo, and to her sexual affair with Demetrius are depicted as 
natural for her and her alone. During these sections of the overall 
narrative, it seems that the individual spices of Mina's masala 
begin to taste the same. For all the filmic allusions (at times not so 
subtle) to "mixing", "blending" and "difference", categories of 
color and race do not change. 

To return to the discussion of easily accessible features of 
identity, I would argue that Jay's relationship with his friend Okelo, 
and both Mina's and Demetrius's attenuated relationship with their 
respective origins serve to undermine class dynamics in favor of 
racial difference. Important interactions between class and race, 
both in Uganda and the American South, remain unexplored. As 
argued by bell hooks and Anuradha Dingwaney agree in their 
commentary on this film: ". . . both Jay and Okelo represent 
countries colonized by the West. Yet in Uganda, where Indians 
mediate between the oppressed blacks and the oppressing 
imperialist class, their relationship would necessarily be informed 
by hierarchy and domination. It is precisely this relationship that 
the film erases."22 

It seems that Neena would agree with hooks and 
Dingwaney. During her interview with me, Neena commented on 
the film's depiction of Indian/ African interactions: 

"The East African part was cheesy ... not realistic at all, 
especially the part about the relationship between the 
African and the Indian father. To tell you the truth, I grew 
up in Kenya and we were not that interactive with the 
Africans. It's not realistic. We had [African] friends in 
school and next-door neighbors, but no real closeness . .. 
The Indian community just stays within itself and it 
interacts with the Africans just on a need basis. There's the 
question of superiority . America is so dominant, we 
integrate ourselves, and in two or three generations most 

22bell hooks and Anuradha Dingwaney, "Mississippi Masala," Z 
Magazine 5, no. 7/8 (July 1992):41-3. 
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Indians will not even speak their natural languages. 
Whereas in Africa, it's very Indian and it's going to stay 
that way for a while. It's probably because there, we think 
we're superior to them, and here, in this culture we think 
[Americans] are superior. It's true. [In Africa] Indians 
think they ' re better. And they are the middle to upper 
middle class . . . I think Indians have made a point of not 
interacting with Africans."23 

Unlike the film's representations, Neena's articulations about 
Indians and Africans in Kenya is necessarily in hierarchical terms, 
more true to the nature of race/class dynamics in East Africa. 

All About Race 

Neena's battle between assimilation and maintenance takes 
place on the terrain of social interactions. Interracial unions 
become her litmus test for authenticity. Neena estimated that fifty 
percent of Indian Americans would "marry an outsider. "24 She 
was dumbfounded when I asked her to estimate the percentage of 
Gujarati youth in Mombasa who would marry Africans . She 
responded and reiterated, "I don't know of any . That would be 
looked down upon completely. That would be so much worse than 
an Indian guy marrying a British girl ... It's not even talked about 
. .. that would just never happen. It's not even a possibility."25 
Racist attitudes from the Indian diaspora in East Africa mirror 
racist sentiments in the United States. Africans cannot be subjects, 
cannot be objects, and cannot occupy/enter the discursive space. 
Her comments about interracial unions in East Africa and in the 
United States do not include a place for Africans, but barely 
provides a space for white western partners (i.e., British) who are 
themselves "outsiders." She is so committed to her notion of an 
Indian community that her story about her life in East Africa 
erases blackness; whereas for the film's Mina, East Africa 
necessarily means blackness. While a commitment to Indian-ness 
is mimicked in Mississippi Masala, the film subverts Neena's 
gesture by promoting a brand of blackness which includes Indians 
and by glorifying a hybridity which, instead, forsakes and silences 
whiteness. 

23Valji, interview, November 10, 1993 and December 6, 1993. 
24Valji, interview, December 6, 1993. 
25Valji, interview, November 15, 1993. 
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While Neena's notion of lndian-ness is a racially 
constituted one---one where "Indian" is a racial category---it does 
not allow for blackness, whiteness, and just barely concedes to 
western-ness. When questioned about what being Indian means to 
her, Neena exclaims, "Identity just is!" She continues with an 
example: "How can a guy who is Indian, born and raised in 
Canada, not say that he considers himself Indian?"26 

[Being Indian] is ingrained in me ... that's what I 
am. When people ask, it's the first answer. Even in 
Kenya, we weren't Kenyan, we were Indian. To 
me, being Indian is what I am. It's my identity . . . 
my beliefs, my religion, my morals, my principles. 
It affects so much of my life. Everything is 
because of an Indian upbringing. It's not because I 
lived in Kenya that I'm more conservative---it is 
because of my Indian upbringing. And that makes 
me identify with being Indian first·27 

Part of the maintenance of Neena's Indian identity leads to 
her desire to marry an Indian. Her parents are strict that she and 
her brother marry Gujarati Brahmans. Although Neena' s mother 
is not Brahman, both parents consider their children Brahmans and 
want them to marry subcaste Brahmans of the same. She jokes that 
her parents gladly, though somewhat hypocritically, embrace her 
father's higher caste status for their children. She sees her own 
desire for endogamy as an indication of her parents' success. She 
proclaimed, "They have brought me up well. I would prefer to 
marry within caste, if possible. Generally, I want someone who is 
Indian, Hindu, and speaks the same language. If not all that, then 
definitely Indian. "28 She admits that although she has rebelled 
against caste restrictions, she understands her parents' concern. 
Apparently, her parents' warnings against marrying outside one's 
own community are tantamount to marrying interracially. 

"I don't know how other people can do it. It's like 
Hinduism, like rebirth. It's such a basic part of 
life... the religious ritual .... I can't imagine that 
not part of my life. I would want my husband to 

26Valji, interview, December 6, 1993. 
27Valji, interview, December 6, 1993. 
28Valji, interview, November 15, 1993. 
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have that too. You can't have one without the 
other. "29 

Clearly, Neena and her parents are proud of the Kenyan Indians' 
maintenance of Indian tradition and identity---a tradition and 
identity seemingly more authentic than those of Indian Americans. 

"[My parents and I] have feelings of 
disappointment with Indians here. They're 
definitely different from Indians we've known [in 
Mombasa]. There's a whole set of Indians that are 
here, the money kind of people who want Mercedes 
... that part is disappointing for my parents. We 
had never known Indians like that. Even if we did 
know any really rich Indians in Kenya . . . those 
people did not flaunt it. It was something you did 
not do . You were still part of the community; you 
still act like everyone else. [In America], a lot of 
people are not like that. We don't associate with 
them."30 

Neena's membership in Penn's South Asia Society31 reifies her 
disappointment: "The South Asia Society does things for a show, 
more superficial than cultural-ethnic. It is good that [the 
members] go through the motions ... it's just that they're not that 
Indian, on the whole."32 I suppose that her opinions about the 
activities of the South Asia Society stem from her experiences at 
the Indian Sunday School in Mombasa. Indian Sunday School 
was touted as a real and direct link to things Indian, whereas the 
South Asia Society fails to uphold the standards and ideals of 
Indian culture to which she subscribed. 

Neena suggests that such differences (between herself and 
Indian American members of the South Asia Society) are caused 
by "assimilation, Americanization and westernization." She 

29Valji, interview, November 15, 1993. 
3oValji, interview, November 18, 1993. 
31 The South Asia Society is an undergraduate ethnic organization 

funded by the University of Pennsylvania's Student Activities Council. One 
of its main functions is a Diwali celebration including a dinner, prayer 
service, and dance/music show. In addition, the organization shows films, 
participates in legal/political acti.vism ~or minori~y rights, and co-sponsors 
various events with the South Asia Regional Studies Department. 

32Valji, interview, December 6, 1993. 
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acknowledges that change is inevitable in America because 
America is a "dominant society." This notion of change includes 
changes for herself. She feels that she is able to adjust to her life in 
America by remaining conscious of her "Americanization." 
Neena relies heavily on the notion of consciousness and she 
implies that undergraduates in the Society are not conscious of the 
changes that they have undergone. She has made a determined 
effort to maintain her Indian identity, characterized by a 
"conservative outlook in views and traditions,"33 despite her 
ability to pass as an American. "To everyone, I seem very 
American. I talk and look American. I look like I've lived here 
forever," she remarks.34 Although she opts out of fully accepting 
an American identity which she characterizes as less conservative 
and dynamic, she recognizes that her Indian-ness exists vis-a-vis an 
influential, powerful American cultural landscape. In contrast to 
her depictions about East African life, she includes a more 
hybridized picture of America. Nevertheless, her focus is a racially 
hybrid society devoid of class complexities. 

The Okelo Question 

The ambiguity surrounding Okelo, the one African 
Ugandan character in the film, illustrates the simplified race/class 
dynamics in what is a highly fissured postcolonial African 
environment. It is not until the end of the film's alternative 
narrative of Mina and Demetrius that the audience finds out that 
the African friend Okelo is a schoolteacher. Until this point, 
Okelo's class status is left ambiguous. Is he Jay's driver, his 
servant? This is nostalgia on the part of the filmmaker. The 
deliberate reversal of established hierarchies forces the audience to 
question its own racial and class-based biases. The ambiguities in 
Jay's and Okelo's relationship are problematic because their 
relationship itself seems intended to spark comment on racial 
jingoism both in Uganda and Mississippi, and to create the 
backdrop for the lovers' strife. However, the relationship is not 
explored adequately nor historicized, and instead relies on the 
audience's awareness of what appears to be the filmmaker's play 
on the audience's biases. Such "play" is subtle and risky. 
Instead of disrupting audience assumptions, the film may reify 
them. 

