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FOREWORD

“Indian Cinema 1 988" once again seis out o review the currentstate of the Indisn
Film Industry. These articles, wrilten by well-known fllm critics and writers, pre-
sent a picture of Indian Cinema during the year, This book is intended to comple-
ment the Indian Panorams Section presented at the 12th Internotional Film
Festival of India in January 1989,

What emenges from these articles is a picture of the Indian Film Industry in the
throes ofacrisis, inspite ofthe annual production figare hovering around 800 fea-
ture films. A recent decision taken by the Film Distributors Counctl (FIDC), an
gpex body of the distributors is, perhaps, ilhoninating In this conmection, they
noted that there was indiscipline in the production section and the quality of fea-
ture films hed been deteriorating, year after vear, thereby causing the distribution
sector 1o lose crores und crores of Tupees,

Tt was felt that the main reason for this was that the heroes and heroines were
accepng oo many ussignments, which not only adversely affected the quality baur
ulso delayed the completion of pictures. In fact the FDC meeting announced &
decision to boveott films of any hero and heroine, who had more than 12 filmsin
hand st any ane dme, The article on *“Hindi Films in 19887 in this book gives a very
interesting table indicating the number of films in which some of the major stars
are suppesed o be working, This has since been refuted by producers and other
sectors  in the industry. Nonetheless, this is o relevant issue.

At the same time, this is not the only problem afflicting the industry. From time 1o
Hme, protests have been volced by the industry about & host of other difficulties
such as high entertainment tux-rutes in some States, excise and other duties on
mw stock and equipment as well as om film prints, the video boom and to some
exteni the increasing popularity of the television medinm.

On one hand, the industry appears to be moving towards the realisation that some
level of self-discipline and professionalism needs to be brought in, if the films are
w improve qualitatively, On the other hand, the other factors which influence the
kind of films being produced are the fucilities for financing exhibition and dis-
tribution available for films. Since film financing is not treated on par with otler
business nctivities, which can obtain funds from financial institutions, in orderta
attract investons,the film-maker has to guarantee returns by adhering to “sure-
fire” formulas, which in simple terms means sex and violence. Pechaps, all these
factors have indirectly affected the Indisn Panorama section: This year there are
16 feature films and 10 shoris, as against o maximum selection of 21 features and
shorts possible under the scheme. The selection has roused some protests and
even controversy, To some analysts, this signals the wenkeniog of the paraflel or
the art film movement. To others, it dendtes (that perhaps the two All-Indin Selec-
tion Panels set unmealistically high standands, Some others have even hinted at
more obscure motives linked to regional or individual bases or other pressure
groups. Even others have talked about prejudices in favour or against art film, or
commercial films, ele.

The parameters for selection of fims or the Indian Panoruma are quite clearly
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spelt out in the aims whicl are: “lo select feature and non-featwre Alms of
cinematic, thematic and sesthetic excellence... for the promotion of film art
through the screening of those films in festivals in India and abroad.” It is in this
context that any Panorama selection must be judged. The Indian Panorama is not
a battle-ground of art films vs commercinl films because all fllm-making is a com-
mercial activity, in as much as financial investment is involved, which must be
recauped by the investor, Tt is more a question of recogniging and encournging
good cinemas, which, without sacrificing entertainment values, can
simultaneously maintain standards of professionalism und sesthetic excellence
in all departments.

The move by the film industry as manifested in the proposed ban on film stars,
limiting their contracts to nol more than 12 films at & time is not necesaarily the
solution. It is perhaps a start. But a film is a combined team effort Involving the
talent und skills of the director, the scopre-writer, the cinematogrupher, the editor
antl ahiost of other technicians und creative antists. All these creative saspects also
require the support of the infrestructure for distribution and exhibition of filns. It
is only a concerted effort which will restore to the Indian Cinema some of the lus-
e lost by neglecting values of quality and excellence

Like in all creative art-forms, the popular form of entertainment films for the
masses will continue to co-exist with films in which the thematic, antistic and
uesthetic values are paramount. It is this category, which the Indian Panormma
codeavours to recognise from year to year It s this category, further, which
should set the standards.

Films of the Indian Panorama Section have carned recognition and prestige both
in India and wbroad and along with the National Film Awards scheme of the
Ministry of Information and Broadcasting has contributed immensely to the
recognition and promotion of film as an art form in the country.

URMILA GUPTA

Director
New Delhi Dimectomte of
December 25, 1988, Film Festivals
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INDIAN CINEMA: A STATISTICAL
PROFILE

AMIT KHANNA

INTRODUCTION

1988 was the platinum jubilee year of Indian Cinema. It was on May 3, 1918 thit
the first Indian feature film, Raja Harishchandra was shown at Bombay's Cor
onution Theatre. The film was 3,700 feet Jong However, the seeds of the Indian
film industry go back w July 7, 1896, when the agents of Lumiere Brothers
sereened six short films at Watson®s Hotel, Bombay. In 1899, Suwe Doda made
the first two short films The Wrestlers and The Man and the Monkey, From then
o, it has been a lomg march to the present position of being the world leader in
cinema production

However, the absence of any onganised data on Indian Cinema has been o major
drawback. Of course, people like the late BV. Dhamp, B. Jha, TM. Ramachan-
dran, Firoze Rangoonwala and Anandam Film Society and journals like Screen
have done a commendable job in trying to collate whatever information that was
available but still not much statistics are available.

It my own way, I have tried to plece together various bits of data, but 1 find & lot of
blanks in my information. It s important that a systematic gathering of data on
Indian Cinemn is initiated, not omly for statistical reasons, but for a historical
perspective of this significant medium of mass communication. Some people
may feel that certain facts and figures are arbitrarily selected. The only answer |
have for them is: This is just the beginning of Herculean task, and all suggestions
and corrections are welcome. It is important to note that for a country of the size
and diversity of India, a sub-continent, any cultural phenomenon has got to be
Judged by special yurdsticks. Hence, there are no deductions ss such but what is
being presented are vardous tabulations and fgures.

Unfortunately, one could not lay hands on certain information about regionul
cinema This anomaly may be apparent, but should not be misconatruedss
deliberate attempt to overlook the fucts.

Also, some basic facts about India have been included to give the reader an idea
ahout the socio-cconomic conditions in India A section on video and TV has
been incorpomated as the future points towards the direction of video os well as
TV, as for a8 cinema is concerned.

There are many milestones and landmarks in the [ndicn Motion Picture Indus-
try, but one is not able to do justice to all and for that one can only apologise.

Toduy, it seems that the film industry is at the crossmaids without knowing which
way to tum. On the one hand, we have an ever-increasing number of films under
production und on the other, there is talk of the film industry’s imminent
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collapse. This paradox Is o typlcal of the show biz. In the Indian context it gets
heightened on account of various factors including: 1. Lack of fiscal discipline; 2.
Shortage of exhibition outlets; 3. A vicious “Star System™; 4, High incidence of
multipoint taxation; and 5. Lack of foresight and planning. The rmapid expansion
of Doordarshan and the proliferation of video parlours {and, consequently, video
piracy) have added to the ills of this afling industry. For a conntry of BOO million
people, where 40 percent live below the poverty line, entertninment of any sort, ts
sill a loxury, but there sitll exists 4 vast middle-cluss murlet, which can be
tapped successfully. On the other hand, it could be lost like the overseas muorket,
as dwindling expart figires point out,

As some of the tables show — the rate of growth of cinemo theatres has been very
low — in the viclnity of 4 per cent per annum on un average. Yel, the rte of poo-
duction of films hos gone ap at almost twice that rate and, there §s a drumatic shift
in the last 40 veurs in the langnage-wise break up of films produced. Then, again,
the distributors are more prolific in the Sonth, thun in other regions. In fact,
nexus between cinema und politles in South India 15 0 consequence of the
inroads which the medinm has made into rural and semi-arban areas. This i
comimiry to the popular belief that clnema is an urban phenomenon in bndia

Now, of course, the mushrooming of illicit video parours all over the country is
tuking cinemn to the vast hinterdand. But, then, the socinl implications of this
sudden cultural invasion may be quite damuging, Social valucs and life-styles,
which are hyped up in any case and distorted beyond fantasy, may have a subvert-
ing impact on the simplistic rural viewer. Yet, one can see that cinema and i
derivatives — TV, video, satellite transmission, ef al — ure going to pluy in impor
tant part in our day=-to-day lives in the next decade before we meet the 218t Cen-
tury. This all- pervasive presence of sounds and tmages will make it impemtive for
us to know more sbout the medium. Let us begin with bare fucts.




STATISTICS AND ESTIMATES

TOTAL NUMBER OF FILMS PRODUCED IN 1986 &
1987

The Centrul Board for Film Certificotion had certified 840 films in 1986, And,
806 in the year 1887, The break up is as follows :

1986 1987

Telugu 192 163
Hindi 159 150
Tamil 154 167
Mulayalam 130 103
Kannnda 59 88
Bengali 47 35
Bhoipuri 18 14
Chriva ) 9
Muamthi 17 a7
Gujarat 13 11
Assamese 11 B
Harayanvi i G
Purjabi 7 8
Bodo 2 0
Grarhwali 1 4
Tulu 0 1
English 0 1
Brijbhnsha 0 1
Rajasthani 0 4
Nepuidi ] &
Manipuri 1 0
Lircu 1 0
Avuidhi | i)
Sindhi 1 0
B 1 0
Kumaoni 0 l
TOTAL B40 B

Sonrce ; Amit Khannn

b |




FILMS PRODUCED IN INDIA FROM 1980 — 1987

YEAR FILMS PRODUCED
1980 742

1981 737

1982 763

1983 741

1984 833

1985 912

1986 8B40

1987 806

Source : AR

ROUGH ESTIMATES : HINDI FILMS : 1987

Number of filma lsunched 300
Number of films completed 150
Number of {ilms released 100
Number of Mega-hits 5
MNumber of Hits (A) [+
Number of Breakevens 10
Loss-making Filins 80
Capitml Investment Ks, 150 Crores
Annual Capital loss in

Produetion sector Ks. 50 Crores
Number of films in production 200

Source : AK

EXPORTS : 1987

i | Amount
lotal eamings from Export of films Ra 718.42 lakhs
Number of Films exparted : 414

Source : AK
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STATEWISE LIST OF CINEMA HOUSES (1987)

STATE PERMANENT TEMPORARY MILITARY TOTAL
Andamun & Nicobar 3 - - 3
Andhm Pmdesh 16382 e 18 2487
Arunochal Pmdesh b — -— a
Aspim 1443 a1 - 104
ETLT, 284 o4 A08
Chondigurh ) - - B
Dadra-Nogur Hawell & - — 3
Crujuran ATO a2 - b6
Haryun 104 13 — 116
Himochal Prudesh 24 2 — 26
Jamniu & Kashimir A0 - - 30
Karnataks 06 G677 — 1383
el 457 928 — 1385
Mundhva Pradesh 425 101 — 526
Mahamshi 778 T — 1320
Manbpur 13 - — 13
Meghulovs 140 - — 10
Mizomm 2 - — 2
Naguland G = - o]
{irlssa 130 61 — 191
Pondlichery a5 18 - B3
Punjab 181 10 - 191
H?.-ﬁﬂml’.hlu'l 238 30 — BT1
Silkim 3 .- - a
Tamil Nadu 1452 786 2 2280
Tripar 6 Py — G
Uitar Pradesh 763 135 - o902
West Hengnl $63 213 — 676
Dl 77 — - 77
Crow, Daman & Din a2 - - a2
ot APO { Military) - — 41 41
Bi54 4569 B5 18978

Sonrce : AR
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ECONOMIC STRUCTURE OF THE INDIAN FILM
INDUSTRY : 1987

CAPITAL INVESTMENT ( Estlmated)
{Excluding Film Departments of Centml and State Governments )

Establishmeni Tomal Investment in Toral Tvestment
Number ench 1Tnit in in Lakhs of Rupees
Lakhs of Rupecs
{ Average )

Studios 1 Fi:
Film Producing Tinits

[ Entertainment ) S5 i T
Film Producing Thnits

{ Thacumentary ) H 2004}
Phstributors’ Units 45000
Permanent Cinemas : i 125310
Touring Cinemas ; 6853
Lalbsomatories S000
Recording Studios 7 : S50
Exporiers’ Unfis 250
Importers’ [nits 1500
Cing Machinery eic.,,

Manufacturens” [inite

Alted Ars, Cmfis and

Vocaticns

16mim Distribation Tnits

(Fenture Filing)

Tetnl

N.B: Capital Investment in Production and DHsuibuton Sectors based on agdregste
lovestment

* Excludes MPEAA Members, NFDIC, Sovexportfilm
Sonree : AK

TAX ON CINEMAS

{ All fignres estimated in Lakhs of Rupees)

AMOTUNT
Estimated box-office Gross collection 10983
Estimuted box-office Net collection SRREY
Esttmated Enteriainment Tax Collection : 51400
Estimated other Tax Collections 100

Source : AR




EMPLOYMENT

Estahlishinent 4 No. of Persons Total Ma. of
Emploved persons employed
Studios 75 10K THO0
Film Producing Units
{ Emtertninment) 3000 A 45000
Film Prducing Units — 2000
{ Documeniary) 1000 5 8500
Freelance Technicinns - --
Dstributors’ Unles B0 15 163260
Permanent Cinemns B163 20 GTERS
Towring Clnemmns 4511 15 1000
Labomtories 40 25 700
Recording Studios FiL) 10 83780
Exporters’ Undis 185 750 2000
Importers” Dnits 70 50 a7s0
Cine Muchine v Ta HOOD
Munufocturens' Unils,
Allled Arts; Ciufis
and Vocations a0
16mm Disteibution
Units (Feature Films) 2000

Films Divisions Film Certification B wurrl-Higs
& Brunches Directomite His
and Branches of Film Festivals
National Film Archive, Stace Apgras. THO00
Govt. Film and TV Tostitutes,
State Govt Film Develapment Campomtions,
Hindustnn Plioto Film Mg Unit
TOTAL BE0185
* These figures ire only & rough approsdmmtion
* Excludes MPEAA Members, NFDN Sovexportfilm
Souree - AR




GENERAL

Annual Capital Investment in
Film Production

Avemge cost of a flm

Number of films prodiced
Number of Hindi films
Territorial price of a territory fora
Hindi film

Number of film journals

Film Producing Centres

Tota! number of Theatres

Total Seating Capacity-Cinema
Audience per week

Scnorce - AR

Amount

Rs 30,000 Lakhs
s 75 Lukhs
B85

150

Bombay, Calcuns, Madras,
Coimbatore, Trivandrum,
Mysore, Salem, Pune,
ERolhapur, Gauhuti, Cuttack,
New Defhi, Lucknow and
Hyderabad.

12978

91 million

INDIA — BASIC FACTS

CAPITAL:

AREA

POPULATION ( 1986);
DENSITY OF POPULATION
(19817

LITERACY

MALE

FEMALE-MALE RATID

{per 1000 males)

RURAL POPULATION :
URBAN POPULATION ;
BIRTH-RATE (per thousand ):
DEATH-RATE (per thousand) :
CHILD MORTALITY

(per thousand births) :

New Delhd

328

7263 sq km

TE100000

216

Per sg. km

36, 29
24 8%
46.9%

954

Femules

0.7 %
23.5%
23.6%
11.9%

114




AVERAGE LIFE EXPECTANCY

(1981):

PER CAPITA CONSTUMPTION .

Foodgmins :

Clath :

Sugar:

NATIONAL INCOME :
(1984-1985)

5d

16.8 ounces per day
16.0 yards per yeur
12.0 kgs per year

Rs. 57014 crores
(1970-71 Price Level)

ANNUAL PER CAPITA INCOME :

(Average : 1985-B6) Rs 29375
STATES. 26

Remla, Tamil Nadu, Kamataka, Gow, Chandigarh, Andhea Pradesh, Mahamshim,
Madhya Pradesh, Orissa, Bihar, Uttar Pradesh, Rajnsthan, Gujarat, West Bengal,
Assam, Manipur, Meghaloya, Arunachal Pradesh, Mizomm, Nagaland, Sikkim,
Tripum, Haryang, Punjab, Himachal Pradesh and Jammu & Rashmir,

UNION TERRITORIES :
Andaman & Nicobar Islinds, Dudm & Nagsr Haweli, Dethi, Doman & diu,
Lakshwadeep and Pondichery.

WORRK FORCE BY OCCUPATION (19858)

Agriculiure : 283 million
Comméence 37 millicn
Industry, Mining &

Construction 198 million
Transport and Communicstion : 17 million

{ Including Government ) : 23 million
No. of Unemiploved Registered

with Employment Exchange : 27 million




INDIAN CINEMA’S MILESTONES

The agents of the Lumiere Brothers of France (Auguste and Louis)
demonstrated their new invention on July 7, 1896, st Watson's Hotel, Esplanade
Mansion (on Mahatma Gandhi Road, opposite the Prince of Wales Museum ). It
wus barely six months after the marvel of the century took the Parls audiences by
storm, The show consisted of six little films — Entry of the Cinematographe,
Arrival of a Train, The Sea Bath, A Demolition, Leaving the Factory, Ladies and
Soldiers on Wheels. Later, Calcutta was introduced to moving pictures towards
the end of 1896 and Madms, the following year.

1899 : Fimst indigenously produced films
Harishchandra Sakaram PBhatwadekar's (Sawe Dada) The Wres-
tlers and The Men and the Monkey:.

1913 : Fimt totally indigenous silent feature flm
— Dada Saheb Phalke’s (Father of Indian Cinema)
Rajn Harishchandm released on May 3, 1913. 3,700 fi. long.

1917 : lndia's first box-office hit
— Lanks Dahan made by Dadesaheb Phalke

1919 First feature film of the South
— Keechala Vedham of South India made by E. Natarmja
Mudaliar

1921 : Fimst social satire film with a contempomury background
— Dhiren Ganguly of Calcutta produced, England Returned

1924 First International Film ( English)
— Light of Asia, Producer: Himansu Rai; Director; Franz Osten
19431 ;:  First Talkie
— Andeshir Irani's Alam Am (Imperial Film Co) 10,500 it long,
made i a cost of Bs. 40,000, Was released om March 4, 1931 at
the Majestic Cinema in Bombay.

