
EXAMINING PAKISTANI IDENTITIES IN NON-

WESTERN CINEMA IN THE POST 9/11 

LANDSCAPE 

by 

Filza Naveed 

 

 

 

 

A thesis submitted to the Program of Cultural Studies in conformity with the 

requirements for the degree of Masters of Arts 

 

 

 

 

 

 

 

 

 

 

 

 

Queen’s University  

Kingston, Ontario, Canada (August, 2015) 

Copyright © Filza Naveed, 2015 



Abstract 

Pakistanis in Hollywood films and U.S. television shows have largely been depicted as a 

threat to the western world. Television shows such as Homeland and Numbers, and films 

like G.I Joe and Zero Dark Thirty, have depicted Pakistani characters as terrorists and as 

one-dimensional characters, lacking depth. Their screen portrayal has been particularly 

negative after 9/11/01. Given that most Pakistanis identify themselves as Muslims, 

Pakistanis in the U.S. have been automatically subjected to racial profiling and 

surveillance by the U.S. state apparatus following the September 11 attacks. As a 

Pakistani studying in North America, I decided to focus my MA research on exploring 

this fractured identity in the post 9/11/01 landscape. I chose to do this through films as 

they inform people’s interpretations of the world, of themselves, and of others. This 

thesis will review non-Western films, which I argue, offer a counter narrative to 

mainstream Hollywood’s treatment of Pakistanis. I will be examining two international 

co-productions, Khuda Ke Liye (2007; Pakistan and USA) and The Reluctant 

Fundamentalist (2012; USA, UK and Qatar). Both films depict the experience of the 

Pakistani “Other” in the U.S., immediately following the 9/11/01 attacks. This paper will 

review the ideological messages of both films, and analyze how the films portray their 

Pakistani protagonists. Through examining these non-Western films, I will show that 

such cinematic works can offer a global resistance, and a global solidarity, against the “us 

versus them” narrative prevailing in American entertainment. I thus investigate how these 

international co-productions viewed the 9/11 attacks while also considering the impact it 

generated on the lives of Pakistani Muslims living in the West.  
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Chapter 1 

Introduction 

Setting the stage 

Popular culture operates as a site through which people form interpretations of the 

world around them, and of others.
1
 Scholars such as Ella Shohat and Robert Stam note 

that, “The cinema, as the world’s storyteller par excellence, was ideally suited to relay the 

projected narratives of nations and empires. National self-consciousness…became linked 

to cinematic fictions.”
2
 Cultural products such as films, books and magazines shape 

government policies and society and in recent years, the use of such cultural tools, rather 

than force, has enabled the United States (U.S.) to export its way of life to “third world” 

countries. As a Pakistani studying in North America, I became aware of the pervasive 

influence of popular culture on my home country and on my own sense of identity when I 

first came to Canada. People around me were surprised to discover that I could speak 

English and knew about all the latest American films, television shows and celebrities. I 

became aware of the power of cultural imperialism and how culture and foreign policy 

are intertwined. This awareness led me towards a project that would highlight the 

intersections between Pakistani identity, film imaginaries, the US state apparatus and US 

foreign policy towards Pakistan. I specifically wanted to study Pakistani identity depicted 

through cultural works such as films given how they inform people’s commonsense 

                                                        
1Rebecca L. Stein and Ted Swedenburg, “Introduction: Popular Culture, Transnationality, and Radical 

History,” in Rebecca L. Stein and Ted Swedenburg ed., Palestine, Israel and the Politics of Popular 

Culture (Durham and London: Duke University Press, 2005), http://reader.dukeupress.edu/palestine-israel-

and-the-politics-of-popular-culture/10, p.1 
2 Ella Shohat and Robert Stam, Unthinking Eurocentrism: Multiculturalism and the Media (Routledge, 

1994): 101. 

http://reader.dukeupress.edu/palestine-israel-and-the-politics-of-popular-culture/10
http://reader.dukeupress.edu/palestine-israel-and-the-politics-of-popular-culture/10
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interpretations of the world as well as their own sense of themselves.
3
 For this thesis, I 

have chosen to focus specifically on the post 9/11/01 landscape and Pakistani identity in 

the U.S. during this time of paranoia and Islamophobia. In this thesis, I will examine how 

this tense period within the U.S. influenced Pakistanis’ views of themselves as well as 

how they experience the way the West viewed them as a foreign “Other,” threatening to 

dismantle U.S. hegemony. Foreign policy has been analyzed in much depth by scholars in 

relation to Pakistan and the U.S., and its impact on the lives of Muslims in a myriad of 

ways around the world.  But popular culture has not been sufficiently explored by 

scholars with regards to Pakistani identity and how it constructs “knowledge” by those 

who exercise power and those who dominate knowledge (specifically the United States). 

I want to suggest that state, foreign policy and popular culture are significant variables 

that constantly work in tandem. The American film industry has represented Islam and 

Muslims in the West for a very long time, with Pakistanis figuring in American cinema 

and television but never receiving the kind of nuanced depth that they require.
4
 As people 

all over the globe view Hollywood movies, the industry’s stereotypical depictions of 

Muslims can create negative views about them in the minds of people all over the world. 

It is thus important to look at alternative depictions of what Pakistanis are or what a 

Muslim Pakistani means to those who claim this identity in the post 9/11/01 landscape of 

paranoia, surveillance and fear.
5
 It is for this reason that I am examining non-Western 

                                                        
3
 Ella Shohat and Robert Stam, Unthinking Eurocentrism: Multiculturalism and the Media (Routledge, 

1994): 101.  
4
 Ahmad Al-Rawi, “The Representation of September 11 and American Islamophobia in Non-Western 

Cinema,” Media, War and Conflict 7, no. 7 (2014): 152.  
5
 I would like to make it clear here that I am not trying to pin down or define Pakistani identity or Muslim 

identity. It is not homogenous in any way and even the experiences of the protagonists in the films that this 

thesis will examine, do not exemplify the experiences of the average Pakistani. The average Pakistani 

citizen does not necessarily have access to British and American education nor does he/she have the means 
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cinema for answers in an attempt to define how a Pakistani identity is presented in 

today’s global world.
6
 This thesis explores two films, both collaborative works between 

three different countries that depict Pakistani identity in post 9/11 America.
7
 I hope that 

such cinematic works can offer a global resistance and a global solidarity against the “us 

versus them” narrative inherent within the Bush administration as well as depicted 

through other hegemonic institutions such as the American media. These non-western 

films offer a counter narrative to hegemonic Hollywood. 

 

Overview of the Films and Research Questions 

The Reluctant Fundamentalist (TRF) is directed by Mira Nair, an Indian 

filmmaker residing in the US. The film is based on a book by Pakistani writer, Mohsin 

Hamid. It aired at numerous film festivals including the 37
th

 Toronto International Film 

Festival and received some critical acclaim by film critics. It is an international co-

production between Cine Mosaic (New York, USA), Doha Film Institute (Qatar) and The 

Mirabai Films (New York, USA). The film tells the story of Changez (Riz Ahmad), a 

professor in Pakistan who is meeting a journalist, who looks more like an undercover 

CIA agent.
8
 Using parallel editing technique at the film’s beginning, the film implies that 

Changez is a suspect in the kidnapping of an American professor and may have ties to 

                                                                                                                                                                     
to travel between East and West. My aim is simply to showcase how Pakistani identity is represented in 

non-mainstream films as opposed to U.S. television shows and Hollywood productions. 
6
 The films that I examine in this thesis, Khuda Ke Liye and The Reluctant Fundamentalist, can be 

classified as international co-productions. KKL was shot in Pakistan, U.K and USA and was released in 

over 20 cities. TRF’s funding was a result of collaboration between three production companies: Mirabai 

Films (New York, USA), Cine Mosaic (New York, USA) and the Doha Film Institute (Qatar). Both films 

were produced by independent film production companies, and include actors and crew from Pakistan, 

India and the U.S. 
7
 In some places, I have written 9/11 instead of 9/11/01. Throughout the paper, when referring to 9/11, I am 

specifically talking about the September 11 attacks rather than the CIA led coup in Chile on 9/11/1973.  
8
 The Reluctant Fundamentalist, DVD, directed by Mira Nair (2012; CA: Mongrel Media, 2013), DVD. 
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terrorist groups in Pakistan. Changez narrates his story, as we see flashbacks, relaying the 

time he spent studying in the U.S., working for a financial corporation. Changez narrates 

how he fell in love with the affluent Erica and underwent an identity crisis after the 

9/11/01 attacks when he was subjected to racial profiling.
9
 Throughout the film, one is 

forced to question whether Changez is a terrorist or not. The film deals with issues of 

national identity, U.S. global corporate culture, globalization and religious 

fundamentalism. Changez desperately wanted to pursue the American dream but is 

constantly reminded that he is an outsider in America. Eventually, he is awakened to the 

colonial history out of which Pakistan was created and he undergoes a major 

transformation leading him to teach Pakistani nationalism. Even in Pakistan, simply 

teaching nationalism attracts the CIA’s attention, and thus the CIA sends Bobby to 

conduct the interview that is the framing device of the film.   

      

The other film titled, Khuda Ke Liye (KKL), translated as In the Name of God, is a 

Pakistani film that deals with similar issues as TRF. It is also a collaborative venture with 

actors from Pakistan, India and the U.S. Unlike TRF, which is mostly in English, KKL is 

in Urdu (the main language of Pakistan). It follows the story of two brothers, Mansoor 

(Shaan) and Sarmad (Fawad Khan), who are aspiring musicians in Pakistan. While 

Sarmad becomes enchanted with religious fundamentalist groups, Mansoor goes to 

America to study music but winds up being detained for no apparent reason, and tortured 

by US authorities, immediately following the September 11 attacks.
10

 For my paper, I 

                                                        
9 Manohla Dargis, “Dreams are Lost in the Melting Pot: ‘The Reluctant Fundamentalist’, Directed by Mira 

Nair,” The New York Times, last modified April 25, 2013, http://www.nytimes.com/2013/04/26/movies/the-

reluctant-fundamentalist-directed-by-mira-nair.html?_r=0 
10 Khuda Ke Liye, DVD, directed by Shoaib Mansoor (2007; New Delhi: Eagle Home Entertainment, 

2008). 
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specifically wish to focus on analyzing the characters of Mansoor from KKL and 

Changez from TRF as Pakistani men subjected to racial profiling in the US. Their 

characters offer an interesting case study of Pakistani identity in the U.S. immediately 

following the 9/11/01 attacks and would bring about an interesting analysis incorporating 

colonial history, identity politics and racism.  

  

      What ideological messages do these films convey and how do they portray 

Pakistani identity in the United States in the post-9/11/01 landscape? These are the broad 

questions that my thesis seeks to examine. The purpose of my thesis is to investigate the 

way some non-western films viewed the September 11 attacks and the impact it 

generated on the lives of Pakistani Muslims living in the West. The more specific 

question that this paper will attempt to analyze is: how does the Pakistani view himself in 

light of the racial profiling and stereotyping that took place in post 9/11/01 USA? The 

answer to this question lies in examining the “Othered” identities of Mansoor and 

Changez.
11

 Since the films are narrated from their perspectives, we have an opportunity 

to identify with a “self” that is normally “othered,” and thus unpack the ideological 

constraints of being a Muslim Pakistani man in the US in the post 9/11/01 era. I 

determine whether the films succeed in transcending the narrow binaries of “us versus 

them,” or do they ultimately end up subscribing to the same binaries?
12

 How does the 

                                                        
11When referring to the “Other” throughout my thesis, I am drawing upon Edward Said’s work on 

Orientalism, wherein he posits a hypothesis that examines biases against non-Europeans advanced by 

Western portrayals of the non-Westerners within the cultural, political and educational realm. He depicts a 

binary between the Occident and the Orient, the Orient being a place where non-European civilizations are 

situated by the West as the opposing idea. See Edward Said, Orientalism (New York: Vintage Books, 

1979), 4 and 7. 
12 When referring to “Us versus them,” Huntington’s Clash of Civilizations theory comes to mind. See 

Samuel P. Huntington, “The Clash of Civilizations?” Foreign Affairs, last modified Summer 1993, 

http://www.foreignaffairs.com/articles/48950/samuel-p-huntington/the-clash-of-civilizations 
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West view Pakistani identity and how does the Pakistani Other perceive himself in 

Western eyes? Do Orientalist tropes inform their image of themselves and of the West’s 

view of them?  

      

In answering these questions, my thesis focuses on understanding the past in order 

to understand the present. As a student of History during my undergraduate degree, I 

believe that we need to take historical forces into account when analyzing identity 

politics. An important part of this process is understanding how all knowledge of history 

and of the past has been constructed by the West.
13

 For this purpose, I draw upon the 

work of Edward Said to highlight how the West constructs the Pakistani as the Other. I 

highlight how the filmmakers utilize Orientalism as an important theoretical tool, which 

is also valuable in my own analysis of Changez and Mansoor. The work of Said allows 

me to demonstrate how the West constructed the Pakistani as a foreign threat, unable to 

be a part of “multicultural” America. I attempt to show that the way Pakistanis perceive 

themselves (and even the national identity of the state of Pakistan itself) are all influenced 

by the past i.e. by the history and legacy of colonialism. For this purpose, I draw upon the 

work of Frantz Fanon in Black Skin White Masks where he proposes that blackness is not 

a self-created identity but one that is thrust upon individuals.
14

 I have applied this 

argument to “brown” Pakistanis as well and how the social uniform (based on the outer 

appearance and skin colour of the individual) of “brownness” is used to set apart 

                                                        
13 Throughout this thesis, whenever I refer to the “West,” I am talking about the wealthy, industrialized 

and predominantly white (and Judeao-Christian) nations that exercise global authority in world politics and 

economics. I understand that the term is a racialized and imaginary construction defined in opposition to 

the non-white nations and peoples. When referring to the “East,” I am referring to the “underdeveloped” 

countries in the Global South. 
14

 Frantz Fanon, Black Skin White Masks, trans. Charles Lam Markmann (New York: Grove Press, Inc., 

1967), 12.  
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Pakistanis who are then marked for racial profiling and proclaimed as terrorists (leading 

to many such as Mansoor in KKL being wrongly accused as terrorists). Just as the social 

absorption of black as a negative term has led to the association of blackness with 

negativity, brownness has increasingly begun to signify terrorist. This kind of racial 

profiling obviously has a negative effect on the psyche of the Pakistani’s identity (as well 

as on the nation-state, ‘Pakistan’s’ identity, leading to the nation constantly deteriorating, 

searching for its true identity), which deviates between western norms and Islamic 

fundamentalists, forever living in a state of confusion. This confused sense of identity 

and of being aware of their outward “brown/Pakistani” uniform is felt by both Changez 

and Mansoor.
15

 

Chapter Outline 

My thesis has three main chapters. In Chapter One, I discuss how this tense period 

affected attitudes towards Pakistanis and Muslims. I highlight Hollywood films produced 

immediately following the September 11 attacks, going on to explain how many of these 

films depicted Muslims in reductive and negative ways, and how such depictions can be 

dangerous. I also talk about The Reluctant Fundamentalist and In the Name of God as 

international co-productions, produced mainly by Pakistanis and Indians. I argue that 

these films offer an alternative depiction of Muslims and Pakistanis as opposed to 

mainstream Hollywood. Chapter Two introduces the methodological framework guiding 

this study. Here, I bring in Edward Said, define “orientalism” and explain how the 

                                                        
15

 I would like to acknowledge that this issue is larger than just Changez and Mansoor’s confused sense of 

identity. Most countries are in search of “identity” in the face of the dominant neo-liberal and neocolonial 

ideologies.  
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concept of “Re-Orientalism” relates to the films.
16

 I also bring in Fanon’s work and 

outline its significance in analyzing the films. Keeping in mind Lau’s “Re-Orientalism” 

theory and Fanon’s work, I then analyze the narrative structure and plot of the films. I 

also discuss important themes in the movie such as identity politics and race, using the 

theoretical tools supplied by Said, Lau and Fanon. Chapter Three is the concluding 

chapter. Here, I attempt to answer whether these films offer a message of global 

solidarity? This chapter examines the instances of hybridity that the films offer by using 

Stuart Hall and Gilroy’s notion of hybridized identities and the filmmakers’ transnational 

approaches. Stuart Hall has warned against essentialist notions of identity construction 

and claimed that construction of black people in essentialist ways has resulted in blacks 

being fetishized and stereotyped in media representations.
17

 Gilroy also argues that 

“Englishness” has also been depicted as a homogenous identity and how such narrow 

visions lead to “cultural insiderism,” which is the idea that the nation is a container for an 

ethnically homogenous and cohesive identity.
18

 The Pakistani cultural works that I intend 

to examine also argue against such essentialisms. I hope that through an examination of 

the Pakistani and international cultural texts that I have chosen, I can forge a global 

solidarity vision that problematizes the viewing of the world through the nation-state. We 

need to address transnational flows that affect individual identities, as well as the identity 

of the nation state. Gilroy uses the notion of “double consciousness” to depict the 

hybridity of identities and employs the notion of ships to denote the in-between spaces or 

                                                        
16

 Re-Orientalism is a term coined by Lisa Lau, wherein she expands on Said’s Orientalism, and explains 

how Re-Orientalism is about Orientals perpetuating Orientalism (i.e. self-inflicted Orientalism). See 

Chapter 2 for a detailed explanation of Re-Orientalism.  
17

 Stuart Hall, Stuart Hall: Critical Dialogues in Cultural Studies (London: Routledge, 2002), p. 441-442. 
18

 Paul Gilroy, The Black Atlantic: Modernity and Double Consciousness (Cambridge, MA: Harvard 

University Press, 1993), 3.  
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the “middle passage” that enable cultural flows and exchange of cultural ideas between 

peoples from different parts of the world.
19

 These have been taking place since the 

beginning of colonialism and impacted not just colonial identities but the colonialist 

identity as well.
20

 I am not propagating forgetting colonialism or its violent legacy, but I 

hope that what becomes salient through a reading of these cultural texts is hope for 

forging a global solidarity, one that allows us to revel in the in-between spaces of the 

nation state, forego differences and embrace shared traumas. In this chapter, I analyze 

whether Changez and Mansoor left a mark on the American psyche or whether the U.S. 

attempted to successfully shape them. I also highlight how these films are transnational 

projects, involving collaboration between at least three different countries with cross 

casting of actors from across the globe. I mention the soundtrack of the films, 

highlighting the hybrid music and cross-cultural collaborations involved in this.  

 

 

 

 

 

 

 

   

                                                        
19

 Paul Gilroy, The Black Atlantic: Modernity and Double Consciousness (Cambridge, MA: Harvard 

University Press, 1993), 3-4. 
20

 Ibid.  