33Valji, interview, December 6, 1993. 
34Valji, interview, December 6, 1993. 
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A subnarrative which is alluded to is the relationship 
between Okelo and Jay's wife Kinnu . It may raise questions about 
the possibilities and indiscretions of hybridity . There are a few 
signs, however open to debate, to suggest that Okelo (and not Jay) 
is Mina's father, for instance, a photo of Okelo and Mina to which 
her mother clings; a farewell to Okelo at a Ugandan bus station 
where Kinnu and Okelo embrace, interrupted (as if caught) by 
Jay's somewhat antagonistic glare; mentions of Mina's dark 
complexion (visibly darker than either Kinnu or Jay) ; and Kinnu's 
secrecy and evasion when questioned by Mina about her father's 
relationship with Okelo. More than offer commentary about 
racism and, to use the director's own words, "hierarchy of 
color,"35 this hypothesis provides a whole host of readings, if not 
evidence, into the essentialized, stereotypical suggestions already 
present in the film. They are: Indian male impotency, Indian 
female sexual prowess and eroticism (and in this case, a penchant 
for black men passed on from mother to daughter), and finally the 
sexual potency of the African male (first by Okelo, then by 
Demetrius's randy companion Tyrone, and finally by Demetrius). 
With such a reading, the film also complicates sexuality with 
generational politics, where the daughter, in a beachside motel, 
literalizes what is only hinted at for the mother. 

Missing in Mississippi 

The film's representation of the characters' lives in 
Mississippi is incomplete and lacks context, specifically regarding 
Americanization, notions of home, and the apparent divide between 
tradition and modernity . In such a move, Mira Nair abandons 
genuine bonding across different colored minorities, or possible 
apathy (having little to nothing in common), between Indian 
Americans and African Americans. The seriousness of racial 
discrimination and violence, and powerful influences of classism 
are also minimized. She chooses in favor of an American 
modernity which celebrates sexual freedom and independence in 
contrast to the perceived constraints of tradition, family, and 
community. 

Reviewers have been sympathetic to the ideas driving this 
movie: "fresh images of people previously ignored, denigrated, or 
stereotyped by Hollywood," "a story of survival," "a piquant 

35Peggy Orenstein, "Salaam America! : An Interview with director 
Mira Nair," Mother Jones 17, no. 1 (January 1992): 60-1. 
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film," "a movie for the multiculture."36 Themes of pain, along 
with the particular theme of miscegenation, are nothing new to 
Hollywood. The idea of love's power to overcome all obstacles is 
as old as Romeo and Juliet, and in today's world is often as tragic. 

What is missing is a context of racism in America that 
includes white Americans, that includes middle and upper middle 
class variants, and that allows for subtle frictions and 
misunderstandings. The filmmaker should be commended for 
portraying a version of Indians in America that differs from the 
"model minority" image often reflected in the popular press and 
perpetuated by some members of politically active Indian middle 
class communities. While she also points out internal 
discriminations within the Indian community, she does not, 
however, depict African-Americans or white Americans with 
such critical sensitivity. In a January 1992 interview, she said, 
"People think of racism as black versus white, but there's a 
different kind of consciousness of color within minority groups 
as we equate beauty with fairness and ugliness with darkness."37 

In an article in Cineaste, Cecelie Berry comments on the naive 
and sympathetic way in which the director portrays the problems 
of Greenwood, Mississippi's black community. Berry 
speculates that "perhaps because she dared not risk alienating a 
black audience faithful to Denzel Washington,38 Nair was 
unwilling to show the black community to be as bigoted . . . as 
the Indian community."39 

The unidimensional portrayal of Mississippi's African
American population as working class or poor is only disrupted by 
her representation of Demetrius's ex-girlfriend and her new 
partner who, as nouveau-riche outsiders to their own community, 
have apparently given up cultural authenticity by crossing over. 
Regardless of this unidimensional portrayal of African-Americans, 
it is the exclusion of white Americans that is more disturbing . 

36see Erika Andersen, "Mississippi Masala'', Film Quarterly 46, 
no. 4 (June 1993): 23-6; Roland Blake, "Love and Forgiveness", America 
166, no. 2 (4 April 1992): 274; Janice Simpson, "Focusing on the 
Margins", Time 139, no. 9 (2 March 1992): 67; and Michael Sragrow, 
"Whistling Dixie", The New Yorker 68, no. 9 (20 April 1992): 82-4. 

370renstein, "Salaam America!: An Interview with director Mira 
Nair". 

38Denzel Washington is the actor who played the role of Demetrius. 
39Cecelie Berry, "Mississippi Masala," Cineaste 19, no. 2/3 (1992): 

66-7 . 
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Hooks and Dingwaney stress that the lack of southern dialects, the 
shadowy contact with poorer blacks (so prevalent in this area of the 
country), and the absence of so-called white stars mystify the 
experiences of the so-called stars of color by taking away from the 
fiber and form of the drama: "Giving expression to blatant racist 
and classist sentiments [whites are] portrayed as though they are a 
dying breed, so extinct that their particular forms of racist thinking 
and acting have no meaningful impact on black people's lives. 
This is dangerous fiction."40 

Historical Fantasy, Cinematic Freedom 

There is danger not only in what is left out, but also in what 
is left behind. The descriptive dichotomies established in Neena's 
statements and in the film's images produce and reproduce false 
and reductive notions of identity. The identity of Indian society, 
for example, has been represented as traditional, static, and 
constrained by religion and ritual, whereas, western societies have 
been depicted as dynamic, progressive and open. Like early 
colonial ethnographies and their counterpart post-colonial 
nationalist rhetoric, Neena's descriptions identify wholes (whether 
India, America or East Africa) based on their most accessible traits 
and easily demarcated categories, rather than expose more 
complex interactions between history, practice, and identity 
formation. 

For instance, the America that is center stage is one of 
freedom, independence, and individuality. For Mina and 
Demetrius alike, it is this American ideal that sets them apart from 
other characters in this film. For instance, Demetrius looks down 
upon his younger brother who is not interested in finding a job, 
hangs out on the street comer with a gang of teenagers, and listens 
to rap music. Demetrius condemns him for wanting to be like 
everyone else. Not only does the film mock African American 
radical politics and alternate forms of resistance by denigrating the 
brother's character,41 but it highlights the traditional American 
rhetoric of nonconformity and independence as tools for capitalist 
and cultural success. Unlike Demetrius's brother, Mina's character 
carries the markers for American success. She is the only Indian 
who is comfortable with the American cultural scene. For instance, 
in the dance club, it is Mina and not her Indian-American date, 
who better fits in. What does this say about assimilation and its 

40Hooks and Dingwaney, "Mississippi Masala." 
41 Ibid. 
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prerequisites? The depiction of Mina's adaptability is a comment 
on the privileges of third-culture identity. It suggests that multiple 
displacements are empowering. 

While Mina does reflect some nostalgia for what has been 
left behind in London and Uganda, her reflections are 
unromanticized. Her few moments of identity negotiation do, 
however momentarily, disrupt the smooth and unencumbered 
narrative of romance. When compared to Jay's nostalgia for 
home, which is romanticized as an intellectual crisis, Mina's ties 
appear flimsy and incomplete. Part of the reason for this 
appearance is the overarching masculinist narrative which the film 
puts forth. Does Mina really have a story? As discussed earlier, it 
is the father's story which serves as the framing device. The 
mother's story remains in the shadow of her husband's. Long
standing dichotomies and power differentials between men and 
women, specifically notions about Indian men and women, are 
maintained. Women's power is articulated only through Mina's 
sexual emancipation in America, land of freedom. During our 
discussion about American life, Neena said about her own 
emancipation during her few years living in America, 

I'm questioning things I never questioned before 
lifestyle changes. I'm becoming less 

conservative, more liberal. I'm questioning 
arranged marriage and dating. Here, you learn to 
question everything. I never thought about the fact 
that I'm a woman ... that women are repressed in 
India. In Africa, I never questioned it, but here I 
do. I mean, why shouldn't my brother do the 
dishes at home too !42 

However close the film's mother and daughter seem to be, the 
daughter ultimately seeks approval from her father and not her 
mother. In this film, it is the male who authorizes everything. For 
instance, the symmetry between Jay's journey out of Uganda with 
a few smuggled/stolen valuables and little else, and Demetrius's 
journey out of Greenwood, Mississippi with a stolen vehicle and 
little else is significant. Both male odysseys are predicated on 
some sort of shame, and both men are necessarily accompanied by 
their women. Moreover, in both cases the women help them 
accomplish their capitalist dreams---Kinnu helps Jay with the 
liquor store and Mina will help Demetrius with the carpet cleaning 

42Valji, interview, December 6, 1993. 
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company. Mina-the-daughter, Mina-the-lover, is the common link 
between the two men that finally brings internal closure to the film. 