First Song:

— De De Khuda Ke Naam Par Pyure, was a highlight of the film
Alam Am (Sung by WM. Khan). The year 1931 marked the
beginning of the talkie em in South India The first Talkic in
Telugu and Tamil, Bhaktha Prahlad and Kalidasa, were releaserd
in the same year.

1933 -  Tntroduction of background music
— Purun Hhakt




1941 :

1947 :

1952 :

1953 :

First Indiun films shown abroad

— East India Company's Seeta directed by Debakl Bose, Prabhat's
Amagiyori (1936) directed by V. Shantaram and Prabhat's Sant
Tularam (1937} directeéd by Damle and Fatehlal

First film with tracking shot:
— Amrit Manthan directed by V. Shantaram

Introduction of Playbeck Songs in Indian Films ;
— New Theatre's Dhoop Chaon

First successful indigenons colour film
— Ardeshir Irani's Kisan Kanya

First technology break-through:
— Andeshir lrmni's Color Process

India’s first feature film in English
— Wadia Movietore's The Court Duncer, Released in USA

First Indian Film to win an awand abroad
— Chetan Anand's Neecha Nogar in Hindi won the Grand Prix
Awand to the First International Film Festival, Cannes.

First International Film Festival of India
— [Held st Bombay in carly 1952

The Al that opened a new chapter in the annals of Iondian

Cinema:

— Satyajit Rav's Pether Panchall, which created a sensation with
its new style of lyrical realism. It got national and

intermational recognition,
Awards

— 1956 : IX Intematiomal Film Festival, Cannes: Prize lor
“Best Human Document™
Edinborough Film Festival: Diploma of Merit Manila
Film Festival: Golden Caribuo Award,
— 1957 : Intemational Film Exhibition,San Francisco; Fimst
Prize
— 1958 ; Intermmational Film Festival, Vancouver: Fimst Prize
Second  Stratford  Imternational Film  Festival,
{Canadi: First Prize
— 1989 : Afmo-Arts Theatre, New York: Cultuml Awarnd for the
*Best Foreign Film™ shown
First Colour Film: Ambadsl Patel's Pamposh
First Cinemascope Film
— Gura Dutt's Keagar Ke Phool (B&W) lensed by VK. Murthy
Film Finance Compomtion (FFC)
— Government of Indis set up Film Finance Corporation Ltd to

promute the production of good cinema (Its successor is the
National Film Development Corporation of today.)




1978

1980 ;

1982 .

1984 .

First 70 mm film: Around the World: Produced and directed on
Pachi)

— First technological lead in the warld ;
— Dr. Chandrakant Marathe's Minor Screen Armngement
(MSA) installed in Poona ( now Pune)

FFC was menged with the Indian Motion Picture Export Corpora-
tion (IMPEC) and is now known as National Film Development
Cormpomtion {NFDC).

— Biggest box-office grosser: Sholay: Directed by Ramesh Sippy

First Panavision film

— Krishna Sheh's Shalimar
First Technovision Film

— Feroz Khan'a (urheni

First 35 mm film re-issued in 70 mm format

— V. Shantaram's Jhanak Jhanak Puayul! Baaje (1955)
First 3-D Film

— Jaojo's My Dear Ruttichathan, . Malayalam film.

Compiled by AMIT KFLANNA

WORLD RECORDS
Maximum Appeamnces as leading

Man :

Prem Nazir (over 600 films)

Maximum Playback songs ; Lata Mangeshkar (over 20,000

BOTIES )




THE HINDI FILM IN 1988: SAD AND
INTRIGUING
T.M. RAMACHANDRAN

Catastrophic and paradoxical could, perhaps, be the apt words (o deseribe the
Hindi film scene today. On the one hand, several leading, veteran film-makers,
who have been deeply involved in Hindi films over the past several years, ure pre-
dicting nothing but doom for the industry, while on the other, more and mare pro-
ductions of Hindi films are going on merrily. While many seusoned film-makers
are ldle and turmning, perhaps, to new pastures like video films for the TV screen,
several new producers and directors have emerged 1o keep the industry alive.
According to the leading producers and distributors in the industry, the new-
comers in the fleld are, perhiaps, smugglers, deug-peddiers and black-
marketeers,

The fimancial chaos in the Hindi film industry has ulmost reached such catis-
trophic proportions that it would be impossible for the industry to recover und
make any progress worthwhile. This is the view of many producers, whir have
been in the ficld for o long Hme. The prices of every commodity requined fir film-
making, including the star prices, not to speak of the various taxes imposed by the
government, have escalated to such an extent that no producer worth the nume is
willing to stake his reputation and resources to make new Alme.

An average Hindi film, which used 1o cost approximately Rs. 40 lakhs [40,00.-
000 | sume years ago, now costs neurdy p crore of rupees | Ke 100,00,000] or even
mare. The returm on the investment, which is never guamnteed on account of the
speculative nature of the business, is so low or practically nil thut any prodd ucer,
who veniures into making Hindi films is certain to become banknugt. Thut 1s why
ao good producer ts ready to tuke the risk and come forwarnd to make films.

{hit of nearly 100 films released during the year (1988), aver 80 films huve
flopped miserabily. Except for one or two films, the rest of the films have barely
recouped their cost Out of the 415 Hindi films censored during the last three
veurs, only 53 huve found buvers for all the territorics. About 200 films have been
soll for some lerritores, while more than 150 films ure motting in the cans
without any buyer for any territory. The overseas market too has virtually collap-
serl. About six years ngo, the export figures of the Gulf were Rs. 5.36 crores, the
UK Rs. 2,57 crores and the TS Rs. 85 lakhs. Today, for the Gulf, they are Ks. 1.97
cromes, TE Ee 29 lakhs and to the 175 only Bs, 2 lakhs

The lirger economic picture is also grim. The producer mises his finance at
usurious rates of interest and If he makes & small-Tadget film with less-known
artistes, there is no scope of selling the film and recovering even one per cent of
the cost of production. If he has to sell his film, he has to go in for the current
farvourite top stars by paying their astronomical fees and that necessarily involves
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Monw Lisa \n modern ontfit ; Beldha i Rubesh Roshans Khoos Bl Muany.

him o big-budget productions. This viclous circle almost strangulutes the
film-makers. The sheer business of co-ondinating the artistes, the music direc-
tors and all the other factors connected with film-making requires o
superhuman effor

The stars gre & law unto themselves, Most of them simply dictute 1o the pro-
ducers, who have no choice but 0 obey and comply with their wishes, however
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unreasonable they may be. They arc involved in so many films that they cannaot
devote enough time for any one film

At the beginning of September 1988 the film schedules of the stars were us
below:

Amitabh Bachchan 12 films Amrita Singh 12 fllms
Dev Anand 3 films Anita Raal 26 fllms
Dharmendm a7 films Dimple Kapudia 20 films
Dlip Kumar 3 films Frurah 15 films
Feroze Khan 2 films Hema Mulini 11 films
Crovinda 51 films Juyu Prada 21 flms
Jeetendm 30 Nlms Kimi Ratkar 37 Nilms
Jackie Shroff 16 films Madhurd Dixit 16 films
Muanoj Kumar 4 films Mundakini 29 film=
Mithun Chakravirty 51 films Meenakhsi Seshadsi 23 films
Rij Kuoner 3 films Neelam 15 films
Rajesh Khanna 9 filkns Relha 10 films
Rishi Rapoor 22 films Sonam 26 films
Sunil Dutt 5 films Sri Devi 14 films
Shatrughan Sinha 35 films

Sanjay Dutt 28 flns Figures compiled by TME

and others,
Sunny Denl 16 films
Vinod Ehanna 27 films

A soene of domestic felicity from Hatym with Keelaom, Gaovingds nnd “Baby™ Sujithe. Prodoced mmd
diirected by Kinl Kumar, '
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A star arriving late on the sets can cause havor with the cost of production. This
has become today a routine matter in the Hindl film industry, To add 1o the
tmvails of the Alm-maker is the ommipresent threst of fatlure af e box-office. the
probability of which is high, very high. With the present conditions being what
theyare, one wonld suppose that inyone in his tight mind would not venture Inio
such a dicey endeavour. In spite of the business being such a gamble, more fllms
continue to be made, making nonsense of the economic logic of supply and
dermmd

Rampant video ptracy — there ane said 1o be over 5,000 illegal video parlours in
Bombuy alone — and television viewing have contributed a great deal to the poor
oitendance ot cinema houses, resulting in terrible losses in revenue, It is a matter
of fact that the hypnotic power of the Cinema has, in the last decade, heen taken
aver by video and television. This apart, the standard of films has deterorted 1o
such a low level that no decent fumily, looking for wholesome entertatnment, is
teaipted 1o go to the cinemas, Mindless and mind-boggling violence has become
the order of the day especially in Hindi Alms. Further, the conditions of the
cinema houses are so abominable — bad projection, nneom fortable atmoaphere
— that the average filmgoer has no c¢hoice but to avoid the cinems house as
Plague.

The cinems-owners point out that the dismal atendance of the andience huis
resmlbed in their poor maintenance, Cuite a few of them have sold away their pro-
perties and in their places, shopping complexes und hotels have been built up
While the industry s crying for more cinema houses, the paradox (s that even the
existing cinema houses are being converted into housing and shopping
complexes,

In 1987, 150 Hindi films were certificd for exhibition, one thind of which wus
restricted for adult viewing. The successful films were Pratighast, Mt Indiy,
Hukumat, Asg Hi Asg, fnsaniyat Ke Dushmnn, Khudgars, Mate Dam Tik and
Sindoor. Among the fairly successful flms, mention should be made of Minh
Masals, Dance Dance, Hawsdat and Kudmt Ka Kenoon,

The best film of the year 1988 (acconding to the author) was of course Vijayn
Mehta's Festonjee. It is an exceptional film, which follows the rmule of fine movie-
making, with a story to tell und & comment to make — a perfect colluboration bet-
ween writer und director, actors and camera. It is u civilized, utterly liternte
celebration of the human comedy in all its aspects, Based on a short story by BE.
Buranjin, the film, ably directed by Vijaya Mehia, vivifies not only the customs
und eccentricities of the minority Parsi community, but also etches a portrait of
tru¢ friendship, The director gets to the heart of the odd couple, played superbly
by Nuseeruddin Shah und Anupam Eher, and shows the tradition in which the
Parsi community lives in Bombay. As a matter of fact, Nasecruddin Shah in the
mle of Pherozshah gives the most outstanding pedformance of his career. Tt is a
film, which deserves a wide audience.

Another imporunt film deserving praise is Gulzar's leazar. To some extent, il
could be even classified as a poem in celluloid. The mis-en-scene showing the
aceidental meeting of the estranged couple ( Naseeruddin Shah and Rekha) inthe
waiting room of & small rallway station and the nuances thal follow are the
highlights of the film. Another important film was of course Raj Babbar's Andhaa
Yudh, all about termorism and the evils behind it

During the year ( 1988 } under review, the quantity of films produced and certified
I8 expected to be higher than that of the last year. By the middle of the year, as
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many as 102 Hindl films were certified, OF the total Ailms certified durdng the
year, it is estimated that at least 100 Alms would sec the lght of duy. The biggest
hit of the year was Nasir Hussain's Chiyamar Se Qwvamat Tidk, u love story, which
ends in tragedy. The phenomenyl success of 1his film should serve as a shat in
the wrm for the Hindi film industry

Of the other films, the Wity soccessful ones were Shahenslah, Amitabh's lutes)
relense; Ranlchalkrs, o story of @ medico and o cop, Kab Tak (Chap Balengi, Warns
(the last filn of the lute Smit Paul), Hatva, which could be described us the
Hindi version of Eve Witness, Vijuy, divector Yosh Chopra's latest abaut teo busi-
ness tyeoons, Khoon Bhard Mang, o story of @ woman's nevenge and Zakinnee
Apmt, which has s similar theme.

The trend of production, us indicated eurdier, is more towards depicting violence
on the screen. This has really become o predomingat festire of most of the Hindl
films. Gone are the good old days, when the audiences were trented to films,
which projected entertninment with 4 social purpose. The nrgument of 8 mujority
of film-makers Is that they ure in thie business tomuake o good lving by catering o
the tastes of the audience, Chonging the tastes of (he audicnees o better cinema
I8 indeed a formidable task 1t i here that the Gosernment should step in and do
sonnething aboul L

A government thet reaps o whooping revenoe throogh the film industry 18
strangely indifferent to Its problems, Ineffective legislotive and inefficient
administrative measures and an unretsonable tomtion poliey have pushed the
industry to the precipice. Tinless the downward plunge is stopped, the day s dot
fur off when the industry will crash disastrously.

A

A tensse seene with Sadnshive Amurpurksr aod Ishowst AR in the comtest of Indin and the wordd
Sill Broern Kaslehakma
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“BOMBED” HINDI FILMS GET REVIVED

Films that had bombed ut the box-office within the lust
decude and consigned to eold stomage have been ne-
christened, revived and granted a new lease of Hife

Film distributors in India have always been the bottleneck
in films reaching the public. They are also speculators, whao
tletermine the fate of many films, more so the art films. A few
of the Delhi film distributors, concentrated in Fhagirath
Place in North Delhi, wield considemuble power over the
theatres of Delhi and UP, the lorgest “territory”

Ume of the Delhi distributors has now resarted to the profit:
abile gimmick of buying up flops of yester-yeam for a song,
glving them sensationnl titles and publicising them with
crudely designed and garishly coloured posiers — bui
nlways tucking sway the original title in small type in some
odd comer. The film cans gathering dust are rescued and
put into clrealation: And the exhibitors lend a hetping lund,
The gullible pit-class of cinegoers fall for the ploy and throng
the cluema-halls, where tckets are engineered to sell at o
prEminm. And. U {8 bonanzs for the distribuior ]
exhibtor

Here are the films, which hod bombed gnd niw, have been
re-issued with the new titles within becletss Hum Panch
(Kalhyg Ka Mahabharat), Thgdeer Ku Baadshah { Wagt Ka
Sikander), Sanzish { Watan RKeJaanhasz ), Mere Faiala { Insaf
Ka Eheoon), Preeti (Khooni Ki Talpash ), and  Yewri
Dushmani (Mar Gaye Marmewale ).

1988: YEAR OF THE NYMPHETS

“And in Bombay's fast-paced, frenetic film industry, the new
girls have made their presence felt. They haunt golden
jubflee parties in low-cut cholis, They edge themselves into
every photogmph taken at a muhumat They give interviews
to the gossip magazines and talk frmkly about sex and love.
Their publicists send out 8°X% 10" glossies of them in the
briefest of swimmniing costumes. And the producers have g
the message: these are good-time girls, who will kiss their
hemes und bare their bodies to the camera

The film business has never seen anything Hke it before
Already, strong men have been known to reach for their bot-
tles of Johnny Walker, (Black Label) and strangders have
kissed each other, The way things are going, 1988 seems set
to be the Year of the Nympheta, "

From [ndia Today




THE AVENGING ANGELS : ICONS OF
DEATH

MATITHILI RAO

Comnercial cinemia has o way of subvierting soy new madical idea; 1o serve its box:
office interests. Mow, it seems to be the tum of Fewinism to {vel a desperate
industry, fust running out of ideas and success formulas, Perhups, this is too
hamh an Indictrment and film-mokers huve been sensitive to the growing articuls-
tion of Feminists. The ‘seventies were the angry decade of the mnti-hero,
marginalised women in the mainstream cinema, without freeing them from
morl stereotypes as flm nofr did in Hollywood. The retuom of women-centred
themes, first o trickle and now a flood, reflects the cultuml schizophienia of our
society, the way it perceives and defines the mle of women,

Mother India-und the virtuonus Satd Savitri have been with us and will continue o
be with us until 4 eataclysmic revolution galvanises our thinking. These two
imnges bolster up not only a feudal patdarchy, threatencd by the inevitable
atomisation of a society, moving towards industrialisation. Women too, confused
by new chotces and the absence of ready-role models, find in the old imuges o safe
wamb of certitudes. Murtyrdom, specially when sanctified by religions epproba-
tion, is indecd seductive.

So, cven in 1988, Ghar Ghar Ki Kahani (The Tale of Every Home), where the
besutiful, beatific wife, named Sita, suffers unjust rejection by the husband, bul
continues to worshsip his photogeaph, (o be commended by a so-called moderm,
professional women freezing in the emotional cold — is succesaful as Zakhmee
Aurat (Wounded Woman ) sends o gang of rape victims on o castrating spree!

The first film is seductive — though silly — and the second, unrepentantly sen-
setionnl — and crude. Both speak obout and through women. Even as this
schigophrenta simmers along nicely (o tease social scéientists, there huve been
near-tevolutionary chunges from the ‘early ‘eighties. But these chonges ore
couched in comfortingly fumilinr Hindw iconogmphic terms, intermittently
emergised by judicious imitations of foreign medels from titne to Ume,

The sanction of religious icenogmphy was always there, ready to be tapped at pro-
pitious moments. The obverse of Mother Indin, the protective, marturing Duarga,
has been the awesome destructive power of Kali. This Durga-Kali duality Is In
self deeply ambivalent, celebrutory and fearful of female power and female sex-
unlity. When this duality is translated into the simplistic, unambiguons terms of
the Hindi cinemas,; the scenarip gets murky and the intentions mindlessly
exploitative,

Like most new trends, the beginnings were sounded out by the unapalegetic B
Crraders. To Benbroo ( The Dishonoured) and Bud Naseeb (The Unfortunate ) —
classifled s sexplolters — belongs the dubious honour of ushering in the
female avenger,

In Beabroo, she |s un investigative joamalist, who tums into a female Jack the
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The Botiby of yestenday 4a today's gun-toting uphalder of biw Dimple Ropadin (o -Zufhmee
At

Ripper, methodically killing off the ptnips of Bombuy, because herown sister was
u wictim ofone. Missitn accomplished — thatis, within the Runite Hinits set by the
funtastic script — she jumps to her death, though there is o hero hovering in the
background to honour her with his love.