Chapter 2 

Hollywood and Foreign Policy 

According to the Centre for Research on Globalization, Hollywood has enjoyed a 

close relationship with the Department of Defense, the CIA and other government 

agencies since the beginning of the 21
th

 century.
1
 Films such as Black Hawk Dawn 

(2001), Zero Dark Thirty (2012) and Argo (2012) are only some of the recent Hollywood 

films that seem to be promoting US foreign policy.
2
 The CIA announced in 1996 that it 

would advise Hollywood with the establishment of its Media Liaison Office.
3
 The CIA 

had also released a report in 1991, titled the “Task Force Report on Greater CIA 

Openness,” in which it acknowledged reviewing film scripts and maintaining a 

relationship with major news networks, persuading journalists to change, hold, and delay 

stories if they had an impact on national security interests.
4
 In the documentary, 

Militanment, Roger Stahl points out several instances of collusion between the U.S. state 

policy apparatus and the entertainment industry. One striking example was the rescue 

operation of Private Jessica Lynch, wherein the Pentagon released its own footage of the 

raid on Lynch’s hospital room in Iraq, “complete with gunfire and soldiers kicking down 

                                                        
1
Julie Levesque, “Screen Propaganda, Hollywood and the CIA,” Centre for Research on Globalization, last 

modified Feb 1, 2014, http://www.globalresearch.ca/screen-propaganda-hollywood-and-the-

cia/5324589;There are numerous articles and books outlining Hollywood’s relationship with political 

institutions such as the CIA, and how US foreign policy works with the film industry to achieve its goals. 

Oliver Boyd-Barrett, David Herrera and Jim Baumann’s work on the relationship between the film industry 

and foreign policy offers a good account of how culture and foreign policy are intertwined. See Oliver 

Boyd-Barrett, David Herrera and Jim Baumann, Hollywood and the CIA: Cinema, Defense and Subversion 

(London and New York: Routledge, 2011), 6-25. 
2
 Ibid. 

3
 Matthew Alford and Robbie Graham, “Lights, Camera…Covert Action: The Deep Politics of 

Hollywood,” Centre for Research on Globalization, last modified January 21, 2009, 

http://www.globalresearch.ca/lights-camera-covert-action-the-deep-politics-of-hollywood/11921 
4
 Ibid. 

http://www.globalresearch.ca/screen-propaganda-hollywood-and-the-cia/5324589
http://www.globalresearch.ca/screen-propaganda-hollywood-and-the-cia/5324589
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doors.”
5
 Later, it was revealed that Lynch was being well taken care off at the Iraqi 

hospital and Lynch told the media that the story about her rescue was fabricated.
6
 Marcus 

Power and Andrew Crampton have also written on the role that Hollywood has played in 

helping to justify U.S foreign policy decisions such as the Gulf War following the 

9/11/01 attacks. They note that in October and November 2001, the Pentagon began 

conducting meetings with Hollywood directors to seek out assistance for the war against 

terrorism and imagine responses to this war.
7
 They state that “film fulfills the role of 

geopolitician in producing a pictorial representation of international politics although the 

representational relationship between film and warfare is not new and has a long 

genealogy.”
8
 This staging of international relations through the cinema goes back to the 

days of empire wherein films helped “cement both a national and an imperial sense of 

belonging among many disparate peoples.”
9
 Shohat and Stam have further argued that 

cinema creates a sense of community amongst spectators who share a region, language 

and culture, and thus it plays an integral role in the nation-building project, and can often 

define who belongs within the spaces of the nation-state, and who doesn’t.
10

  

 

“Othering” in Hollywood films 

Early Hollywood films were mostly concerned with projecting the adventures of 

                                                        
5
Roger Stahl, “Militainment, Inc.- Militarism and Pop Culture,” Watch Documentary, last accessed May 1, 

2015, http://watchdocumentary.org/watch/militainment-inc-e2-80-93-militarism-and-pop-culture-

video_7baee6f62.html 
6
 For a full account of what the original story was and how it was fabricated, see Pew Research Center: 

Journalism and Media Staff, “Jessica Lynch,” Pew Research Center: Journalism and Media, last modified 

June 23, 2003, http://www.journalism.org/2003/06/23/jessica-lynch/ 
7
 Andrew Crampton and Marcus Power, “Frames of Reference on the Geopolitical Stage: Saving Private 

Ryan and the Second World War/Second Gulf War Intertext,” Geopolitics 10, no. 2 (2005): 247. 
8
 Ibid, 248. 

9
 Ella Shohat and Robert Stam, Unthinking Eurocentrism: Multiculturalism and the Media (Routledge, 

1994): 102.  
10

 Ibid. 
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the white American hero on the American frontier in order to define the American self 

and create a feeling of national belonging. American Western films usually turned the 

native Indian into the “other” or the enemy. Shohat and Stam have noted that the “status 

of a hero, and indirectly of an actor, was defined by the number of Indians he could 

kill.”
11

 The limited representation of minorities in the media is not anything new and 

Downing and Husband have called this phenomenon “ghettoization.”
12

 Amanda Haynes 

notes that mass media continues to assume “the centrality and normality of Whiteness 

and White privilege. In comparison, ethnic and “racial” minorities remain deviant, 

outside the norm, the standard of which is Whiteness.”
13

 The Arab or the Muslim was a 

common enemy in Hollywood films, especially since the collapse of the Soviet block, 

and Jack Shaheen has noted that this was a phenomenon that had been occurring well 

before 9/11. He stated that before September 11, 2001, Hollywood had released 

approximately 1100 movies with Arabs depicted in stereotypical ways and most films 

even before 9/11 “routinely elevate the humanity of Westerners and trample the humanity 

of Arabs, sometimes while also denigrating Islam.”
14

 Thomas Reigler has argued that 

terrorism became a favourite topic in film around the 1970s when the U.S. looked abroad 

for inspiration on whom to portray as the bad guy and the Arab gunman became the 

scapegoat, threatening U.S. civilians.
15

 The 1976 film, Black Sunday, depicted an Arab 

Palestinian woman as a seductive terrorist enlisting the help of a Vietnam war veteran to 

                                                        
11

 Shohat and Stam, Unthinking Eurocentrism, 116. 
12

Ahmad Al-Rawi, “The Representation of September 11 and American Islamophobia in Non-Western 

Cinema,” Media, War and Conflict 7, no. 7 (2014): 153. 
13

 Ibid. 
14

 Jack G. Shaheen, Reel Bad Arabs: How Hollywood Vilifies a People (Massachusetts: Olive Branch Press, 

2001), 2.  
15

 Thomas Rieglar, “Through the Lenses of Hollywood: depictions of Terrorism in American Movies,” 

Perspectives on Terrorism 4, no. 2 (2010), 35. 
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launch an attack on the Super Bowl.
16

 The enemy or the Other is almost always portrayed 

as a deranged lunatic threatening to dismantle U.S. national interests. The 1981 film, 

Nighthawks followed the story of an international terrorist and his network of Palestinian, 

German and Irish activists who spread terror in New York until the American hero 

(portrayed by Sylvester Stallone) adopts counterterrorism methods to thwart the evil.
17

 

The end of the 1980s and the 1990s moved away from depicting the American enemy as 

“apolitical gangsters” to firmly portraying Islamic “jihadists as backward lunatics and 

potential mass murderers whose onslaught had to be fought by all means necessary.”
18

 

Delta Force (1986) depicted the hijacking of a plane carried out by terrorists who look 

Arab and speak in Arabic and make a distinct connection to Ayatollah Khomeini.
19

 

McAlister further illustrates how Delta Force operated in the minds of the American 

public consciousness to solidify American foreign policy interests by portraying the 

Arabs or Muslims as a common enemy. “Families introduced at the beginning of the film 

are reunited…the sober military men disembark…with the U.S flag emblazoned on the 

side, the hostages cheer them, throwing flowers at the departing plane. In this moment, 

the civilians recognize the movie’s fundamental truth: the protection of their domestic 

tranquility requires active military intervention. Public institutions must act to keep the 

private safe, and in that sense, private life is a public concern.”
20

 As the examples above 

illustrate, the main goal of most Hollywood films dealing with terrorism as a topic, was 

to portray the U.S. as a noble heroic state fighting evil. The bad guy or the villain was not 

                                                        
16

 Thomas Rieglar, “Through the Lenses of Hollywood,” 36. 
17

 Thomas Rieglar, “Through the Lenses of Hollywood,” 37.  
18

 Ibid, 39. 
19

 Melani McAlister, Epic Encounters: Culture, Media and U.S. Interests in the Middle East since 1945 

(Berkeley and Los Angeles: University of California Press, 2005), 227.  
20

 Ibid, 229.  
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always an Arab or a Muslim but was always a foreign figure. The fight between good 

(the U.S state in most cases represented by a white American male hero) and evil (either 

the Soviet Union, the Arab or Muslim guy or some other foreign figure) represented 

American foreign policy interests. The bad guy would change with time (depending on 

which region geopolitically would be a threat to U.S. interests). So, for example, while 

the early westerns depicted the Native Indians as a common “Other” figure that was 

savage and barbaric, movies produced between the 1950s-1970s were more in line with 

the Cold War framework. The enemy in such films was mostly the Soviet Union.
21

 The 

“Other” was usually portrayed as a terrorist and was “a sworn public enemy of everything 

America stands for: - be he a Communist infiltrator or a Shiite extremist…Terrorism is 

no longer the brainchild of twisted minds, but a form of proxy warfare- organized, 

equipped, and paid for in secret by rogue states like the Soviet Union or Iran.”
22

 The 

enemy or the “Other” changed in the 1980s-1990s as the threat to U.S. foreign policy 

interests and U.S. hegemony shifted from the Soviet Union to reflect US interests in the 

Middle East. As Reigler stated, “90s cinema envisioned a crumbling world order with 

failing state power, the emergence of asymmetric threats, and new players in the form of 

transnational networks…the terrorist cells in The Siege (1998) and Executive Decision 

(1996) act according to this modus operandi: they orchestrate suicide bombings, rely on 

the media to broadcast their message, and intend to set off a chain reaction of escalating 
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violence.”
23

 As the depiction of foreign threats in Hollywood movies changed with 

whoever was the external enemy to the U.S. state apparatus and its national interests, 

there can be little doubt that cinema has always provided us with an understanding of the 

changing political and ideological trends, as well as the way people perceive the social 

construction of the “Other.”
24

 Now that we have looked at how Hollywood movies have 

consistently operated with U.S. national interests in mind and clearly established a link 

between films and foreign policy, we can move on to how the events of September 11, 

2001 resulted in intensified Islamophobia and how that in turn resulted in negative 

portrayals of Muslims, Arabs and Pakistanis in the media and in the global 

consciousness.  

9/11/01 and Islamophobia  

Muslim immigrants mostly came to the United States during the late twentieth 

century during the Islamic revival of the 1980s and 1990s.
25

 Negative portrayals of 

Muslims can be traced back to as early as the Middle Ages and the Renaissance periods, 

as part of a Christian notion of the primitive Orient struggling under the backward 

Islamic religion. Such stereotypes were adopted by British and French colonialists in the 

eighteenth and nineteenth century.
26

 Since knowledge production of the Orient lay in the 

hands of imperialists and colonialists, it was easy to perpetuate Islamophobic ideologies 

from the Medieval days to today’s global world. In his seminal book Orientalism (1978) 
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Edward Said systematically analyzes the creation and perpetuation of such negative 

stereotypes in literature, travelogues, geography, archeology and other social science and 

humanities disciplines.  In Orientalism, Said discusses how the Orient is a place invented 

by Europeans.
27

 Said describes Orientalism as “the corporate institution for dealing with 

the Orient – dealing with it by making statements about it, authorizing views of it…in 

short, Orientalism as a Western style for dominating, restructuring and having authority 

over the Orient.”
28

 The Orient refers mostly to the Islamic world and Said also discusses 

how images of the Orient include representations of Arabs as evil and licentious, forming 

knowledge construction about the non-Western peoples.
29

 I will return to Said’s 

Orientalism in more detail in Chapter 2. For now, it is important to note that such 

Orientalist depictions can lead to (and have lead to) Islamophobic sentiments about 

Muslims. A recent study of Islamophobia was published in 1997 by the British NGO, 

Runnymede Trust, which prompted the European Monitoring Centre on Racism and 

Xenophobia to conduct further studies in the 2000s on the subject.
30

 These studies 

concluded that Islamophobia had been prevalent well before 9/11/01 primarily because 

Muslims were viewed as difficult to assimilate into Western society.
31

 The Runnymede 

Trust defined Islamophobia as an “unfounded hostility towards Islam” or the “practical 

consequences of such hostility in unfair discrimination against Muslim individuals and 

communities, and to the exclusion of Muslims from mainstream political and social 

affairs.”
32

 According to M. Fakhry Davids, the processes involved in Islamophobia are 
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the same as those involved in racism.
33

 Even though Islamophobia existed before the 

September 11 attacks, public expressions of hostility towards Muslims increased after the 

9/11/01 events. The Council on American-Islamic Relations reported receiving over 300 

reports of incidents of harassment against Muslims, which included both verbal and 

physical attacks.
34

 According to Bayoumi, “Bias crimes against Arabs, Muslims and 

those presumed to be Arab or Muslim spiked 1700 percent in the first six months after 

September 11 and have never since returned to their pre-2001 levels.”
35

 The FBI often 

carried out random arrests of Muslims, with many being held for months in prison, and 

then released without charge.
36

 The Islamophobic incidents were not just restricted to the 

United States but occurred throughout the world. The EU Monitoring Centre on Racism 

and Xenophobia reported that women wearing the hijab were physically assaulted and 

verbally abused, mosques were vandalized, Sikhs were often mistaken as Muslim and 

thus targeted and attacked, and Islamophobic messages were circulated over the 

Internet.
37

 In 2010, Pastor Terry Jones from the Dove World Outreach Center in Florida 

announced his plan to publicly burn copies of the Quran and news outlets took hold of the 

story, resulting in backlash in various Muslim countries.
38

 He later decided to take his 

Quran burning plans to ignite debate and controversy over plans for the development of 

an Islamic Cultural Center near Ground Zero in Manhattan.
39

 Many relatives of the 9/11 

victims were already in opposition to the development of this Center and the debate 

became hostile, leading to “old arguments about Islam being an alien and hostile faith 
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that had declared war on America.”
40

 Pastor Terry Jones and his Islamophobic antics 

gained prominence as they were feeding on a climate of fear of the “Muslim Other” and 

this fear was perpetuated and exacerbated due to new media technologies. Terry Jones’ 

plans to burn the Quran gained attention because YouTube, Facebook and news channels 

picked this up, resulting in the news being disseminated globally. According to Kimberly 

Powell, media depictions of terrorism since September 11, 2001 “revealed a pattern of 

media coverage of terrorism that feeds Orientalism and a culture of fear of Islam, while 

heightening the United States as a good Christian nation.”
41

 Powell has claimed that this 

culture of fear of the Muslim “Other” allowed the government to use terrorism to justify 

“otherwise unjustifiable acts of war to protect our freedoms” and Muslims became 

objects in need of supervision, control and surveillance by the Western gaze.
42

 September 

11, 2001 firmly grounded the Muslim as terrorist equation into the American public 

consciousness, and the U.S. government’s handling of terrorism changed from a minor 

concern to a “War on Terror.”
43

 Powell notes that “since the 9/11 perpetrators were Arab, 

Muslim brown “others” became the symbol of Islam to the agenda setters in the media, 

thus becoming representatives of Islam.”
44

 Powell states: 

Terrorism and the media are intertwined in an almost inexorable, symbiotic relationship. 

Terrorism is capable of writing any drama- no matter how horrible- to compel the media’s 

attention…Terrorism, like an ill-mannered enfant terrible, is the media’s stepchild, a stepchild 

which the media, unfortunately, can neither completely ignore nor deny.
45

 

Coverage and repetition of terrorism and the stereotypical construction of the Muslim as 
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terrorist through media framing led to a pattern of media coverage that exacerbated a 

climate of fear and surveillance, which ultimately impacted foreign policy.
46

 Powell has 

also pointed out the biased way in which news outlets in the U.S reported on any event 

that was labeled as terrorism. If the terrorist turned out to be Muslim, the link to Islam 

and war on America by Islam would be made apparent whereas if the terrorist was not 

Muslim and a U.S. citizen, he would be given humane descriptors, and the act itself 

would be highlighted as an isolated criminal incident.
47

 This biased coverage and framing 

of Muslims was not just restricted to news outlets. Peter Morey and Amina Yaqin note: 

“The scale and spectacle of the Twin Towers and Pentagon attacks, and the reaction to them, has 

thrust a certain type of Orientalist stereotype firmly back onto our cinema and television screens, 

into our news media, and into the mouths of politicians who either lack the historical sense to 

understand where they come from, or whose agendas are best served by ignoring their 

provenance.” 

Hollywood movies and television shows were not exempt from this framing and 

Riegler has argued that American cinema and TV is one of the primary sources of 

information for most people.
48

 He has further questioned whether “real” terrorists tend to 

mimic “reel” violence because they too can be impacted by Hollywood movies.
49

 

Following the September 11 attacks, Hollywood depicted Muslims in stereotypical ways 

as well that has impacted public opinion of Muslims. For example, in the 2006 movie, 

United 93, Paul Greengrass depicted terrorists hijacking a plane, which did not reach its 

target on September 11 but instead smashed into a field in Pennsylvania. The movie 

offered no personal background or insight into the terrorists aside from depicting them as 
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Muslims and showing them in prayer rituals.
50

 U.S. crime drama was not far behind in 

such portrayals and Yvonne Tasker has discussed how after September 11, many crime 

shows such as Bones, Numbers, Law and Order, Criminal Intent, and Without a Trace 

have all featured episodes that have linked terrorism to Islam and Arabs, thus mobilizing 

on tropes of otherness to present thrilling television.
51

 A recent article by Mic.com sheds 

light on the way Hollywood continues to portray Muslims. Mic writer Nick Recktanwald 

wrote in 2013 that even though it has been twelve years since 9/11/01 and more than 

thirty years since the Iranian hostage crisis, depictions of Muslims have remained one-

dimensional in films such as Argo (2012) and Zero Dark Thirty (2012) exacerbating 

tension between the Western and Muslim world and continuing to perpetuate a clash of 

civilizations.
52

 He wrote: 

While it may make for an easy catchphrase, it obviates the West’s history of imperialism, political 

subversion, and exploitation throughout the Middle East. In Zero Dark Thirty, for example, 

Muslim characters are presented as an undifferentiated mass of enemies, bearded or burqa’d 

objects to be mined — through torture — for information about Osama Bin Laden. Their reasons 

for fighting are unimportant; they have no agency… nearly every Muslim character either film 

lingers on for more than a frame not only hates America, but also hates it indiscriminately. This 

creates the impression that the entire Muslim world is barbaric, and is barbaric because of Islam.
53

 

 

The recent Hollywood blockbuster, American Sniper (2014), that portrays the 

story of an American sharpshooter who has no regrets killing Iraqis, has been criticized 

for its negative portrayals of Muslims. A recent article in The Guardian reported that the 

American-Arab Anti-Discrimination Committee (ADC) wrote letters to Clint Eastwood, 

the director, asking him to condemn the hateful letters the organization received after the 
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movie’s release.
54

 The same article reported some of the negative tweets that reverberated 

on Twitter after the movie’s release with many hateful tweets and resentment against 

Muslims expressed by audience members. One tweet read, “Nice to see a movie where 

the Arabs are portrayed for who they really are - vermin scum intent on destroying us.”
55

 

This portrayal of Muslims is not restricted to Arabs but it is also very common in the 

depiction of non-Arab Muslims such as Pakistanis.
56

 The next section will give a brief 

review of U.S.-Pakistan relations before turning to U.S. media’s depiction of Pakistanis.  