Within Mississippi Masala exists a multitude of stories. The 
film is a collection of stories which are microcosms of stories in 
society. In this way, Mississippi Masala is like a Hollywood film. 
With a seemingly formulaic storyline, multitude of references, and 
very beautiful people, Mira Nair's film essentially presents an 
ethnicized and exoticized Hollywood film. In doing so, she 
contributes to the process of identity production in the United 
States. Perhaps this contribution was the cause for Neena's 
criticism against Nair. Neena felt that it was the responsibility of 
the director to better portray the Indian community. She 
commented, 

Anything that made us look bad was irresponsible 
.. the accents, the story. It's the first movie about 
Indians that we've seen here on the big screen, and 
it was very negative. It portrayed Indians really 
badly. The story [the director] picked is very rare 
in the Indian community.... For U.S. political 
purposes, the movie should have made us look 
good.43 

Neena's desire for the film to produce social change provides 
evidence for the perceived transitive capability and utility of this 
commercially successful medium. 

In an article entitled, "Cultural Identity and Cinematic 
Representation," Stuart Hall has argued (referring to Afro
Caribbean diasporas and cinemas) that "cultural identity is not a 
fixed essence at all, lying unchanged outside history and culture" 
and that rediscoveries of identities could not be made without 
'mediation.'44 Film is a powerful mediation and a relatively new 
discursive space for representing diasporas, especially South Asian 
ones. However, the camera, the screen, and the audience's gaze 
can cause identities---cultural and others---to appear fixed, without 
the continuous play of history and political action. It seems 
especially important when representing diasporic identities that 
both difference and continuity be substantially handled. Hall 

43Valji, interview, December 6, 1993. 
44Stuart Hall, "Cultural Identity and Cinematic Representation", 

Framework, 36 (1989): 71 , 75. 
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defines an aspect of this diaspora experience "by a conception of 
'identity' which lives with and through, not despite, difference."45 

This film has done much for opening discussion about 
difference and representations, and stirring the pot of identity 
negotiations. Mississippi Masala entered the public domain unlike 
anything before it. Surely its reach outstretches published articles 
about marginality, discrimination, and displacement. With the 
multitude of references and subthemes, some of which are 
provocatively initiated but remain unfinished, this film itself is a 
masala. Perhaps it does pass the masala test: issues of gender do 
not overshadow ideas of race; the politics of race do not eclipse the 
longing for home; and the pain of displacement does not dwarf 
represented cultural particularities. The powerful expressions and 
provocative representations in this film have allowed this paper to 
suggest a multitude of hypotheses about gaps and inconsistencies. 

Diasporic Subjectivity: What's Next? 

Hall's suggestion about the representation of diaspora 
experience in film mirrors Neena's personal diasporic experience. 
Neena's conception of her own identity indeed thrives "with and 
through, not despite, difference."46 She relies on differentiated 
categories in order to formulate her own identity niche. This 
formulation, however, depends on the establishment of America as 
a dominant society---an all-powerful and totalized America and 
American identity that fearlessly subsumes all else. America 
represents an oppositional whole against which Neena is able to 
define herself. This configuration, however necessary for her 
multicultural self-positioning, undermines the complex nature of 
American immigration, the history of Indian diasporic 
communities, and various global cultural phenomena, e.g . 
transnationalism as a consequence of global capitalism and 
postcolonial migrations.47 

In an edited volume about diasporic experiences and 
identities, Peter van der Veer argues against a focus on the 
"marginal migrant" which automatically displaces and polarizes 
the interpretive framework around the 'dominant' and the 
'established,' and which glosses over distinctions of economic class, 

45Hall, 80. 
46Ibid. 
47For a theory about global cultural processes, see Arjun Appadurai, 

"Dis juncture and Difference in the Global Cultural Economy", in Public 
Culture, 2:2, Spring 1990. 
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gender, and location.48 He argues for a "structurally 
interdependent" understanding of the relationship between the 
two. Just as Neena's formulation of an Indian identity in 
Mombasa was created in juxtaposition to her Kenyan neighbors, 
her Kenyan identity in the United States is strengthened by her 
ideas about American and Indian American identities. Clearly, 
migratory experience heightens the embrace of identification. In 
diasporic spaces, identity, like mercury, crystallizes yet maintains its 
fluid form. In its crystalline state, it remains capable of new 
mutations, new transformations, and collecting and discarding the 
pieces which give it its form. 

On one hand, identities in the diaspora do become 
normalized in the face of nostalgia for a homeland and discursive 
influences of nationalism (both in the "host'' country and in the 
homeland). On the other hand, I suggest that identities in the 
diaspora become denormalized as they interact with various 
cultural stimuli and are confronted with generational politics (as 
experienced by Mina with her parents, and by Neena with her 
parents). What about this next phase of identity negotiations in the 
diaspora---the second generation---Indian American youth? 
Perhaps generational implications which rest with this emergent 
population will alter the suggestion that the 'outsiders' and the 
'established' need each other. Temporal differences between 
immigrant parents and their children are giving way to new forms 
of re-articulating race, class, ethnicity and gender. This generation 
is generating itself. With new imaginings of Indian-ness and active 
reappropriations of the identifier, American, to encompass those 
with direct lineages, heritages, and loyalties elsewhere, Indian 
Americans are providing their own interventions into the history of 
the Indian diaspora. 

Neena's articulations, important because they rely on 
experience, and Mississippi Masala 's representations, significant 
because they gloss away experience, both create this new history 
and the new public sphere for the Indian diaspora and its progeny. 
In doing so, oral history and history-through-film are forms of 
discourse which produce new social identities and change the 
experience of migration and settlement. The continued 
proliferation of on-screen dramas and documented lived contexts 
reconceptualizes the experiences of daily life. The mobile, 
multiply-identified, and evolving nature of a diasporic subject 
reformulates a continually opening diasporic and epistemological 
space. The integration of Neena's story with the film's narrative 

48van der Veer (ed.), Nation and Migration: The Politics of Space in 
the South Asian Diaspora, I 5. 
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has opened the possibilities for formulations of history and 
transformations of identity. It has also called into question the 
nature of studying diasporic communities. The methodologies 
employed must be as multi-tiered as the content of the experiences. 
Diaspora studies cannot be maintained solely in area studies' 
programs which may focus either on the place of origin or on the 
place of settlement, or in disciplinary areas which are not open to 
making links with media studies, oral historical sources, and 
popular discourse. The latter forms an arena where diasporic 
subjects are representing themselves and being represented, as is 
the case with the film, the oral history, and this paper. As 
researcher, interlocutor, and diasporic subject myself, I see an 
imperative to include Neena's story and the film's representations 
as part of Indian, African and American histories thereby opening 
the epistemological universe to parallel the geographical universe 
of diasporas. Furthermore, I seek to question Mira Nair's telling 
enunciation, "What is home?" By asking the question, Nair 
positions confusion and angst of a marginalized victim above all 
other possibilities for a more empowered diasporic subjectivity. 



Combatting Colonialism: The Urdu Resistance 
Poetry of Muhammad Iqbal and Akbar 

Allahabadi1 

Syed Akbar Hyder 

This paper examines the Urdu resistance poetry of 
Muhammad Iqbal and Akbar Allahabadi, 
specifically their poetry pertaining to colonialism, 
women's education, and religious nationalism in 
the context of British presence in the subcontinent. 

In recent years, there has been a burgeoning literature 
dealing with the "epistemic violence" inflicted by the 
"Occident"on the "Orient." Drawing upon the Foucauldian 
analyses of the interdependency between power and knowledge, 
Edward Said, in his magnum opus, Orientalism, discusses the 
manner in which the Near East in general, and Islam in particular, 
were constructed as the West's Other. Said's work, along with 
the notions of hegemony formulated by the Italian marxist, 
Antonio Gramsci, have been applied to South Asia in innovative 
ways by scholars such as Gauri Viswanathan (Masks of 
Conquest) and Ronald Inden (Imagining India) . Whereas these 
works discuss spurious scholarship, shed light on the use of 
English literature by the British to "support them in maintaining 
control of the natives under the guise of liberal education,"2 and 
expose the nexus of "bias, power and knowledge" to generate 
"Orientalist discourse , "3 they do not delve into the strategies of 

Syed Akbar Hyder is a doctoral student in the Department of Near 
Eastern Languages and Civilizations at Harvard University . 

1I would like to thank Gail Minault, Mary Steedley, Roy 
Mattaheden, Corne! West, Lyn Miller, Faisal Devji, Valerie Turner and 
Nilufer Shaikh for their helpful comments on this paper. 

2Gauri Viswanathan, "The Beginning of English Literary Study in 
British India," The Post-Colonial Studies Reader, eds. Bill Ashcroft, Gareth 
Griffiths, and Helen Tiffin (London and New York: Routledge, 1995), p. 
434 . 

3Ronald Inden, Imagining India (Oxford: Basil Blackwell, 1990), p . 
36 . 
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resistance used by the colonized natives to combat "epistemic 
violence" perpetrated against them. 

That a significant portion of the Orientalist discourse 
denigrated Europe's Others as static and ontologically fallen, 
missing important characteristics of the evolved Western Self, can 
now be taken as a given. It is, however, only one dimension of the 
ideological hegemony. The sites of resistance to the West's 
domination is the other dimension. The study at hand is 
concerned with the resistance discourse of South Asian Muslim 
men and the dialectical complexity of the relationship between the 
colonizing and the colonized elites. 