Bud Nosech pitted one intrepid gl ageinst a ldller, who systematically
eliminates  fraternity of college friends for they might blow his covier of respec-
tab{lity. What is ominous is the way o bevy of girls are first Htillatingly exposed
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Sujain Mehu, tee axe-wielding angel of deati tn Protdgiunt

and then punished tor their sexunlity, Oddlv erough these erude and immensgely
successful films were the more respectmble re-mukes from South Todian hits.
which are far more legalistic in their theses. Mujhe Insasf Chahive (1 want Jus-
tice) had an older women lawyer coming to the help of s middle-clags girl, who 1s
left pregnant by a rich boy frend, taming tail ai the iden of marriage. The bwist was
in how the young girl claims the right to name the man os the futher of her child,
but refuses o morry the now shamefaced, reformed mke

But. the prevailing ethos of anti-heroes taking the law into their hunds since the
system cannol deliver justice, wus not conducive to such conrt-moom dramas
And, ) middle-cluss defiance of convention, Around the same time. the saga of
Phoalan Devi, the woman dacoit of Uttar Pradesh, whom (he media buill up s n
combination of Mata Herl and glamomous gun-toter, wreaking VeTEennce on un
unjust soclety, provided o readymade script for fly-by-night groducers workdng
on tght budgets.

Kahuni Phocdun K {The _"-11r_|r!..‘ of Phoolan Jund Putilibaf werne :i||_1_'|f|.|'||:|,' made and
had moderute success. The actresses were not big names und the style followed
the pseudo-Western path, which the mule dacoit film had appropriated. The
Indian horse-opem or the Carry Western, as it came to be called, operated within
the pamumeters of rebels with a esuse — and the titillation was provided by the
mujfm — & more robugt, vet poctic, lndigenous version of the cubaret

This new sub-genre opemated within the same paramelers and evolved 1is strictly
observed conventions and wrote down Its codes, Set in the hinterland of Norih
India, with greedy landlonds s santanic villains, the dispossessed or explotied
victims operate within the same Thakur code of male homour, what applies to the
oppressors. The amizing complexity of the caste hetmrchy is simpified {nto the
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good Thalour versus the bad, while the pemonal suffering of promgonists s
amplified to include all the oppressed.

With female protagonists to the fore und plaved by the big star the avenger takes
ant/the muntle of Kuli. [n o subversive way, this assertion of power wnd sggressive
action by woanen i toried down to conform to mythology, The women working as
independent entities, shom of mythical trappings, would be more threatening to
patriarchul wolues, Hence, we have the pamdox of women belng shom of their
femininity in order to play an setive — and invarjably tmgic — role, and finally
returning to feminine vulnemblity after the denouement.

Three Alms illustrate the working out ofthis new formule, Bape of cither the pro-
tgonial or someone close (o ber is the final mison d'etre for fosaking passive
feminiwity. Sftapur Ki Gita (Gita of Sttupur) g none-too-subitle play od Hema
Malini's blockbuster Sita Aur Gitu, 4n which she: plays twins, {who are as dif-
ferent s can be) pits the heroine against a trivmvieate of villaings, who mpe her
almost iImmedintely after she i8 mumied eod kil her husband. Git, who hoas been
a chirpy village belle working 88 a servant to edociite her darting vounger brother,
immediately picks up & gun and dons the pew obligatory uniform — leather
Jackey, tight trousers, hoots freed from the decoroos braids of virginity

The older male, who bicomes her mentor, is either the hither-to-alisend futher —
a5 in Sitapur Ki (rita — or un adoptive father figure, a8 in Khoon Beha Gang
Mein ( Blood Nows into the Ganga ), The protagonist has (o buttle two antagonists
— the viflainous Thalkurs, masquermding under espectability and the police,
usually & loved one sent to nab the outlaw.

In Sitapur K Crita, 1 is the younger brother, now a police inspector. In Khoon
Ruha Ganga Mein, it is the chikthood sweetheant, whose father 18 the anch villain,
huving raped the hemine Gangn's ( Amrita Singh's) mother und killed her father.
Ameong all the many undistinguished films of this genre, Khoon Baba Gungs
Mein is more sambre and nearer the psyehologlen] truth of & traumatised girl The
heroine switches over toa dhoti anid speaks the same rural patols, onlike in other
films, where o more standardised Hindi tnkes over for wider appeal

The third film, starring cumrent superstar Sridesd, is Sherni, which again faithfully
adheres 1o the formula of e sprightly village gird foining Ber dacoit father, wher her
mirther and young siblings sre massacred imd she herself escapes repeatedly
fram molestution, Shemi endows its heroine, Dunga, with a social consclence, so
thut she also fights gainst perpetmioms of dowry deaths, The tmgedy of Durga is
that she is forced to take npa gun, when carlicr, she had passionately nnmued with
her unjustly impriscned father that the luw would finally redress the wrong done
to him.

Thiee other phenomenon that has surfaced in Pracighot (Resistance ) Mem Skikar
(My Prey) and Zakhmee Aurat iz that women don't tuen into outlaws, bui-are
finally driven 1o catclysmic violence The corupt system symbolised by ome grea
villain I8 too pervasive, too entrenched and i emapscolates most men, This thesis
finds its most elaborate exposition in Pratighat, re-made from & Teluga hit
Lakshmi ( Sujata Mehta) is a college lecturer who, on coming ton small town, is
appalled by the Lyant's mule that goes unguestioned by evervone, infouding lier
lawyer husband, For heract of defiance, — reporting to the police againsi the thag
— she is dismbed In broad daylight wnder the shocked, but helpless goaze of the
public, which ncludes her husband

This notorety makes Lakshmi the target of insult nivd hier male stuidents asl her
to graphically explain en emotic passage in class. Laukshmi's answer, accompanted

.
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Hema Mool in Sicypeer Ki Greets — a new avatar of Rasts Snltans

by o song that hits the high notes aurally and visually, is to dmw o nude Wi
nuirsiag er child, The shamed stidenils necept licras the ir inquestiomned leader
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and sumogate Mother-figure. Determined to fight the thug, who now seeks the
legitimucy of an elected office, Lalshmi behieads him publicly with an axe, since
the elections are rigged, Priorto thls, she leaves Her cowardly hushand and also
aberts her unborn child — not to assert her right over hier h-udﬁ bt o L I'"n:u. tomet
in o masculine worlkd

In essence, she has (o destroy her femininity — the Mother image, with which
she had carlier identified — and wield the axe, mythalogically the awesome
weapone of Parasurmama, who rid the world of the warrlor class to avenge his
mother's dishonour, Lakehmi's jconic stance recalls Kali, but the weapon Is mas-
culine. Though crudely mode, Pratighat went on to become the higgest hit of
1987

Hukhmee Aurat makes its Police Inspector heroine Kimmn (Dimple Rupadia ) the
victim of sadistic gang-mpe, after lovingly showing her in the male sccout-
rements of office — powerful bike, gun, and ldhaki uniform. She 1s hardly ever
shown in a sark. When she is maped, the film pses the recurring image of her jeans
hanging from the celling in & spirit of punizhing her for daring to do man's job. 1t
is her bov friend, wiho gives her the modem equivalent of the Gitopadesh, Kimn
becomes the leader of a pang of castrators in the guise of a female Arjuna, battling
with her enemies. The events after the mpe are nol only absurd and crade, bul
filled with enough obscence titillation — in the guise of o song-und-dance num-
ber, uslensibly intended Lo humiliate & castrated rapist— to glve the exploitative
gRmE nway.

Il is Dimple once agaln in the Intest Mem Shikar, transformed from 4 chatty
village girl driving & tongs info o one-woman armoured battallon, when a dreaded
dacoil mpes hersisterin public aftershe {s married. The newly-weds die und Bifli
takes o crush conmse in lmrmte, boxing, lencing, riding from a city martial-ars
experl, Even us the film beging, Bijli dreams of domning leather boots and
trousems, jumping off cliffs 1o sulwlue n gang of thugs, who would kidoap o/gicl
Mera Shikar is pure comp and her do-or-die struggle is against o samurai-like
untagonist, with o flowing top Koot and shit eves, who relishes the ane-to-one
challenge,

As if this deluge wes not enough, more ilms are nnder production sterring Dime:
e Rupadin, ITema Malind and Rekha, besides younger potressess — all bent
upon a superficial masculinigation of the female prolagoanist. On the prevadling
evidenice, the herolne will also have to periodically reésort to feminine guile in the
form of muims and be both & seductress and an avenges: It is not that our film
industry is moving towards some sort of an andmgynous ideal There is enough
indication of hostility towands an agiressive woman in the tempomal world of
power. Women Power is acceptable only when it is mythologised — and the
Wonten is made & mere Ieon, an Avenging Angel, a Dispenser of Death




NANDAN: A HOUSE OF FILM
CULTURE

PRABODH K. MAITRA

A-proper Art Film Theatre 1n the couwntry hal remgined o mere tulking polnt for
over two decades, bul it hiardly became an alijective for possible implementation
The film societyenthusivst or the dreamer film-muker may hove considered such
an insutution on essential lem iy his scheme of things, but petther the film
industry nor the institotion-buthiing agencies of the government ook the foitin-
tive to nealise whit should hove been the finst option in enlarging the exhibition
appostunities, An films were encouruged, bur they wore himgely comfined to the
production und nancing sector with Hile thought given to their exhibition
outlets,

From the late "seventies, the Guvernment of West Bengal ¢émbarked on many
ambitious schemes, nol only o suppon the ailing Glm ladustry, bt also w give
fillip to the movement for promotion of letter cinems. This alifmately wus
embodied in the unique nstitation called “Nandan: The West Bengal Film Cen-
tre”™, which was Inaugunuted in September, 1985,

This Art Cinema House is not mesely for screening of films. The approach to
Cinema here is comprehensive, as it concems:itself, fn the wonls of Sutyajit Ray,
Chairman of the Cemre, “with everything relating to cinema, except film produc-
tigm™, Fouraud loriums of varying sizes coter to flm badfs, A lbrary of books and
perigdicals and an archive-onin-film lbrary are important components of the pro
Jecl. Facilitles for studies have Inspired filin enthusiests to go in for shart-tenn
courses, or which lecturcrs are deiwn Irbm all aver the « pantry

Aresearch project onthe developmentof Bengali Cinerna hos beag wadertnben, A
musen on the work of Satyajic Ray is under contemplation. All these fucilities
hre sought o be provided under one mof, so that Naondan coulid properly function
a5 6 House of Film Cultune.

Ancther aspect which facilitates the flm-viewers unil the orgunisations catering
to them s that ug-:ﬂfh.:*—; Hke the Natlomnal Film Devel spETt ['q_|[11,'a]u[jr1T]_
National Film Archive of Indi, the Direetomte of Film Festivals, Children's Film
saciety, Films Division, the State Film Development Corpomtions and privite
producers find it quite conventent to uiilise the premises as o clearing house of
their own productions wnd progrmmmes

In fact, every Wednesday afternoon, Nandnn's Audivorivm N, 2 s utllised by the
Nattonal Film Archive to hold sereenings 0 collabomation with Nandan todnvited
nndiences. Every fourth Friday of the month, the Films Division and Nandan
offer packuges of short films w e intending viewers, The THrectomte of Film
Festivuls collabomites for progrmmmes under the Cultural Exchange Agreements
In recent times, major prograrmmmes {eaturing films from the USSR, Japan and
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Nondan, the West Bengal Film Centre it Caléotte; Entrance to the only Hinse of Film Ol
in Ineliu

Framee have been omganised: Selections of NFDC'S Grop of films enoble Nandan (o
huove commercinl releases of the best lilms from-abroad; *Indion Panorsemo” Alms
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and it= own productions. Speclal progmmmes ke presentation of Kew Theatres'
fllms snd other retrospectives -are constuntly held to present our heritage in
cinema toavid film-goers, The film societies of Caleuntta find its convenient place
o organise events for their members regularly

O enlightened step taken by the Government of Wesl Bengal is to exempt the
filma commercinlly released at Nandan from poyment of Entertainment Tax. The
mtes of admission are between Bso 8 and Bs, 6, to the plush 1000-scut midn
auditorivm, which s something Lo be prond of

Nandan Is on the lookout for the contempormry trends and to recond the impact of
the crusading film-mokers. On two evenings, some time back, the whole of
Govind Niholuni's tele-film Tams  (five-snd-half bours in dumstion) was
goreened 1o oo enthusiastic nudience with the whole Hlm anit headed by the
Divector present in the auditorium: The impact was indeed cleetrifving. Again,
independent, documentary film-mukers from all over the gountry wene invited
with their films for sereening, W meet and exchinge views, 1o deliberite on their
problems and to have o dinkogue with the audience. Retrospectives of Satyniit
Ray, Ritwik Ghatak, Mrinal Sen, Alfred Hitchocock, Bimal Roy and others have
drwn full houses, The film societies have also done thelr Bit in slmilie
endeavourund (twns largely thmough thelr efforts and with the direct involvement
of Naudan that retros of Pasolini, Antonioni, Bergman., Kurosaws, Eisenstein,
gte., have been orgainised

Films of yesteryears, particnlarty the Culentta-based productions, hive been sys-
tematcally presented to give the paving audicnce, nn idea of Bengal's [llm
heritage. Tt has also encouraged producers of such films (o-make new prints for
commercial relesse, first ot Nandun, and Inter (o the regular comnmercial show-
hemses, After more than two decadés, Satyajit Bay's Dievi was refeased along with
his Abhifjan os also Mrinul Sen's Huishe Shrmvan, Thpan Sinha's Khantker Atithi,

A relpxed Sutyigit Huy (Chatromwa,
Nondon) at the s preview theatre in
Mnodier. AL extreme cight londing
at the comern i Prubodh K Maitrn,
incharge ol Nandnn and suthor of
the article alagaile.
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Debaki Boses Kahi in the line for commercial run. Bergmon's Fanny and Alexan-
der, Tarkoveky's Sacrifice, Roy's Ghare Baire, were commercially screened 1o
enlightened audiences: What takes the cake in mpturous response was, Vijay
Mehta's Festonjee, which man for seven days. All shows were full. Shabana Azmi
Jater told me thet 1L seemed to her incredible that the langunge anid the locale diid
ot prove to be any obstacle. The best of regional cluema is constantly pro-
grammed. Even one reglonal language cinema, that of Malayalam, got the pride of
plaice in the presentation of the major films of the st 50 years, Nandan's "Meet-
the-Director™ progmmme his 50 fer atured, Ketan Mehtwadd Jalinu Bamu, rep:
resentutives of the two farthest corners of film-making in the country, (Gujarat
gt Assam ),

Chidinands Das Gupts observed Inoan srticle in The Telegruph recently om the
programming ot Nandan as “an incorruptible coneern for artistic qualiry and
socinl purpose hesides & keen awareness of creative events in the filn world.”
Encournging words indeed, from a vetemn of the Alm stdety movement and o
perceplive critic und obeerver,

Nandan has been obile woattracr film people and others who have donated books,
old equipment, film-related muterials, et for preservution. Sime interesting
specimens were pul ip for exhibltion s sumber of times, depicting virious
phases of development of the art of film. Seminars on the situation obtaining in
the film industry, sesthetics of film and censorship have been held in which
experts of varions fields huve participated. Progrummes to pay homage to Smita
Patil, [iam Kamar, Norman Maclaren, Marie Seton end Niranjen Pul have been
held t0 pay respect 1o their memory and o create mone interest in the departed.
Even for the purpose of relief to flood and drought-uffected people and for the
struggling patriots of Nicaragua, “Charity™ film shows have been avanged.

For more ter-action between fhm people; fillm-goers, artists, music and dance
programines are on the anvil, 1 s heartening that visitors from other parts ofthe
cinimitry and ahroad us well evince keen interest in the working of Nandan.

Nindan is guided In lts functioning by an Advisory Board headed by Satyajit Ray
with Mrinal Sen, Tapan Sinha, Tarun Majumdar, Submta Mitra, Sowmitra Chat-
terjee, Buddhadey Das Guptn, and Gautam Ghose s members among others.
The atmosphere at Nandun has been uble to generate in the first three years for
better film-viewing and propegation of Film Culture conld prove salutary for other
places like Kala Bhovan st Trivandmum and the newly bullt premises of the
National Film Archive of Indis (NFAL) ot Pune. This woulld, pechaps, hemahl a
movement for g healthy ¢inema in the country.

The concept of a Film ( Chalechitra ) Akudemi was given aii unceremarious
buriil, despite the enthusissm for it in approprinte quarters. [f organisations like
Nindan, Kals Bhaven, NFATand Directorate of Fitm Festivals conld work in close
co-operation, harmony and with definite objective in view, 2 similar set-up like
Nandat with u proper Infrastructure seems possible.