 

Pakistan-U.S Relations and Pakistani Identity in U.S Culture 

When Pakistan became an independent country in 1947, it was largely 

insignificant to the U.S. during the first few years of its creation, but was frequently 

called “America’s most allied ally” during the Cold War years. Pakistan’s role in the 

Cold War became even more indispensable to the U.S. in the 1980s when it became a 

“frontline state” in the USA’s strategy of containment, “acting as a military conduit 

between the United States and the anti-Soviet mujahideen in Afghanistan.”
57

As the 

                                                        
54

 Nicky Woolf, “American Sniper: Anti-Muslim Threats Skyrocket in Wake of Film’s Release,” The 

Guardian, last modified January 24, 2015, http://www.theguardian.com/film/2015/jan/24/american-sniper-

anti-muslim-threats-skyrocket 
55

 Nicky Woolf, “American Sniper: Anti-Muslim Threats Skyrocket in Wake of Film’s Release,” The 

Guardian, last modified January 24, 2015, http://www.theguardian.com/film/2015/jan/24/american-sniper-

anti-muslim-threats-skyrocket; Interestingly, Clint Eastwood claimed that he never intended the film to be 

political and intended for it to be read as an anti-war film. It seems that entertainment media has a life of its 

own in a way and people form their own interpretations, bringing their own understandings and experiences 

to films, which take on new and varying meanings. See Cavan Sieczkowski, “Clint Eastwood Says 

‘American Sniper’ Makes an Anti-War Statement,” The Huffington Post, last modified January 26, 2015, 

http://www.huffingtonpost.com/2015/01/26/clint-eastwood-american-sniper-anti-war_n_6547068.html 
56

 It is important to note that most people in the Western world equate all Muslims as Arabs and fail to 

recognize that many Muslims such as Pakistanis, Afghanis and Iranians are in fact, not Arab. Muslims are 

thus homogenized even though they are an ethnically diverse group.  
57

 Craig Baxter, Pakistan on the Brink: Politics, Economics, and Society (New York: Lexington Books, 

2004), 1; Geopolitically, Pakistan enjoys a prominent position at the crossroads of South Asia, the Middle 

East and Central Asia and its neighbours are Afghanistan, China, India and Iran. Pakistan was a part of 



 22 

Soviet Union withdrew from Afghanistan in 1989 and as the 1990s rolled in, Washington 

and Islamabad (Pakistan’s capital city) grew apart.
58

 The Clinton administration in the 

US became closer to India and grew distant from Pakistan, imposing sanctions on its 

missile programs, which were viewed as highly dangerous given the country’s precarious 

and unstable situation and location.
59

 By the time the Bush administration came to power 

in 2001, Pakistan’s political position, especially in relation to the U.S. was viewed as 

“isolated and forlorn.”
60

 In the aftermath of the September 11 attacks, Pakistan’s 

geopolitical status gained prominence again and Washington urged Islamabad to join the 

war against terrorism, recognizing its strategic location. Hagerty narrates, “Given that 

Afghanistan was Al-Qaeda’s headquarters and that the Pakistan Army- and particularly 

its Interservices Intelligence (ISI) branch- had a vast store of knowledge about 

Afghanistan’s complex political landscape, the Bush administration viewed Islamabad’s 

support as vital to the anti-terrorist campaign.”
61

  However, the Cold War years had been 

crucial in creating radicalization in Pakistan as America filtered money to mujahedeen 

forces through various Pakistani agencies, leading to the creation of several militant 

organizations in the country, making it vulnerable to global Islamist networks.
62

 By the 

time the 2008 U.S. Presidential elections came to the forefront, Pakistan had gained front 

and center stage in the minds of not only politicians but also the American people (and 

the world at large). Obama adopted a hardline policy in relation to Pakistan, pushing for 
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an invasion of the country and calling for intensified drone attacks.
63

 This was followed 

by the arrest of the Pakistani, Faisal Shahzad, who was allegedly planning a car bombing 

in Times Square in 2010, and when Bin Laden himself was found hiding in Pakistan, the 

“Pakistani” as “terrorist” was firmly sealed into the American public’s consciousness.
64

  

With Pakistan firmly embedded in the minds of the American public, the country 

and its people also began to figure prominently in popular culture. Bolognani and Lyon 

point out to how political thriller television shows have depicted Pakistani identity in 

dangerous ways, specifically pointing to the show Numbers, in which a Pakistani charity 

figures as a “central point of a terrorist investigation” by the FBI.
65

 Another popular 

television show, South Park, known for its satire of society, aired an episode in February 

2003 in the wake of the imminent invasion of Iraq by U.S. forces.
66

 Mr. Slave -- a 

character depicted as a leather daddy and sexually used by a gay schoolteacher, Mr. 

Garrison -- was called a Pakistani by one of the students.
67

 Puar and Rai note that this 

referencing of Mr. Slave as a Pakistani, points towards the tying together of racial and 

sexual difference.
68

 They claimed that the white students who called Mr. Slave a 

Pakistani, failed to recognize the “perverse leather daddy” and instead mistook him for 
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another figure traditionally associated with perverseness – the racialized Other.
69

 

According to Puar and Rai, if one places Mr. Slave’s queer body “with the Pakistani 

(Muslim, fundamentalist, terrorist) body, the commonality of perversion becomes clearer 

as both bodies represent pathological spaces of violence constituted as excessive, 

irrational and abnormal.”
70

 Puar and Rai further note that by naming Mr. Slave as a 

Pakistani, and not an Afghani or an Iraqi, “the show astutely points to an understated 

complexity in the war against terrorism: that of the liminal position of the nation of 

Pakistan…one could read the referencing of Pakistan as the hailing of the unaddressed 

terrorist.”
71

 Besides the referencing of Pakistan and Pakistani identity in popular culture, 

in the years after 9/11, the largest number of individuals detained under terrorist charges 

were Pakistani (33%), “more than double the number of those from any other country.”
72

 

Just as the release of the 2014 film, American Sniper, led to resentment against Muslims, 

particularly against Arabs, the release of the 2012 film, Zero Dark Thirty led to similar 

sentiments against Muslims, particularly against Pakistanis.
73

 It depicts the torture of a 

Pakistani citizen, Ammar al-Baluchi, who was suspected of having links with the 

terrorists involved in the September 11 attacks and is subjected to humiliation, torture and 

waterboarding.
74

 The movie was criticized for justifying advanced torture techniques and 

the story is particularly negative in its portrayal of Pakistan and Pakistanis.
75

 The website, 
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Mondoweiss compiled audience reactions on social media to Zero Dark Thirty wherein 

people took to Twitter, Tumblr and other social media platforms to voice their negative 

sentiments towards Muslims.
76

 The negative comments ranged from “Zero Dark Thirty 

made me want to shoot any Arab in the face” to “Zero Dark Thirty makes me hate 

Muslims” to more virulent and hostile remarks.
77

 G.I Joe: Retaliation (2013) is another 

Hollywood film that paints Pakistan in a negative light and was banned by the Centre 

Board of Film Censors in Pakistan.
78

 The film deals with an American special forces 

team seeking to regain lost nuclear missiles in Pakistan and portrays Pakistan as a volatile 

nation where terrorist are running awry, trying to steal the country’s nuclear warheads.
79

  

Many Pakistani writers and bloggers have also heavily criticized the U.S 

television show, Homeland (2011-2015), for its negative and inaccurate portrayal of 

Pakistan. Pakistan Embassy spokesperson, Nadeem Hotiana, also voiced his concern over 

the depiction of Pakistan’s capital, Islamabad, which has largely been known to 

Pakistanis as a quiet city with lush greenery.
80

 Instead, in Homeland, the city is depicted 

as a war zone filled with terrorism.
81

 Bina Shah, a Pakistani writer, put it aptly in her 

column in the New York Times: 
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Pakistan has long been said to have an image problem, a kind way to say that the world sees us 

one-dimensionally — as a country of terrorists and extremists, conservatives who enslave women 

and stone them to death, and tricky scoundrels who hate Americans and lie pathologically to our 

supposed allies. In Pakistan, we’ve long attributed the ubiquity of these images to what we believe 

is biased journalism, originating among mainstream American journalists who care little for depth 

and accuracy. By the time these tropes filter down into popular culture, and have morphed into the 

imaginings of showbiz writers, we’ve gone from an image problem to the realm of Jungian 

archetypes and haunting traumatized psyches. Whenever a Western movie contains a connection 

to Pakistan, we watch it in a sadomasochistic way, eager and nervous to see how the West 

observes us. We look to see if we come across to you as monsters, and then to see what our new, 

monstrous face looks like. Again and again, we see a refracted, distorted image of our homeland 

staring back at us. We know we have monsters among us, but this isn’t what we look like to 

ourselves.
82

 

As my brief overview of representations of Pakistani identity in popular culture 

indicates, the American media has not been kind to Pakistani identities. It is for this 

reason that I turn to independent cinema to highlight existing (and more accurate) 

versions of Pakistani identity. Both films that I examine show that Pakistani identity 

cannot be constructed as a binary opposite to American identity, but in fact is a complex, 

hybrid, and global subjectivity.
83

 As Joseph Darda points out, “literary works endeavor to 

transcend national boundaries and imagine a global community.”
84

 He calls this 

movement “critical global fiction” and argues that such works contest the forces arguing 

for ongoing war, a nascent nationalism and paranoid surveillance systems and instead 

strive to build international solidarity.
85

 I would like to extend his argument further by 

including critical films produced by independent filmmakers (and/or produced in third 
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world countries) as also working towards this goal of connecting people through this 

imagined community of global solidarity.
86

  

Transnational and Third World Cinema 

Elaine Martin has stated that Hollywood films, in response to 9/11, have typically 

belonged to one of two categories. They either fall into the category of “heroic paradigm” 

which includes the trope of rescuing such as World Trade Center (2006) by Oliver Stone 

or Flight 93 (2006).
87

 Or they belong to the War on Terrorism/anti-terrorism model with 

sympathetic portrayals of the great American hero who happens to be either a CIA or FBI 

agent.
88

 Martin has argued that the plots of these movies are highly formulaic and binary 

and these films emphasize profit over complex content. In contrast to such formulaic 

productions are the Third Cinema-style films, which are mostly concerned with making a 

political statement as opposed to profit and entertainment.
89

 Films such as Paradise Now 

(2005) by Abu Assad, Four Days in September (1997) and the 1965 Battle of Algiers fall 

under this category.
90

 Such films tend to portray the perspective of the colonized/political 

activist and usually depict a sympathetic view of political violence when/if it is used, as it 

is seen as a last resort in a bleak political landscape.
91

 Regardless of the country in which 

it is produced, Third Cinema is primarily concerned with cultural and social critique and 

seeks to create “engaged spectators” through its employment of structure, style and other 
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devices that disrupt escapism.
92

 Most Third Cinema-style films are generic and aesthetic 

hybrids and have challenged traditional production values and styles associated with 

mainstream Hollywood films.
93

 According to Martin, this has led to “an iconoclastic 

cinema that developed independently in different parts of the world, for example in South 

Asia, Latin America and the Middle East.”
94

 It can be argued that Third Cinema films 

that deal with terrorism as its subject matter are interested in rejecting Huntington’s 

‘clash of civilizations’ theory and Al-Rawi provides examples of many films that fall into 

this category.
95

 In such films, all the main characters are non-white, are horror-stricken at 

the 9/11 attacks and are compassionate towards victims of the attacks.
96

 Audience 

members are also filled with feelings of helplessness as the events unfold and impact the 

lives of the major characters.
97

 New York is a 2009 Indian film that falls into this category 

and follows the lives of three main characters, Omar, Maya and Sameer.
98

 The film 

employs flashbacks to show how Sameer, who was a successful and popular student at 

university, well integrated into American society, becomes involved with terrorism. He 

was wrongfully detained following the events of 9/11/01 and subjected to torture in a 

detention center and this ultimately drives him to seek revenge after he gets out, thus 

going on to join a terrorist organization.
99

 The film shows that many people actually 

became involved with terrorism after the September 11 attacks as they were wrongfully 

detained and tortured by American authorities and became motivated to seek revenge 
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afterwards.
100

 The Turkish film, Five Minarets in New York (2010) is another film that 

depicts how some Muslims were detained or suspected as having terrorist links even 

though they were innocent.
101

 The main character in this film, Hadji Gumus practices 

Sufi Islam but is believed to be militant.
102

 The film shows Islamophobic sentiments 

prevalent in Turkey and the U.S. after 9/11/01. It depicts the antagonism felt by FBI 

officer Becker (whose brother died in the September 11 attacks) and portrays how the 

Turkish officers and the FBI officer come to terms with the events of 9/11, depicting a 

message of global solidarity as opposed to the clash of civilizations notion.
103

 Amreeka 

(2009) is an Arabic film that is an international co-production between the U.S., Canada 

and Kuwait and portrays the story of a divorced mother, Muna Fara and her son, Fadi 

who immigrate to the U.S. from Bethlehem after the invasion of Iraq.
104

 The story shows 

the discrimination that both Fadi and Muna Fara face in the U.S., emphasizing the 

experiences of Muslims and offering an alternative view as opposed to the one shown in 

Hollywood films.
105

 Although the films described above adopt some stylistic devices 

reminiscent of third-cinema, they cannot be neatly pinned into that category because 

these are all high budget films, using conventional narrative style, and aimed at large 

audiences. What they share in common is that they are all non-western works outside the 

hegemonic Hollywood industry that depict the point of view of the Muslim Other. Most 

of these films can be classified as international co-productions because they involve 

funding obtained from different production companies from different parts of the world. 
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Unlike traditional Hollywood blockbusters, these films employ some elements of art 

cinema as well, focusing more on the inner thoughts and feelings of the protagonists 

rather than fixating on action.
106

 The Reluctant Fundamentalist (TRF) and Khuda Ke Liye 

(KKL), the two films that this thesis will explore, fall into this category of non-western 

international co-productions.  

The Reluctant Fundamentalist 

Directed by Mira Nair, The Reluctant Fundamentalist is an international co-

production between Cine Mosaic, a leading independent film production company based 

in New York, the Doha Film Institute based in Qatar, and Mirabai films, a New York 

based production company owned by Mira Nair. Nair’s films have often operated as a 

means of providing cultural and social critique.
107

 Salaam Bombay! (1988) depicted 

actual street children and their lives of poverty and prostitution in India while in My Own 

Country (1988), Nair focused on an Indian educating people about AIDS in a gay 

community.
108

 Critics of her films however, have criticized her for focusing on the West 

(her films are almost always in English) and creating her films primarily for Western 

audiences.
109

 Nair has also been critiqued for trying to speak for those who cannot speak 

themselves (mainly the oppressed groups in society).
110

 However, I will argue that Nair’s 

filmmaking techniques and her use of the English language are done deliberately, as she 

employs the technique of “re-orientalism” to expose stereotypes so that she can inform 

                                                        
106

Bill Nichols, Engaging Cinema, 138. Nichols highlights other elements prevalent in art cinema as well 

such as how the protagonist of art cinema films experiences an existential crisis that needs to be resolved. 

International co-productions can also be classified as artisanal productions, wherein the filmmaker obtains 

resources and funding from several different places to put together a film, See Bill Nichols, Engaging 

Cinema, 154.  
107

 Alpana Sharma, “Body Matters: The Politics of Provocation in Mira Nair’s Films,” Quarterly Review of 

Film and Video 18, no. 1 (2001): 91.  
108

 Ibid. 
109

 Ibid. 
110

 Ibid, 92. 



 31 

Western audiences of “their cluelessness, their lack of understanding.”
111

  Furthermore, 

Nair seeks to bridge the divide between East and West so that dialogue and understanding 

is created.
112

 Nair described her own approach towards filmmaking, claiming that she is 

not interested in depicting the world in black and white as most mainstream cinema does, 

but instead, wants to highlight the grey areas that expose hierarchies and discrepancies.
113

 

In TRF, Nair employed techniques of Re-orientalism, exposing the stereotypes associated 

with Orientalism, forcing the audience to understand and look at the world through the 

eyes of its main protagonist, Changez, the Muslim Other. The opening scene of the movie 

depicts the kidnapping of an American professor, Rainier while at the same time, Nair 

shows through parallel editing, a young Pakistani man who received photos on the phone 

that we are led to assume, link him to the kidnapping.
114

 As the scene plays out, Pakistani 

singers sing classical music and singer Fareed Ayaz’s crimson pan filled mouth seems to 

symbolize the violence of the kidnapping.
115

 Andrew O’Hehir, Salon film critic describes 

Nair’s techniques perfectly here: 

We’re not sure what has happened and who is responsible, and also seduced by what might be 

called the intentional Orientalism of the scene. Both effects are part of the method of “The 

Reluctant Fundamentalist,” which is not fundamentally a story about terrorism or Islam or the CIA 

at all. Nair, who was born in India but has family roots in Lahore, is deliberately trying to sow 

confusion in the minds of viewers, and Western viewers in particular. If we view Rainier (Gary 

Richardson), the abducted professor, as an innocent educator and his young colleague Changez 

(Riz Ahmed) as an Islamist radical, we will see the story one way. If we see Changez as an 
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independent scholar being persecuted by his own government, and Rainier as a CIA operative, we 

may understand it differently.
116

 

 

In fact, the film slowly shifts our perception of events, and our psychological 

identification with the characters, so we can ideologically realize that Changez is not a 

violent militant, and Rainier is not an innocent civilian.   