As Rosalind O'Hanlon points out: 

Resistance---those moments in which the prizes and 
incentives of the dominant are refused, held 
inadequate or simply uncomprehended before the 
pressure of material want---leads us into the 
structures and appropriative tactics of the 
hegemonic itself, to demonstrate both the manner 
in which it works upon its object, and the limits of 
its power.4 

Barbara Harlow, in her comparative study of resistance literatures, 
discusses the two-fold role of poetry as a resistance device: 

The role of poetry in the liberation struggle itself 
has thus been a crucial one, both as a force for 
mobilizing a collective response to occupation and 
domination and as a repository for popular 
memory and consciousness.s 

From a discussion of Urdu resistance poetry of Muhammad Iqbal 
and Akbar Allahabadi, one can see the common resistance themes 
and symbols, as well as the Orientalist tapestry, into which the 
resistance discourse was often woven. The graceful position of 
Urdu poetry among the elites is enhanced by its ability to 
congenially accommodate a plethora of · symbols. The 

4Rosalind O'Hanlon, "Recovering the Subject: Subaltern Studies 
and Histories of Resistance in Colonial South Asia," Modem Asian Studies, 
22, l (1988) 221. 

5Barbara Harlow, Resistance Literature (New York: Methuen, 
1987), p. 34. 
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effectiveness of symbols that Zdzislaw Mach discusses is especially 
true in the case of Urdu poetry: 

Complex ideas, abstract values, subtle emotional 
associat ions when communicated in a nonsymbolic 
common language discourse which requires very long , 
complicated and difficult verbalization, would be 
incomprehensible for at least most of the people to 
whom the message is addressed. Symbols, on the 
contrary, communicate them in a synthetic, short way, 
al-'pealing directly to the emotions and semiconscious 
associations, and avoid intellectual elaboration. . 
Symbols are ceremonial, attractive and appeal to the 
sense of beauty .6 

This paper will reflect upon the manner in which Muhammad Iqbal 
(1877-1938) and Akbar Allahabadi (1846-1921), two eminent 
Urdu poet s of South Asia, utilized Urdu poetry as a symbolic 
response to British colonialism in South Asia. In the process, I 
hope to make problematic the acceptance of cliched categories and 
the masculine orientation of Urdu resistance discourse. 

Muhammad Iqbal and Akbar Allahabadi came from 
middle-class Muslim households and were exposed to an Islamic 
educational system as well as a British one. Although they wrote 
about the debilitating effects of colonialism on Indian society 
overall , the primary issues they addressed were those concerning 
South Asian Muslims. Both these men were born during a volatile 
period in South Asian history when any remaining semblance of 

. Mughal "glory" had come to an end, and British rule in India had 
been established. 

Iqbal became the most influential Muslim intellectual from 
South Asia, whose legacy to subsequent Muslim thought remains 
unsurpassed. In addition to his Urdu poetry , Iqbal wrote works of 
philosophy, politics, and religion in Persian and English. He 
studied at Cambridge, Heidelberg, and Munich, where he received a 
doctorate in religious thought. Iqbal utilized Urdu poetry as a 
medium to formulate issues related to Muslims and to resist the 
epistemological onslaught of the West. 

A significant source of Muslim misery, Iqbal believed, wa~ 
generated by European colonialism. When the Italian leader, 
Benito Mussolini , was demonized by several European countries in 

6ZcJ1.i slaw Mach , S1111bols. Conflict. and Identity: Essars in 
Political Anthropologr (New York: State University of New York Press. 
1993 ). p. 35. 
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the early I 930's, Iqbal viewed Mussolini as the logical outcome of 
Europe's crimes against humanity: 

Is the crime of Mussolini an aberration? 
The infallible Europeans are upset without a reason. 

Haven't you [the Europeans] broken the wills of the 
weak peoples? 

Who has created these strange spectacles, 
in which the kingdom remains without a [legitimate] 

king or rule? 

Under the veil of civilization, you [Europe] have 
perpetuated carnage and genocide.7 

In another cynically scathing criticism of the importation of 
European culture into the Muslim world, Iqbal, in the "Price of 
Civilization" writes: 

Europe is a buyer of all oppressed peoples, 
The church8 leaders have demonstrated their flair, 
by enlightening thoughts with electric lamps. 

But my heart is burning at the sight of Syria and 
Palestine, 

The Turks, after getting out of one oppressed hand , 
have been possessed by the claws of civilization.9 

This poem sheds light on some of the grave concerns of Iqbal and 
how he associated the Muslim plight with European colonialism. 
Iqbal holds the missionary zeal of Christianity responsible for 
utilizing the products of the industrial age, such as electricity, to 
lead people away from their indigenous cultures and overwhelm 
them by associating European technology with Christian virtues. 
Iqbal also mourns Europe's interference in the Middle East at the 
close of the First World War. The mandate system---which 

7Muhammad Iqbal, Kulliyat-i Iqbal (Delhi: Etekhad Publishing 
House, 1981 ), p. 149-150. 

8Muhammad Iqbal and Akbar Allahabadi use the word "church" as a 
symbol of Christianity in general. The imagery of this institution is used as 
a metaphor for colonialism. Iqbal and Akbar, at times, saw colonial violence 
as an extension of the Christian Crusades in the Middle East. 

91qbal, Kulliyat-i Iqbal, p. 615. 
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basically placed Syria under French control and Palestine under 
British auspices---is viewed as another example of European 
treachery aimed at controlling the destiny of the Muslims. Iqbal 
was further disillusioned by leaders like Mustafa Kemal Ataturk, 
who proved his valor against imperialism but nevertheless subjected 
the destiny of his country to cultural colonialism by separating 
politics from Islam and thereby causing, in Iqbal's eyes, a blow to 
Turkey's future. 

One reason for the policies of Ataturk, Iqbal believes, is the 
emergence of European-exported nationalism among Muslim 
peoples: 

Among the newly-created gods, the most significant is 
[the concept of] nation, 

It is clothed in the shrouds of religion . 

It [nationalism] has removed truth from politics, 
It [nationalism] destroys the house of the weak. 
It [nationalism] divides God's creation into nations, 
It [nationalism] cuts the roots of the nation of 
Islam.10 

Iqbal scorns the European-exported nationalism as a pernicious 
and divisive force that created further schisms among Muslim 
peoples by causing their chief allegiance to be to their nation 
instead of their religion . Iqbal grieved for Turkey's fate after the 
institution of Khilafat 11 was abolished and blamed the secular 
policies of Ataturk on the European-exported nationalism. He wa<> 
acrimonious toward this nationalism because he perceived its 
ideology as divorcing religion from politics. He held the view, as 

I OJqbal , Kulliyat-i Iqbal, pp. 160-161. 
11 Khilafat was an institution that was accepted by millions of 

Muslims around the world. The Khalifa, or the head of this institution, 
although only a symbolic figurehead in reality , was seen by many as a 
legitimate leader of the international Muslim community . At the close of 
the First World War, in which the Ottoman Empire sided with Germany, the 
British, who had "won" the War, abolished this institution with the 
assistance of secular-minded people of the Ottoman Empire, such as Mustafa 
Kemal Ataturk. For a more detailed account of the Khilafat movement in 
India, see Gail Minault, The Khilafat Movement (Columbia University 
Press, New York, 1982.); and Faisal Devji , "The Conquest of Identity: 
Muslim Nationalism in Colonial India," diss. , University of Chicago, 1992. 
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Muhammad Maruf points out, that nationalism and Islam are 
incompatible 

only when it [nationalism] begins to play the role of a 
political concept and claims to be a principle of 
human solidarity demanding that Islam should recede 
to the background of a mere private opinion and 
cease to be a living factor in the national life. 12 

Thus Muslims, according to Iqbal, should not permit any ideology , 
whether it be allegiarn:;e to one's country or love for one's ethnicity, 
to supplant Islam as the focal point of their identity . 

Iqbal regarded the emergence of Zionism, or Jewish 
nationalism, as another ominous manifestation of Europe's crimes 
against Muslim peoples . Although the state of Israel had not yet 
been established (in the I 930's), Muslim communities were quite 
aware of the pressure European Jews placed on the British 
government for an independent Jewish state and many Muslims 
percPived Zionism as a threat. Iqbal viewed the Jewish people as 
holding the "jugular vein of the West in their fi s t." 13 European 
civilization and its Christian components, Iqbal stated in one of his 
poems, is likely to fall prey to the growing Jewish influence in 
Europe : 

Threatened by premature death, this culture 
[European-Christian] is in a state of coma, 

It is possible that Jews might soon become the 
leaders of the Christian church. 14 

Iqbal argued that if Jews could claim control over Palestine by 
interpreting history in their favor, then Muslims had the right to 
demand Spain and other European countries they had once 
ruled. 15 

Iqbal perceived the European brand of nationalism as 
being predicated on an idea of a nation-state rooted in geography 
and subject to the whims of the majority . Such a notion was 
incongruous with Iqbal's vision for the future of Muslim people. 
The Muslims needed to form a nation---millat or qaum---based on 

12Muhammad Maruf, Contributions to Iqbal's Thoughts (Lahore: 
Islamic Book Service, 1977), p. 112. 