Nandan 15 comeidered the State Govemment's flagship inthe realm of cinema,
but there are other aspects which merit mention. Over the past decade; severul
projects have been tuken up to put the film industry back on its rails. What started
as 0 stray involvement of the government in the enrly "fifties to make possible the
completion and relense of Pather Panchali has since blossomed into w com:
prehensive plan of action, Let me hasten toadd that the problems of the Beagal
film industry are fur from over. No sooner u part of the problem is tackled than
another wrea cries out for instamt attention. The solution Is dlsonot fally within
the competence of any State Government.
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But a start had (0 be mude somewhene Soon after the present Government took
over, & mmphd sssessment was made (o the late seveuties and the areas were iden-
tified. The first thrust had to be on production, as feature fHlm production Lad
declined alarmingly. With no investment from the private opesators of the film
industry in the production and exhibition sectors, the Government had to come
in a big way, A libeml view was takien ond both established und freah talent were
asked to make films tor the Government. That was how besides Ray and Sen, the
younger film-makers like Buddhadev Dasgupta, Goutam Ghosh, and Ttpalendu
Chakmborty could break fresh ground. Shysm Benegul and M.S Sathyu also
Joined in with films based un the situation in Bengal, both rumsl and urtan

Liberal grants-in-ald were armnged, not loans. Children's films were produced
ditting the Internutional Year of Children. Shorts on subjects other than the
gierely propagandist were made in good number Two festivals were held in
Caloutta in 1978 and 1980 On the oecasion of the fatter, the foundation stone of
Nandin was liid by the West Bengal Chicf Mindstes, Jyvoti Basu, und a sizeable
mumber of young film-makers from other centres like Saeed Mirza, Nachiket Pat-
wirdhun, T, Nagabharmns were invited with their films, A Festival of Films wus
organised all over the Blate with lecal purticipation. The ntmosphere was ugg
with film activity which wis given a shof in the arm throogh the active involve
ment of the State spprarmtus, The management of an old studio was when over, &
Filin Workers' Wellire Fund was ¢reated for distressed tecliniclans, and, Loy cap 1
all, s modern eolour lnbomtory, which was o long-feli nieed, was sel up in Caleutta
to offer better facilitdes, as private investment was not fortlicoming

Even relatively less imporiant areas had (o be sttended o, like erants 1o the Bl
socictics mosily for buving bools, the acquisition of two films of Bitwik Cihntak
and provision of funds for the memorial trust named afier the late Nln-malker.
grunts for publication of ook on cinema by young writers and even encoursging
leading universities to set up film-study courses. In some cuses, the health cane of
lilm personalities was provided for

Desplie such comprehensive efforts, probilems still persist. There ane impon-
derables and all the steps hove not bome expected resulis, This js perhips inevit-
nble. Even when there is no lack of good intentions and positive pallistives are
tngde avatluble, the full remedy scems u bitelusive. The dialectios of life ore such
If the an of the Film, a truly 20th Century ant form (= to meet the 21st Century,
more attention und move effon, mome funds and more talent must be devoted
1o L




NINASAM: A UNIQUE RURAL FILM
SOCIETY

JASHWANT JADHAV

In October, 1988, Ninasan Chitrasamuje, Heggodu, Karmataku, conducted its
0th annual ten-day Film Appreciation Course. During this decade-long period,
about 630 film enthusiasts from all ovetr the State have been tmined here in the
rodiments of film appreciation. This activity assumes larger significance, when
viewed in the context of the pancity in our country of ilm-study activities and the
fuct that no other institution in India, apart from the Film & Television Insititute
ar the National Film Archive of India, has conducted such courses si regrlarly
cver guch o long period, and that too, outside Pune

Ninoaam l“hlimhmrm]u g wing of the coltural institution, Ninssom, was
estiblished in 1977, The parent body, Ninasam, un acronvm for Nilakanteshwars
Nutvo Seva Sangha — itsell had :hh.;,luniugﬁv.m back in 1949 ina little villnge
sct amidst arecanut plantations, about 375 kms, from the State cagital, Bargalore
It first began as o small group of amoteur theatre activists trying to reach oul
beyond their mml confines and establish a mesninghsl diglogue with the outside
warld. Sturting with productions of Yakshagana, the tintitlonal dance dommn,
mast popular in the region, Ninesam opened itself to the new modes of expres
sion through theatre activities

Influencid strmngly by people ke BY. Katanth, who wos foming g new theatne
forn in the *seventics, Ninasam established & name for isell in amarenr circles. A
e serious cornmitment based on the conviction that theatre, was the most low
cogtand inlluentinl medium of mass communication, especially in o Third Wordd
cowniry like Indin, led Ninaswm to sturt lts Theatre Inatitune in 1980

Here, about 15 students are wken in on stipends every year and they enguge
themaelves full-time in thelr diploma cortificate course, which has a comprehicn-
aive sylalngs, modelled closely on that of the Natiomal Schodl of Drsme, Néw
Dielhi, with topics of study such as the theatre, history of drama, criticism, both
Eastern and Westemn, the theatre as an art form, a5 & medimn of communication,
trcitional performing mrts, el

About the same time, Ninasam hod recognised the power and the pses of the
modern medinm of clnema KLV, Subbanns, one of the founders, and now the
griding force of Ninasgm, participated tn the first ever flm appreciation course
heldd in Todia by Marie Seton ot Pope in 19651, Marie Seton hersell visited
Hepgodu in 1975, A growing realisation of the importance of the film medium,
with ull its cconnmic, social and cultuml ramifcations; led Ninassam (o « rganlse
forits rural undience a festival of about 25 intermational flm classsics e Pather
Panchali, Bartleship Potembin, Reshomon, Biovele Thieves, La Stade and Gold
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The entrunce to s world of droonn dooce and cineima: The frontege of the Ninssierm sudiberiiom
numied gfiter the Ranmoda polymnth, Tir, Shivarems: Kasanth, who headed the Enguiry Comandi-
tee For Mutionn] Film Palhey

Rush in 1977 A VETY COCOHmagd g respaise (o this culminated inthe Grst 10- gup,
film apprecistion coirse in 1979, whticl'since, has been o regulir arnual fixture
on the Ninasam calendar.

This course, argarnised i collabomtion with the Film & Tekevision Instinate and
the National Film Archive of Fadia, sims ol scqualnting participarits with Film
Culture and the bastes of Bl -appreciation, through screenings of vorious
clussles, leetires by renowned film personslities und group discussions. The par-
Heipants nre supplied with considemble printed and cyclostyled stody-materinl,
The topics covered are world film history, film technology, film as ey art form and
as a lunguage, filim in relation to other arts and disciplines, the economics of film,
ete. The prticipanis .‘1|UI|._'|.' itk detuil two fext filme, one, o short and the other, 4
Fall-length featiure. Thete (s also u Alm festival open to the public i the everiings,
where the participants sit amongst the loy coml sudience so that thiey can atudy
their responses on und off the spat

Ninossn's main concemms ¢im e seen bere too. The doumse 8 neither :LI“I]]\. I
series of screenings, nora very ambitiously academic ond crudite one. {ts main
objective Is 1o inttiate the participunts, who are lorgely teachers, joumalists
soctal worleers, students, hossewives and fmrmers, mostly from noml and semi-
munil ureas into the parallel cinema movement, s that they den continue os
activists in thein mepective arens of work

Such i movetnent also néeds to be supplemented through othermodes, Tn India,
aecessibility to world filin clussics is a daunting problem, compounded by the
commercial set-up of the pmduction-distribution-exhibition network. Another
equully difficult problem is the lack of Blm likmture, especially in regonnl
langunges. Akshiam Prakashane, van by IOV, Subbanng which publishes o lupe
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number of works that form the essentisl Modemist movement {n Kannada litern-
ture, took up the chillenge. Tthad already also published in Kunnada several books
on theatre, including tmnslations of Bharata's Natysshastm and Stanislavely's
An Actor Prepares, In 1974, it published the first ever sedous film book in
Bannnda--Chalindchitrade Mihanowke (The Giant Ship of Cinema ), a tmnsli-
tiom of Eisenstein’s scripl of Baitleship Potembkin together with o historical and
critical evaluation of Eisenstein’s films. In the following years, Ninasam Chit-
msaimiji und Akshara Prolmshan have togetherbrought out o series of abowt 20
books on Alm, script-trunstations, treatises, compendiums, a technical Glossary
of Cinema e,

All these netivities take place in the auditorivm Ninssam boll for its own use in
1972, Constructed ar o verymodest cost of Rs. 2 lakhs, with a scating capacity of
700-800, the auditorium is named sfter the Kannada polymath, Dy, Shivaramu
Barrurith. This Rangs Mandin is exclusiverly meant for theatre and film activities
and = the only one of its kind in Kumataka, besides the Ravindrs Kalakshetr
Bangalore, specinlly meant for these purposes, It hins o stoge wren of 50 feet (L) x
36 feat (W) X 22 feet ( H )u permanent cyeloroma ut the back, and ulso a very effi-
clent acoustic system, Built on simple, elegant lines, it has 8 very functional
stmctune in total consonince with s rumlsurromdings. A the sane time, Ithas
all the modem ficilities for siage wnd [m shows

For many long years, since Its inception, Ninasam had been working, basing all
its projects fiimly on the ideals ofa teuly decentmulised democracy: T had Groughi
world theatre and [ilm classics o the miml andience amund lts place i
elsewhere, through jis workshops and festivals Tt gave its activities 1 more
vigomous and concrete shape with the Janaspandana project, undenalken in the
period 1983-85. This profect. for which the Ford Foundation, TISA, provided

Ruril audiencey or Kisensteds, Kurosawn and Satvajit Bay: The typlenl mmal audienee at the
Hangamandien Anditorium ot Ninasam, mosily arcemnut gleniers and Uhetr families. They are by
now well porpmiintied with the [lm classios of the workd
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Film Appreciation under iree-tops | (L to R): Satish Hahabur, formerly Professor of Film
Apprecintion af the FTTIL KV, Subbannn under whom Ninssson lss beoome o umigue rurnl Alm
sockety, [, Kambur, Grirish Kasuedill (the talented Kannads flm-maler) aml TP Ashobk along
with u vvmyg Mlm-bodT, daring o break from film appreciation clisses,

financial aid, simed ar dissendnating theatre and film cultire and creating o wide
network over the whole state of Knmataks, whereby thestre end {ilm enthusiasts
would get access to the classics, and then start working on theirown at setting up
uctive cultural centres at their respective places,

The Januspinduna project has two units--one for theatre and the other for flm
The theatre unit, led by the Delhi Nattonal School of Dmms graduates, has con-
ducted one-month long theatre workshops for local people, covering every district
of Bamataka, and putting up a production at the end of every such workshop. The
main  emphasis hoas been on  presenting  theatre 85 8 medium  of
communicution.

At the same time, about ten teachers were specially tmined ata 10-day workshop
at Heggodu, the first such outside the Film & TV Institute, Pune, in the basics of
teaching film uppreciation w different age and social groups. They also prepared
study material on specific films and generl topics. To fucilitue this project,
Ninasam built up a Hbmry of 16mm prints of some classics and film litemiure
These teachers then conduct short-term film festivals and sppreciation cournses,
with the help of local cultural and educational institutions, all over the Stute

In this two-year period, Ninasam for exceeded (s originally planned target of
twenty courses in theatre and film, by conducting 57 theatre workshops, 76 film
festivals and 29 short-term film courses. More thun 1,00,000 people have atten-
ded the annual film festival shows at Heggodu, and about 83,000 have attended
the screenings under Janaspandina, cutside 1 leggodu, The Janaspandans
activitdes comtinue even now, with aid from the loca] institutions themselves.
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The Ford Foundution was so much impressed by the success of the project that it
offered to continue it= ald for another two years, But Ninasam, which believes it
should only act as u catalyst, devised a different kind of a project this thme, under
which it acted #s a coondinator between the Ford Foundation and six important
cultuml troupes all over the state; and helped the latter in purchesing essential
theatre equipment, which now act as “Thestrical Equipment Banks", providing
the basle technical facllities and expertise to other troupes in their respective
regions.

The great amount of experience and goodwill gained through the Film and
Theatre courses also compelled Ninasam to form in 1985, 4 theatn: repertory
troupe — Tirngata, Comprising of its Theatre Institute alumni, directed by XSD
graduates, this project, now in its fourth suceessive vear, takes four productions
every year 1o several centres all over Ramataka, in an attempt to bring o rejuvenat-
ing anid meaninghil synthesis between the decaying professional theatre and the
sporadic amatenur theatre, by combining the best elements of batly,

Totally self-suflicient, funded almost entirely on production callections, this pro-
ject ugain has as its main objective of wking classics o the people, using the
theatre mainly ns a means of communication. Over these four years, 1t has presen-
ted Shakespeare and Brecht, Kalidass and Bhasa, in a total of $20 shows, atten:
ded by about 3,00,000 peaple, sl in the process travelling a distunce of about
21 000 kms, covering all the districts of Kamatadn. That more than thee-fourths
of ity andiences arc from rural and semi-ruml aress is a polnterto the significance
of its achievement

Among the visiting and guest lecturers ut the Ninasam are BY, Karanth, Prof]
Rustom Bhurucha, (who has written a doctorsl thesis entitled  Ningsam: A
Cultura! Alternative ) Fritz Benewitz, Prasanna, Shiviouma Kamnth  and Chan-
dmashekhar Kambar, The film activities owe much to Marie Seton's indirect but
important Influence, and to the long and unstinting coopemtion of P Nair,
Director of the Nutional Film Aschive of India, and most of pll, w Prof, Satish
Bahadur, Professor of Film Apprectation, FTI1, { now retived ), who has been the
guiding force behind the film courses and projects,

Through all these activities can be discermed the growth pattern of Ninasam,
Growing naturally, like an acom intoan oak, first limiting itself to whot was prac-
Heally possible and socially important for it, und then, on achieving it, and then
defining its further bigger steps, Developing itself organically from the inside, it
has always been conscious of local resources and needs and has modelled itsell
accordingly, It is continuing to help create w coltumal stmosphere, where
everyone, from the remotest rural corner, can have access to the grestest creative
minds of the wordd. A confluence where litemture, theatre and cinema meet, its
achievements, especially in the dissemination of film culture, spart from its
impressive statistics, cun perhnps be best {llustrated by an incident that took
place during its Janaspundana project:

It was at THala, near Mangalore, where nearly 1,000 illiterate native fisherfolk
unitl then fed only on popular cinema, hud gathered among the cocconut trees on
the sandy beach to watch Pather Panchali in the open air. They sat ubsolutely still
and receptive all through, and as the film ended, they had tears welling up in
(heir eves.




A TRIBUTE TO RAJ KAPOOR

BUNNY REUBEN

Bestriding the world of clnems both in Indin and abroad, like a legendory
colossus ol Greek mythology, Raj Rapoor in'the near half-century from the ‘408 (o
the 'B0s and pequired alinost myvthical dimensions,

His larger-than-life image both ns o star-actor and as o star film-maker; his Qam-
boyunt lHfe-style and work-style; his tantrumes and his romantic escapades, which
refuse to die even after decades, but which, on the contmry, have risen to the level
of clagsic love-legends aof our day and age; all these and more add up tio the most
incredible manifestation of star chadsma that our country has ever
witnessed

It 48 the star charisma of ‘a man, who o his vwery Bfedme had become o
legend.

The Muster @iving a master-tonch to Divm Bane while shooting Ram Terl Ganga Madli
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The water<dripplog Nvmph: Mandsking i Baj Rapoor's R Terl (umgn Maili

aj Kapoor st fell {1 in 1985 and vetugain in TOBE atthe very zenith of recogni-
tion and honour at the hands of the President of India, K. Venkatammman, who
came down (nto the auditorium, where 8 sick and Incapacitated Raf Kopoor was

seated, to conlir the prestigions * Dada Sahel Pholke Awwrd™ on him This fisell
was o unigue honour

In 1985 and again in 1988, Rdj Kapoor's l-health made national headlines und
therve was i tremendous mass upsurge of concern for his well-being
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The Creutnr and his crow: Rej Kapoor and lis anin on foention. At extreme righi is Hajiv
(Chimpn ) Kapoor, who played the male Tead i Rom Terd Gangs Mail

Every one was worried, becanse in ways, both big and small, Raj Kopoor had
through his films, touched the hearts, the souls and the lives of eve rv Indian,
young and old, over the past half centiry, and he had bécome an Integral part of
the national psyche

It Is difficult when o person Tke Dunny Reuben speaks about Raj Kapoor 1o be
obijective or to deal only in dry-as-dust chronology. But for those, whio wunt dites.
I'shall try 1o pit in the few important ones

The first most important date 1s December, 14, 1924, because that was the cold
mid-winter day, when Prithvimj Eapoor's eldest son wus bam at Peshuwur.

Ruj's esrly years were spent following Prithviraj whereever he went, first to
Caleutta, where Prithvira} became o star st New Theatres and later 1o B win bay,
where he consolidated his stardom and started Prithvi Theatre.

Raf's carly grounding was as o stage actor in Prithvi Theutre, where his brief
appearunce in the stage-play Decwaar Impressed Sardar Chandulal Shah,
Baburuo Patel (Editor of Filmindia) and Master Vinayuk.

Raj spprenticed himsellas an assistant to Kidar Shanma and leamed all he could
af the art and craft of ilm-making, In 1947, he made his debul as a screen actorin
Kidar Sharma's Neel Kamal opposite Modhubala,

In 1947, Ruj starved opposite Madhubala in two more films — Chitor Vifay and
D4l Ki Rani, both directed by Mohan Sinha, and in . Jail Yatm, opposite Kumind
Raushal, which Gajanan Jagirdar had directed
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I firsit met Raj Kapoor in 1948, when 1 saw a film called Aag. And | was never the
sHme agnain.

Its thinking Tts theme. What its maker was trying to say. And the burming inten-
sity, with which he was saying it The deep, passionate thrust of the love scenes,
The total immersion of the players in their roles, Here was something I never
dreamed Indinn cinema could do. These were areas T never imagined anybody,
but an introspective, an tntroverted, shy and nward-looking young man could
dream wbout, let slone express with such naked intensity and passion on
celluloid.

Anid Raj Kapoor was thit mun,

Ang swept the nation ke wildfire and it wasn't long before [ realised that [ wasn't
in the magnificent majority of one, when it came to this sont of response and reac-
tion 10 Aag. Thousands upon thousands of young men and women all over India
were redcting in exuctly the same way a5 1 had reacted to Aag and to it8 lean,
intense-eyved maker, o young man, who seemed to move a& though mw electricity
blazed through his veins instend of that normu, mundane thing called Blood,
which coumses through the veins of ordinury mortals like you and me;

Then came Barsaat. Raj Bapoor again swept the nation like wildfire. He had
become the undisputed torch-bearer of romanticism and a young leader of the
nntion’s youth. All those aspiring to a career in films, writers, poets, musicins,
began to throng round him, Tt was in this period that his strongest and most lust-
Ing ussociations were farmed, with plavback-singer, Mukesh, with music ditee-
s, Shankar and Jaildshen, with cameraman, Radhe Karmakar, with recordist,
Allauddin, with lyricists, Shallendra and Hasrat Jaipuri, and with scriptwriters
KA Abbas and V.P. Sathe. And with Bunny Reuben too,

Raj Kapoor now acguired the script of Awara, which Abbus Saheb hod first
offered to Mehboob Khan, who wus then looking for a suitable starring wehicle
for THlip Kumar. Avwars was not only great box-office hit. It was o *message’ film in
which Ra) Repoor had got his first taste of the heady philosophy of socialism from
Pandit Neluw and Abbas Saheb.

Awuarn muade history

The film was w sensational success. Tt was the first fibn destined (o make of Raj
Rapoor an Intemational figure. It was the first film which, coming at roughly the
same time as Mehboob's Aan, opened the eyes of Indian producers (o the really
tremendions eamings from the overseas murtkets of which none of them were
aware of utitil Raj's Awars and Mehbooh's Aan threw the Hd off this market.

And, most important, it was the first film in which emerged the image of the
Tramp, thut Chaplinesque figure, which Baj Kapoor went on to immormlise in his
own Shree 420 as well as in scores of other fibns made by other producers in
which he wus the stor,

Truly Chaplin in form, content and trestment, Raj Kapoor's Shree 420 remains
his most delightful and also socially significant comedy to date. Shree 420 was a
tremendous box-office hit not only in India, but wherever released overseas, Io
Russin, It perpetusted the Nargis-Rai Kapoor legend.