After the kidnapping event, an American journalist Bobby Lincoln (Liev 

Schreiber) asks to meet the young Pakistani we saw in the opening scene (Changez) in a 

Lahore café in Pakistan. There is a strong atmosphere of mutual distrust and suspicion in 

the air during the meeting and we meet a bearded Changez who proceeds to narrate the 

story of his time in the U.S. to the journalist, who eventually we realize is an undercover 

CIA agent. Because the Pakistani is the one narrating the story here, we witness the 

opposite of what we mostly see in Hollywood movies, wherein we see events from the 

perspective of the white male American. The parallel editing of the opening scene leads 

to ambiguity and as we are unsure as to whether Changez is somehow involved in the 

kidnapping of Rainier. The audience is forced to participate in compiling the narrative, 

and depending on the spectator’s own ideology, he/she will form his own interpretation, 

at least for a while.
117

 Bobby suspects that Changez has ties to terrorist organizations 

while Changez is equally suspicious of Bobby. Changez proceeds to tell Bobby the story 

of how he went to the US as a Princeton graduate on a scholarship and secured a position 

at a prestigious valuation company, Underwood Samson. We see this story in flashbacks 

as we see a clean-shaven Changez eager to shed his Pakistani identity in order to pursue 
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the American dream. Changez is hired by Jim Cross (Kiefer Sutherland) to work for 

Underwood Samson and is constantly told to “focus on the fundamentals.”
118

 The 

company values other firms in various parts of the world, in an effort to make them 

“efficient” and to cut costs.   The film provides a strong critique of U.S. neoliberal 

practices, which is spreading its corporate agenda all over the world to attain global 

hegemony. In his article, David Gay talks about how the company that employs Changez, 

named Underwood Samson, stands for globalization, nationalism and religion as he 

stated: 

Underwood” is an innocuous corporate name. Samson, in contrast, suggests the strength and 

power of the biblical figure as a corporate image. Yet, as with Star Trek, these qualities belie 

conflict and complexity: Samson is a type of Christ, suggesting the role of biblical typology in 

American national identity; nevertheless, he is a flawed champion susceptible to impulse and 

presumption in his actions.
119

 

 

Changez undergoes an identity crisis after the September 11 attacks, when he 

realizes his position as the “Other” in the US. He is subjected to racial profiling and he 

constantly feels that he is being looked upon as a threat. His white American girlfriend, 

Erica (Kate Hudson) represents Changez’s relationship with the U.S. as her name is 

“allegorically contained within the name “Am-erica.”
120

 In Chapter 2, I will explore how 

Nair uses specific techniques to highlight Changez’s relationship with Erica (and with 

America) and his identity crisis. With the help of a Turkish bankrupt book publisher 

client, Changez ultimately realizes that he doesn’t support the USA’s neoliberal practices 

and decides to return to Pakistan where he becomes a professor at a local university. This 

is the story that Changez narrates to Bobby and during this time, protests erupt outside 

the Lahore café. As Changez starts texting on his phone, Bobby suspects that he is 
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communicating with the terrorists. They proceed towards the protesting crowd outside 

where Bobby’s gun fires off accidently at Sameer (Imaad Shah), a student of Changez’s, 

who dies. A sniper among the crowd shoots Bobby, who is injured but alive. Bobby is 

rescued by the CIA who inform him that Rainer died and that they found out that 

Changez rejected working with the head of the terrorist organization involved with 

Rainer’s kidnapping.  

 

Khuda Ke Liye (In the Name of God) 

Unlike The Reluctant Fundamentalist, which was directed and produced by an 

independent filmmaker and intended for an international audience with a diverse cast, 

Khuda Ke Liye (KKL) is a local Pakistani film (in Pakistan’s national language, Urdu) 

made by Pakistani director and producer (Shoaib Mansoor) with prominent actors from 

the Pakistani entertainment industry. Shot in Illinois (Chicago), Lahore, and the northern 

areas of Pakistan, KKL (released in 2007) received rave reviews by Pakistani film critics 

and is one of Pakistan’s highest grossing films. KKL is not part of the traditional cinema 

associated with Pakistan’s film industry known as Lollywood, which churns out movies 

that the middle class and upper middle class Pakistanis don’t watch.
121

  KKL is part of 

Pakistan’s independent cinema wherein TV producers are using funding generated by 

Pakistani television networks to produce socially conscious films that highlight issues 

faced by the country.
122

 Critics have pointed out that even though KKL is by no means a 
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sophisticated film and the characters are “thinly drawn,” it is still an important film as it 

gave life to Pakistan’s newly emerging independent cinema.
123

 Salma Siddique has 

argued that films such as Khuda Ke Liye and Ramchand Pakistani have started a new 

trend wherein some Pakistani films are now enjoying global success and have “earned 

critical acclaim in international film festivals and managed limited releases and 

distribution in many countries. Addressing home as well as foreign audiences, it is a 

humanist cinema dealing with lives of individuals and families caught against political 

trends, developments local in manifestation yet often having transnational roots and 

repercussions.”
124

 

Set in the year 2000, Khuda Ke Liye follows the lives of two brothers, Mansoor 

(Shaan Shahid) and Sarmad (Fawad Khan), who are budding musicians in Lahore’s 

thriving cultural scene.
125

 The film reflects Pakistan’s confused identity crisis wherein the 

country has a budding entertainment industry on the one hand, and religious 

fundamentalism on the other. Sarmad starts going through an identity crisis wherein he 

gets involved with the religious mullahs, a start donning a beard, gives up music, and 

adopts an extremist interpretation of Islam. This causes the two brothers to grow apart 

and Mansoor leaves Pakistan to study music in Chicago, Illinois. The second storyline 

follows Maryam (Imaan Ali), a British-Pakistani girl living in London with her father 

who lives with a British woman. She is in love with a British guy, Dave, whom she wants 
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to marry but her father refuses. He takes her to Pakistan on a false pretense to visit his 

relatives (Mansoor and Sarmad’s father is the brother of Maryam’s father) where he 

forcibly marries her off to Sarmad. Sarmad believes he is doing a great service to Islam 

by preventing Maryam from marrying a non-Muslim. Maryam, residing with Sarmad 

near the Pakistan-Afghanistan border and cut off from the cosmopolitan cities of 

Pakistan, tries to escape, but is caught by Sarmad who rapes her. 

Meanwhile, Mansoor falls in love with an American woman Janie, and they get 

married in Chicago. After the 9/11/01 attack , Mansoor is called a terrorist by a Sikh 

(who is himself mistaken for a terrorist), alarming a neighbor who calls the police. The 

FBI captures Mansoor and keeps him in a detention facility where he is tortured for one 

year. He keeps declaring his love for America and the country’s free spirit throughout his 

torture. Sarmad’s father finally rescues Mary from the isolated northern areas of Pakistan 

and Mary proceeds to take her father and Sarmad to court where a liberal mullah tells the 

jury that the extremist mullah preaching and misguiding Sarmad, has been practicing a 

religion of hatred rather than adhereing to the true spirit of Islam, which he claims is a 

religion of peace. Sarmad realizes his mistakes and Mary is free to go back to Britian. 

She instead, opts to teach Afghan girls how to read and write in the northern areas of 

Pakistan. Meanwhile, Mansoor is finally released from torture due to lack of evidence for 

his supposed crimes. He has, however, suffered brain damage and is put into a mental 

institution. He is later deported back to Pakistan 

What I believe becomes salient in both TRF as well as in KKL is how both films 

preach a message of transcending narrow binaries of “us versus them” and calling for 

global solidarity. There are in fact, many instances in KKL, where the main protagonist 
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suspected of being a terrorist and despite undergoing torture, keeps reiterating his love for 

America.  Changez proclaims his love for America on several occasions while narrating 

his story, and so does Mansoor, while he is being tortured and interrogated. The fact that 

the main protagonists continue to reject hating the American state even after being 

humiliated portrays the rejection of “us versus them” ideologies by these cultural works. 

The global citizenry offered by the film is especially apparent in the soundtrack, which 

will be discussed in the third chapter.  The films point towards the hybridized identity and 

global solidarity that we should all ultimately embrace in order to thwart the dangerous 

nationalisms promoted by state surveillance, American foreign policy and even terrorist 

networks. What the films note is that there is a commonality between both bigoted 

Westerners who dictate foreign policy as well as the Islamic fundamentalists who are 

bent on fighting the West. We need to stray away from such extremist positions and 

instead move towards building a global solidarity movement, which promotes hybridity.  

This chapter has attempted to outline the way Hollywood (and U.S television) has 

portrayed Muslims and Pakistanis and I also emphasized the importance of examining 

non-Western cinema. In the next chapter, I will be outlining the methodological 

frameworks I intend to use, and will utilize these frameworks to study the narrative 

structure and plot of the films. The following chapter will attempt to answer some of the 

research questions that I posed in the Introduction section of this thesis.  

 

 

 

 

 

 



 38 

Chapter 3 

 

Methodology and Theoretical Approaches 

 

In order to analyze the films, Khuda Ke Liye (KKL) and The Reluctant 

Fundamentalist (TRF), I identified the main themes inherent within the films, attempting 

to closely study the main characters, their personalities, the narrative structure, 

cinematography and the mise-en-scene
1
 prevalent within each scene of the films. 

Additionally, I made notes of the diegetic and non-diegetic music, analyzing how the 

sound contributed to the main themes and narrative plot of the films. I transcribed the 

dialogue of several scenes and used textual analysis to highlight the discourses made 

available by the directors of the films. My intent when analyzing these films is to 

specifically read them within a postcolonial framework. I believe that Fanon’s Black 

Skin, White Masks and Said’s Orientalism provide sound theoretical frameworks through 

which to analyze these films. Lisa Lau and Om Prakash Dwivedi have extended the work 

of Said to discuss how Orientalism is no longer the work of the West writing about the 

East, but has often turned into Orientalism by Orientals, resulting in a kind of self-

inflicted Orientalism. Self-inflicted Orientalism involves an aggressive, conscious and 

purposeful attempt at depicting East/West relationships entirely through an Oriental 

framework, which may also lead to repressing the Western perspective in the process.
2
  I 

will be specifically highlighting Lau and Dwivedi’s concept of “Re-Orientalism” – a 

process which involves stereotyping both the West and East, often in order to expose 
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these stereotypes.
3
 As the directors of both KKL and TRF are South Asian, I believe that 

this approach provides an excellent lens for analysis. In addition to highlighting Lau’s 

Re-Orientalist framework as an extension of Said’s work, I will also highlight Dabashi’s 

and M. Fakhry Davids’ understanding and extension of Fanon’s work. As Lau has stated, 

“we live in a colonial present, but the colonial present of the 21
st
 century differs 

significantly from that of the 19
th

 and 20
th

 centuries.”
4
 Lau and Dwivedi’s extension of 

Said’s work, and Fakhry and Dabashi’s understanding of Fanon’s work will help me 

apply Fanon and Said’s insights to the current contemporary postcolonial present which 

the films focus on.  

Postcolonial Theory 

The term post in “postcolonialism” suggests a concept that has come after 

colonialism so I will first briefly define colonialism before turning to postcolonialism. 

Colonialism refers to the process of exercising power through occupying another 

territory, resulting in political and economic inequality in the occupied territories.
5
 

Colonialism generally refers to the colonization by European countries of Africa, India 
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and Latin America from the 16
th

 to the 20
th

 century.
6
 Postcolonialism seeks to respond to 

the legacy of colonialism by looking into how societies are affected by colonialism.
7
 

Shohat and Stam have noted that the term postcolonial is not only associated with 

countries in the Global South that were formerly colonized and gained independence 

following World War II, but that it also refers to the “Third World diasporic presence” 

within the “First World.”
8
 Marita Sturken and Lisa Cartwright have described 

postcolonialism as a broad set of changes that have impacted countries in the Global 

South (that were formerly colonized) leading to a “a mix of identities, languages and 

influences that are the result of complex systems of dependence and independence.”
9
 

Postcolonial cultural texts attempt to challenge the relationships and power dynamics 

between western and non-western peoples.
10

 Even though colonialism formally ended in 

the colonies by the middle of the 20
th

 century, neo-colonialism – or economic, rather than 

physical control -- is still very much prevalent and the influence of colonialism on the 

way people both in the North and the Global South, look at the world, is very much 

intact. Lau states: 

Postcolonial studies continue to track and comment upon the contemporary paradigms of power at 

play, which are still the result of colonial legacies, albeit in different guises and mutations, 

changing manifestations and shifting avatars. Although postcolonial studies have proved to be 

extremely far-reaching, deeply penetrative disciplinarily speaking, and altogether increasingly 

influential in academic circles, closer attention still needs to be paid to the power dynamics that 

drives this knowledge authority, which paradoxically, in pockets at least, promotes what it had set 

out to critique and even deconstruct.
11
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The Empire Writes Back is a 1989 book that delves into postcolonial theory. 

Written by Bill Ashcroft, Gareth Griffins and Helen Tiffin, the book demonstrates how 

postcolonialism can be about the East showing resistance through writing back to the 

West, forcing their alternative knowledges onto the West and “confronting stereotypes 

about them.”
12

Postcolonialism is constructed around the conception of “otherness” as 

well as around the concept of “hybridity.”
13

 Let us turn to a brief discussion of 

Orientalism, where I discuss some of these postcolonial notions, before turning to Re-

Orientalism.  

Orientalism 

Edward Said, in his seminal work, Orientalism, discusses the Orient, a European 

invention that helped to define Europe.
14

 The Orient was the place where Europe’s 

colonies were situated and the Europeans represented these colonies as exotic locales, 

filled with romance, ignorance and barbarism.
15

 Said stated that the ideas drawn up about 

the Orient by Europeans are not necessarily true but came out of a will to define the 

unknown.
16

 Said claimed that Orientalism is “the corporate institution for dealing with 

the Orient- dealing with it by making statements about it, authorizing views of it, 

describing it, ruling over it.”
17

 Said further discusses how Orientalism operates as a 

discourse that delves into biases and prejudices against non-Europeans, and results with 
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Western portrayals within the literary, historical and cultural spheres.
18

 While the 

Occident stands for European civilizations, the Orient is the binary opposite and is 

represented by the Occident as an inferior place of irrationality and backwardness.
19

 The 

Orient is unable to rule itself or speak for itself and the Occident then is justified in 

controlling it, changing it (through educational and missionary work), and speaking for it. 

Said has also discussed how images of the Orient, such as the representations of Arabs as 

evil and bloodthirsty continue to circulate in the media and form knowledge construction 

about the non-Western world.
20

 The directors of the two films that I discuss in this thesis, 

present these binaries of the Occident and the Orient in great detail. The filmmakers 

stereotype the West and East in their films in order to shed light and reveal these 

stereotypes and to make the West aware of how all knowledge about the “Other” is 

constructed.
21

 Since both filmmakers are a part of the Orient, given their South Asian 

identities (Nair is Indian, while Mansoor is Pakistani), it is better to situate their 

filmmaking tactics within Re-Orientalism.  

Re-Orientalism and Reverse Orientalism 
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According to Lisa Lau, Orientalism is no longer the definition of the Orient by the 

West. She argues that the task of representing the Orient has been taken over by the East 

itself.
22

 She has defined this as Re-Orientalism, stating that it is: 

The same relationship of the powerful speaking for and representing the other, who is all but 

consigned to subalternism. In Re-Orientalism, we have the curious case in which the positionality 

of the powerful is simultaneously that of the insider and outsider, where the representing power 

can be simultaneously self and other. 
23

  

 

Re-Orientalism thus works to combat Western hegemony, but at the same time 

recognizes that it cannot completely evade “Western reference points, influences and 

even tyrannies.”
24

 Despite the fact that Western reference points and understandings will 

always influence re-Orientalism, it can be a valuable strategy as it allows the East to 

express its own identity.
25

 Re-Orientalism methods include rejecting Western influences, 

and resisting the commodification of the East by the portrayals of its poverty and 
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exoticism.  At a narrative level, it often uses multiple main characters (as in KKL) or the 

use of unreliable narrators, multiple plot lines, and lack of closure.
26

 Lau has argued that 

many of the writers and filmmakers utilizing re-Orientalism strategies, are aware of their 

participation in, and representation of the East and try to “subvert the process of re-

Orientalism via the deployment of the unreliable narrator and other devices.”
27

 Nair, for 

example, utilizes the method of the unreliable narrator through the portrayal of Changez 

as he narrates his story to the audience. In the beginning of the film, by using parallel 

editing, Nair hints that Changez is a possible terrorist, and therefore the audience may 

find it difficult to believe Changez’ story, until Nair confirms his innocence by the film’s 

ending. According to Lau, “the unreliable narrator, in pulling the rug from under the 

reader’s feet to an extent, may be devolving the re-Orientalism process, by insisting- even 

when a single version is being presented that there can be no single version of reality, 

calling into question the whole notion of authenticity as a result of the unreliability of 

narrators.”
28

 One re-Orientalist strategy is that of reverse Orientalism wherein the East 

reclaims orientalism for itself, and at the same time, heavily “caricatures and stereotypes” 

the West (also often called Occidentalism).
29

 This strategy is very much utilized by both 

Nair and Mansoor in their films, as I will demonstrate in this chapter. Lau and Dwivedi 

have postulated that such reverse Orientalism “inverts expectation by demonstrating that 

the stereotype of the East is flawed, while still continuing to Orientalize blatantly, by 
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stereotyping the West in the same blatant manner.”
30

 Both Nair and Mansoor utilize 

reverse Orientalism strategies wherein they stereotype the West boldly. In Shoaib 

Mansoor’s film, the Pakistani Mansoor and Maulana Tahiri are presented as 

knowledgeable in contrast to their Western counterparts. The scenes that I will analyze in 

this chapter will demonstrate this approach. Mansoor’s torturer, for example, is heavily 

caricatured, reducing him to a morbid and almost comical cartoon character. His 

character has no depth or nuance. In the same way, in TRF, Western characters such as 

Bobby and Jim are extremely underdeveloped. According to Lau and Dwivedi, this is a 

kind of reverse Orientalism that focuses on “re-Orientalizing by stripping the Western 

observers of their role as knowledgeable instructors to the East… overtly informs the 

Western readership of their cluelessness, their lack of understanding, their need for 

Eastern instruction and local guidance. It is quite an aggressive form of Orientalism, 

overtly confrontational.”
31

  

Drawing on Fanon’s Black Skin, White Masks 

Frantz Fanon’s 1952 influential psychoanalytic study, titled, Black Skin White 

Masks, portrays the relationship between racism and colonialism. Fanon was concerned 

with analyzing the harrowing sense of inadequacy that overwhelms those who become a 

victim of racism due to the colonization of their homelands.
32

 According to Hamid 

Dabashi, Fanon was interested in analyzing “the process by which normatively divided, 

self alienated black subjects internalized their anger and redirected it against 

themselves.
33

 This usually took the form of Black men trying to shed their indigenous 
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identity and trying to become more like the colonizer in order to be accepted by them. In 

other words, it metaphorically meant adopting white masks to hide their black skin. 