13Jqbal, Kulliyat-i Iqbal , p. 622 
14Jbid., p. 602. 
l5Jbid., p. 618. 
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the ideals of Islam. A sy mbol used by Iqbal to ex press th e 
poss ibility of a united Muslim communit y was that of an 
Abyss inian freedm an, Bilal. Iqbal ex pressed the hope fo r a 
cohes ive Muslim community by repeatedl y in voking the imag ined 
Bilal. Bilal, like the Indian Muslim, was considered by many 
Muslims from the "traditional" Islamic world as an outsider. 
Traditi ons abound in which Bilal was chided for his " fl awed" 
Arabic pronunciation but was nevertheless the favorite muez:::.in , 
caller to prayer, of the Prophet. Through hi s call to prayer. Bilal 
created a cohes ive community which linked Abyss inia with Persia: 

The kin gs and the paupers are obedient to that ca ll , 
which has been entrusted to the heart of Bilal from 

eternity. 16 

This ca ll compri ses a declaration of submi ss ion to no entity but the 
One, a belief in the message of Muhammad, and an injunction to 
all humans to serve Allah. Similar to Bilal's life, which wa5 
transformed from oppress ive servitude to Muhammad 's 
compani onship. a Muslim could asce nd to a better state by 
fo ll owing Bil al's example. When there is such a spiritually cohes ive 
tradition in Islam, Iqbal argued. why should any non- spiritual 
forces, such as race, language or sec tarian di visions fo rm the bas is 
of unity . These Islami cally-rooted nationali st views of Iqbal can 
onl y be understood by glanc ing at Briti sh India and the liminal 
Mu slim identity in it. 

The so lidificati on of Iqbal' s conviction that Muslims should 
be united on the basis of religion was shaped by several factors. In 
the first two decades of the twentieth century , when the perqui sites 
of democracy were being looked upon by the Congress party as 
desirable fo r India, the Muslims were wondering about their fa te as 
a minorit y. The Briti sh had achi eved a great vic tory by 
taxonomi zing Indian society into blocs of religious communiri es 
and th wart ing any serious challenge to the paradigm they had 
constructed. Each religion was basically led to believe th at its once 
glowing cou ntenance had been tarni shed. The origins were. or. 
mi ght have been noble. but the people had dev iated from the ri ght 
path . Albert Memmi. in hi s class ic , Th e Co loni;,er and th e 
Colon i;,ed. sheds light on the colonial need to have control over the 
collec ti ve memories of the coloni zed: 

Just as the bourgeoisie proposes an image of the 
proletariat, the existence of the colonizer requires that 

16[qbal. Ku /lirnt-i Iqbal. p. 241. 
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an image of the colonized be suggested . These images 
become excuses without which the presence and 
conduct of a colonizer, and that of a bourgeois, would 
seem shocking.17 

Each religion was basically led to believe that its once glowing 
countenance had been tarnished. The origins were, or, might 
have been noble, but the people had deviated from the right path. 

Hindu nationalists were imagining their "glorious" past as 
being rooted in the Scriptural traditions and in accounts of 
"great" rulers such as Harsha Vardhana and Ashoka . Hindus 
strayed from the scriptures, many argued, resulting in a Muslim 
take-tover. As Gyanendra Pandey points out, Hindu nationahsts 
argued for 

the need to build up Hindu unity and strength ... and 
for the need to cement Hindu unity precisely in order 
to develop an Indian national unity . Many of them 
[Hindu nationalists] suggested also that the period 
of Muslim rule that had existed before the coming of 
the British had more than a little to do with bringing 
about this Hindu decline and disunity . As a 
consequence, there was a distinctly anti-Muslim tone 
in the writings of some even of the most supposedly 
advanced and secular sections of the Hindu nationalist 
intelligentsia in the last quarter of the nineteenth 

18century .

Muslim discourse was not much different. 
Indian Muslims, such as Muhammad Iqbal, wondered 

about the decline of their own community. They too had a far
flung empire from Bengal to Spain. And like Adam, they had 
been expelled from their "glorious state." Vicariously speaking 
for Allah in "Jawab-i Shikwa," or "The Answer to the 
Complaint," Iqbal lists Allah's reasons for the Muslim plight: 

Waking up in the morning is a heavy burden for you [the 
Muslim people,] 

Your sleep is more dear to you than I am, 

17 Albert Memmi , The Colonizer and the Colonized (Boston: 
Beacon Press, 199 I), p. 79. 

18Qyanendra Pandey, The Construction of Communalism in 
Colonial North India (Delhi : Oxford University Press, 1992), p. 218. 
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The chains of Ramadan are too heavy for the [Mu slim] 
free spirit. 

Is this the essence of fidelity ') 
A qaum [nation] is founded on religious basis, 
If you are bereft of religion , then your existence 

will cease to be. 
If you don't have· a mutual compassion. then the 

assembly of stars will cease to be .19 

Muslims are scorned for neg lecting the basic duties of Islam such 
as ihe morning prayers and the Ramadan fasts . Those Muslims 
who are still following the Prophet Muhammad's message belong 
to the lower economic classes: 

Those who are arrayed in the mosques are poor, 
those who are willing to bear the hardships of fasting 
are poor. 20 

True Islam had, in Iqbal 's view, become the property of the poor . 
The rich were satisfied with the ritual aspects of rhe religion and 
indifferent to the true spirit of Islam. 

Iqbal believed that members of the Muslim community had 
created sects and schisms to further stifle Muslim progress and 
provide stronger underpinnings for colonialism. These schi sms 
had weakened the originally strong Islamic infrastructure : 

All Muslims share their profits and losses, 
all Muslims share their Prophet and religion, 
all Muslims share the holy Kabah, Allah , and the Qur'an. 
Was it so difficult for Muslims to be united? 
But there are sects and there are castes! 
Is thi s the route to progress in the world')21 

Iqbal ends his "Jawab-i Shikwa" with a suggestion that would, in 
his opinion. rescue Muslims from their contemporary plight: Be 
faithful to the message of Muhammad. For this will bring Muslims 
closer to God. The examples of the Prophet of Islam, along with 
the examples of a selected group of his family members and 
companions can salvage the degenerating lifestyle of Muslims . He 
juxtaposed eclectic elements of European philosophy with 

19Iqbal, Kulliyat-i Iqbal . p. 202. 
20Ibid. 
21Ibid . 
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traditional Muslim sources of inspiration to lay the foundations of 
a revived Islamic state. Drawing from the works of influential 
European philosophers such as Immanuel Kant ( 1724-1804), 
Johann Wolfgang Goethe ( 1749-1832), Freiderich Nietzsche 
( 1844-1900), and Henri Bergson ( 1859-1942), Iqbal created a 
montage of images that were congruent with his vision for the 
future. Much of the European philosophy was appropriated and 
shown to be present in the writings and deeds of the paradigmatic 
Muslim figures---the Prophet, his daughter Fatimah, her two 
children, her husband Ali and other companions of the Prophet--
and Urdu and Persian poets such as Mirza Ghalib and Mawlana 
Ru mi. 

Frantz Fanon considers this strategy of resistance, whereby 
colonized intellectuals look to the past for guidance, as a common 
strategy in colonial societies : 

There is a tendency to bring conflicts up to date and 
to modernize the kinds of struggle which the stories 
evoke,together with the names of heroes and types of 
weapons.The method of allusion is more and more 
widely used. The formula 'this all happened long ago ' 
is substituted with that of 'What we are going to speak 
of happened somewhere else, but it might well have 
happened here today, and it might happen 
tomorrow.22 

Iqbal , through his panegyrics for the Prophet, the Prophet's family 
and companions, reinterprets Islamic historic events so that they 
correspond to his ideals of the future. The extensive use of the 
images of the family of the Prophet was destined to have a special 
resonance with readers who had been reared to regard this 
household as the apotheosis of virtue. 

Iqbal's use of early Islamic history, in which he idealized 
the Prophet daughter, Fatimah, as the best of women, can also be 
seen as a means of resistance to Western-style education for 
women. Perceiving men to be the "guardians" of women23, 

Iqbal does not believe that a few shreds of Western-style 
education can "breathe life into the dead bodies of Muslim 
women." Although women's education was a necessity, western 

22Frantz Fanon , "National Culture," The Post-Colonial Studies 
Reader, eds. Bill Ashcroft, Gareth Griffiths , and Helen Tiffin (London & New 
York: Routledge, 1995), p. 155. 

23Jqbal , Kulliyat-i Iqbal , p. 558. 
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education for women was bound to degrade women instead of 
enhancing their status.24 Reflecting upon English education of 
women, Iqbal writes: 

Girls are studying English, 
The qaum has found a path to salvation, 
The way of the West is preferable to them, 
The way of the East is viewed as a sin, 
What scenes will comprise this drama? 
The eye is awaiting the lifting of the curtain.25 

"English education," "the way of the West," "scenes" and 
"drama" are all meshed together and work cumulatively around 
the imagery of skepticism. Education of women in accordance 
with the desires of the colonizer was nothing but a sham, a 
"drama," for Iqbal. "Lifting of the curtain," an image from 
drama, can also be read as a metaphor for bringing women out of 
the veil. 

The criticism levelled against Western-style education for 
Muslim women provides a good transitional point from a 
discussion of Muhammad Iqbal's poetry to that of Akbar 
Allahabadi. Akbar gained employment in the government service 
as a lawyer and judge, respectable positions to which many middle
class Indians aspired. Akbar witnessed in his lifetime a steady 
growth of British power in India with all its concomitant effects. 
He had felt the negative impact of the Raj in his own personal life 
and wove the upheavals of his personal life with the larger story of 
his country in the genre of satire. 