In Tehran, where Raj attended the opening of the film before proceeding to Mos-
cow ta join the Indisn Film Delegation there in 1959, the University of I con-
ferred on Raj Kapoor an Honorary Degree, a Doctomite of Cloematography,

“I'had never seen o University function before”, chuekled Raj Kapoor, “You see,
I'm a Matric-faill So, when 1 donned all those black mbes, it moade me feel
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ke o Professor!™

In Egypt, in the Middle East a5 o whale, even in Ismel and in the Western Euro-
pean countries, Raj Rapoor became the common man’s idol. These two films nnd
apened the market for Indian films in USSR in u big way, and by virtue of Raf
Rapoor's personal populurity, muny other films made by other producers were
also sold o this market, merely by virtue of the fact that Rei Kapoor was the
atar

From Shree 420, Ruj Kapoor went straight {nto Jugte Raho one of my personal
fuvonrites from among the many Raj Kapoor creations. The subfect, by Shombhy
Mitra and Amit Maitm of Bengal fascinated Raj, who sgreed to make the filin in
two versions, Bengali and Flindi. 1t was also later dubbed in Tamil.

Jugte Raho won for Raj Kapoor and for Indi, the Tist Grand Priz at the mujor
International Film Festival it Kudovy Vary in Czechoslovakia in 1957,

After.Jagte Raho and Jis Desh Mein Ganga Bebiti Hai Raj Rapoor gradunted from
his "message” phase to his “Big Showmanship” phase Jis Desh Mein Gangs
Behtt Hai also had Gandhinn overtones and despite the masaals, the music and the
sex-appeal, the film conveyed allegorically an important message of love aud
brotherhodod

Sangam, released in 1965, wus Raj Kapoor's first colour film. It also had “Big
Showmanship”, big stars and was so long, it Had to be sereened with two inter-
vils. Yt Sangam is one of India's all-time box-office hits, Tt is a masterpiece of Raj
Kapooreun showmanship

Mera Naam Joker, Raj Kapoor's mast ambitious film, was really three films in
one. It was fmnkly autobiographical and told the story of the efernal clown, who
mikes the world laugh, while he weeps silently within himself Six vears in the
making, this monwmental movie was & very big disaster ot the box-office

Joker marks the end of an important phase in Raj Kapoor's career. Tt was his last
film as un sctor-director. All the films he was to make after. Joker, his big hits like
Bobby, Frem Rog and Rum Teri Ganga Maill, were films which presented Ra)
Kapoor as a film-maker only.

The intensity of the man... that is my most lasting impression of Raj Knpoor, right
frym my earlicst meeting with him, The intensity and his uncanny knuck of being
ehle to reach right inside the person in front of bhm and draw out the best from
within thut persom and harness it to his work. Thave seen Raj, time and again, cast
this magic spell oo all those, who came ¢lose to him so thut they, particularly the
creative people, could never be free of him again. I know, because 1 myself was
one of them.

When you come 4s close to any man as 1 did to Raj-and indeed, 1 went on to
become his chronicler from the '50s ofiweartds, you inevitahly come 10 leam ull that
there is to know about the man and vou also come to know closely those closestio
him

Like Kaj's wife, Krishmajee, for Instance. Even though Raj Kapoor attended my
wedding with Kdshna sccompanied not his by own Keishna, but by thid wonder-
ful person named Nargis, liis fivourite co-star of that time, it was inevitable that
over the years | shonld come to know Krislinajee more closely.

Every man is a8 good or as bad as the kind of wife e has. Tt shiould take not an
article, but a whole book, to record the kind of wife Krishnajee has been. Suffice it
to say here that, in those days at least, It was full-time job being Raj Kapoor's wife.
It was full-time job coping with his children sund his love-life, simulinneously.
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Luckily, his chilidtren were not as turbulent, as unruly oras tempestuous as his
love-life. Because of this, and with Papajee and Jhaljee standing solidly with her;
Krishnajee could cope with the nesr-demented period of agony, which Raj
Kapoor went through when a very close association came to an end with that
of Nurgis

Krishnujee survived not only that, She survived the others, which ollowed ton,
and in the process their marmiage got strengthened. Not every man is fortunate
enongh to have a wife like Krishnajee. But then, not every woman s fortunate
enough (o have Raj Kapoor fur a husband,

Without making un excuse for him, it still needs to be said that for a creative
artiste, it is essential to lead the kind of life Raj Bapoor had led. The kind of
emotional involvements he had have lent depth and dinension to his work and
enriched it over the vears, A mun of gargartunn appetites, Raj Kapoor wos alwovs
nsgr';rdx for lifie, love and passionate involvements as he was for the finest Scotch
und Cognac, the finest French perfumes, the finest women, the finest food and
drink, in short, for both body und soul.

From Aag to Ram Terd Gunga Maili = o very long time and it seeds more than the
conflnes of this article to tall about Raj Kapoor,

S0 muny little episodes with that lovely, wonderful mon Jalkishen, with
Mulhesh, and with Shaiflendra who died on Raj Kapoor's birthday on December
14; so many outdoor shootings, so many trips to for-fung ploces. like the NEFA
border 1o entertain the jawans afler the Chinese pgmresiion of the early "G0s;
North, South, East and West, with Raj. S0 many ollier people lesser known, like
the late KV.5S. Ramun and Om Prakash Mehm and the fumous M.R. Achrekar,
whowere also s0 close to Raj Kapoor, also the men in the background like Vishwa
Melra and Khunna Saab, who salidly stood for him and with him; and above ull,
Roj Bapoor's “eves and ears”, cinemutographer Radha Barmmaker and recordist
Mauddin, who have given him the best years of their lives and to his films with
Hollywoodian gloss and fnish, To talk about them all would oeed a huge

virlinie,

The view backwords for me is great. It s elevating and inspiring. | see the manas
he wus first — slim and lean and intense-eyed, moving as though raw electricity
blazed through his veins, Because thet is how he really was, even to the last days
af his 1ife, that 4s how [ shall alwevs think of Raj Kapoor snd that (s how T shall
always remember Raj Kapoor,
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FILMS DIVISION AT 40: A FIGHT FOR
SURVIVAL

B.D. GARGA

At 40, the Films Division is like o womin, who having lost her charms fuces an
uncertain futare, Its rival, Doordarshan is younger, even if somewhat gauche und
gurish, but vastly more influential in places, high and low. Its reach is greater und
instantaneous. [t cun covervast distances, penetrate remote regions and tmnsmit
the sume message at the exact moment to millions at the mere push of a button
What is more, both the politician and the businessman Tuve discovered In it a
convenient ally for its unrivalled potential to make frineds and influence people
Clearly, the old Dame of Pedder Road, { now renamed Gopaljee Deshmukh Marg)
has to fight for her surdival

It takes FD) anything from a month to six weeks to get on to their theatrical nets
work u film of the Prime Minlsters foreign or domestic tour { most of it shot in
colour, but released in muddy black-und-white ) what the DD does the same even-
ing In the cosy comfort of one's living roome Nor can it mateh the resource-
fulness of TV techoology, where film reporiage is concerned.

A case in point is the blow-hy-blow sccount of the surrender of terrorists from
inside the Golden Temple during Opemtion Black Thunder. Then again, in the
investigative genre, the documentary-bused progmmmes, Kosauti and Focus
remain unrivalled. Ramesh Shurma, its producer, follows the fuctual-realist tradi-
tion of classical documentary s developed by Grierson. With subjects ranging
from prostitution to mental asylums, drug addiction 1o dacoits, he confronts us
with the studk reality of Indlan life. His search to reach at the heart of the matteris
relentless. ITis style ia direct. the approach ¢compassionste and the vesull disturb-

From BI). Guarge's Aserita
Sherdil, the plimeer of
mmler painting tn Tndia
{ Fillonm Dhivision )
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From FI¥s Production Abid
falwirt  dhd:  painder  Abdd
Surtd)  Prameod Pati

ing and thought-provoldng. That is what 8 documentary is all about

Contrast these with FDis recent productions, which are & mg-tag affair, lacking
boldness in content and technigue. What then is the mationale for FIV's existence,
MDY can doeverything much better? Let's take a loglk art its past, where lies much
uf its glory. Perhaps, also, the clue for its decline and fall

Films Division, set up 30 years ago, in 1948, in independent India, is tuly a war
baby, comecived by oo extraordinary Englishmen, Desmond Young, who hod
relinguished his post as the Editor of the Plooeer tojoin the Governmentof Tndia
as Clhiel Press Adviser, It was the beginning of the Second World War and war
propaganda was of paramonnt importance, especially if recruitment of soldiers
was to be extended beyond the so-called marial classes

After the production of ilms came the question of their distrdbution amd exbiibi-
tion. In his memoins, Desmond Young writes, " The (GO1s chamecteristic inclina:
tion was to orler thot the films be shown in all cinemas, That wonld have resulted
in thedr being shown vpside down orafter the performancee ornot atall, We had wo
persuade exhibitors that they were being offered a valuable concession and n'box-
office dmaw for nothing™ This is an astute obsepmtion, as relevuni now as
then

Although, towanis the close of the Second World War, the showing of 2000 feet of
spproved film was mede compulsory under the Delence of India Bules, | firmly
believe, that if in independent India we hail not followed the eompulsory exhibi-
tion fint, we would have, perhops, made much better and more meaningful
documentaries, The protectionism that the Govermment provided the Films
Divigon mwsulted in immuotore and innane Alms being chamed out with the
regularity of suusages,
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From: Murvel of Memory
(Films THyvision ) : N Tssar

The better part of the flrst decade of the Films Division was dominated by Mohan
Bhavnani, its first Chief Producer. Known for his drive ‘and doggedness, he
measured up to the job, MUV, Krishneswumny, who had worked with FDI for several
vears, remarked of him, “Bhoviaot’s problem was to justify the otility of the
organisation wnd the money spent an i, both o the public and the Govwermment.
This was the reason for the infensely practical and utilitarian approach adopted
by him in moulding the omganisation. He was not anduly tormented by the
thoughts of the art of documentiury ar o Documentury Movement” Here, | think,
Erishnaswinny has touched the henr of the matter and the shape FD was (o talee
in the years to come. In other words, from its very beginning FD was bereft of an
idealogy or the mole the Documentury was o play in the life of 4 new nalion

Whit distinuguished Beitish documentary and mode it that country's finest con-
tribution toworld cinemu was its strong ideclogical hase. ForJohn Grierson, the
Documentary was o tool of " exploration of intellectual and artistic ideas™, which
he carefully defined as “the creative interpretation of actaality™

From FI's own peodoction
Akbwr; Shantl Yerma and
dehungir 5. Biwwmagdary




“This is to nadve window-on-the-wurdd conception of documentary realism hs
mere record,” says Andrew [Higson (All our Yestendays - 90 Years of Bricsh
Cinema ) “Cin the contmry, it is an acknowledgement that [t is acsthetic prin-
ciples which determine the particulyr combination of sound and images that
make up u flm, and which produce one desired view of the social world, mither
thun snother”

It follows then that, social purpose, propaganda and aesthetics ure not mutually
exclusive. Until wiell into the 'sixties, scores of films deuling with industry,
agriculture, health, family planning, litetscy, community welfare, ancient
heritage, ruml cmfis, ete, were produced without thought or inspimation
Routinely done, they failed to touch or inspire anvone To think that we were still
Hving in the ideological twilight of the Nehri em

A great communicutor himself, Nehos must have sensed all this with some dis-
may, A yvear before iis death, he wrote;

1L i no good my complaining, becouse it is our fanlt if we cannot put across to
our people the magnitude of the waord that §s being done in [ndio at present. it is
not enogh (o give just a glimpse of something being done, It should be a longer
and mone educative picture Bnd it should be taken in mobile vuns (0 remote
villnges"

Years later, when DrJohn Grierson visited Indin he was to echo similar thoughits,
[ India; filns, he ued, must serve a2 a positive catalyst of the socisl revilution
of the country, He advised film-makers to make films with the people and not
about the people. Creierson was critical of sume of the films he was shown. “1 am
afraid the Filme Division s mlling prey to some of the cheap fitm feativals of the
Western affluent countries. Tam deflinitely not in fuvour of getting prizes for huv-
ing caughl the sickness of some of the fustmited countries of the West"™ He felt
that in the Indian context it was more important that a film had any socisl
significance orwos capable of implementing social change than the wintiog of
nceolades af festivals,

Which brings me to the much talked about pedod of Jean Bhownagary, whom a
Films Divisipn publication described, “What {s good, witistic, progressive,
experdmental in the products of the Films Division was inspired by Jehangir
Bhownugary.” He had atarted his coreer as a researcher during the war with the
ITI (the war-time Infirmation Films ol Tadia) and Jater went (o Pads to juin the
TNESCO. His services were loaned to thie Films Divisien between 1955-56 and
sgain between 1965-67. Bhownagary's long experience in Intemational com-
muntcation made bin ideal for the job. Describing the mle of FD, he said, “to
imvestigate and express every feld of Indin's endeavour, to econd and esamine
succosses nnd failure, fearlessly and without bias™in order to *keep the people of
hadin alert, vigilant, democmtic and united by reparting the many-faceted truths
of the Indinn communite.” Bhownagary was soon Lo discover to his dismay that
his charter, however, laudable, did nol work with the Tudian Bureauemcy.

A creative artist himself, he tumed his frustmtion o making films on subjects;
which enthused him most One of which was Khajmmbo on the magnificient
medieval iemples built by the Chundeln kings between 10th and 11th centuries.
It was directed by Mohan Wadhwani, but Bhownagary's taste had shaped it
Another film which Bhownagary made in colluboration with Shant) Verma was
Radbu and Krishnu, remurckable for its emotional interest and poetlc feeling. Bul
one swallow — or even two — do not make a summer.

Bhownagary's second tenvre as Chilef Adviser wus more eventful. Indira Gandhd
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had then takien over as the new Prime Minlster. Earlier, she hiad been Minister of
lnformation and Broadcasting for o short while and her interest in Glms and the
film society movement was well known, India had just fought a war with Palds-
tan, but o more harmmowing period followed with widespread drought and famine
in the country

The use of ght-weight camerss and synchronous sound-recorders, which had
revolttionised documentary filnmaking in Evrope and America, had ardved In
India Film-mokers within and without the Films Division found s new lool of
communication. So far, films had been noarrated and manipulated. Now it hecame
possible to plunge stmaight into the thick of action as it were and come face to face
with the people,

The result was highly interesting, probing and provecative films like Report on
Drought, India'67, Face to Face, [ am 80 and Explorer. These films were marked
by a degree of sincerity and truthfulness mrely seen before, Films Division served
85 a meeting point for many of us independent flm-makers. The creative excite-
ment of that period will never retum, It monifested fisell in the works of S,
Sukhdev, Pramod Patl, SN.S. Sastry, .S, Chari, Clem Baptista, Santi Chowdhury
— all dhead but not forgotten — Fall Billimoria and many others. FD presents a vas-
tly different picture toduy

Surely, a1 40, the Films Division is expected to have acquired i certain maturity of
thought and olyjectivity ol outlook. But has it? Recently, it produced a film called
Desh ki Vani on the important issue of natlonal lenguage, The film tried 1o
establish with much vehemence and whatever evidence it conld summon that
Hindi Is the only suitable national language. In its support, it marshalled material.
from diverse sources, from Amir Khusrau to the Mughals; from Gurn Nonak 1o
Shivaji. Speeches of Raja Rammobun Roy, Tilak, Gandhi, Tagore, Nehmu, Sub-
mmanis Bharuti (whose name is wrongly mentioned throughont as Sob-
mananiam Bharti ) were gone through with a fine toothcomb to glean evidence in
support of Hindl. Whea it nin shorl of it, the name of Gandhi was olways there (o
be imvoked. The film Is so obsessed with Hindi that at the end it becomes
cotinter-productive

A Mlm is not meant to erd discussion but 10 initiate L. Let me also involue
Gandhifi. In 1925, when he was invited to attend the Hindi Sahitya Sammelan st
Sitapur, in UP, where highly Sanskritised Hindi was being spoken, Gandhiji
sl
“Highly Sunskritised Hindi is as avoidable as highly Persionised Undu Boil
these specches are not intelligible to the masses. | have accepted Hindustani
a8 g common medinm, because it is understood by over 20 crores of the peo-
ple of India.” Ferhaps, C. Rajagopulachuri should huve had the last wond, “IT
we could continue to use and profit from the milwoys, telegraphs and other
products of British Rule in Indi, we do not see any sense in any merely sen-
timental revolt against the use of English.”

Lam not trying to build & case against Hindi, but all this should have gone into the
body of the film so that it would appear unbiased, open and chjective

What the Films Division really needs is total restructuring ( perestroikal) and
rethinking ol its role and function. It woulil mean weeding out Jot of dead wood.
That is the only way to re-energize and re-vitalise il. It could be a good beginning
on ts 40th anniversary,




JAMES BEVERIDGE’S TRIBUTE
TO FD

JAMES A, BEVERIDGE (formerdy of the Natiowal Film
Board of Caada; one-time professor of Films, New York
State University; prodocer of  Burmoh-Shell Films in
Indis—ns well as other films on his own; for some time
Adviser, Films Division) has sald:

“Ifone had the hardihood and conld screen the entire outgt
of Films ThHvision since 1948, one would incidentally be a
witness (0 & histordcal account of the whole evolution of
contemporary India since independence. All the projects,
plans, developments; events, crises, upsets, good advice,
uational compaigns, urgings and scoldings and songs of
praise and delight fo India's formidable heritage — all are
reflected in the films sud newsreels, week by week Indin's
story i8 there oo flm.”™ And, Beveridge has added, “The
Films Divislon must have provided the largest und most
consistent progrmmme of public information films, over 20
years. of any country in history, excepting the TTSSRE"

DR JOHN GRIERSON'S ADVICE TO FD

In a message to the Films Diviston on the occasion of fts
20th anniversary, Dr. JOHN GRIERSON (doyen of the
Documentary Film Movement; founder of the Nationa] Film
Board of Canade; fiend, philosopher and guide of documen-
toury film-molkers) ohserved:

I'send my good wishes for its auniversury to the Films [Hvi-
sion of the Geovernment of Indin. Many of us think of it as
having one of the complex tasks in the world today. But it
has great achievements in the tmditional past, great pro-
blems in the present, great possibilities in the future of Indie
tr inspire it One thought T ke to emphasise on these
untiversary occastons; Do not think too much of yesterday:
The only good film is the ene you are golng to mike
termrorrow!”
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FILMS DIVISION: AWARDS WON BY THE FILMS
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FILMS DIVISION : NUMBER OF PRINTS SUPPLIED
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FILMS DIVISION : EXPENDITURE AND REVENUE

Year Expenditure Revenue
1949-50 28,78.006 911,788
195051 S2.57 042 £3,14.062
1961-52 8354085 27.04.778
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BENGALI FILMS

MORE OF QUANTITY : LESS OF
QUALITY

AJOY K. DEY

The year 1988 antl] now (October) has been the most unproductive as far as thic
H-Lngnli Cinemu is concerned. It is one of the bleakest years in the recent past.
Gautam Ghose's Antaryali Yatma (both in Bengali and Hindi) is the only redesm-
ing feature in the otherwise gloomy situation prevailing. Not that the industry is
stagniting. On the contrary, studios at Tollygunge are wordng overtime 1o com-
plete their schedules. The reconling theatre of the NFDC at Behalu is booked for
the next two years, The Rupayan Labomtory, the West Bengal Stute Governmeni
enterprise, is working in full swing and its recording theatre will start functioning
shortly, The situation may aptly be described as “poverty in the land of
plenty.”