Dabashi states: 

The colonial apparatus, Frantz believed, successfully manufactures a profound sense of inferiority 

in the colonized subjects that leads to them- actively or passively, consciously or unconsciously-to 

identify with and seek to serve the colonial agency. The bourgeiouse and upper classes are 

particularly susceptible.
34

 

 

Dabashi has further argued, in his own book Brown Skin White Masks, that even though 

Fanon was talking about the era of formal colonialism and was writing with Algeria in 

mind, his work is still applicable to today and applies to all oppressed peoples. He states: 

The world in Fanon’s time was squarely divided between the colonizer and the colonized while 

the world we live in today isn’t divided like that but the powerful still invade, occupy, rule and 

plunder the weak. Fanon’s text remains relevant to a colonialism that has now clothed its naked 

barbarism and entered a neocolonial stage of globalization, with native informers preaching that 

imperial adventurism is good.
35

 

 

M. Fakhry Davids has also demonstrated how Fanon’s work is applicable when 

analyzing the condition of the brown Muslim, especially given the paranoia that 

permeated the U.S in the aftermath of the events of September 11, 2001, affecting the 

entire world, particularly the Muslims. I will now highlight his theory on the 

“pathological organization” and then I will apply his theory to some of the scenes of 

KKL.  

Highlighting Internal Racism 

Ella Shohat and Robert Stam have utilized Albert Memmi’s apt definition of 

racism, defining it as “the generalized and final assigning of values to real or imaginary 

difference, to the accuser’s benefit and at his victim’s expense, in order to justify the 
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former’s own privilege or aggression.”
36

 Racism can be institutional and/or individual. 

Institutional racism refers to discriminatory practices that are embedded and codified 

within the framework of a nation or state’s institutional structures.
37

 Individual racism 

refers to the bias or prejudice that an individual may harbour against another individual 

(usually belonging to another ethnic group), believing him/her to be inferior.
38

 It is 

important to note that race is a very powerful ideology and the “roots of racialization run 

far deeper than individualized, intentional activities.”
39

 Institutions, such as the 

government, the media, public policy, popular culture, are all influenced by the concept 

of race.
40

 African Americans, Asians and indigenous peoples in the Americas, who were 

affected by colonialism, are usually the ones subjected to racist attitudes and belief 

systems.
41

 Davids has argued that “it is the racist who creates his inferior,” and based on 

what we know of Said’s work as well, we can agree that one forms an identity of the self 

by creating an Other.
42

 Davids states: 

From the outset psychoanalysts have recognized that racism invokes an us-them divide across 

which projections can be lodged very effectively- that is, at a distance from the subject. To the 

extent that projected content is unwanted internally, its projection creates in the outside world a 
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potentially dangerous object whose threats must be constantly anticipated and monitored. The 

relationship between subject and object is inscribed in a paranoid frame, which, we might note, 

will make it difficult to see the true nature of the object- to see them as they really are.
43

  

 

Davids further discusses how a racist society operates like a pathological 

organization, comparing such a society to disturbed patients who create systems of 

deterrence to protect themselves from perceived menace or vulnerability.
44

 Davids states 

that the racist, or pathological organization, tries to fight off intensified panic and 

uneasiness by introducing an irrational and paranoid outlook of the situation, making 

itself believe that this is truly the “way things are.”
45

 He claims that he has used the term 

“racist” as it conveys a variety of different meanings, which can vary from everyday 

biases and brutalities to murderous vengeance.
46

 According to Davids, the September 11 

attacks on the World Trade Centre enabled the racist pathological organization to awaken 

as it offered a way for the American nation to protect itself from intense anxiety, paranoia 

and fear of the Other.
47

 Davids has stated that even before Al-Qaeda as a threat was 

introduced into the popular imagination, ideas of Islamic fundamentalism as being the 

culprit were already circulating.
48

 He has stated that this demented conception safeguards 

us “from the fear of annihilation, which the 9/11 attacks brought to the surface. Once in 

place, the experience of being terrorized was projected into the Muslim who, at any 

moment might be picked upon, hounded, attacked.”
49

 This, thus, puts the Muslim in 

danger as the racist psychological organization turns its wrath against the Muslim. This 

was the atmosphere under which Changez and Mansoor were “Othered” and racialized, 
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forced to recognize their brown skins. Keeping in mind the theoretical frameworks of Re-

Orientalism and some of the ideas of Dabashi and Davids, which build upon Fanon’s 

work, I will analyze some scenes from KKL and then TRF in order to examine the 

strategies the directors chose, in unpacking and re-packaging Orientalist and racist 

attitudes in post 9/11/01 USA.  

Khuda Ke Liye 

When it comes to the depiction of Pakistanis speaking to the West i.e. Pakistani 

characters interacting with a white British or American character, Shoaib Mansoor 

applies re-Orientalist strategies: engaging in an aggressive Orientalism at times when it 

comes to depicting Pakistan and Pakistani characters while also blatantly stereotyping the 

West. He also overturns the Orientalist stereotypes of the Pakistani characters at times, 

thus exposing the stereotypical manner in which they have been traditionally portrayed.  

Re-Orientalism in the case of Maulana Tahiri 

Maulana Tahiri, who is presented as a stereotypical villainous sheikh, is also 

depicted as having an intricate understanding of history and knowledge. He is 

stereotypically cast as the evil Muslim terrorist but is also in control, excessively eloquent 

and knowledgeable. When we first meet Maulana Tahiri, a British journalist is 

interviewing him in a grand Lahore mosque. The British journalist asks him many 

questions but is mostly silent and is the one listening to Maulana’s long rants and history 

lessons. In a kind of Orientalist caricature of the Arab sheiks depicted so often in Western 

media, Shoaib Mansoor depicts Tahiri as at once, grand and majestic while 

simultaneously cunning and evil. He is perched on his chair in the mosque just as an 

emperor perched on his throne. He is clad in traditional shalwar kameez with a turban on 
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his head denoting his traditionalism and conservatism. In an extreme close-up shot of 

Tahiri, we also glimpse the ruby red ring on his finger, adding a sort of wicked majesty to 

his entire persona. Instead of completely villainizing him without reason, Mansoor 

attempts to give Tahiri some sort of depth as he narrates the reasoning behind inciting his 

followers to wage jihad. He stresses that television has automatically aided him and his 

followers to wage jihad as they witness the atrocities committed against Muslims all over 

the world and are compelled to seek revenge. The journalist is also portrayed as ignorant 

as she seems to not know much about the history of American interventionism in Muslim 

countries, such as Afghanistan. When she asks where the money for jihad comes from, 

Tahiri is quick to say that the CIA had been financing the jihad in Afghanistan, sending 

dollars, arms and ammunition and encouraging the mujahedeen to kill the Soviets. “CNN 

used to call us Mujahedeen fondly. Now, we are called terrorists,” he says, pointing to the 

hypocrisy and double standards of the U.S., while also giving the audience the reasoning 

of his fundamentalist aspirations.
50

 He is at once knowledgeable and wise, menacing and 

evil. In the next section, I will examine how S. Mansoor presented the scenes between 

Mansoor and his torturer- utilizing explicit reverse Orientalism and also showcasing the 

racist pathological organization at work.  

 

The racist pathological organization in the case of Mansoor and his torturer 

Mansoor’s torture scenes are extremely significant as they not only fill up most of 

the second half of the movie, but they also provide the audience with a way to understand 

the psyche of the Pakistani man. The director ensures that audience identification with the 
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brown Pakistani man/Other is achieved through excessive close-ups of Mansoor’s face, 

emphasizing his emotional despair and psychological trauma. He also ensures that the 

antagonist, which in Mansoor’s case is his torturer, the nameless American FBI-agent, is 

caricatured extensively, to an extent that would most likely make it hard for the audience 

to take him seriously.  The FBI agent is presented as insistent, irrational, angry and 

ridiculous.  He is physically small, and in no way corresponds to the stereotype of CIA 

and FBI agents in films, who are masculine, controlled, and their physique is quietly 

menacing. I argue that this strategy of caricaturing the FBI agent is useful in empowering 

the eastern narrative and allowing the Pakistani to speak to the West. This also allows 

Western audiences to identify with Mansoor, whom audiences are absolutely convinced 

is not a terrorist, and thus understand, how stereotyping, and racism can work 

structurally. The first time we are introduced to Mansoor’s torturer- we only see his 

ominous footsteps approaching Mansoor’s doorway, where he and his newly wed are 

sleeping. The dim lighting in the scene and the eerie glow of a green light adds to the 

suspense of the scene. It reminds us of a scene from a murder movie wherein the 

murderer’s footsteps are slowly approaching his unsuspecting victim. Even before we see 

his face or discover that he is an FBI agent, we are told that he is the hunter and Mansoor 

is the hunted. This is confirmed when Mansoor is gagged and tied up and we next see 

him in an interrogation room and witness the FBI agent torturing and taunting Mansoor in 

later scenes. I will now examine five different scenes that showcase Mansoor’s torture, 

highlighting how he is portrayed and how his oppressors are depicted, keeping in mind 

the mise-en-scene, cinematography and other cinematic elements prevalent in the scenes.  



 52 

Scene One: In the scene that follows, we see a medium long shot of Mansoor on a 

wooden chair in an interrogation room. His hands appear to be tied up with cuff links. 

The FBI agent, wearing a trench coat, reads off a piece of paper, as two other agents 

watch in the backdrop. Everything about the FBI agent, from his black trench coat to his 

mocking voice and his horn rimmed glasses point towards his caricatured depiction. 

Normally, trench coats are associated with detectives solving crimes in American popular 

culture. Here, instead of being portrayed as the typical American hero, the director seems 

to be mocking the typical FBI agent and in a kind of twisted caricature, turns the 

normally good guy into the cartoonish villain. The otherwise evil brown guy here is the 

victim- the oppressed, and also the protagonist. It is also important to note that aside from 

the darkness of the room, emphasizing the gloom and doom of the situation, the 

characters are also dressed to emphasize the morbidity of the scenario. The main FBI 

agent interrogating Mansoor is wearing black and so are the two FBI agents witnessing 

the interrogation. The lighting on them is also dim so that the spectator cannot gauge their 

facial expressions or features. Their body language is also rigid and robotic. They are not 

given names at any point as if they’re unworthy of being humanized. This is explicit 

Othering of the West- reverse Orientalism at its best. The FBI agents here stand for a 

system, and are presented in a shallow, stereotypical, and caricatured way, aimed at 

stripping them of agency or complexity.   

Mansoor, on the other hand, is dressed in a white t-shirt (perhaps the white is 

meant to emphasize his purity and innocence) and the camera shows several close-up 

shots of his face to emphasize his agony and agency. The camera shows a close-up shot 

of his handcuffed hands before cutting to a close-up shot of his agonized face. The FBI 
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agent is also shown as ignorant about Pakistan as he mocks the idea of Mansoor coming 

to the States to study music, claiming that most Pakistanis work at gas stations and 

grocery stores in the United States. When Mansoor tells him that he’s not from a poor 

family, his interrogator sneers at him, leaning over to peer at Mansoor’s face as the 

camera captures them in a two-shot close-up. “But you do belong to a poor country,” he 

says as he hovers over Mansoor’s face.
51

 While Mansoor is interrogated and asked 

questions about his links to Osama bin Laden, based on his Pakistani and Muslim 

identity, the power relations in the scene are made obvious as well. While Mansoor is 

sitting and hunched over, his oppressor is standing tall and menacingly over him. The 

dimly lit dark room with eerie green lighting adds to the sinister atmosphere of the scene 

as well. The camera hovers over Mansoor’s cuffed hands several times in a close-up shot 

as his hands fidget with discomfort. The Pakistani’s emotions and innocence are 

emphasized over and over again thorough these camera angles while his oppressor is 

caricatured and vilified.  

Scene Two: In another scene, where Mansoor is apparently at a Guantanamo Bay 

type facility, where he can be tortured mercilessly, the camera cuts to a shot of an 

onlooker (an agent or a guard) whose face and body are indistinguishable- he is 

represented only as a black blur. This heightens the voyeurism and sadism of the scene. 

We again witness extreme close-up shots of Mansoor’s face against the dirty grey wall. 

We witness one of the guards urinating in a toilet inside Mansoor’s cell after he drops a 

white piece of cloth there (the cloth is clearly intended to torture Mansoor) and we aren’t 

shown what happens next- making the scene more horrific to the viewer as one is left to 
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imagine the worst possible torture scenarios. Again, the white oppressor is dehumanized 

and shown as a cruel tyrant while the audience is forced to sympathize with the brown 

man and his ordeal. 

Scene Three: In another scene, we witness the further dehumanization of 

Mansoor’s oppressors as the camera cuts to a close-up shot of his hands chained to the 

ceiling, forcing the audience to identify with his miserable situation. As an agent un-cuffs 

him, the camera pans down to show two FBI agents, one male and one female, wearing 

face masks. The facemasks add to the intensity of the scene because they force the 

audience to sympathize with Mansoor’s condition and to imagine how disgusting the 

smell of his cell must be. The masks also act as a device that dehumanize the FBI agents- 

they have no face just as they have no name; their facial expressions are unworthy of 

being given any kind of human recognition. The female FBI agent screams at Mansoor 

and is caricatured as much as the main oppressor/FBI agent. “You won’t be chained to 

the roof anymore,” she says, resembling Agatha Trunchbull from the children’s film, 

Matilda.
52

 Her physical appearance is very similar to Trunchbull, the headmistress of a 

nice school for children, who is depicted as a bloodthirsty and remorseless woman, 

inflicting torture on school kids. Just as Trunchbull was de-humanized by undermining 

her femininity and making her resemble muscular, brawny woman, the FBI agent is also 

brawny and masculine in appearance, resulting in a grotesque caricature.  Like a cruel 

headmistress screaming at a pupil and advising him to write as punishment during 

detention, she orders Mansoor to write on the cell walls before telling him to strip naked. 

“All these walls are your writing board. Use these charcoals to write everything that 
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comes to your mind the whole day. The agent will visit you everyday to see what’s on 

your mind. Understand?” she screams.
53

 The other agent is depicted as a robot, standing 

erect the whole time without being given a voice or any movement, his facemask further 

alienating him from viewers. 

Scene Four: We later witness Mansoor reduced into an animal, his naked body 

against the cell bars captured in a medium shot as we see “I love USA” scribbled on the 

cell walls. The scribbles later turn into “I love USAMA,” perhaps as a way of giving in to 

the torture as his oppressors wish to hear nothing other than that, or perhaps as an act of 

defiance. The last scenes in the cell show that Mansoor still has some fight left in him as 

he rips off the mask of one of the guards torturing him, forcing the guard to gag from the 

revolting smell of the cell. In the very last scene of his torture, the audience witnesses 

him being beaten and slammed against the cell walls as blood smears the walls and the 

camera captures “I love USAMA” on the walls. 

Discussion and Analysis 

Aside from the deliberate reverse Orientalism strategies at work in the above 

scenes that work to stereotype the West blatantly, reducing Western characters to 

cartoonish inhuman caricatures, we also see the paranoia of racism at work here, as 

outlined by Davids in the previous section. Davids’ concept of the racist pathological 

organization and how it defends against anxiety by profiling the Other as the threat that 

must be annihilated can be seen in Mansoor’s oppressors. Even though it is hard to figure 

out the intentions, motives or personalities of the caricatured FBI agents (since their 
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characters lack any depth), we can at least assume that given the paranoia surrounding the 

post 9/11/01 U.S. landscape, the agents were operating within an institutionally racist 

system and were thus influenced by it.
54

 In the film, it seems that the agents have made 

up their mind against Mansoor no matter what he says -- they have effectively “othered” 

him as a “terrorist.” As Davids has stated, “linking the terms ‘terrorist’ and 

‘fundamentalist’ with Islamic, draws on anti-Islamic sentiment prevalent in the West, 

yoking them together in a paranoid construction that identifies the Muslim as enemy.”
55

 

Mansoor keeps asserting that he’s innocent and has no connection to Bin Laden but his 

oppressor refuses to believe him as he has fixed an image of Mansoor as a terrorist in his 

paranoid mind, based on his culture, religion and on his Pakistani identity. The film 

clearly shows that according to this logic, all Muslims are terrorists.
56

  As Fanon stated in 

Black Skin White Masks, “The European has a fixed concept of the Negro,” and this is 

exactly the case when it comes to Mansoor’s white oppressor(s).
57

 It is also important to 

note that Muslims were not the only group that were being racialized during this time but 

anyone who looked brown was a target of the paranoia and fear of the U.S. Fanon has 

stated that “colour is the most obvious manifestation of race, it has been made the 

criterion by which men are judged.”
58

 Mansoor himself was captured because of his 

drunk Sikh neighbor accusing him of being a terrorist, trying to pass off the blame, since 
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in reality, Sikhs were being targeted as terrorists after September 11. All brown men were 

thus forced to recognize their brown skins -- as they recognized the projection of the 

white gaze on them. Mansoor, also, to some extent knows that he needs to convince and 

appease the white man of his innocence as there are certain close-up shots of him looking 

at the FBI agent with terror -- he is literally begging the agent to believe him.  We are 

reminded of Fanon talking about the colonized man looking for appeasement from the 

colonizer as he stated, “he is a beggar. He looks for appeasement, for permission in the 

white man’s eyes. For to him, there is the Other.”
59

 Mansoor’s fixed image in the white 

man’s eyes doesn’t change even though he has assimilated to white culture and dresses 

like a white man (in his western attire) and even has a white partner. As Jajja cited, “His 

Pakistani-ness cannot be camouflaged by his expensive suit, expensive car or even by the 

company of his American friends.”
60

 Mansoor, at some point, recognizes the projection 

of “othering” upon him cast by his white oppressors, knowing that he is fixed in their 

eyes. This realization is what most likely drives him to change the writing on the wall 

from “I love USA” to “I love USAMA,” giving in to the fixed image that the oppressors 

have of him. We are again reminded of Fanon’s words: “I am overdetermined from 

without. I am the slave not of the idea that others have of me but of my appearance…and 

already I am being dissected under white eyes, the only real eyes. I am fixed. Having 

adjusted their microtomes, they objectively cut away slices of my reality.”
61

 Mansoor 

gives in to the idea that the American oppressors have of him, knowing that he is fixed in 
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their eyes. And they literally cut away slices of his reality through the torture, driving him 

into insanity towards the end of the movie.  But because of the film’s strategies, we, the 

audience, refuse this objectification, value judgment, and decree. We know Mansoor is 

not a terrorist, and we know the FBI agents are committing a crime, and now we have to 

work out the ramifications of this ideological sin.  

Self-Orientalizing in the representation of the two brothers.  

Aside from the portrayal of Mansoor, the entire movie resorts to showing 

characters in “black and white,” emphasizing dichotomies and binaries. Sarmad is the 

corrupted brother while Mansoor is the innocent one, his childlike features over 

emphasized during the torture scenes to allow the audience to feel his emotions. Even in 

the first few scenes introducing Sarmad and Mansoor’s characters to the audience, we see 

Sarmad usually dressed in dark colours such as brown or black, while Mansoor is shown 

in white. During the beginning of the film, when the brothers are shown together, they are 

mostly shown in individual shots, emphasizing their differences. When they are shown 

together in a two shot, Mansoor always appears as the rational one, preaching to his 

immature brother, who always looks down, emphasizing his confusion and malleability. 