One satire of Akbar that can be considered a manifestation 
of his view of the British-Muslim encounter is entitled "The 
Church's Lightning."26 Written in 1907, this satire, with sardonic 
overtones, depicts the narrator's encounter with a British woman at 
a church. The narrator, a Muslim man, has fallen in love with a 
British Christian woman . The narrator begins with the description 
of the woman's physical "beauty." Especially evident to the 
narrator is the shape of the woman's breasts, which she flaunts . He 
then proceeds to discuss her overtly friendly mannerism which is in 
sharp contrast with the modest behavior of Indian women in the 

24Nasrin Akhtar, Iqbal aur Vujud-i 'Zan (Lahore: Idara-yi Tahqiq va 
Tasnif Pakistan, 1978), p. 62. 

25Jqbal, Kulliyat-i Iqbal , p . 283. 
26Akbar Allahabadi, lntikhab-i Ka/am-i Akbar ed. Ghulam Husain 

Zulfiqar (Lahore: Maktaba-i Urdu Digest, 1966), pp. 172- 174. 
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context of their relationship with males. The metaphor of fire is 
used to refer to the woman's brazen speech: 

[Her] speech was so hot that it flared the fire, 
[Her] voice was so appealing that it embarrassed the 

nightingale. 

Paradoxes flow into each other. Although her speech is overtly 
appealing and similar to that of the nightingale, it hides an 
insidious fire that can cause grave damage: 

[She] can burn [Muslim] piety by the fire of beauty, 
[She] can generate lightning through a smile. 

The "fire of beauty," though it might be appealing in this life, is 
deadly for the hereafter. For it transforms Muslim piety, as quick 
as lightning, into ashes and hence leads Muslims to the fire of hell. 

In this allegory, the Indian Muslim man who is at a church 
(it is not clear whether he is visiting the church or whether he has 
completely abandoned his faith in favor of Christianity) subjects 
himself to every whim of the British woman and asks her to ma:rry 
him by showering praise on her and her culture: 

O! the spring of nature's garden, 
may my [the Muslim man speaking] wealth, honor and 
faith be sacrificed at your [the British woman's] feet. 
If you [the British woman] take a vow to become mine 

[the Muslim man speaking,] 
My heart [the Muslim man speaking] will be as though it 

has received the whole world. 

The woman bluntly rejects the proposal by expressing disgust at 
the history of this man : 

It is impossible for me [the British woman speaking] to 
have affection for Muslims, 

for their tales stink of blood. 

In the satire, there are allusions to those time periods when Muslims 
had conquered "Christian" lands and had defended their "own" 
lands against Christian crusaders. It is obvious that the past is fresh 
in the British woman's memory , and she wants to avenge it in some 
manner. But for the Muslim man, history is history---a thing of 
the past, a thing to be forgotten. He assures the woman that all the 
great Muslim warriors belonged to bygone eras and the 
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contemporary Muslim community is nominally Muslim. The 
belief that Muslims have any real power is just an illusion: 

Think of my [the Muslim man speaking] Islam as a tale of 
the past, 

She laughed and said: Consider me yours [the British 
woman speaking to the Muslim man] 

The Muslim man thus wins her by forsaking his own faith and 
culture. The British woman refuses to compromise on any point 
whereas the Muslim man does nothing but compromise . The 
poet's tone in the satire makes it clear that Akbar believed that the 
only way to assimilate into the British cultural milieu was by 
abandoning Muslim culture. Akbar is as harsh on the Muslim man 
as he is on the British woman. The British woman is manipulative 
and the Muslim man is depicted as a fool. The poem as a whole 
charts not just the expression of one man abandoning his culture 
but the British undermining of an entire way of life. British 
women and Christianity are seen by Akbar as agents at the disposal 
of the British empire to subjugate Indian Muslims. Akbar uses the 
metaphors of lightning and fire to reflect upon the paradoxical , at 
times ambiguous, nexus between civilization and destruction. 
enlightenment and ignorance, British women and Muslim men . 
Fire and lightning can cause things to be manifested for a moment. 
But then these forces can wreak havoc . 

Akbar reproaches the British for being deficient in 
religious background and using Christianity as a tool to strengthen 
their rule. The word "church" in this satire lends an air of 
cunningness to the British strategy. The church, for the British , is a 
launching point for their rule in India . To Akbar, this strategy is 
deplorable. Akbar points out in his other satires that the British 
had corrupted the message of Jesus (who is a Prophet in Islam) and 
had cut God himself into three pieces, the Trinity: 

The Europeans can instill anything in the hearts, 
and slander whomever they wish . 
Beware of their cunningness, Akbar, 
Who are you? They can cut God into three pieces.27 

When God can be treated in this manner then why would the 
British have any remorse about dividing up the people of India? 

27Akbar Allahabadi . Kulliyat-i Akbar Allahabadi Volume I, ed . 
Lisan-ul-Asr (Karachi: Punjab Publishers), p. 1097. 
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Akbar scorns gullible Indians whom he believed were 
fooled by the technology of the British, for sinking into this 
quagmire. One such Indian, Akbar believed, was his own son 
Ishrati. When Ishrati went to England in the early twentieth 
century, Akbar had hoped for his son to gain further education 
and thus be well-rounded in both worlds: the Inda-Muslim and the 

Westem.28 But Ishrati, according to Akbar, abandoned his 
indigenous culture and adopted British mannerisms. (Akbar had 
heard rumors that Ishrati had gotten involved with a British 
woman.) Akbar's most famous satire is the one in which he rebukes 
Ishrati for his unreflecting celebration of Western culture: 

Oh Ishrati ! You have forgotten the taste of your 
home's love, 

After being exposed to the environment of England, you 
have forgotten the promise of fidelity [you made to 
your father.] 

After entering the hotel, you cared less for Id [Muslim 
festival,] 

After tasting the cake, you forgot the traditional 
dessert [which is cooked on the day of Id.] 

You forgot your parents in the tumult of strangers, 
The shadow of infidelity has been casted [upon you] and 

you have forgotten the light of God. 
So enamored have you become of the wax mannequins 

[English women,] 
that you have forgotten the coquettish fairies of 

India. 
In how many ways have you given sorrow to [my] delicate 

heart, 
have you forgotten the trial of doomsday [in which you 

will be questioned about your deeds]? 
You have become frugal in dispensing fidelity to 

your countrymen, 
have you forgotten everything that was bequeathed to 
you by your elders? 
Such a penchant you have for the imitation of the 

West, 
that you have forgotten your true origins. 

28Jt was quite common for upper-class and upper middle-class 
Indians to send their children to Europe to gain further education and thereby 
receive assurance for a comfortable life in future service of the Raj. 
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Why is it surprising that the children have forgotten 
the home, 

When the elders have forgotten the way of God's 
religion ?29 

British cultural products such as hotels, cakes, and wax 
mannequins are used by Akbar as satirical devices and are made 
strange so as to yield up their cultural peculiarities. The poet looks 
upon these products with disdain and reduces the British culture to 
a level that can be symbolized by hotels and cakes. The use of 
devices such as hotels conjures up images of the very impersonal 
British family environment perceived by the poet in contrast with 
the intimate family ties that the "East" supposedly had . Wax 
mannequins evoke the image of superficiality that Akbar believes 
is intrinsic in the British culture. 

Behind the veneer of so-called education and culture, 
Akbar believes that the Britishers are ignorant and unable to 
comprehend the essence of eastern education, eastern etiquette and 
Eastern mysticism. For example, Akbar discusses an 
Englishwoman's reaction to a famous mystical story in Islam: 

When the lively "miss" heard about the story of Mansur, 
(S he said) what a bunch of fools, why did they hang an 

in sane man.30 

Mansur al-Hallaj is considered the paradigm of ultimate love in 
mystical Islam. His dee laration in mystical frenzy , " I am the 
Truth." cost him his life in tenth-century Arabia. The rulers who 
sentenced Hallaj considered the mystic mentally deranged and 
threat to the established institutions. But to thousand s of poets and 
intellectual s of subsequent generations, Hallaj became the ultimate 
hero , the paradigm of love, and a source of emulation. Those who 
doubted his sanity were themselves considered misguided . 
Mawlana Rumi (1207-1273), the greatest my stical poet in Islam 
and an inspiration to both Iqbal and Akbar, also mocked the 
" ignorant" for sending Hallaj to the gallows: 

It was Mansur who was sent to the gallows, 
due to the belief of the ignorant. 

29Akbar Allahabadi. Kullirnr-i Akbar Al/ahabadi Volume f, p. 205. 
·' 0Akbar Allahabadi. !11rikiwb . p. 260. 
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So Akbar, like Rumi, aligns Hallaj's killers with ignorance . He 
mocks the English intellect by categorizing it with the killers of 
Hallaj hence making it inferior. 

Akbar also ridicules the logic, which he believes is spurious, 
used by the British in interpreting Islamic and Indian history and 
culture. Although the woman discussed in the last paragraph 
agrees that Hallaj should not have been hanged, her reasoning 
stems from sheer ignorance of Hallaj's significance. Instead of 
defending Hallaj's belief, she views him as an insane man who 
should be dealt with in other ways, i.e., confined to a sanitarium or 
just removed from the midst of "civilized" people. 