Poverty is in the quality of Qlms. The ills of the Bengali cinema snd the Bengull

s o mirriage even if the hrl.dq;lm-un ia dytag, a form of Sati A wm‘hh;]g sl of Gastm
Im that won for

Marringe
Cihosh directing Sempa Ghosh and Promod Ganguly in Antarmll Yats, the
him sccolades and loorels (Photo : Banan Ghoah).
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The Hride and the Bridegrooam—ii Tree 1+ A 8111 from Apirna Dis Cropin's ander-production flm
Sars, phout & rare Beagnll Brahmin enstom of ynmearried givls betny bosted frto marrages with
selected trees of the village: Shaboana Aswmi ds bedng lod to the Bryst with her destiny (Photo

Nemai Ghosh )

film induatry have been ascribed to many factors or trends, Tike the fragmented
miarket followimg the parition of the country four decades ago, the steanglehald of
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the monopoly over the market, which is made worse by speculation, the
distributor-exhibitors’ comtrol over the filin-making process, the shelving of the
State Government’s scheme of financing feature films during the lust three years
and 8o on

While these factors are undoubtedly responsible for the decline of the Bengali
Cinema, there is no denying the fact that Bengal is in the grip of a serious cultuml
vacun and the sconer the malaise is recognised, the better forall. Decadence is
evident in every sphere of culture — theatre, literature, muosic, etc. Perhaps, one
can trace its roots in the slow economic und mdustrial development of the State
and henee a Bengali's slower response towands finding a resolution of the conflict
between modernityand tradition. Responses, ns thene have been, pre ut best, ten-
tative, uncertain and ambdguons.

The malaise is reflected in the deanh of new talents. Four years ago, the West
Bengal Government. gave assignments [or the production of 23 shorts and
documentaries, each 20 minutes long, to s many new tulents. The idea was o
promote this genre of films and, thereby, bring about an limprovement in the
documentary scene of the Stite. Perhops, o hope was Implicit in the ventune that
then, after gaining experience, they can easlly shift to feature flm-making. The
total amount invalved was about Bs. 27 lukhs. The Government has received 14
films uptil naw, out of which only two or three were found to be competent. Nine
are yet to be completed, althongh more than three years have elapsed. After all,
every art scene becomes interesting and exciting with the emergence of new
talents. We always look back to the tro of stalwurts, Satyajit-Ritwik-Mrinal or the
quartet, Buddhadev Das Gupta-Gautam Ghose-Utpanedn Chakmborty-Apama
Sen. It is interesting to note that a long gap intervened between the eme rgenice of
these two groups, and perhaps, this time it will be o longer wait. Better late
than never!

"Where is the New Cinema? Docs it exist?” shouts Mrinal Sen, the stormy petrel
of Bengali cinemu, with his usual rage and eynicism, In fact, not a single good film
was made during the last one yenr, Guutam Ghose's Antaryali Yatrs was made in
1987 but censored In Javuary, 1988,

Ghose and his contemporaries, Buddhadey, Apuma, and Utpalendn have all gone
for the small sereen. Apama Sen's 36 Chowringhee Lane and Peroma, Guutam
(Ghose's Puar, Buddhadev Das Gupta's Phera were all produced in the privite sec-
tor and all the films, except Phem, were distributed by the same sector nnd
eumed, good money at the box-office, mising a hope that the new generation of
[loi-mighers hove earmed the confRdence of the commercinl sector and that they
will have no difficulty In getting financters and distributors {or their films,

That the hope was to be belied in such a shor tme was beyond imagination.
Phem has not yet been releaged. Buddhadev Das Gupta hud to redeem the situa-
tion with a premiere through the TV. Gaulam Ghose's Antarvali Yatm has been
taken over not by a local distributor, but by one in Bombay. On the production
side, the only financiers of good films are the governmental agencies like NFDC,
Doordarehan and Films Division, The State Government's unwise decision to
discontinue financing of feature Alms has worsened the situation,

All this brings to the fore the question of audience. Despite the strongest and
aldest Film Soclety Movement in the country being in West Bengal und the good
work done by Nandan, the art-theatre complex owned by the State Government
during the last three years, how fiar have we succeeded in changing the poptlar
tnste for cinemo or W wean awiy o section from the majority sudience is for nny-
body tosee. Perhaps, the issue deserves serious attentlon ofall concerned, for the
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public taste for culture is, after all, a by-product of the social, ceonomic and politi-
cal sitnations, educational system and coltumal policies of a country When a
powerful media industry continues to degrde the cultiinal standards in the name
of public taste, government intervention becnmes necessary and a culturl poiliey
— in the present cuse, 0 Film Policy — 18 essential

The staple diet of popular Bengali film consists af sentiment and melodrama with
the family us oo instihation ot the seey core. The inner conflict of aself is beynnd
the purview of a Bengall commercial cinema; mnd the genres ke comedy, musi-
cal, ete. are out of fashion. No wonder, in such o situntion, Gumdakshing and
hotn Bow, both over-sentimentalised and melodramatic (and directed by Anjan
Clhioudhury) are the hits of the year. Gumdakshina, bused on a stary about i
voung singer paying his respect to his guru after going through a lot of
tribulations, has broken all reconds of the past, thongh o well-known critic s
lnbelled it “os melodrmatic and improbable as ever™

The Tengali film with the Hindi formula of sex and violence hus never been
aecepted by Bengali audiences. No sumpise, therefore, Victor Banetjee’s Agoon
jusl, mansged to break even. The greatest disappointinent came from Tarun
Mujumdar, who is known to be one of the competent and popmlnr film directors
I his Pareshimoni. he was after “the ntmast polut of compromise™ between the
Hindi commercial style and pseudo-realism of the light verety of Beogali
films

The Bengali andience of popular fitms lives in two make-believe worlds — one of
demestie virtue nnd the cther of sex and violenee, One southes his disturbed con-
setence: tie other relieves him of boredém and monotony, Thus, continues the
stranglehold of the commercial films, Either way, he finds an escape from the
reality, which is nnpleasant and challenging

Ranuivans secording o Hay : Satyodit divecting a group of youngslers five o short sequence froaen
Hamaymns that, vocwms inthe fitmie tribute o his much-tulented futher, Sukuwmar Ry, This
documentary wins spensored by the West Bengal Giovernmient. (TPhaoto : Nemnf Ghosh )
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Elnslient, Mrinal Sen asa “shy” director with u rehenming Apworna Das Grupin - On the sets of Bk
Disr Achinnil, sin NFIXC-Doordanshan etrproduction { Photo ; Nemod Criosh ),

The depressing situstion can also be seen in the ficld ofucting. The best of stars
from Anil Chattedee and Soumitry | “hatterjee to Aparna Sen and Madhabi
Chakmborty are now marely seen in uny popular film. They too have aged. New
talents worth mentioning are vef to appear. Meanwhile, the producens ane bring-
tng in Juhi Chowls, Facha snd Deepika to play lead roles in Bengall films. Ret-
ween 35 and 30 films arve being produced in o vear. Till September this vear, 31
films were released, of which two were super-hits and five semi-hits

The hopeful signals, however, come form the two stalwarts of Bengall cinema,
Satyajit Ray and Mrinal Sen Ruy mude o documentary on his illustrious futher,
Sukumar Ray, Currently he is busy making meticulous preparations for his next
feature film which Is expected 1o go 1o the studio floor on December 1, 1088, The
story is locsely based on the well-known play, Enemy of the Peaple of Henrik
been. Mrinal Sen, after his | lamletian dilemma of *TV or no TV", has opted for
the big sereen and has fust completed the shoating of his new Hindi film, Flefis
Achanak, based on a story by Ramapada Chowdhury. In this film, Mrinal Sen
once sgain re-examines the problems of the Bengali middle cluss tn the larger
social context. Roth are NFDC productiogs

Mrinal Sen is ulso engnged in making i documentary on Caleuttn, which is pirt of
a-serial on six cities of the world, spomsored by the Dutch TV

Lust year, Apurna Sen started her new feature film, Sarf, also financed by NFDHC.
But the project hiad to be suspended due to some inherent difficulties. It is now
heartening to know that the project has been revived and shooting will stur
sametime this year, Sati is the story of u dismb wirman, supersitiously marded 1o
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8 tree but impregnated by a mun, When the man refuses (o murry her, she goes

back to the tree only to be killed in a thunderstorm. Meanwhile, Aparna has com-
pleted a TV film, PIEI_?!-:' with Shabana Azmi, Srela Mu;zumdnrmul Faroog Shaikh
and each of them faces anaspect of human mlutiunﬁhlp and comes (o terms with
It Incidentally, for Shabana Azmi, this will be her first appearance n o tele-
film.

Cravtnm Ghose s walting with his fingers crossed for the release of his film,
Aritaryulf Jatra, on exceedingly beautiful work on some aspects of Sati, if une
takes Shatrughan Sinha's histrionics in one's stride. Gautnm’s next venture is g
tele-film om & family, which goes to a winter resort ond the family members dis-
cover themselves in the new stmosphere and situation. After completing two
decumentaries on Indian sculpture and the Patuas of Bankury, Buddhadeb Das
Gupta is now geiting ready for his TV fitm, Bagh (The Tiger Mun).

Eurly this vear, Utpalendn Chakraborty made Bilalpa for Caleuttn Doondershan
—ua story of o father in seareh of an altemative suitor for his dawghier, who lost her
lover — her private tutor, who died due to intemsigence of her father. The filin

eamgd him popular acclaim, Utpalendu hos sturted o TV sedal of three parts on
the position of women in our society,

This vear, Sandip Ray presented on Doordurshen @ serial under the banner
“Satyafit Ray Fresents”, He has currently made o film in video to pay his tribute (o
Kighore Kumar, o shorer version of which Is likely to be presented on TV,
Nobyendu Chatterjee of Chopper is now busy completing his lates ﬁltn
FPamshuramer Kathar, *a bold effort based on o very unconventionnl story.”

Raja Mitm, a new talent, whose Ekii Jiban was in the *Indian Panorma™ et Triven-
drum Filmotsay last vear which helped the eatry of his (ilm in the Cannes and
Mannbeim Film Festivals this year, is now working on o Films Division
featurette, Behula, on the confromtation between sclence and superstition in our
life. Mriganka Sekhar Ray, whose short, Two Cultures, was also at the Filmotsay,
Is launching his new featune itm, Sonar Pafru (Golden Dove ) based on o story by
Avijit Sengupta

May be the Bengall filbm reveals its resilience and assers itsell in 1989

[IBSEN INSPIRES SATYAJIT RAY

The New Year, 1989, will see Satyajit Ray's 26th feature film,
Cranashatru, based on Henrik Ibsen's vintage play An
Enenty of the People, This is some thing one can look for-
ward with eagerness, since for five vears we have had no new
film from Ray, An NFDC production, this film in colour is
being shot by Parun Raha | features Ray's favourite
Soumitm Chatterjee in the lead role, with Dhritiman Chat-
terjee, Buma Guha Thalkurthe, Mamta Shankar, Viahwa
Guha Thekurtha, Dipankar Dey, Subhendu Chatterjee,
Manoj Mitra, Rajarmm Yagnik and Satyn Banetjee in support-
ing moles. Dulal Dutta, as usual, will be the editor. The music
will be scored by Ray himself, as in the past
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KANNADA FILMS

THREE CHEERS FOR
BLOCKBUSTERS

A. RAM BABU

Blockbustens hove at lnai arrived and hit e Kannsda fim scene with a bang. This
platinum jubllee year of Tndian Cinemu { 1988 ) will go down in the annals of Kan-
nads film history as the year that witnessed the launch of many prestigious pro-
ductions, the likes of which wene never heand of before in this tiny industry

Oflate, a sea-change has come over the ethos of seasoned producens in Karmatal,
the State thut has been for years struggling to find a place in the sun. It neverrains,
but pours in Kamataka. If this year's monsoon deluge broke a dry spell that had
lasted many yeurs and ruvaged parts of the State, the vminous emergence of block-
busters is threatening to sound the death-knell of small-budget ventures. The pre-
valling credo scems to be that nothing succeeds ke excess

Thi sudiences, hitherto fed on non-Kannada glossies, ane now discovering the
pleasures of showbiz in their own ladguage. Like never before, the movie
merchants are serambling for bigger and bigger slices of the cake. In the face of the
stifl competition posed by the expansion of television and video, the only way out
for those inthe celluloid showbiz seems to be to devise and peddle speciacles that
cannot otherwise be sovoured on the small screen.

Slowly, but surely, the Kannuda film industry is getting assertive. Until not so long
ago, it nursed a pathological gricvunce that it had to grow in the shadow of giant
industries of Telugu and Tumil films not o speak of the debilitating influence exer-
ted on it by the Hindi film industry

But for the Rarmatalis Government’s restrictions on dubbing films from other
languages into Kannada and its dual policy in show tax and entertainment, tax
concessions, Telugy, Tamil and Hindi extravaganzus would have swallowed up
the Kunoada industry. Any assessmentof the progress of the Kannadu film indus-
try has to e made keeping in mind the climate inwhich it grew, The Kannada pro-
ducers are beginming to realise and be convineed that the mesmeric appeal of
non-Kannads movies is largely due to their production values and technical
polish. At present, they seem hell-bent on shedding their inferiority complex and
Jurmp on to the bandwagon like thelr counterparts in other afluent langunge
cinemn industrics.

In their new-found enthusiosm of having discovered the sure-fire formula for
commercial success, they care two hoots for storviines and give three cheers for
blockbusters, which displaya marked tendency forexhibiting gloss. So long as the
movies are visuallystylish or gadshly appealing, it scemsto mottervery litile to the
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Crautomd and Ambarish with Lenin between them, From the Kannods Film Blosaihdon Kaofe,

producers and the directors 1 thetr efforts are thematically empty o replete with
absurdities of plot

This sudden cruze for extravaganzas cun be attributed o the unprecedented box
office success of Prema Loka, & glossy musical, which served perfectly as an (deal
launching pad for sctor-director Ravichandran, whose name instantly became

symonymous with extmvagunzas. Post-Fremaloka davs bove really proved heady
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for the young star and people are now looking up to him as the high-priest of
glamour. Many producess have started having second thoughts about their invest-
ment patterns, choiée of cast and subjects for their films,

Prem Loka remained a landmark of sorts. If Pattabhirama Reddy's Samskars
heralded the glorious em of the art cinemi in Kamataka in the early "seventies,
Eavichandran's film opened npa glamourous chapter of hig-budget extravaganzas
in the lute "eighties. The film was producd by his indulgent father, Veeraswamy,
who initially thought that his son had gone bonkers to sink so much money { over
Rs, 75 lakhs ) in one film, while with that amount at least five ordinary Kannada
fllms could have been made. But after tasting the success of his son's gamble, he
says fondly that he hos surrendered (o his son and that he is "eontent with serving
him as his Production Monager”

Fremu Loka hos a simple story of love that |s disapproved by parents, who
ultimately come round. It is an inspired Kannada adaptation of the English film
Grease 2. With it Ravichandrun tumned a director, Before that, he appeared in
eminently forgettable rales in films produced by his father and others. To any
serious film-goer Prema Loka per se is no great shukes, but its noveliy of treat-
ment, elegant picturisation of catchy lyrics captured the imagination of
entertuinment-seekers to such an extent that Ravichandran buldozed his way into
the hearts of the younger generation. His later films Ranadheem and Anjada
Gundo (not produced by him) were also made lavishly and became momey-
spinners.

In his insatisble zeal (o rise on the national horizon, Ravichandmn launched his
multi-crore opus, Shanthi Kmnthi, a film in 70 mm to be mude simultaneouslyin
four languages — Kannads, Telugu, Tamit and Hindd In all ofthem be is the hem
Who else? To make this ambitious venture, he has requested the Government of
Eurmutaka to allocate him 50 acres of land (0 erect sets for the climax of the film,
which invalves blasting a town. His deal with the Government is that he will turn
the area into a “Film City”, thus fulfulling his responsibility of contributing teithe
development of infrastructuml facilities in Banglore

Ravichandran has changed the face of the Kannada cinema in yet anotherway and
the repercussion of this has been markedly felt during the vear 1988 His inclu-
sion of Juhl Chawla in Prema Loka and Kushboo in Ranadhecmn paid off richly,
although the mle of these two imported heauties from Bombuy was nothing
bevond omamental

A curious fact about the 51 Alms released up to November ( thind week) is that a
majority of them had non-Kunnada speaking heroines, Ifthe heroine in an average
Kannada film today is not & Tehugu, Tamilian or Malayall, she is invariably from
Bombay. Notable among the Bombay impeorts are Kimi Katkar, Poonam Dhillon,
Moon Moon Sen, Dipiks Chiklia (Situ of the TV serfal, Ramuyan ) and Poonam
Chitnis, apart from the two mentioned catller.