In a two-shot featuring Mansoor and Sarmad, Mansoor faces the camera while Sarmad 

looks down and is leaning more towards the off-screen space, perhaps symbolizing his 

inclination towards the dark side.  

The liberal westernized upper class Punjabis are also shown in stark contrast to 

the “barbaric” Pashtun lower class maulvis.
62

 In one scene, while Mansoor and Sarmad 
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are singing and celebrating the new millennium with song and dance, the figures dancing 

on stage offer a stark contrast to the approaching mullahs on their motorbikes, 

interestingly accompanied by non-diegetic rock music to emphasize the violence that 

follows. While rock music blares for the audience, the mullahs in traditional attire 

(compared to the jeans-clad singers) brutally smash everything in sight, destroying the 

new millennium decorations, and stopping the music (which stands for Western 

influence). The barbaric and primitive village setting, depicted through Mary’s point of 

view offers a stark contrast to the glittering Chicago skyline. In fact, the entire movie is 

edited in a way that emphasizes dichotomies as each peaceful scene that takes place in 

America prior to 9/11 is paralleled with a violent scene in the village. It can be argued 

that at least as far as the representation of the West (America) is concerned, Shoaib 

Mansoor, like Mira Nair, is utilizing re-Orientalism strategies and stereotyping the West 

to expose the stereotypes about the Muslim world. However, I would argue that when it 

comes to the depiction of the Pashtuns, self-consciousness gives way to worn out and 

uncritical stereotypes. The director seems to have internalized the same Orientalizing 

depictions of Muslims that we have seen in the media and has applied them to the 

Pashtuns. The entire movie is about binaries: good and modern Muslim versus bad, 

fundamentalist Muslim, East versus West, and Punjabis versus Pashtuns. The ideological 

message of the movie, as Hamzah Saif states, is: 

If colonialism is characterized by the denial of independent personhood to the colonized, and the 

consequent desire to be accorded existence through the gaze of the colonizer, Khuda Ke 

Liye expresses an aspiration to be recognized as good in the War on Terror calculus. If Zero Dark 

Thirty and its genre demonize Pakistanis, Khuda Ke Liye responds that not all Pakistanis are 

demons. Instead of offering rebuke to the ideological colonialism of the War on Terror, the film 
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remains firmly rooted within the war’s good and bad Muslim framework. In Mansur’s undeserved 

capture and torture, it laments that imperial power cannot distinguish between allies and 

adversaries. Recognize me as liberal like you, the film seems to plead, and spare me, the good 

Muslim, for I too am in battle with the bad one.
63

 

The Reluctant Fundamentalist  

So far, I have examined how Shoaib Mansoor employed re-Orientalist strategies, 

particularly utilizing the method of reverse Orientalism in his film, Khuda Ke Liye. I will 

now attempt to highlight how Mira Nair utilizes Re-Orientalism strategies by examining 

scenes from The Reluctant Fundamentalist.  

Re-Orientalism Strategies in TRF 

As TRF starts and the credits roll out on screen, we hear sinister music playing, 

the kind associated with suspense, thrillers and crime drama. As this non-diegetic 

material plays out, flashes of red colours on the screen form a map of the world and one 

can glimpse the flag of Pakistan dimly lit amidst the red. At the same time, the title of the 

film, “The Reluctant Fundamentalist” flashes across the screen, signifying that this is 

most likely a story concerning Pakistan or a Pakistani. The opening shot displays a 

bearded young male (we discover later that this is the main Pakistani protagonist, 

Changez) in a medium shot covered in smoke. He is looking at something that is off 

screen. The smoke immediately sets up Changez as a mysterious and exotic figure, 

possibly even someone dangerous. As the camera cuts to the next shot, we see an exotic 

locale and an eastern setting and the camera moves to show close-ups of two qawwali 

(sufi) singers, Abu Muhammad and Fareed Ayaz, singing at an eastern party as the lyrics 

                                                        
63Hamzah Saif, “Internalized Colonial Narratives in Pakistani Cinema: Liberalism, “Good Muslims,” and 

the War on Terror,” Ajam Media Collective, last modified July 2, 2013, 

http://ajammc.com/2013/07/02/internalized-colonial-narratives-in-pakistani-cinema-liberalism-good-

muslims-and-the-war-on-terror/; It seems that class (both, of the filmmakers, and the characters) is 

important too, which corresponds with the definition of Re-Orientalism. It is possible that since S.Mansoor 

operates from a position of economic privilege, he is unconsciously depicting the liberal, upper class 

Punjabis as civilized “good” Muslims while stereotyping the lower class Pashtuns as “bad” Muslims.  

http://ajammc.com/2013/07/02/internalized-colonial-narratives-in-pakistani-cinema-liberalism-good-muslims-and-the-war-on-terror/
http://ajammc.com/2013/07/02/internalized-colonial-narratives-in-pakistani-cinema-liberalism-good-muslims-and-the-war-on-terror/


 61 

of Kangna play out. The camera cuts to show a close-up shot of Changez’s face. His 

facial expression is hard to discern. He looks determined or anxious. One cannot be sure. 

The camera then cuts to the next shot that identifies the setting as Lahore, Pakistan as we 

see a white man (Professor Rainier) and a Pakistani woman (she is most likely his wife) 

walk out of a movie theatre. We glimpse hooded men following them as the camera cuts 

to extreme close-up shots again of the qawwali singers. The close-ups of the Sufi singers 

are inter-cut with medium shots of Changez talking on the phone. It is made apparent that 

he is present at the party where the qawwalists are singing. The scene reveals itself to be 

one of parallel editing as the hooded men ambush the white man and the Pakistani 

woman coming out of the cinema on the street. At the same time, “the violent pitch of 

the refrain from Kangna rises to a near scream…the wife is beaten and thrown onto the 

street as the terrorists drive off with her husband. She runs behind the car screaming 

for help. “Tori binti karoon,” sing the qawwals. “I beg and beseech you.”
64

 As the wife 

screams for help, the camera cuts to Changez again, implying – as with most parallel 

editing scenes- that he is somehow involved in this violent kidnapping that we just 

witnessed on screen.  

There are a number of things a spectator would notice as the opening scene plays 

out. The first is the utter chaos and confusion and how many different people we are 

introduced to all at once. We have the qawwalists, the people exiting the cinema and then 

Changez, and the camera keeps cutting to each of them as Kangna plays out. Given the 

curious title of the film and the mysterious aura created around Changez, the spectator 

would most likely view his character with suspicion. The spectators bring their own 
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stereotypes to watching any film. Since this movie is intended for Western audiences, 

Nair most likely assumes that the spectator will associate Changez with this act of 

violence – given the previous depictions the Western viewer has absorbed of 

stereotypical brown men and Othered ethnicities. This is Nair applying deliberate Re-

Orientalist strategies, forcing us to look at the screen with the stereotypes we have- only 

to later dismantle these stereotypes. Such a tactic would most likely make the viewer 

question the way he looks at the world- allowing him/her to be more critical when 

associating stereotypes with Othered peoples.  

A later scene introduces us to the journalist, Bobby. It is made apparent that he is 

working with some CIA agents to figure out who kidnapped the American professor. The 

room where the CIA agents are in hiding at a hotel depicts a tense atmosphere and edgy, 

non-diegetic music plays as the camera focuses on a board in the hotel room. The board 

is filled with clues that implicate Changez in the kidnapping of Rainer, the American 

professor. “Controversial Professor Changez Khan protests against Pakistan’s foreign 

policy,” reads a newspaper headline and then the camera pans down to a photo of 

Changez Khan- zooming in to a close up shot of his face, which looks mysterious and 

expressionless.
65

  

Languid eastern music plays in another scene as the camera follows Bobby into a 

dilapidated teahouse situated at Lahore University.
66

 The scene cuts to show Changez and 

Bobby sitting inside the cafeteria. It is obvious that Bobby, whom the audience knows is 
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colluding with the CIA agents, is here to figure out Changez’s involvement in the 

kidnapping. He is on an investigative mission it seems, not unlike the CIA and FBI 

agents in typical Hollywood flicks, trying to save America from a terrorist or an outsider. 

The audience’s past knowledge of such movies will most likely impact how they perceive 

this scene. All these little clues have been put there on purpose to deceive the audience 

into viewing the scenes and the characters in a certain light. The entire conversation 

between Bobby and Changez is one set up to emphasize binaries: the white man versus 

the brown man, the FBI agent versus the terrorist, East versus West. The setting with the 

dilapidated buildings is exotic and ominous and all the Pakistani brown men in the 

teahouse look stereotypically sinister and suspicious. The camera shows a close up shot 

of the Pakistani waiter’s face as he serves tea to Changez and Bobby, and looks at Bobby 

in an extremely hostile and suspicious way. Bobby eyes them with equal suspicion and 

hostility. As local police enter the teahouse and start speaking in the local language, 

Urdu, Bobby becomes uncomfortable and Changez tells everyone to stay calm, as the 

atmosphere turns edgy and ominous. The Western viewer, familiar with Orientalist 

stereotypes, will probably identify with Bobby at this point, viewing the exotic locale and 

the strange, mysterious, menacing brown men with suspicion. Bobby and Changez are set 

off against each other as binary opposites. Visually, the antagonism and mutual hostility 

of East and West is apparent between Bobby and Changez when the camera goes back 

and forth between them. The distrust is made explicitly apparent when Bobby insinuates 

that Changez may be a part of the militant academia he’s writing about. Changez’s red 

traditional shalwar kameez sets him off against the dark background and Bobby’s grey 

attire merges with the background. The conversations between Bobby and Changez are 
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rarely ever filmed in two-shots. They are either over the shoulder close-ups or individual 

close-ups and some extreme close ups. This is a deliberate attempt to heighten the 

boundary and divide between the two, and between the East and the West, between 

Pakistan and the U.S. 

Nair has set up the scene in a way to make the audience think a certain way about 

Changez and Pakistan. She is relying on the audience to bring their stereotypes with them 

while watching, so she can expose and dismantle them at the end, leaving one to actually 

think about the stereotypes embedded in one’s mind. The parallel editing at the 

beginning, the clues pointing to Changez as a possible terrorist, the menacing looks of all 

the men surrounding Changez in traditional attire, the dilapidated Pakistani buildings, the 

dialogue and mise-en-scene, are designed to make us believe in a conventional narrative 

of East vs. West political thriller. Changez seems to be orchestrating a performance for 

the audience and for Bobby. As he asks Bobby to listen to his entire story (a unique 

situation- usually Hollywood films about terrorism don’t allow the East or the terrorist to 

speak) and as Bobby hits the record button on his phone, Changez recites, as if in a 

performance: “Looks can be deceiving. I am a lover of America. Although I was raised to 

feel very Pakistani.”
67

 The performative nature of his body language and dialogue is also 

a deliberate attempt by Nair to make us distrust this narrator. The unreliable narrator is a 

crucial re-Orientalizing device used by Eastern artists to allow the East to speak, to 

appeal to Western audiences and Western subjectivity.
68

 The audience is forced to 

wonder as to who’s telling the truth after hearing Changez’s narrative. Bobby explicitly 

states that he knows from his sources that Changez has been teaching a course in violent 
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revolution, and flashbacks from Bobby’s point of view depict Changez walking into a 

mosque filled with bearded people, colluding with Mustafa Fazil, a known terrorist 

suspect, as sinister music plays throughout the flashback. Changez counters Bobby’s 

narrative by giving his side of the story and asserting that he was at the mosque to teach 

as a teacher, not to collude in suspect terrorist activities and that “classes on revolution 

are taught at Duke as well but that doesn’t mean that such teachers are planning to blow 

up federal buildings.”
69

 Changez also claims that he knows Bobby is not really a 

journalist but an undercover CIA agent. The question the audience is forced to wonder is: 

who is telling the truth? Using a Rashomon style structure, with multiple narratives of the 

same event, allows Nair to invite the audience to be active in constructing their 

understanding of events, along with moral judgments. This is where the audience will 

form their own interpretation based on past knowledge and film language, while 

questioning their own stereotypes. Nair here goes beyond re-Orientalising, as she does 

not simply undo stereotypes but also encourages a more sophisticated political analysis.  

Where Hamza Saif argued that In The Name of God failed, The Reluctant Fundamentalist 

succeeds.  Cinematically, it challenges the colonial logic of the War on Terror, going 

much deeper than undoing Orientalist stereotypes.   Unlike the silent and defeated 

Mansoor in In The Name of God, Changez maintains agency, both political and personal.   

Applying Fanon to The Reluctant Fundamentalist 

Aside from using the strategy of re-Orientalism, Nair’s film can also be read in 

light of Fanon’s Black Skin White Masks when trying to trace the identity crisis of 

Changez. Nair’s film is unique in the sense that the audience is given a chance to identify 
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with the East as the potential terrorist’s narrative and his side of the story is highlighted. 

Changez, the Pakistani, is the one in control here (he has epistemic privilege too, as he 

knows throughout that Bobby is pretending to be a journalist). The West is heavily 

stereotyped as well, and Western characters such as Bobby and Erica are not as well 

developed as they could have been. The potential terrorist (or the Other) is humanized 

and the audience, when hearing Changez’s narrative of the American dream and his 

disillusionment, is able to sympathize with him (a rarity in traditional films with terrorists 

or the Pakistani/Muslim Other in them). The explicit close-ups of Changez’s face and 

facial expressions depict his deep internal struggles and psychological emotions, allowing 

the audience to empathize and understand his point of view. In order to highlight the way 

in which Fanon’s work can be used to understand Changez’s psyche and identity crisis, it 

is imperative to examine Changez’ relationship with his lover, Erica. Erica, according to 

scholars, “stands for America” symbolically.
70

 “Her charm, attraction and presence 

reflect the world status and power of America. Even her name not only rhymes with 

America, but is actually a part of the name of America.”
71

 When Nair introduces Erica 

for the first time in TRF, Erica is shown in a close-up shot with a camera in her hand as 

the next shot shows Changez entering the frame, effectively establishing him as the 

object of her gaze. Traditionally, the gaze is usually owned by a male, staring at the 

female as the object.
72

 What is important to note is that cinematically, whoever has the 

authority to look has the power while the object of the gaze is objectified, and often 
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“Othered.”
73

 As Erica symbolizes America, her gaze signifies the American looking at 

the Pakistani Other, objectifying him, feminizing him and stereotyping him.
74

 Erica’s 

acceptance is extremely important to Changez during the time when he is trying his best 

to shed his Pakistani identity, his Otherness, his brown skin and don the white mask so 

that he can pursue the American dream. In order to understand Changez’s identity crisis, I 

will highlight his interactions with America in three stages, using Fanon’s Black Skin, 

White Masks as an implicit lens for analysis.  

Stage 1: Assimilation 

The black man wants to be white. The white man is desperately trying to achieve the rank of 

men…as painful as it is for us to have to say this: there is but one destiny for the black man. And it is 

white. 
75

 

The above quote from Frantz Fanon is a good way to start off this section as it 

aptly portrays how Changez was desperate to shed his brown skin and his Pakistani 

identity and assimilate into the American culture. M. Ayub Jajja notes that in order to 

shed his Pakistani identity and his Otherness, “Changez is desperate for acceptance by 

Erica, even at the cost of his own identity. In a sense, he marries “white culture, white 

beauty and white whiteness.”
76

 However in order to become white, he must assimilate. 

Assimilation is what America demands of its ethnic minorities.
77

 This resonates with 

what Fanon has said when talking about the black man looking to become white by trying 
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to gain acceptance from the white woman when he stated, “By loving me, she proves to 

me that I am worthy of the white love. I am loved like a white man. I am a white man.”
78

 

In one scene where Changez and Erica are sitting in a pub, getting to know each other, 

Erica tells Changez about her boyfriend, Chris, who died and how she’s struggling to 

move on. Chris symbolizes the Christian America as David Gay has stated that Erica 

“clings to the memory of a former lover named Chris, a name that may suggest 

Christianity,” and that Chris symbolizes nostalgia for a white, Christian America.
79

 The 

mellow diegetic guitar music is extremely important to note in this scene. A guitarist is 

singing Nirvana’s “Come as You Are” at an open mic inside the pub. As Erica gazes into 

the distance after telling Changez about Chris and her inability to move on, the lyrics, “I 

want you to be” are repeated from the song over and over again, symbolizing Erica’s 

wish for Changez to become Chris and the camera pans to the left to focus on Changez 

looking at her, accepting her desire to become Chris and Changez’s willingness to replace 

Chris. Kurt Cobain, the lead singer, songwriter and guitarist for the rock band, Nirvana, 

when asked about the meaning of the lyrics of “Come as You Are,” stated that the song is 

“about people, and what they’re expected to act like.”
80

 The native Others, for Fanon, 

were expected to act like their colonial masters if they wanted acceptance, just as 

Changez is expected to act white and pretend to be Chris for Erica’s -- and by extension -

-America’s acceptance. In the intimate lovemaking scene between Erica and Changez, 

Erica is unable to let Changez enter her as she claims she’s still in love with Chris. It’s 
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only after Changez says, “Pretend, I’m him,” is when they are able to consummate.
81

 

Ayub Jajja states: 

Changez’s infatuation with Erica does not let him give up his mimicry of the American culture. 

This reaches its culmination when he offers to become Chris, in his desperation to overcome the 

dilemma of dysfunctional love on the part of Erica…Changez, who is regarded as a citizen of a 

subject culture, resorts to the ultimate mimicry of surrendering his identity, to be accepted by his 

beloved belonging to the superior culture of the neo-colonial superpower. He gives up his name, 

his identity, his values and culture and becomes Chris. The beloved accepts him. The implicit 

message is that the non-Europeans are acceptable to America and its culture only when they give 

up their identity and culture and “marry” the American dominant culture.
82

 

 

Even though this assimilation works for a while, as soon as 9/11/01 hits and the racist 

pathological organism within America’s psyche awakens, Changez’s white mask is torn 

apart and he is forced to realize that “even his mimicry cannot grant him acceptance and 

equality in the American society. He is still regarded as “Other.”
83

  

Stage 2: Alienation 

You picked a side after 9/11. I didn’t have to. It was picked for me.
84

 

This section shows how Changez’s alienation and realization is the result of the 

racist pathological organization awakening, and the West’s projecting its racism on to 

Changez, which he internalizes, resulting in his alienation and identity crisis. Changez is 

forced to come to terms with how the West/America resorts into a nostalgic past, 

resulting in an outburst of extreme racism and Othering. The West rips off Changez’s 

white mask and forces him to recognize his brown skin. As Changez tells Bobby how he 

was racialized after 9/11/01, forced to recognize his Otherness, his brown skin and his 

Pakistani-ness, we see flashbacks of Changez returning from Manila with his co-workers 

and boss from Underwood Samson. The setting is the New York airport and the 
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environment reeks of intense surveillance and paranoia as we see uniformed police and 

U.S military men surveying everyone at the airport and black dogs sniffing the area. A 

uniformed officer approaches Changez and inquires whether he’s a foreign national or a 

U.S citizen. Changez has to show him his green passport, marking him as an outsider, a 

Pakistani, an Other. He can no longer escape his brown skin. Based on his Pakistani-ness, 

he is led by the officers into an interrogation room where he is forced to strip. His internal 

humiliation is reflected intensely in the scene after the strip search wherein he is staring 

at the glass screen in the interrogation room. The camera captures his grim expression 

and alienation in a medium close-up shot as instrumental (the type associated with 

climactic scenes) non-diegetic music plays. As Changez stares at his reflection in the 

glass screen, he is perhaps wondering who he is and where he stands and is forced to 

recognize his brown skin- he is finally looking at himself the way he is looked at by the 

West, internalizing its angry, racist gaze. The scene is reminiscent of Fanon describing 

the condition of the black man wondering: “whether he was not being betrayed by 

everything about him for the white race would not accept him as one of its own.”
85

 The 

colours in the entire frame are blue, including the shirt he’s wearing and as he gazes 

intently at the screen, the background depicts the World Trade Centre filling up with 

smoke as the smoke engulfs Changez’s reflection, eating it up completely. The calm and 

stability of the blue colours engulfed by smoke reflect the instability and alienation felt 

by the protagonist on screen. The audience further recognizes Changez’s Othering and 

alienation when we see Erica photographing him in later scenes and the full figure of 

Changez, captured in a long shot against the New York skyline and the sea, convey the 

character’s alienated circumstances. Erica’s camera on him represents America gazing at 
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him and objectifying him. The American gaze and its objectification are projected on to 

Changez, who internalizes it, resulting in his alienation. Later, Erica’s literal assertions, 

claiming that he is “an(Other) man” will haunt his psyche further, driving him into 

isolation.
86

 Nair doesn’t stop with just one instance of racial profiling against Changez. 