The Western woman, who Akbar often refers to as "miss," 
is a somewhat diabolical character in his poetry . A pivotal agent of 
colonialism, she seeks to subvert the traditional Indian order. 
Using her white skin and "friendly" mannerism, the Western 
woman in Akbar's satires entices naive Indian men away from their 
origins. Such a "miss" is poetically pitched against the " idea I" 
Muslim woman , the "begum:" 

Although the brazen perfume of 'miss' is very good, 
The Begums' hennaed perfume is something else [not 
comparable.] 31 

Akbar's "begum" conceives of the "miss" as unreliable and 
capricious whereas the "miss" views the " begum" as uneducated 
and insulated from the outside world. These characteristics of the 
"begum" are Akbar's ideals for feminine behavior. Once the 
boundaries of these expectations are crossed then women begin to 
degenerate: 

Hamida [an allegorical character], had not winked32 

when she had not learned the English 
language, 

Now she is th~ light of public gatherings [metaphor 
often used for prostitutes]; in the past, she wa<; 
the light of her house [metaphor often used 
for ideal wives .]33 

31 Jbid. , p. 228. 
32Winking is a sign of immodesty and is thus considered 

inappropriate for women. 
33Akbar Allahabadi, !ntikhab, p. 244. 
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The English language is seen as an insidious evil as far as women 
are concerned for it transforms housewives into prostitutes. Indian 
women must therefore be protected from the western-style 
education in which thev have to leave the house in order to achieve 
"enlightenment." · 

In Akbar's satires, Muslim woman is an important part that 
comprises the Self of the Muslim man. This woman is idealized 
and essentialized in order to counter the antithesis of the Self, the 
Other (British colonizer.) The British woman, a vital agent of the 
Other. has to be demonized for the sake of lending legitimacy to 
resistance against the Other. Akbar thus projects onto the agent of 
the Other the elements of sexual licentiousness and cultural 
subversion. He devises a universal vision of the British colonizer 
by shedding light on the particular agents of the colonizer---the 
British women. hotels. cakes and spurious reasoning. These are apt 
images. epitomizing the pre\·ailing feelings of disgust , fear. and 
subjugation that Akbar associates with the British presence in India. 
By using one-liners, he alludes mockingly to different aspects of 
the British rule. 

The intensely metaphorical language of the satires gives 
Akbar a fitting vehicle of expression in which he juxtaposes 
vari_ous popularly perceived essentialized elements of the western 
world and shows their svmbolic connections. Akbar's deft 
registration of popular per~eptions of British rule can also be 
considered resonant of religiously-rooted nationalist sentiments 
manifested in the writings of Muhammad Iqbal. Akbar's satires 
and other .. serious" genres of Urdu resistance poetry proceeded 
side by side. in a symbiosis of reciprocal influence. With the 
assistance of "print capitalism:·3-1 the poet-intellectuals of South 
Asia were able to purvey tlietr thoughts to the literate audiences. 
many of whom accepted such literature as a commentary on events 
of their time . 

Akbar's satires along with Iqbal's poetry can be seen as part 
of South Asian resistance literature for they were intended to 
undermine British rule in India. Although Akbar and Iqbal are 
critical of the power relationship of the ruler-ruled that existed 
between the colonizing British and the colonized "Indians," they 
ignore and thus contribute to the perpetuation of other power 
relationships in which both British women and Indian women 
remain subjugated. It is as though colonialism were solely a 
friction between two groups of men: the British and the Indian. 

34For a more detailed di scussion of the role of print technology in 
the promotion/generation of national consciousness. see Benedict Anderson. 
Imagined Co1111111111ities (London: Verso. 1983.) 
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The British women were agents of "their" men and the Indian 
women were possessions of "their" men. Akbar and Iqbal 
demonized the agents by attributing to them the most loathsome 
features of their culture while attempting to "protect" their own 
possessions (Muslim women) from the colonizer as well as his 
agents. 

Akbar and Iqbal's poetry is also an apposite example of 
Inda-Muslim nationalist discourse. Working within the 
essentialized categorical milieu foisted upon the Indians by the 
British, these nati_onalists worked to undermine this very milieu. In 
so doing, they accepted many apologias provided by the British for 
the Raj as given (these included perceptions of decline of once 
glorious Muslim rule) and utilized developing technology in areas 
such as printing for their own advantage. Through the use of 
literary genres such as the satire and elegy and with the assistance 
of printing presses, "imagined communities":l.'i comprising middle 
and upper class Indian Muslims were created and mobilized against 
the British Raj. 

The British in South Asia aspired to rid that society of a 
multitude of things they conceived as evil. The treatment of Indian 
women by Indian men was one such issue that called for British 
pity. After passing a law against sati (a practice wherein Hindu 
widows would burn in their husband's funeral pyre) in 1829, the 
British were confident that they could take upon a heavier share of 
the white man's burden and bring the blessings of civilization to the 
darker races. In order to do so, it was essential to reform the 
women who were the mothers, wives and daughters of the men with 
whom the British were likely to deal. Since British men were 
unable to infiltrate into the zenana because of religious and 
€Ultural constraints, they sought assistance from British women. 

Antoinette Burton reflects upon the civilizing mission of 
the British women: 

By imagining the women of India as helpless colonial 
subjects, British feminists constructed · the "Indian 
woman" as a foil against which to gauge their own 
progress . . . middle-class feminists deliberately 
cultivated the civilizing responsibility as their own 
modern, woman.ly, and largely secular burden because 

35Benedict Anderson , p. 46. 
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it affirmed an emancipated role for them in the 
imperial nation-state.36 

Alleviating the "misery" of the Indian women became a challenge 
that both the male colonizer and the female British reformers 
welcomed. Annie Van Sommer and Samuel Zwemer, British 
missionaries in India, wrote about the evils that were particular to 
Muslim households: 

The purdah system is one that brings with it terrible 
evils, and yet it is a system to wnich those who 
apparently suffer from it most, cling the most closely 
.. Though individual women will often speak of their 
many troubles they rarely mention their isolation, and 
truly pity those of other nations who are not taken 
equal care of. With education this aspect of affairs will 
change ... Though the Mohammedans in South India 
are backward and full of things to be deplored, yet 
they are innocent of many things which are evidently 
carried on in other Mohammedan countries.... where 
education spreads and where Christianity, 
unconsciouslyperhaps, permeates the whole, there is a 
brighter day dawning for Islam.37 

It was this "brighter day" that the Muslim intellectuals 
such as Akbar and Iqbal dreaded. Although this kind of British 
rhetoric made them apprehensive of the possibility of losing 
control of the zenana, it also made it necessary for them to seek 
alternatives to the proposed British panaceas . But the manner in 
which Iqbal and Akbar wanted Muslim women to be educated was 
somewhat different from the British. Muslim intellectuals were 
eclectic in their appropriation of "Western" values for the use of 
Muslim society. Whereas Immanuel Kant's categorical imperatives 
and Nietzsche's "Super Man" could be assimilated by Iqbal into 
the notions of the ideal Muslim society, the "liberation" of women 
was by and large considered incongruous with the Muslim vision 
of the future. Iqbal and Akbar wanted Muslim women to act 

36Antoinette Burton , "The White Woman 's Burden," Westem 
Women and Imperialism , eds. Nupur Chaudhri and Margaret Strobel 
(Bloomington: Indiana University Press, 1992), pp. 137-139. 

37Annie Van Sommer and Samuel Zwemer, Our Muslin1 Sisters: A 
Cry of Need from Lands of Darkness, Interpreted by Those who Heard ft 
(New York: Fleming H. Revell Company, 1907), pp. 254-262. 
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within the norms of their community and receive the education that 
the ideal women of Islam received and not the one that the British 
pro.posed. 

Although the colonizer and the colonized seem to contend 
for primacy in defining what counts as an ideal education for 
women, the reasons for women's education basically remained the 
same for both of them. As Colin Mackenzie, an agent of the 
British Raj, puts it: "We [the British] educate our women so that 
they may be good wives and mothers, for a man can hardly be a 
good man without a good mother."38 This reason could have very 
well been given by Iqbal or Akbar. 

Hence the masculine discourse of feminine education can 
also be seen as a part of the discourse of resistance to colonialism. 
The colonized males were willing to go only a certain distance on 
the path set by the British for the solutions of indigenous 
"problems." As Partha Chatterjee, in his seminal work on Indian 
women's education and the male nationalist perspective, puts it : 

The material/spiritual dichotomy, to which the 
terms 'world' and 'home' corresponded, had acquired . 
. . a very special significancein the nationalist mind . 
The world was where the European power had 
challenged the non-European peoples and, by virtue 
of its superior material culture, had subjugated them. 
But it had failed to colonize the inner, essential, 
identity of the East which lay in its distinctive, and 
superior, spiritual culture. That is where the East was 
undominated, sovereign, master of its own fate ... No 
encroachments by the colonizer must be allowed in 
that inner sanctum.39 

Iqbal and Akbar saw this "Inner sanctum," the repository of 
tradition, the provider of children~s educarion, as a sanctified 
territory that had been temporarily sullied and could be reformed 
by looking back to the great Islamic women. By dictating the 
terms of women's education and reform, these men were protecting 
those fragile traces which were perceived to be endangered by the 

38Quoted in Janaki Nair, "Uncovering the Zenana," in Expanding 
the Boundaries of Women's History , eds. Cheryl Johnson-Odim, Margaret 
Strobel (Bloomington: Indiana University Press, 1992), pp. 33. 