Others lost no time in catching up with the new tricks of the tude. SV, Rajen-
drasingh Babu, who is relatively better equipped with 4 grasp on the medium o
exploit its commercial possibllitics, hus launched his ambitious 70 mm bi-
lingual extruvnganza: Bannada Gejie in Kannada and Prema Yudham in Telugu.
Even as the movie is still in progress, Babu started yet another 70 mm venture in
the third week of November, Murthina Har, which is set against the backdrop of
turbulent years of war It tells e story of a palriotic jawan caught up in 4 scries of
persanil tmgedics,

Another 70 mm film b ug shot on & massive scale (foreign locales) is
Sharavetads Sumdara, di’ ceted by KV. Jayarum, whose task above everything clse
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Hovi Chandrmn and Poounm Dhillon in 8 tender moment From the Yodhs Keade of
Mabubharatn, & Kannsda film

seems 1o be to estahlish the siar image of a new actor, Kumar Bangarpe, son of
Bangammppa, one of the most influential Congress-1 leaders (n the State

Among the Cinemascope ventures that were efther launched or released during
the year are Tayigobba Karmna ( starring Ambarish and Sumalatha), Foli Huduga
( Ravichandmn and Karishma ), Sumbavami Yige Yoge (Mumli and Sundharani)
pnd Renarenge (Shiviafhumar and Sudharani)

Superstur Raj Rumar's first son, Shivmfkumar, whowas introduced as the hero in
Annnd, directed by Singeetham Srinivass Rao, has established himself sufficien-
ty well to be his father's successor as mass hero after his first three Blms, Antind,
Rathaspthami and Manamechidn Hudigi became money-spinners with silver
jubilee runs ut the theatres

In his next film, Shivamechida Kanuappa, which has o folklore theme, Shivas
Rumar shured ncting honours with his father, who symbolically shed his
traditional hero-image, by appearing in a character role. The idea s to make way
for his sons, who ure being groomed (o step into his shoes. His second somn,
Raghavenidm Rajkumar, made his screen debut this year with Chimnjeevi Stini-
dhakar, which did not clickatthe box-office. The industry grapevine has it that Raj
Kumur is planning a serfes of ambitions films to consolidate the fan following of
his soms.

Now, about o handful of films during the year thet deserve special mentfon for
thelr very oW reasans:

The delightful experimeninl dislogue-less film Pushpaks Vimanam — this year's
Panomma entry — directed by Singeetham Srinivasa Rao hus won the National
Award. Tt s a film that cemnbines sesthetic merit with mass appeal. It enjoyed a
fairly good run in Bangalore, although it proved w be damp squib, when it was
released in other parts of the country, This film, incidentally, was shown at the
Maoscow Film Festival
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Suprabatha starring Vishnuvandhan and Subasin is a clean filo that enjoyed con-
siderable appreclation among disceming audiences. It is now heading for hitii ng
a century. [t tells the love story between a man, who suffers from an infedority
complex because of speech defectiveness and & gid, o victm of traumatic
experienc of deception in a love affair.

Avule Nanna Hendthi, directed by twovirtual non-entities, Prabhakarand Umesh,
fenturing the muverick herm, Kashinath, proved 1o be a super hit having o mm for
25 weeks. The film, made om a very modest budget, tackles the dowrv theme in a
status-quoist style, but in a cinematic language easily related to by lower and mid-
dle ¢lass audiences. Sputred on by their snccess, the young director-dug has
lounched another film Avale Nanna CGranda, which promises (o be o clone of its
original in treatment and with the same cast.

Ome film that stood out from the rest particulardy becanse of its boldness of theme
wus Redina Benld | sercen adaptation of K1) Souza's populicr novel of the sume
oame, The debonair wotortumed director, Suresh Heblikar, fot g shot 1o the arm,
when this film won the National Awand us the Best Kannada film. The filn, be
claims, is acinematic representation of the Freudian concept of Oedipus Complex
and other sexunl abnormalities. But contmry (o Wis cluim of having made o “sex
education film”, one cannot but say it suffers friom stmplisticund pedestrian treat-
ment of o problem that needs a much more serious approach,

Veteran director K5 L. Swame ( Ruvee ), who is the present Honorary Secretary of
the Karnataka Film Chamber of Commerce, came up this year with a sentimental
fumily drama, Mitheleyn Seetheyaru, which he cluims to be his“cleancst and most
socially purposeful film so far” It deals with a story of three middle-cluss sisters,
who wre exploited by their indolent and irmesponsible father. Bavee is apparently
cut up, when his film was not selected for the Indian Panomma section at 12th
IFFL. However, he hus a novel iden up his sleeve to produce “better films™ under a
coroperative venture, involving like-minded filim personalities. Noted stage per-
sonality Nogabhamana, who entered movies ns & director of New Wave films with
Grahana offered & middle-of-the-mad clean film Asphota this year. For all its
intelligent scripl, tackling the issue of unscrupulous politicians exploiting youth
power for their selfish ends, it met with lukewarm reception.

Cinematographer B.C. Gowrishankar, who has several State awards té his credit
came up this vear with his second directorinl effort (after the controversial Ken-
duda Male) called Elusutthina Kote, which he claims is an inspiration of Dos-
toevsky's novel Crime and Punishment. Deéspite its best intentions, the [ilm Inses
control of its sense of priorities and ends up being just another well-
photogrphed pothboiler

Even a brief overview of the lendencies in the Kanuada filmdem cannot be com-
plete without knowing something about what the horhingers of the New Cinemu
are doing at present in & milien suffused with unprecedented commercialism, A
quick look at them:

Puttabhirnma Reddy of Samskars fame has forall practical purposes given up film-
making He is now leading a retired peaceful life with his son, Konark Reddy, purs-
ing his musical interests by teaching Western Instrumenta] music to vining
aspirunts and his daughter, Nandana Reddy busyving herself with her trade unton
and child welfnre activities,

M.S. Sathyu, the miker of Gamm Hawa and Bam, among others, has taken to
directing TV serials for national network. He has made s splendid Kannida serial
based om storics of Jnan Peeth award-winner, Masti Venkntesa Ivengar. His latest
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venture s a TV sedal for the national network based on the Malayalam master-
plece (Rayar) of Thakazhi Sivasankara Pillai. The English translation and the
film's script were prepared by a veteran Bangalore-based joumalist, Babu Bhas-
kar, The story encompasses six genemtions beghuning from the early 1 3thcentiry
mnd ending in 1970. Sathyn hes just started shooting the serial that has epic
dimensions. The story  begins from the time of first efforts at the classification of
land and properties initiated by the Maharaja of Travancore and traces the gradual
change in the socio-political structure of the princely State through the life of the
peaple in a village.

Girish Kamod, who was recently given the responsibility to head the Sangect
Natak Akademi as its Chairman is relatively innctive, when || comes to directing
films. A year ago he completed o Films Division documentary on anclent Camatic
musician-sgint Purandaradase. After that, he was in te [ISA on s Falbright
fellowship to give leetures in various universities. He hos acted recently in the
tele-serinl, Jugalbandhi,

B.V. Kamnth (of Chamena Dodi fame ) hos been appointed by the State Govern-
ment to head the Natak Karmatak, a theatre reperfory in the making. His wife
Prems Kamanth has not made any film after Phaniywmma was released in
1984,

Girish Kasarmvalli's last year's national awurd-winning Thbarana Kathe got
released finally in the commercial cireuit one long yearafter its completion and as
expected fared poorly in the cinemas. He is doing o TV serial for Bangalore
Doordarshan,

N. Lakshminamyan, who takes credit for being the earliest film-maker to have
inspired u 'feel for the avant garde cinema with films like Naandi and Mukthi, is
now doing short films for Films Division and the State Government

The never-say-die novelist tumed film director, Barsgooru Ramachandrppea,
who made offbeat movies such as Oade Oorina Kathe Benli and Soorvm (in
1988), is now attempting a novel experiment of a dialogue-less musical, a sort of
homily against untouchahility and casteism.

GV Iver named the first winnerof the Puttemns Kanagal Stute Award { 1988 with
a cash-prize of Rs.2Makhs has completed his lntest ventnre Wall Poster, which
he claims takes & sympathetic look at small-time functionaries of the tinsel
wiarid.

Nagabharana, who is disappointed by the poor response to his Ashpots hos
embarked on a run-of-the-mill potbodler, thus coming to terms with the demands
made on him by the industry,

The latest film by FT1I graduate, Umesh Kulkami, Dttham Boope, after running
inin censor problems 1 now ready for relense, but unfortmately there are no mlers
for iv

In short, it can be said that the year 1988 hins been quite a significant year for Kun-
nada film, which is well-podsed for widening its market potential The shortfall in
production by about 20 percent over lust yveur's outpnit can be attrdbuted to the six-
week long film bundh observed in Septemberlast, when production actvities had
come o a standstill,




MARATHI FILMS

THE SITUATION IS DISTURBING

PURUSH BAOKAR

Ask any Muamthi flm-goer his opinion about the present-day Marathi films.
Either he will pooh-pooh or he will see straight inlo your eyes and say that
they are very bad. If he happens (o be ol enough and had seen eardier Masathi
films produced by Prabhat, Manga! Chitm, Master Vinaynk, Raje Paranjpe, Raja
Thakur, Datta Dharmadhikar and athers, he will talk nostalgically about them
and finally, with a sad note, decry the present trend of Mamithi film production
as not having troe Mamithiness about it He is absolutely right. Present-day
Maruthi films are not really Mamthi. They do not present Morathi culture,
trditions or customs, They e crude coples of old and present Hindi his.
There was a time, when stordes of il Mamthi flims were purchosed avidly (o
be resmade in Hindi Now the situation has been reversed. Old Hindd hits are
made into Marathi films

There is no dedrth of good stories in Moamthl Mamthi Htemture and theatre
show progresaive trends, while Marathi films lag behind. One of the reasons
for the down-fall of Marathi Cinema is due to the Stte Government's policy of
giving grants to the tune of Rs. B lakhs per picture on the basis of entertain-
ment tax collected. The main Idea behind this, actording to the Gowemment of
Muhamshtrs is to promote production of better Marathi films, both
themutically and technically, but the scheme is being misutilised to chum out
sub-standand productions in every respect, just to get the benefit of the govern-
ment grant. That is why there 18 a spurt In the production of meaningless
films;

In the year 1987, 27 Marathi films were censored Out of these, 8 films werne
released only this vear. A few were released last year, but quite a few are yet to
see the light of day. Gammat Jammat and De Danadan were released last year
{1987) and were successful in completing silver jubilees. Dada Kondke's
Muks Ghya Muka was released in 1987 and was expected 1o mun for a silver
jubilee, like his earbier eight films, but it flopped meserubly and so Duda
Kondke was not anywhere in the plictuwre during 1988,

During the first nine months of 1988, nearly about 20 Mamthi films were
relensed in Mahamsthr, a few in Bombay and Pune, but others wore released
in ploces Hie Sangli and Kolhapur, since theatres were not avaflable in Pune
and Bombay. Sangli and Kolhapur ure coming up as two major centres: for
release of Mamthl flms. Out of 20 Alms wleased in 1988, Khatyal Sasoo
Nathal Soon, Chal Fe Lakshya Mumbails and Changn Mangu did faidy good
business, while the others did svemge to below-avernge business. Changu
Mangu is o carbon copy of the old Hindl film Do Phool (Two Flowems)
whereas Chal Re Lakshyn Mumbaila 18 o clear Hft from a [amous American
film, Both are comedies. At present, there Is a trend of comedies in Marathi,
Umee the picture of a particular stvle and trend hecomes o liit, then everyone
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follows the same pattern il it Is rejected by the filmgoers. Dada Kondke star
ted this trend of comedies, with double entendres — one stmight forward and
the other smutty. This is now followed by others. Aping the box-office hits is
the present creed of Mamthi prodocers

-

Production of Mamthi filins in the vear 1988 will probably exceed the 27 that
were produced last year. De. V. Shanturum, the veteran, has recently produced a
Maruthi film called Ashi Hi Banawa Banvi, under Dr. V. Shantarsm Produc-
tHoms' "Youth Wing™ It is directed by Sachin and have four heroes und four
heroines. I is u slupstick kind of comedy, with good production values in the
context of Marmihi Cinema Tt is a tale of four vouths in seprch of pecommeoda-
tion. Since bachelors are looked down upon by landiords the bachelors have to
pretend as marred persons. Sa, two of them change to female costumes and
behave es if married to the other two. There is nothing rew in this theme
Shantaram’s grundson, Sushant Ray, is one of the four heroes along with
Sachine, Ashok Saraf and Lukshmikant Berde. Shuntarum is a legendary npme
i Indian Cinema and the greal film-maker has always regarded cinema as
something more then entertaimnent. Tt {8 sad that he hos produoced a prrpse
less, boisterous comedy, when the filmgoer’s expecmtion from him is always
something different,

Another comedy film, Musach Maza produced by Kishore Miskin was also
relensed At the some time thae Ashi Hi Banwy Baovi was released. This also
has Lakshmikant Berde 1o it This film too is also below avemge in every res-
pect. It has wready flopped al the box-affice. Very shortly, two more films are
due for release. They are Gholat Ghol end Rangat Sangut, Ad-film producer
turned feature film director, Girish Ghanekar, has direcled Rangat Sangnt.
Girish Ghanelar has three films o his credit — all of them award-winners!
(They are CGosht Dhamal Namvachi, Hech Maze Maber and Prem Rigrya
Khullam Khulls.) He is also directing enother lm called Kujune Wijawalla
Bifa for producer Muanchar Randive. This is also slated foran early relense.

Productionwise end releasewise, the year 1988 will supercede 1987, but con-
tentwise, the state of Murathi films is at a standstlll. As pointed out euddier, the

Didn Kondle, the well-known prankster of fhe Marnihi Cioemn dunclng owny in Mok Cilen
Mulke
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Sl fromn Rager Guanget, o Mamithi beature fibn divected by Gidsh Gheeelmr aond produced by
Ellny Laind

production spurt in Marathi films. is mainly to cash in on the benefit of grant
from the Maharashtrn Government. [t is high time that the Stute Government
recongiders the scheme In such away thit Marathi filme can achieve high
stundurds of production, both thematically und technicully It is sud to note that,
inspite of about 30 lms being produced every year, not & single flm gets
selected for the “Indian Puooramae” ar gets recommended W6 participate in film
festivala. There is au acute shonage of dedicated film producers:

During the last few yiars, the ecoriomics of film production have considerably
chunged. It has become very dilicult for o new Mlm-moker W venlure oul W
make o purposeful film especially in the regions] lungunges. The Government
of Mehamsatrs hes the Mahamsthm Film, State & Cultural Development Cor
poration, which runs the Fibm City on 8 commertial basis. Through this Cor
poration, the Government can help sew lalent for the production of good
Marathi films, which can enter competitive festivals. The Maharashtra Govern-
ment should be more eritical while announcing the State Fllm Awanls. This is
in imponant fictdr as (8 would encoumage better Marathl cinemn Il the films
are not worthy mud ap to the mork, the Govermument should withhold the
awartds.

While going through the released Murmthi Alms during the (st tine months of
1988 and the fAlns that are to be released durdng the remaining months of the
vear, it can be said that the situation of the Mamthi films is not happy and the
future s gloomy, unless some drastic steps are tuken o Improve the situation
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90 YEARS OF MALAYALAM CINEMA

V.K. CHERIAN

Fifty vears is a govid period for any medium to find (ts place in a cultural context.
Malayalam Cineme, undoubtedly, hos been deeply rooted in the Kerale milieu and
has become part of {ts pride, during the last half century. Like in literature, the
Malayulis have come to take the creative avenues opened up by the Cinema, in all
its seriousness. Whether it is down-to-earth commercial films orserious creative
work, the Mulayali 1s forced to gange it through the aesthetic sense; which his
cultural heritage has given him.

In fact; this explains the varous trends in Malayalon films, which is chame
terising the Malayalam Cinema in its 50th year. Today, there are two clear-cut
trends in the film scene of Kemla One, which swears by the profit margin at
any costand the other, which struggles to get national and international atten-
tion through its crestive and aesthetle excellence. Fortunately for Malayalam
Cinema and also for the Indian Cinema, both the trends are almost equally
strong. Outside Kerula too, Malayalam films are known for s “sexiness” aa
well as crestive merits, reflecting both the two strong treads of film-making.

It 18 interesting to know how this clear-cut division has come about. The “sex
wive” in the North Indian Cinemas was pioneered by the Malayalam films.
The initial trend was that of & commercially unsuccessfuly Maloyalom film get-
ting sold to some one for g pultry sum for distribution outside Kemila termitory.
The distributor/exhibitor then interpolutes the films with what the ‘masses’
are starved of and sells it in the theatres of & not so familiar milicu. This, of
course, proved to be very successful and leading to a msh of all such
Malayalam  fAlms, which even the Kemlites did not have the “hick™ tn
appreciate; All these huppened in the late' seventies side by side, with the
onslanght or the formula-ridden tash films”

On the other hand, the strong Film Soclety Movement combined with the
equally strong Hteraury traditions and socio-political swureness threw op loge
number - of youngsters into the feld of fAlm-making When Adoor
Cropalkrishnan and G. Aravindan started their career in films, they were deal-
ing with an audience whose basic acsthetic experience was that centuries’ nld
sanskritised Hterature.

But today the same film-makers are being appreciated by an audience, which
fets o see the best of world flms through their Alm societies. So much so,
both Adoor ond Arevindan, the two names, which ame synonymous with the
best films of Keraln, do not have any problems with the box-office returns of
their films, Amvindan's Chidambamm had fetched the distributor as much as
Ra 20 lakhes as profit within six months of fts relesse in Kerala.