She forces the audience to witness further instances of humiliation and racialization 

experienced by the protagonist as he is grabbed by a police officer, thrust against the car 

and advised to spread his legs as the officer cuffs him and takes him to the police station. 

At the station, Officers Ford and Jackson survey Changez like vultures eyeing their prey, 

interrogating him about receiving possible combat training in Afghanistan. The power 

dynamics here could not be clearer as Nair ensures that Officer Ford’s figure looms over 

Changez and he fills the frame while Changez looks tiny and fragile against him. 

Aesthetically as well, the only colours dominating the screen are black (Changez as well 

as the officers are dressed in black) and the entire backdrop is grey, reflecting the grim 

situation. The last straw for Changez occurs when he visits Erica’s solo exhibition 

opening, and is shocked to explicitly discover and acknowledge how she views him. As 

he enters the dimly lit exhibition room, eastern diegetic music plays. In one shot, the 

audience is forced to gaze upon a literal projection of Changez’s face (a photograph that 

Erica must have captured at some point) filled with anguish, simulating his literal anguish 

and identity crisis. As the close-up of his projected face fills the screen, we see glittering 

gold letters below his projected face, stating “I had a Pakistani once.” As an angry and 

incredulous Changez confronts Erica, who claims that this exhibition reflects their love, 

we witness how Changez comes to the realization that he can never be accepted as white- 
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he will always be Othered in Erica’s eyes, in Western eyes.
87

 The colonial gaze refuses to 

accept him without his Pakistani identity. The Western gaze can only create its own 

identity by objectifying and Othering him. Changez realizes this literal objectification 

when he tells Erica that she turned him into her “pet artistic project” for her “bohemian 

street cred.”
88

 As he walks out of the exhibition and into a dark alleyway, we witness his 

anguish and alienation in medium close-up shots as he cries amidst the dark background, 

alone and isolated. This is perhaps the point where Changez realizes that “insofar as he 

conceives of European culture as a means of stripping himself of his race, he becomes 

alienated.”
89

This is the moment where Changez is forced to acknowledge that his white 

mask is a façade, placing him at a crossroads.  

Stage 3: Crossroads and The Search for Indigenous Identity 

The white man was wrong. I was not a primitive, not even a half-man. I belonged to a race that 

had already been working in gold and silver two thousand years ago.
90

 

Changez’s crisis and crossroads is captured in Turkey, Istanbul, where he and his 

boss, Jim, have embarked on a mission to value a publishing company. Dramatic non-

diegetic Turkish music plays, signifying that the setting in one of crossroads as close-up 

shots depict the pristine minarets of the Blue Mosque. The mosque, one of the most 

resplendent symbols of Turkey’s magnificent past symbolizes the Muslim empire’s 

glorious history. This is where Changez is forced to address his indigenous roots, accept 
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his brown skin and actually be proud of his identity. The publisher, Nazmi Kemal, whose 

company Underwood Samson is here to evaluate, proves to be a fascinating character. He 

is a man clearly proud of his cultural heritage, values and history, even as he knows that 

neo-colonial economy is forcing him to stop producing local culture. Indeed, when the 

camera focuses on a medium shot of Kemal at his desk, the antique pieces on his table 

and in the backdrop as well as the huge ring on his finger, all seem to symbolize the once 

mighty Ottoman and Mughal empires before the era of colonialism. The symbolism is 

made apparent when Kemal tells Jim and Changez that his publishing company is 

representative of the great stories of the Middle East and they’ve come here to “render 

me obsolete.”
91

 This is similar to how the glorious Mughal and Ottoman empires were 

once mighty and renowned but were rendered obsolete by the arrival of the colonialists, 

leaving their subsequent generations to search for their histories and consequently, their 

identity. Kemal openly tells Changez that he should be ashamed of being here, of not 

knowing where he stands and of trying to destroy his own Muslim cultural past. The low 

angle shots of Turkey’s buildings foreshadow how Underwood Samson is about to tear 

down the publishing company, just as Europe once took down some of the greatest 

civilizations in the world. This is also similar to the United States’ neoliberal lust for 

economic power, intervention in Middle Eastern countries, and of U.S cultural 

imperialism all over the globe. Underwood Samson’s initials are also U.S, which means 

that it is meant to symbolize the USA and its neoliberalism. Changez searches for his 

identity in subsequent scenes as he visits the Blue Mosque and contemplates over its 

architecture, symbolizing the gloriousness of the Muslim past. One shot shows his figure 

isolated towards the right side of the frame while the Blue Mosque takes over the entire 
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frame- engulfing Changez in its marvel. The lunch scene between Changez and Kemal is 

particularly significant because that’s the point where Kemal tells Changez about the 

janissaries, Christian boys who were captured by the Ottomans to become soldiers in the 

mighty Muslim army. “They were sent to kill their former families. And destroy their 

former homes,” Kemal tells Changez as the camera captures both of them in individual 

close-up shots.
92

 “How old were you when you went to America?” he asks Changez.
93

 

“Much older,” he replies when Changez says he was 18, signifying that he still has time 

to find his identity.
94

 Mohsin Hamid, who wrote the novel, The Reluctant 

Fundamentalist, on which the film is based, expresses Changez’s emotions and 

reflections on the mention of the janissaries: 

I was a modern-day janissary, a servant of the American empire at a time when it was invading a 

country with a kinship to mine and was perhaps even colluding to ensure that my own country 

faced the threat of war. Of course I was struggling! Of course I felt torn! I had thrown in my lot 

with the men of Underwood Samson, with the officers of the empire, when all along I was 

predisposed to feel compassion for those …whose lives the empire thought nothing of overturning 

for its own gain.
95

 

 

It is this meeting with Kemal and his mention of the janissaries that finally makes 

Changez realize that he should accept his indigenous roots and shed his white mask. He 

feels a kind of solidarity with Turkey as it symbolizes the greatness of the Ottoman 

empire- which was similar to the glory of the Mughals. This is what drives Changez to let 

go of his American dream and go back to Pakistan.  

 

Conclusion 
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In this chapter, I have attempted to highlight the ideological messages of TRF and 

KKL. The filmmakers have attempted to portray Pakistani identities through Mansoor 

and Changez. The directors have adopted re-Orientalism and reverse-Orientalism 

strategies to empower the East, allow the Pakistani to have a voice, and to make the West 

understand the East. This is done as an attempt to create trust and understanding between 

the two worlds. Nair, in particular, ensured that she represented Changez in a 

stereotypical way, as a possible terrorist, only to have that stereotype dismantled to make 

us think about the Pakistani man, as a man like any other. The character of Changez is 

also presented as calm and in-control but at the same time, through highlighting his 

emotions, his trauma, and his story, the audience starts to trust him and begins to 

“understand a person who may have only appeared to be a fundamentalist.”
96

 The 

audience is also able to empathize with Mansoor whose plight was highlighted through 

explicit reverse Orientalism strategies.  

Fanon’s insights on the colonial condition also helped us to understand how the 

Pakistani views himself. The Pakistani, due to Pakistan’s colonial history, and the USA’s 

continuing neo-colonial role in relation to the country, is trapped in a confused state, not 

sure of where he belongs. Davids has argued that Fanon’s work allows us to understand 

the legacy of growing up in a colonial world where colonized peoples “develop a dual 

self, here a white English one and a Muslim Pakistani one. As a result of the imbalance in 

power and prestige between these two positions in the outside world, the white self is 

inevitably idealized and the Pakistani/Muslim one denigrated.”
97

 According to Fanon, 
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this duality is a result of a violent process of colonization of the mind.
98

 Changez realizes 

that he cannot repress his Pakistani identity, that his white mask is a façade, and his 

brown skin cannot stay hidden because the West refuses to recognize the brown man’s 

“whiteness.”
99

 Mansoor, on the other hand, never has the chance to go through this 

realization. He breaks down without realizing that his Ameircan dream is not possible.  

Changes gets to "remake" himself as a proud -if wounded Pakistani.  But for Mansoor the 

story is over, the choice is made for him, not by him.  

 

The filmmakers are determined to allow the East to speak and to give it agency 

and they’ve done this through stereotyping the West and East to reveal these 

stereotypes.
100

 They have also highlighted the colonization of the mind and the legacy of 

colonialism that still impacts how the West views the Pakistani, and how the Pakistani 

views himself. However, I believe that ultimately, the filmmakers have done this to try to 

create a dialogue between the East and West and both films preach a message of global 

solidarity. In the next chapter, I will be concluding the thesis by showcasing the instances 

of hybridity prevalent in the films and how the filmmakers are preaching a message of 

global solidarity. They ultimately argue that instead of choosing sides, one needs to 

embrace hybridity. The films show that “hybridity, the mixing of cultures, is the only 

way out of the colonial ways of thinking.”
101
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Chapter 4 

Transnationalism, Hybridity and Solidarity 

In this chapter, through looking at instances of global solidarity and hybridity 

present in the films, I hope to acknowledge that “Third World” countries such as Pakistan 

and “othered” peoples such as Pakistanis leave their mark on Western countries, and are 

not only affected by them. Looking at the hybrid music and the instances of solidarity in 

KKL and TRF can help us understand that the Pakistanis do have agency to some extent, 

and music is one way through which they emphasize their agency, leaving their 

“inscriptions into the nation’s spaces of belonging…reveling the nation as a space of 

fusions, translations, conjoining.”
1
 This influence of Pakistani identity is very evident in 

both films and their romantic relationships: the way that Changez and Erica formed a 

bond, and the love between Janie and Mansoor. In this chapter though, I focus on certain 

scenes in the films that depict a message of international solidarity. The films’ narratives, 

then, offer the possibility of liberal humanity. Furthermore, I argue that the hybrid 

musical tracks of both films convey a strong message of a global-coming together and 

depict the powerful impact of reveling in the in-between spaces of the nation state, 

creating something new out of the old. The films’ form celebrates the notion of a post-

modern hybrid culture that embraces the reality of transnational cultural flows and 

influences. Such hybridity can create a dialogue between the East and the West, and also 

enable one to move beyond the violence of the colonial past in order to create something 

new.  

Forging a Message of Global Solidarity 
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Joseph Darda has discussed cultural works that aim to “transcend national 

boundaries and imagine a global community.”
2
 He has analyzed the The Reluctant 

Fundamentalist (TRF) as a cultural work that can be read as aiming to form global 

solidarity through challenging the logic of the clash of civilizations narrative.
3
 The “war 

on terror” narrative made American lives seem more important than lives of those in 

developing nations.
4
 Darda has argued that TRF “sees the struggle against militarism and 

brutality itself as a site for a global coming-together.”
5
 Darda uses Butler’s notion of 

precarious life and applies it to TRF, contending that it forges a message of global 

solidarity as it recognizes that all lives are, or should be, equally precarious. He argues 

that the idea of precarious lives must be “acknowledged beyond the borders of one’s own 

nation state.”
6
  Darda postulates that the struggles against those forces that create 

vulnerability can allow us to forge a message of global solidarity.  Following Darda’s 

work, I would like to argue that TRF and KKL both put forward the notion of forging an 

international solidarity that rejects the “clash of civilizations” notion and the concept of 

binaries. These works reject looking at “the nation-state as the ultimate horizon for and 

sole arbiter of justice” and we can see many instances of global critical thinking emerging 

from these works.
7
 TRF, for example, makes Changez look at the world from a global 

perspective, recognizing all lives as precarious, especially “Third World Lives.” Just like 

the black man in Fanon’s work, who returns from France, radically changed, thinking that 
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he is superior to his fellow countrymen,
8
 Changez similarly internalizes the Western view 

of the Pakistani self, when he returns to Pakistan for his sister’s wedding, and looks down 

upon his father’s ways of looking at the world. He is “too ashamed to recognize the 

precarity signaled by his family’s social conditions; he instead engages in a fantasy of 

mastery in which he controls these conditions through a financial calculus.”
9
 When 

engaging in conversation with his father, Changez becomes frustrated when his father 

tells him outright that the work he does at Underwood Samson is pointless as the 

valuations that he engages in are destroying “Third World” livelihoods. Changez 

disagrees with him, arguing that his work is valuable and mentions that his work salary 

has helped pay for his sister’s wedding and his family’s precarious financial situation. 

While they are engaged in conversation, a worker employed by a wedding planning 

company hired to put together the wedding, shatters a plate and receives a scolding. 

Changez immediately decides to talk to the poor worker’s supervisor to ensure he doesn’t 

get fired upon which his father remarks, “Your empathy is aroused because of this one 

man whose face you can see. But with one line of your pen, thousands of people lose 

their livelihoods.”
10

  This is the point where Changez begins to recognize other 

precarious lives and he “apprehends this man’s life as a precarious life- according to the 

social conditions that do or do not sustain him as a citizen of the Third World.”
11

 Darda 

has contended: 

When he concludes that he and the man must share a “Third World sensibility,” Changez is 

advancing a solidarity that goes beyond nationalism. To relate to someone on these grounds is to 

recognize a shared precariousness or precarity, as life that is differentially engaged by state 
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violence. This is a solidarity that is not only non-national but in fact, grounded in a struggle 

against nationalist forms of brutality. The men do not know one another and “would probably 

never see one another again” and yet they are bound by a sort of global imaginary that Changez is 

only beginning to perceive.
12

 

 

This same awareness of sharing a ”Third World” solidarity overcomes Changez 

when he visits Turkey to value the publishing company of a Turkish publisher, Nazmi 

Kemal. Even though Turkey cannot be neatly classified as a Third World country, it is 

still considered a part of the “eastern” world.
13

 Changez recognizes this when he tells 

Kemal, “You are a keeper of “our” culture in this part of the world,” signifying that he 

feels that he and Kemal share some sort of commonality and solidarity.
14

 Recognizing 

Kemal’s precarious position and knowing that Underwood Samson is there to render his 

publishing company “obsolete,” Changez becomes reluctant to close Kemal’s business.
15

 

In fact, his meeting with Kemal becomes the turning point wherein Changez realizes that 

he can no longer serve the American empire and he thus quits his job at Underwood 

Samson. Shedding his American gaze, he starts recognizing the rich Muslim history in 

Turkey’s ancient mosques and minarets. Darda has argued that Changez growing a beard 

after 9/11/01 can also be read as a symbol of trying to forge a global solidarity vision:  

The beard is not about solidarity with terrorists but with those living in a state of precarity in 

Western and South Asia…maintaining a beard is Changez’s way of reminding himself of and 

thereby offsetting the American norms that restrict his capacity to recognize the lives of others. 

The beard is a sign of global solidarity with Muslims in Asia and the United States, the latter being 

monitored and detained under the newly identified PATRIOT Act. That the beard is for Changez a 

symbol of identity, a reminder, and a form of protest emphasizes how an international coalition 

might emerge from the struggle against state violence.
16
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Furthermore, I would argue that Changez grows a beard only after he is being 

systematically racially profiled.  In a sense, a dual process is at place: he both realizes 

that in the U.S. he will always be considered at best the exotic Muslim (for Erica), and at 

worst a suspected terrorist.  He then stops trying to blend into American culture, and 

instead, aligns himself with a sophisticated and proud identity as a global Muslim.     

 Both TRF and KKL argue against binaries and oppose looking at the world in a 

divisive way. That is why the filmmakers of both movies utilized the re-Orientalism 

strategies, presenting the world in binaries, so the audience could reflect upon the dangers 

of viewing the world through a “black and white” prism. This was evident when Changez 

was offered to join Mustafa Fazil, the suspected mastermind behind Professor Ranier’s 

kidnapping, in becoming a terrorist. Changez rejects his offer as soon as Fazil uses the 

word “fundamentals”. This word reminds Changez how similar Fazil’s terrorist ideals 

were to the capitalistic ideology of Underwood Samson, which compelled the workers to 

“focus on the fundamentals.”
17

 Changez tells Bobby that both Underwood Samson 

through its obsession with capitalism, as well as terrorists such as Fazil, were viewing the 

world in black and white when he says of Fazil and his men, “These young men were 

engaged in their own valuation just like Underwood Samson, moving human beings in 

and out of binary columns…I was tired of the reduction. I was tired of deciding from a 

distant perch the fate of people I did not know.”
18

 In the film’s last scene, when Changez 

preaches to people gathered at the funeral of his TA, he urges them to not seek revenge 

and to pray for a future free of tyrannies, calling for peace instead of war. As Darda aptly 

states: 
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 Changez is, as a lecturer and organizer, mobilizing his students against the sources of precarity and 

not the United States specifically. It is in this way that his work could also be, as he says, in the 

interest of humanity, Americans included. But this is only achievable through cognizance of one’s 

“shared pain” and not the “instruments of war” and the fantasy they arouse.
19

 

 

One could argue, though, that Changez’ message at that funeral is a liberal one, 

expressing solidarity, and celebrating humanity, but evading a political analysis of why 

some lives are so much more precarious than others.  In Changez, there is a dramatic 

tension between the astute and truly progressive professor, and the more wishy-washy 

liberal public figure.  By choosing to end the film with Changez’ liberal words, Mira Nair 

chooses to back down from some of her own critique, and stay only with a liberal- 

humanizing message.  