39Partha Chatterjee, "The Nationalist Resolution of the Women's 
Question," Recasting Women, eds. Kumkum Sangari and Sudesh Vaid (New 
Brunswick: Rutgers University Press , 1990), pp. 239. 
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imminent colonial erosion. The male rhetoric regarding women's 
education, to some extent, was not about women but about the way 
that men tried to map out thei r sense of themselves in the colonized 
world . 

So ironically, the Mu slim male perceptions of women's 
education can also be seen as a part of the dominatirrg discourse . 
For the teleolog ical reasoning behind women's educaTion was so 
that ideal wives, mothers and daughters could be produced. Men 
had the right to set the terms for what was in the best interest of 
women and the soc iety as a whole. The women, as Gayatri Spivak 
points out , can thu s be seen as "doubly subjugated:" subjugated 
by the colonizers (males and females) and subjugated by the 
colonized men .40 

It is what James Scott would consider a form of "public 
tran sc ript" or "the open interaction between subordinates and 
those who dominate"41 that has been under discussion in this 
paper. By looking at the salient aspects of the Urdu poetry of 
Muhammad Iqbal and Akbar Allahabadi, we are able to observe in 
microcosm the underl ying themes of Urdu res istance literature . 
First of all. in order to combat the Briti sh epistemic assault on Islam 
and India through essentialized notions, Iqbal and Akbar also used 
the weapon of essentialism. However, this essentialism was 
different from the kind of essentialism used by the British by virtue 
of being the subordinate in the power relationship between the 
West and the East. Whereas British essentialism was used to rule 
over a people and exploit them, the essentialism used by Iqbal and 
Akbar was used to resist the Briti sh domination. Gayatri Spivak 
refers to this kind of essentialism as "strategic" and notes: 

But it is not poss ible, within discourse, to escape 
essentializing somewhere.The moment of essentialism 
or essentialization is irreducible. In deconstructive 
critical practice, you have to be aware that you are 
going to essentialize anyway. So then strategically 
you can look at essentialisms, not as descriptions of 

40Gayatri Chakravorty Spivak, "Can the Subaltern Speak?: 
Speculations on Widow Sacrifice ," Wedge 7(8) (Winter/Spring) 129. 

4 1James Scott, Domination and the Arts of Resistance (New Haven : 
Yale University Press, 1990), pp. 2 . 
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If one subscribes to Spivak's argument, the essentialism used by 
Akbar and Iqbal can be seen as strategic because it is directed by 
the colonized toward the political goal of liberation from the 
colonizer. Hence, as Homi Bhabha claims, resistance to 
colonialism entailed appropriating strategies used by the colonizers 
and turning on the colonizer his own strategies.43 Since the British 
had relied on heavily gendered representations of their rule and 
semanticized India as a woman's body ,44 the native male resistance 
to colonialism, especially in the case of Akbar, . also partook of the 
gendered discourse between the colonizing and the colonized 
males. 

Jn many of the Briti sh assumptions, poet-intellectuals like 
Iqbal and Akbar participated vicariously, as is made clear in their 
poetry. Although such strategies might have served certain 
"strategic" interests at the time, they became problematic in 
subsequent years. Religious nationalism led to territorial 
nationalism. The qaum or mi/lat needed more than Bilal's prayer 
call to come into being. !he notion that people from different 
classes, regions, sects and language backgrounds could all be 
united under the auspices of Islam, might have been strategic, 
forced, or necessary for the time but it now seems like a naive wish 
for something that never wac; and is never likely to be. By using 
the critique of the West and the nostalgic discourse of th12 bygone 
eastern days as a means to create a self-image of the "Muslim 
community," Iqbal and Akbar buttressed, intentionally or 
unwittingly, ~he "two-nation theory" which viewed India as 
constituting two separate peoples---the Muslims and the Hindus. 
Britain had used this theory to divide and rule the Indian masses. 

42Gayatri Chakrovorty Spivak, The Post-Colonial Critic: 
Interviews, Strategies. Dialogues Ed. Sarah Harasym (New York and London: 
Routledge, 1990), p. 51. 

43Homi Bhabha, "Signs taken for Wonders: Questions of 
Ambivalence and Authority under a Tree outside Delhi , May 1817," Critical 
Inquiry 12, no. I (Autumn 1985): 18-36. 

44For a more detailed discussion of the gendered nature of 
colonialism, see Sara Suleri , The Rhetoric of English India (Chicago: The 
University of Chicago Press, 199.); and Thomas Metcalf, The Ideologies of 
the Raj (Cambridge : Cambridge University Press, l 995.) 
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f,.fter formal British rule was over, the same theory intensified 
India's divisive9ess and has led to carnage and genocide . For both 
Hindu and Muslim nationalism needed the Other to define the Self. 
The Other had to be demonized in order for its subjugation to be 
legitimized. The dichotomized milieu foisted upon South Asia by 
the British was used by Indian nationalists to resist colonialism. 
But the nationalist acceptance of South Asian society as composed 
of monolithic religious blocks proved to be problematic. 
Commonalities among religions, such as those manifested in the 
confluence of a number of Bhakti/Sufi practices, were neglected in 
favor of rigid divisions along ambiguous religious lines. The 
"Hindu-Muslim," "India-Pakistan" problems that plague "post
colonial" South Asia have roots in the categorical milieu created 
by the British and the nationalist (religious or territorial) 
acceptance) whether strategic or not, of such a milieu. The evil that 
colonialism has done lives on . Ironically, those who attempted to 
fight this evil, such as Muhammad Iqbal and Akbar Allahabadi, by 
not questioning certain colonial categories, seem somewhat 
complicit in the perpetuation of this evil. Retrospectively, we can 
say that resisting colonialism/imperialism must entail an 
interrogation of the entire colonla1/imperial infrastructure---its 
capitalistic agenda, its civilizing mission, its scientific blessings, its 
quelling of the subalterns, and its neat, categorical explanations. 



Book Review 

Ideologies of the Raj: The New Cambridge History of India, 
Volume 111(4). By Thomas R. Metcalf. Cambridge: Cambridge 
University Press, 1994. Pp. xii, 244. 

This book, by an eminent historian of South Asia, is a fine 
tout through the ideological formulations by which the British 
sought to legitimate the Raj. It updates the old standard works- G. 
D. Bearce's British Attitudes towards Indian, 1784-1858, and 
Francis Hutchins' The Illusion of Permanence- and also ably 
complements Ronald lnden's more philosophical work, Imagining 
India .. 

Metcalf sets out his parameters very clearly : the book 
examines British ideas, and in no way attempts to deal with the 
Indian responses to them, which, as he rightly observes, would 
require a separate volume. One can only hope that the editors of 
the Cambridge series will take note of this by commissioning just 
such a volume. The author develops the thesis that no single, 
coherent set of ideas informed the British vision of India. Rather, 
he advances the notion that at the heart of British notions of India 
was " ... an enduring tension between two ideas, one of similarity 
and the other of difference, which in tum shaped differing 
strategies of governance for the Raj."(p.x) In this way, the book 
provides a useful corrective to some of the more monolithic 
analyses of "imperialist discourse", such as those ofered by Said 
(Orientalism) and Suleri (The Rhetoric of British India). 

The foundation of British ideas of ruling India was built 
upon ideas that Indians were different and therefore inferior to 
Britons. According to this view, India was a changeless land of 
village communities, and since, in the liberal ideology, change 
meant progress, India, by virtue of its changelessness, was 
stagnant. India was also racially degenerate, because of the 
mingling of the virile Aryan invaders with the Dravidians. This 
racial degeneration " effeminized" Indian society, and the only 
remedy was to submit to "masculine" British rule. Though each 
of these characterizatians was rationalized in terms of "scientific" 
theory, they each possessed an element of similarity. Aryan 
racial theory tied Briton and Indian to a common origin, as did 
Maine's notion of a village community and Lyall's conception of 
India as feudal. Indeed, as Metcalf points out, India's present 
was seen as Europe's- and especially England's- past. 
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Once they had created "difference", the British set about 
"ordering" it, by creating a taxonomy of control. The division of 
India into distinct Hindu and Muslim communities Metcalf 
attributes to the British need for administrative clarity, but he also 
points out that the British belief that, in these religions belief also 
defined community , had much to do with the construction of 
communalism in South Asia. It is a point of which Hindu and 
Muslim fundamentalists in India should take note. In a similar 
fashion, the author briefly touches upon the "martial race theory" , 
which determined recruitment into the Indian Army. Indian 
communities were classified on the basis of whether or not they 
were martial. Metcalf points out that the criteria for martialisty were 
often created by the British, as in the case of baptism for marital 
Sikhs. 

This book represents a fine synthesis of a vast arrary of 
secondary material dealing with the intellectual history of Britain's 
Indian Empire. Especially interesting are Metcalfs analyses of the 
thirteen illustrations that grace the book . Clearly-written and well
argued, the book will be indispensable to undergraduates, graduate 
students, and to instructors wishing to better understand the 
complexity that was colonial India. The fact that it does not have a 
satisfactory conclusion is a minor criticism, wholly mitigated by the 
clarity of exposition in each of its six chapters. 

Chandar S. Sundaram 
McGill University 
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