KKL is also arguing against violence of all forms and calling upon people to form 

a solidarity, engaging in their shared traumas and building a coalition that rejects dividing 

up the world into binaries. One scene in KKL stands out in particular as addressing this 

notion explicitly. When Mansoor is arrested and detained, we see scenes of Americans 

gathered on the streets, holding signs stating “Stop racial profiling, free Mansoor now” 

and “Terrorists have no religion.”
20

 The scene of the Americans standing together in 

solidarity against the blind xenophobia and paranoia of the U.S. nation-state is contrasted 

with a similar scene taking place in Pakistan where NGOs are protesting against the 

fundamentalism of the religious right, holding up signs and chanting, “we reject all cruel 

practices.”
21

 The ending of the movie is also significant in conveying a message of global 

solidarity and rejecting binaries and stereotypes when we see Janie reading a letter left to 

her by Mansoor. It says: 
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You and I would have played life like a symphony. But unfortunately, our scales did not match. I 

know I’m never going to get out of here alive. But I still don’t hate America. I can’t hate all 

Americans because some of them have done injustice to me. In the same way, please don’t hate all 

Muslims because some have done harm to your country.
22  

 

The message here could not be clearer: the film is urging the audience to stop 

viewing the world in “black and white” and to come together to engage in collective 

struggles. The film wants its audience to recognize that they should move beyond looking 

at the world in binaries, transcend national boundaries and imagine a global community. 

Its ideological message preaches one to “focus on a future coming-together” as opposed 

to “the ongoing warfare, inhumane detainment, and belligerent nationalism that block this 

imagined future.”
23

 Both films also argue that an international solidarity can be achieved 

through embracing hybridity, giving examples of the intermingling of cultures and 

peoples that can provide a pathway allowing them to move beyond the brutality of the 

colonial past that wreaks havoc on their identities.  

Embracing Hybridity 

Hybridity has been associated with syncretism, resulting in multiple identities due 

to migrations from the Global South to the Global North.
24

 Diasporic and hybridized 

identities, such as Mansoor and Changez’s, are not homogenous. Shohat and Stam have 

stated that the global circulation of peoples and cultural commodities have resulted in the 

rise of a genre of postcolonial hybrid films. TRF and KKL, one can argue, fall into this 

genre. “Occupying contradictory social and discursive spaces, then, hybridity is an 

unending, unfinalizable process which preceded colonialism and will continue after it. 

Hybridity is dynamic, mobile, less an achieved synthesis or prescribed formula than an 
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unstable constellation of discourses.”
25

 Hybridity entails duality, both identity and 

difference and includes elements from both the colonizing and colonized cultures.
26

 

According to Hayati: 

The assimilation and adaptation of cultural practices, the cross-fertilization of cultures, can be seen 

as positive, enriching, and dynamic…”Hybridity” is also a useful concept for helping to break 

down the false sense that colonized cultures and colonizing cultures are monolithic, or have 

essential, unchanging features. The growth of “hybridity”-- the dissolution of rigid cultural 

boundaries between groups hitherto perceived as separate, the intermixture of various identities… 

have been and are invented, reinvented and shaped for political and other purposes, out of 

disparate historical and cultural experiences.
27

 

 

Gilroy’s work on transnationalism and race studies and his notion of the “Black 

Atlantic” is a useful concept when highlighting hybrid identities. When talking about the 

“Black Atlantic,” Gilroy has put forth the notion of a culture that is neither African-

American or British, nor Caribbean, but a mix of all of these.
28

 The Black Atlantic 

culture, according to Gilroy, is a culture that transcends the narrow definitions of 

ethnicity and nationality and is something new and remarkable entirely.
29

 Gilroy has 

defined hybrid identity by employing the notion of “double consciousness”-- a 

terminology he borrows from Du Bois’s The Souls of Black Folks. Double consciousness 

involves duality and hybridity and means “striving to be both European and black.”
30

 

Gilroy has opposed the ethnic absolutisms preached by influential blacks and Europeans 

and instead, has argued that the black Atlantic has been subject to both European and 

black influences.
31

 He has demonstrated that contact between the blacks and the 
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Europeans resulted in new configurations of identity formation that strive to embrace 

hybridity and adopt a more global approach, moving beyond the absolutism of the nation-

state.
32

 He has given the example of the North London’s Funki Dreds and how they 

depicted hybridized identity with their unique musical style.
33

 Their song, “Keep on 

Moving,” depicted this hybridization and celebration of hybridity as it was produced in 

England by Caribbeans but remade and remixed in Jamaican dub in the United States by 

an African American artist.
34

 Gilroy has noted that “this formal unit of diverse cultural 

elements was more than just a powerful symbol. It encapsulated the playful diasporic 

intimacy that has been a marked feature of transnational black Atlantic creativity.”
35

 The 

same can be argued when it comes to the films, KKL and TRF, which both include hybrid 

soundtracks, dialogue, artists and actors. In KKL, for instance, Mansoor assumes that the 

blonde Janie is ignorant of anything not American, but then finds out she is not only well 

versed with Pakistani music, but despite being a classical musician, she can play eastern 

music quite masterfully.  Here, the film plays with stereotypes to expose that not only the 

subaltern experiences double consciousness, but the Western subject is also a hybridized, 

globalized subject.   

The directors’ identities are also hybrid. Even though Shoaib Mansoor has lived 

in Pakistan for most of his life, he has attended English schools and has been influenced 

by American cultural imperialism. Mira Nair falls under the category of diasporic 

filmmakers from developing countries who work in the West. Giorgio Bertellini has 

talked about using Hamid Naficy’s notion of accented cinema when describing such 
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filmmakers, as “accent emanates not so much from the accented speech of the diegetic 

characters as from the displacement of the filmmakers and their artisanal production 

modes.”
36

 We are reminded of Gilroy here again as he has talked about how Du Bois’s 

travel experiences denoted how identities are not specific or fixed.
37

 When talking about 

African American and Caribbean peoples, Gilroy has pointed out that “whether their 

experiences of exile is enforced or chosen, temporary or permanent, these intellectuals 

and activists, writers, speakers, poets, and artists repeatedly articulate a desire to escape 

the restrictive bonds of ethnicity, national identification, and sometimes even “race” 

itself…their relationship to their land of birth and their ethnic political constituency was 

absolutely transformed.”
38

  

We can see these ideas and notions of transnationalism and hybridity coming 

together in both TRF and KKL. The soundtrack of TRF is one aspect of the film that 

denotes a hybrid spirit. The teamwork involved in putting together the soundtrack was a 

truly collaborative effort as Nair worked with the American composer, Michael Andrews 

“on the original score, and then layered the film’s soundtrack with traditional Pakistani 

songs, Urdu poetry set to music, cutting-edge Pakistani pop, funk and rap, and vocals 

from Amy Ray of The Indigo Girls.”
39

 According to the Knitting Factory Records (KFR) 

website, TRF’s hybrid soundtrack represents the new joining the old to produce 

something entirely different and remarkable.
40

 We are reminded of Ella Shohat and 

Robert Stam quoting Salman Rushdie when talking about syncretism as artistic strategy 
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when he talks of the new and the old joining together and celebrating “hybridity, 

impurity, intermingling, the transformation that comes of new and unexpected 

combination of human beings, ideas, politics, movies, songs (and which) rejoices in 

mongrelization and fears the absolutisms of the Pure.”
41

 All the tracks of TRF are 

reminiscent of this rejoicing in the new and the old and in embracing hybridity. Mori Araj 

Suno is one particular track that stands out and plays during the Turkey scenes of the 

film, when Changez is searching for his identity and is admiring the gloriousness of the 

architecture surrounding him. It is sung by Atif Aslam, one of the biggest pop stars in 

Pakistan. He sings the song in Urdu and Michael Andrews, the American, composes, 

creating an overlay of funky pop to make the song a hybrid.
42

 Bol Ke Lab Azaad Hein is 

another song by Atif Aslam that comes at the perfect point in the movie when Changez is 

preaching peace at the funeral of his TA, and just before the credits kick in, the song 

plays out beautifully, advocating a message of global solidarity. Sung in Urdu by Atif 

Aslam with guitar music, the song is a hybrid with Peter Gabriel (from the rock band, 

Genesis) singing along in English, creating a fascinating polyphony between the two.
43

 

Dil Jalaane Ki Baat by Ali Sethi is another vibrant track that depicts the blend of both 

eastern and western musical instruments. Ali Sethi himself has a hybrid background as he 

was trained in Hindi classical music, sings in Urdu, and received his education from the 

United States.
44

 As Shohat and Stam have pointed out, “diasporic musical cultures mingle 
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with one another, while simultaneously also playing off the dominant media-

disseminated tradition of first World, especially American, popular music.” This is 

exactly the kind of syncretism that we witness taking shape when listening to the 

extradiegetic soundtrack of TRF and KKL.  

In KKL, we not only witness the hybridity and syncretism in the collaborations 

between eastern and western sounds and artists, but also witness the syncretism depicted 

in the diegesis, through the lyrics and the plot. The opening track, Duniya Ho, written by 

Shoaib Mansoor, composed by the popular Pakistani composer Rohail Hyatt and sung by 

Pakistani singers, Ahmed Jahanzaib and Shuja Haider, combines eastern and western 

musical instruments, resulting in a kind of pop fusion. The lyrics are sung in both Urdu 

and English. Bandya is a popular track and includes elements of both eastern and western 

music and is sung in both English and Urdu. One reviewer has described the song as a 

“quintessential Sufi-rock track.”
45

 The songs of KKL were recorded in Chicago although 

they were sung and composed by Pakistanis, resulting in a hybrid, syncretic mélange. The 

allure of Sufi music and poetry is dominant in both KKL and TRF and many Sufi singers 

have been associated with international solidarity as Sufi music is about building 

alliances and solidarities.
46

 Bandya and Allah Hoo are songs with Sufi elements in them 

and Kangna from TRF is another song sung by Sufi singers. The name, Nusrat Fateh Ali 

Khan, is also brought up a few times in KKL as he was a famous Pakistani Sufi singer 

whose music is recognized all over the world. The music of both KKL and TRF offers us 

a way to embrace hybridity and abolish cultural differences, fusing all kinds of musical 
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genres together in a harmonious blend. As Roberta King and Sooi Ling Tan have pointed 

out in their book, “music and the arts provide social spaces for approaching, encountering 

and living together that shift paradigms and move the conversation from 

“other”…igniting people’s imaginations, experiences, healthy relationships and 

sustainable peace building.”
47

 We are reminded of how music has the power to build 

harmony and bring people together from different cultures all over the globe when we 

witness Mansoor at the Chicago School of music, creating syncretic music with his 

colleagues who appear to be from all over the globe. While Mansoor sings a song in Urdu 

while playing the piano, the camera captures his colleagues watching in rapture, 

completely in sync with the sounds present in the scene. One by one, each one of his 

classmates joins Mansoor in his music, each one bringing his/her own musical inspiration 

and instrument into the original sound, creating something new and rejoicing in the 

intermingling of all the different sounds. We witness a cacophony of musical instruments 

and blending taking shape on screen as we see tambourines, violins, drums and cellos all 

joining together to create something new and unique entirely. It is no coincidence that the 

teacher is an African-American, already embodying a hyphenated identity, and a long 

tradition of hybrid musical styles.  As Roberta King and Sooi Ling Tan have pointed out, 

“studying of expressive cultural practices like music and dance from different societies 

can help us achieve a balance between understanding cultural difference and recognizing 

our common humanity.”
48

 There are many other instances of hybridity prevalent in the 

films such as the marriage between Janie and Mansoor wherein the harmonious reunion 

is expressed “through cuisine, as foods and spices interpenetrate in the hybrid space of a 
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wedding party,” similar to the scene from the British film, Pot Bolier.
49

 It appears that 

KKL in particular, highlights the possibility of multi-vocality, hybridity, and fusion in its 

plot (diegesis), and thus promotes an overt message of embracing hybridity and creating 

an international coalition of solidarity.  

Concluding Thoughts 

In this chapter, I have argued that the filmmakers ultimately put forward the 

message of building an international coalition that strives to disintegrate the “us versus 

them” divide. By drawing upon the work of Joseph Darda, I have attempted to highlight 

how both films strive towards adopting a transnational framework that can allow us to 

cast away stereotypes and create dialogue between cultures. The musical soundtracks of 

both films are another avenue that preach a message of global solidarity by celebrating 

hybridity, and creating harmonious joy through the fusion of eastern and western music. 

Both films also contain dialogue in English and Urdu, pointing towards another instance 

of hybridity.  

Although I have attempted to only provide the example of the soundtrack as an 

instance of hybridity in the films, it is important to note that the very fact the films are 

international co-productions, with actors and crew from different parts of the globe, also 

points towards the notion of creating something remarkable through alliances and 

teamwork. I would like to end this chapter by citing Ella Shohat and Robert Stam when 

they talk about the importance of building international coalitions: 

Attempting to avoid both falling into essentialist traps and being politically paralyzed by 

deconstructionist formulations, we would argue that it is precisely the overlapping of these circles 

that makes possible intercommunal coalitions based on historically shaped affinities. Rather than 

asking who can speak, then, we should ask about how to speak together, and more important, 
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about how to move the plurilog forward. How might we interweave our voices, whether in chorus, 

in antiphony, in call and response, or in polyphony?
50

 

 

I have argued that the filmmakers, through the soundtrack of the films, are also preaching 

the message of speaking together and interweaving our voices so that alliances can form 

and we can imagine a harmonious and egalitarian future.  
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                                                             Chapter 5 

Conclusion 

In this thesis, I have attempted to highlight the pervasive influence of popular 

culture when portraying “Othered” identities such as those of Muslims and Pakistanis. I 

have highlighted the role that Hollywood and western media have played (and continues 

to play) in demonizing Muslims and Pakistanis. Movies with negative depictions of 

Muslims and Pakistanis reach a market beyond the English speaking countries in today’s 

age of globalization and mass media.
1
 As Bolgnani and Lyon have stated, “legal or pirate 

markets around the world make such representations widely accessible in South Asia too, 

which results in politicization of audiences that the impact of which remains to be 

calculated.”
2
 The films I have examined depict an alternative representation of Pakistani 

Muslims (as opposed to the stereotypical one in Hollywood movies). The representation 

of characters such as Mansoor and Changez portray the need for the U.S. and other 

western countries to recognize the Pakistani as human and not as “Other.” Nair and S. 

Mansoor have attempted to create a dialogue and have tried to bridge the gap between the 

East and West. Nair herself stated in an interview that she created TRF because she 

wanted to create a dialogue between the two sides, claiming that  “sitting in America, we 

never get to know the other side, in any kind of believable way. We have so many movies 

about Iraq, Afghanistan…it’s about time that we end this monologue and we start the 

dialogue. That was what this movie was to me.”
3
 The filmmakers adopted the strategy of 
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re-Orientalism, engaging in stereotyping the West and East to reveal the stereotypes and 

make the audience really think about the characters.  

Through an implicit reading of Fanon’s work, I also attempted to highlight what 

the brown man goes through when coming in contact with the American empire. One of 

my research questions was to investigate the identity crisis that the Pakistani man 

underwent during the 9/11/01 events in the U.S. Another question that I attempted to 

answer was how the Pakistani views himself in light of the reductive ways the West 

represents the Pakistani? Through a close reading of the films and through Fanon’s work, 

it became apparent that even though we have moved away from the colonialism of the 

past, the legacy of colonialism is still very much intact today. It impacts both the West 

and the Other. As Ghassan Hage has stated in his book, “from the Pharoahs to today’s 

dog owner, an important dimension of the relationship between owner and animal was its 

mode of being, a mode of exhibiting the self (what one is) through the otherness that one 

has.”
4
 It became apparent, after examining the films, that racial connotations, as well as 

ideas of domination and possession from the colonial past, still affect mindsets both in 

the East and West. According to John Berger, perception can become unconsciously 

biased, based on what we believe, and on what we know.
5
 In other words, one’s act of 

seeing the world can develop into a system in which previous notions, ideas, experiences, 

and knowledge can change the way we see things.
6
 Ideologies unconsciously become 

embedded in the psyche of people in general, and the white man – who is economically 

powerful -- projects these ideas onto the coloured person. This thesis also made apparent 
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that Western media has a long way to go to ensure that it does not resort to stereotypical 

depictions of Muslims.  

Although Nair and Shoaib Mansoor have attempted to depict an alternative view 

of the Pakistani Muslim, it is important to note that these characters do not necessarily 

represent the average Pakistani. When it comes to Mansoor and Changez, it would be apt 

to quote Shirin Zubair who stated that:  

With their privileged and Anglicized upper-middle class Pakistani background, they are hardly 

representatives of an average Pakistani who may not even make it to school or higher education in 

Pakistan. And yet when confronted with Americanness, they shy away or look at the American 

way of life as the “other” of their true selves.
7
  

 

It is important to note that even though Changez goes back to Pakistan and starts 

working to empower other precarious lives, rejecting the American dream, his identity 

quest is far from resolved. The filmmakers of both films have ultimately argued that 

embracing hybridity is the best option because “the relationship between colonizer and 

colonized leaves such indelible imprints on the psyche of the colonized nation that are 

hard to erase.” Hybridity, it seems, offers a way to move forward and also allows 

different cultures to produce something new from the old, enabling them to come 

together to share their pains and traumas and forge an international solidarity. Through 

examining the ending of the films, the music, and the collaborative teamwork involved in 

producing each film, we can conclude that the Pakistani Other is not passive but also 
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leaves a mark on the people he meets in the West. There can be no doubt that Changez 

left a mark on Erica and that Mansoor influenced Janie in many ways. Although the 

influence of racism has affected the Pakistani Other in the post 9/11/01 landscape, the 

filmmakers ultimately propagate a message of peace and have strived to create dialogue 

between West and East. I have argued that even though the films deploy re-Orientalism 

strategies and resort to binaries, they ultimately argue that we need to move away from 

essentialist notions of identity constructions. As Kuan-Hsing Chen has argued, we need 

to move away from hierarchical and essentialist notions that seek to divide the world and 

instead create new reference points and possibilities.
8
 Pakistan and other colonized 

countries need to stop fearing the West and instead should focus on energies produced 

locally while understanding the fragmented influences from the West without making 

those influences totalizing. This is indicative of the pathway that Changez chooses, 

engaging in a kind of “international localism” when moving back to Pakistan and 

empowering his students to become active agents in creating a “Pakistani dream.”
9
 Chen 

has defined “international localism” as a strategy that “acknowledges the existence of the 

nation-state as a product of history but analytically keeps a critical distance from it.”
10

 

Through embracing hybridity and international solidarity, one can attempt to move away 

from the West while understanding that one should not try to abandon the dialogue with 

the West. It is imperative to keep engaging in that dialogue, creating social movements 

that work towards building an international coalition of solidarity that can enable us to 
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change the hierarchical structures of the world and create a new one without completely 

discarding the old one. Nair and S. Mansoor succeed in conveying such a message.
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