Even ifone leaves aside the totally-commitied creative film-makers like Adoor
and Aravindan, the large number of middle-ruinners like Bharmtan, Satvan
Anthicad, Privudarsan and Balachandrs Menon, who are basically a mix of the
Film Institute graduates and film society products vie with each other to get
into the category called the “Indian Panorama" section of the Inteenational
Film Festival of India. In Kerala, if anybody in the film-making scene has to be

71




tuken sericasly, he or she has to be a “Panorama® flm-maker or o winner of
the Sinte or Nattonal awinds Eantry into the Panomma, ensures the retum of
the imvestment through national television’s “ldiot-box”, muekes the film and
film-maker a hovschold name and rises the filoi-moker o the categnry of
creative artist. Some even go to the extent of calling these filme as mude out of
thie “Panomma™ formuola

If one looks at the creative film-making scene of Keruls, this secems o be the
dominam, rend today

In fact, for the last many years, the Malayalam Cinema had shocked the TFFI
undlences with Us overwhelming presence in the “Panommn” section 'So
mach so, this year the non-inclusiom of two flns by two serous Blm-makems
into the “FPanoramn” section has crented i seriois cofifroversy

The strong literary base of the filins hias more or less declined though film-
makers continue to moke flms based on short stories mather than on novels of
amdnent writers, This year itself two films, Rugnunint by K.P. Kumusnin, based
pa Bimala Thas's shur stary and Radaltheemthn by Rafeev Nuth based on OV
Vijayan's story, have been completed and noted for their sesthetle merits, The
predominent elements seems to be those of filiny situntons wmd historic
aspects. There were two films which gof noted nationally this vear in this
valegory—Uhethoowal Pakshikal ( Birds of the Same Feathier) by Raveendmn and
1921 by LV, Sasi. While Raveendran's Al s 0 minrxist interpretation of the early
trde unign movement in the planiations of Malibar, Sasi Tias based lia Qlm on
the. great “Mappdlu (Moplah) Rebelllon”, the first great independence strugale
of Kerala,

A still from the ploneering Malayalnem Alm Neeln Kol Remio Karat and P Hhoskormm Jurimily
dinccted thbs film. Hhurlaro ibso actid one of the {hree min robés o the Ahn
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A still from Adoor Gopalakrishnan's Swaymmyverany, o Molayslam fim that exmed some of the
highest awands and started off Gopalnlorishnam’s creative carcer. Seen in the picture is Samdo.

No doubl, whatever be the sesthefic experience, the Keralites wwoke o the
obituaries written by the Kerala Film Chamber of Commerce last vear, finding
themselves amidst frequent strikes in the theatres and processions of film
stars and producens, who feared that the economics of Malayalam Alm indus-
try lay shuttered due o various policles of the State Government and the dil-

in the tastes of the audiences. It Is true thut production of films have
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been reduced o half of that of the previous year, The righ of producers, mostly
the Gulf returmnices seems to be over with the crisis in the Middie East employ:
ment market. The reduction in production has affected the economy of the
theatre-owners. The Film Chamber hias a right to write its own obituaries, but
eertainly not that of the Malavalom film industry,

Any serious student of film of Kemla and throoghowt the country knows that
with its most modern studio facilities, the Kerala State Film Development Cor-
poration offers any flm-maker casy avenues to mike a film in Kerals with the
other facilitics offered by the KSFD Compomtion. Many have mude use of
RSFDC and shot Mime in 16 mm and then blown them upto 35 mm, with
unbelievable small budgets. So, the crisis remuins that of the industey and not
of the medium of Cinernu us such

With the advent of tele-films, the avernge good Glm-makers are n happy lot
today. They can survive the rigorous economics of the good films through the
tele-films without compromises and formulae, Aravindan (s shooting his next
tele-fitm. Adoor Gopalukrishnan and K.G. Geonge are preparing for their {ele-
films. Many others are busy ensuring their daily bread through inmunerable
avenues opened up by television—Doordarshan.

Auy mention of the 50 ywears of Malayalam Films cannot be complete without
the mention of the contribution of late John Abmbhum, His Odessa Films and
Film Soclety (named by way o homage to Elsenstein) remain as o ftting
tribute to the memory of a complete film-maker. John lived with films and for
films and though he made only few films, revealed to the world un entirely
original creative world of flm-making and aesthetic experfence. One may
analyse pnd ridicule becavse of his pemsonal dmwhacks, but nobody can ignore
his ublquitous presence during the lst 15 years of the last haill century of
Malayalam Cinema.

The Maloynlam Cinema, time and again, has been commented for its thematic
excellence. Various social {ssues are being dealt with even in the womst of
films. This tradition has been initinted by the carly involvement of writers und
leftist theatre personalities like Thoppil Blst of the Kerala People Arts Club.
They brought in subjects like Harijan emuncipation, problems of (lliteracy,
politics, question of land distribution and trade union moverment into the
Malayulam Alms, which nobody could later reject. Even now, the worst of pro-
ductions base themselves on some theme of social releveance and move onto
exploiting it for other pruposes. Even a routine film-maker ventures into politi-
cal subjjects, just 1o be comtroversinl Filme are made out of recent political
events to exploil the curiosity of the audiences, who have been involved or
heard and seen the actual events,

But in the centre of this confosed situation are creative arisis like Adoor and
Aravindan, whose films haye become hoppenings in the Indian film scene,
Though no name has come out as prominently gs these two there anc a few
like KR. Mohan {Poroshrthem ), KR, Pavithamn (Uppu), and Raveendmn
(Orethogvel Pakshikal) who have the makings of equally eminent creative
potentialities and achievements

Of course, the Film Soclety Movement buffs and the graduates of the Pune
Film Institute like Venu and Sunny Jospeh, Rajeev Vijoya Raghovin are vet to
venture nto thelr own productions, though Amvindan's cameraman, Shafl is
also doing it The Arture seems to be bright at least for the “alternative”
Muliyalam Cinema though the Film Chamber people e busy writing
obituaries and moaning
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TAMIL FILMS

FILM INDUSTRY BACK ON ITS FEET

C.V. ARAVIND

The Tumil film industry is back on its feet again, after a harrowing time ot the
hands of the video pimtes, whose machinations upset the apple-cart of many
arcdent film-makers, With the government machinery proving grosaly ineffiec-
tive in tackling the mennce, o pall of gloom hid decended over the industry,
with collections dropping considerably and with o number of video libraries
offering plrated cassettes for a song, Ome film comcemn, AVM, using an
ingenious ploy mnanuged to trace the theatre from where the cussetie of one of
their populsr films had been pirated and brought the offeniders to boolke This
direct action had o salutory effect.

As  things stand now, o pumber of film-moakers sell the video rights
stmightaway, while some others shrewidly wait till the film has had s mun at
the theatres. An uneasy truce now prevails, though it is too early to say tha
the video menace has been checked in toto. The industry (o g mun has now
wolen up Lo the fact that the shoddy treatment meted out o 11 for the past sa
many years has resulied in a big erosion in profits with the government tuking
a big shioe of the cake by way of entertainment tax

Pamillels have been drown with the neighbanring States like Kerla, Ramataks
and Andbra Pradesh, where the government aid to the film industry has been
considerable and in keeping with the revenue netted by it and aceruing (o the
govemment. A memorandum presented to the Governor of Tamil Nada, [
P.C. Alexunder has not yiekded any froit, with the Governor deferring the issue
on the premise that an elected government could deal with it, and pow the
stalwarls have chalked up o plan of agitation, including the closing down of
cinemn theatres for o weelc all over the State,

This spart, the Thmil il industry seems 0 be doing well and 1988 has been
quite a good year. If one were 1o judge the progress of the industry by the num-
ber of muhumes thet are held, one can safely presume that golden duvs re
ahead, viden menace und govenmeninl aputhy nowithstanding. The real fact,
however, is that a number of films do not proceed bevond the mubume. Some
of them are dropped half-way; wnd some of them after completion are left in the
cans for want of buyers. Finances continue to be tight and interest levied by
financiers are usurious. Big budget extravaganzas come once in o blue moon
and most film-makers are content with making small films and eaming good
profit out of them. More often than not, these films are crisp, human doemas
with o lot of sentiment thrown in and inevitobly these fllms manage a good ini-
tial draw.

Films Uke Penmani Avle Kanmanl, Orvar Varhom Alayvam, Kathanayigan,
FPatri Sollui Thattathe, Manssukkal Mathape, En Bommahutti Ammavukiu,
Veedn, MMam, ete, belong 1o this genre. Furil's En Bommaldoeeti Ammeavikion, o
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re-make of his successful Malavalnm film Ente Mammatikueivammaldiu bad o
phenomenal mun at the box-office and tugged ut the heartsirings of audiences,
which found his theme o refreshing change from the usual melodrmmatic
formule

Baln Malendra's Veedu made in 1987 and relessed this vear-had o poor run sl
the box-office. This simple, film, which netted the “Best Actress™ yward for ita
beroine Archana and also won the Regional Award as the “Best Thamil Film™,
wak Lused on o very melevant itheme, with Balu spiring no e¢flors to muke it os
authentic as possible The film mirrors life as it is and etches the struggle of n
young, employed, orphan gidd, who secks 10 construct i house, Chiips Balu, *1
decided 1o make this film in Tamil, mainly because not ey good prrposedul
filme have been mude in that language, Veedu has not been made with an ey
on the box-office und whether it clichs or fuils, the satisfaction of huvi ng muile
& good flm will remain. As inoall my (lms, in Veedu o, mv camer s 4 dis-
pasgsionate observer, cbserving how events in a person’s lifi chunges her par
sonality whaolly.™

LV. Sasi, u big gun in Maluyalam cinema, made the small budget filim, Dham,
and despite superlative performances by the lead sturs, Shivedaumar and
Amaly, and u good theme, the film ftled o register with the messes,

At the other end of the spectrum are o few big-budgel filme, which have done
exceedingly well En Thangai Kahani, Agni Nukshathimm Gum Shishyan,
Soor Samhuram, Poonthotts Kavalkuran, Nallavan, etc.

T. Rajender's En Thangai Rulyunt is on umimg the Liggest hits and this beur
ded film-maker has become an unique phenomenon in thal he is betor, pro-
ducer, director, music director, cinematographer, lyricist, story, screctplay and
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Curtands Giolore - Rodhilosand Vijayndmnt i the Tamil fenwnee film on the watchimom of the gar
e Pronthotn Kanvilksrmn ( Photo : Filmoews )

dinlogue-writer all milled into- ene, All hig filns have cuptivted pudiences
capecinlly the womenfollcand women have been the noclei of his films. Kajen-
der’s films alwiys huve grandiose pets and his dialogues are full of alliterative
prose, which keeps the front-benchers happy

Mun} Kathmant's Agni Nakshathivam hos completed silver jubilee and this film
iz a toral departure for the mun, who made the much-seclaimed Nayukan, In
Agni Nakshathinumn, the director has extmcted vintage performances from his
cast, which fnchded Prabhu, Kerehik, Amali wnd Nivosha (o new-find and sis-
ter of the brillisnt actress, Eadhike ), In this film and in many others Hovemin's
mustc score has been the plece de resistance. Music fir the masscs, magnetic
undd mesmerdc, has been the hallmark of this composer, whose output has been
prodigious. His nume on the marquee is enough to sell o film. though on
occasions he has disappointed

Stadents of the local Film Institore ure ) the fore gow and thedr venlunes
bowst o high degree of techmienl expertise;, which wlone ensures box-office suc-
cese. Siguificant films nclude  Oonrad Vizhigel, [Zhaown Magon, Unimai
Geetham and Senthoory Pogve, The last mentioned Alm has been soperbly
shot on exotle locations and has o nail-biting clime the like of which has not
heer seen i any regional Alm so far; This unit headed by Abhsavanan has
gane from strength (o strength and will cedainly e amund for a jong time 10
come. Bhingvang, & household name in Tamil etnemu, has ninde Itho Nanimd
Aule, u fil that fights casteism, bul where his mentor Bharathimjs wos
vefined 10 Vedam Puthithn, the protege hos been coarse in fohn Nomma Aaly

The starsyvsten which had gone out of vegue fter the exit of MGR is bock
row, While super-sturs Rujani Kent und Kamal Iaasan continue 10 command
the lighest remuneration, o pumber of lesser lights have stormed the fort. The
contenders for the top spol today are actors like Vijayakant, Sathyamj, Prabhu
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wnd Bmrthik. These yvoungsters baye come up by sheer dedication und per
severmnce. Sivaji Ganesan'’s son, Prmabhn, who has stepped out of his father's
shadow, has improved o msidersbly and has a number of piodccts on hand,
right now.

Among the hervines, Radhiks continues to hold the top position with o mam-
ber of releases Including Poonthptin Ravalkamn, Nallsvin, ete, From @ oodve
newcomet (o o polished performer, this actress has made & dent in Flindi
cinemn too and her Kudrmat Ko Kanoon o re-male of the Tamil hit Neeelhikdkn
Dhandanai fared exceedingly well. Talented actress Rudha has been sitlelined
and hoas wery few sssignments Upcoming actresses include Gowthami,
Charanya, Nishanthi, Pallavi, Fugpini and Ehushhon, the last three having
come down from Bombay. Radhika's sister, Nirosha too is fust becoming an
established star, huving worked with Kamal Hassan in Sooms Samthanim gnd
having played the romantic lead in Senthoors Poowe

Comedy films are back in vogue and funsier heroes like Pandiamjan are in
greal demand. Films like Kathanaysknn and Patti Sollui Thattathe liave been
big box-office druws. The age-less comedienne nf Thmil Cinemn, Monorma,
continues to enthml andiences in Alm ofier Alm

As compared to the previous year, there has been no progress on the aesthetic
front and barring very few films, the rest have all been half-baked, formula-
films, violent and melodmmatic at tmes, far-feiched wnd onbelievahle i
others: Scores of films are being made wt breakmeck speed, bul very few of
them will cater to the discerning viewer

Significant among the films on the foors wre Rajuthi Raf, Appora
Sagotharmrgal, Puthiya Vasnurd, Thai Nusde, Moongil Kottad, ete. With elee-
tans round the comer, the industry waits with bated breath fora package from
the new govemment, after |t sssumes office, If the indystry, which now pre-
sents an united front, can extruct concessions, then the future cennin Iy augnes
well in 1988
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TELUGU FILMS

IN THE GRIP OF DISTRIBUTORS

G KRISHNA MOIHAN RAO

The fact that the Chief Ministerof Andhre Pradesh is an ex-Almstaris an indica-
tion of the effect that fitms and fiim personalities have on the masses in Andhra
Pradesh. N T. Rama Ran, who over a career spanning four decades, has portmyed
the role of Lord Krishna 17 mes, Rama 6 times, Vishno 4 times, Rivana 3times
and in one fm he has plaved the douhle role of Rama and Revana (She Rama
Puttabhishelnm ),

The decades during which Rama Rao has succeeded in establishing himsclf as
the mega-star of Telugu Cinema has also seen the phenomenal growth af Telugu
film industry. The output of Telugn films has increased gradually over the years.
But in the recent past there has been a sharp increase with 192 flms produced in
1986 and 167 in 1987, On an average, two or three films are being released ina
week Dut the question arises as to whether this quantitative increase has also
resalted in & qualitutive improvernent in the films being produced.

A host of out-and-out commercial films has been relessed during the corment year
(1988), Barring a few films like Kallu (Eyes) Swama Kamalam, Badi and few
others, these films have absolutelyno sesthetic value and not surprisingly, mostof
them have bombed at the box-office. The dominant feature of these films Is 4 very
thin storylne and total absence of social message. A few loud songs, a couple of
fight sequences ond vulgar dunces have come to form a major componesnt of
such films.

The Telugu filin industry has over the years come to depend over much on two or
three film stars, who have dominated the Telugu Film industry to such an extent
that young talent conld not make its presence felt. This in s way personifies the
shift that the Indian flm industry as a whole hns undergone from being banner
ariented to star-orented. The domination of such star has led to degeneration of
Telugu films in a sense that more and more scripts came to be wrilten to sult the
whims and fancies of the film stars. The film stars have exploited the situation and
converted their film fans through the medium of fan clubs, into their vote banks.
This has also tesulted in films being used to settle personal and political
rivalries

Another unhealthy trend is that attempts are being made by veterans like NT.
Rama Rao, A. Nugeshwar Ran and Krishno and also some prioducens to project
their sonsas heroes, whose only qualification seems to be that they are the sons of
star fathers

However, there 18 silver lining, and the success of low-budget films like Kalla,
Swarna Kumulum awd Badi this yeor has proved that off-beat films can also go well




Kally s ia Mo sbout six Blind pessims. When one of them getm his sight restored he sees s
mnich evil, e womts: to becume hlind wgabn.

with the minsses. Kafhe, which is & muiden venture of cinematogeapher, MV,
Raghu, is i beautifully made filn about the plight of the blnd, and is the most
acclaimed Teltgu film of the year though the point it males (s nod at all lnudurory,
Another film-muker, who mokes fikme wiil social content, is B. Narsing Ruo,
whosi two earlier films Mas Bhoomi ( directed by Gautam (zhose) and Raogulu
Kala earmed eritical accloim. Te has now made an expertmental film, The City; in
which he hus projected Hyderabad with all s bemity and ugliness

Tothis Iist can be udded the nanie 0fM. Rangs Rao, who s made his presence felt
in the Tehigu film industry with his avant gande films like Viplayi Shankam, Erm
Matlehs, Yuvathamm Kadhitindhi eto. A memnber ol Praja Natyn Mandali, o wingaf
TFTA, Rangu Ruo has rehelled against the conventional cinema, to which he once
iromically belonged and carved a niche fur htmesel i the Telugu Cinemn,

Ome person who has understood the medium well snd has msde films, which have
gone well with the masses and also won eritical acelaim. is K. Vish witnath. Some
ofhis films like Shankumbumnam wod Swathi Muth yarty, howe been successful ut
the box-office, and also been entered i the film festivala. His Intest Aim Swarms
Kimalam s the anly Telugu film, which has been inchuded In this fentival

A disgusting feature i3 that Telugy films are now totadly in the grip of disteibutors
und finonciers, whn dictate terms as (o the type ol films needed. The distributor
huis become an expert in filu murketing by scquiring knowledge of the tastes af the
mudience in different arvas, the appropriate time for release of films and the
publicity strotegy,

The elements became part of the professional service rendered by the distributor.
Thisinevitabily led to the distributor becoming the expert in assessing the market
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trenids, and thus ncguiring a say in the type of fillms to be produced, The weak-
nesses of the production system further helped the distdbulor to worm his way
into the business of film production ue o fnancier, The distribuator has thus
bécome the main source of foance since he makes the major investment in film
proxduction, he natirally tries to cover his risk by attempting to ensure that the film
mects his assessment of the box-office requirements,

A peculiar feuture of the Telugn flm industry is that till recently most of the Telugu
films though not all were being made in Madros. Even now, muny films continue 19
be made In Mudras, inspite ofthe fact (hot Hyderabad has no less than five studios.
In 1987, out of 167 Telugu films, 61 were made in Madrms The renson forthis can
be attributed to the fact that in addition o having betier editing and dubbing
facilities, Madras is considered a centre for South Indiun language flma, with
mostartistes and rechmictans bosed in Madms, The costof film production in AP
is very high as practically all artists and technicians have to be brought over
fromm Madras

The “Slab System™ introduced by the State Government for the collectton of enter-
tainment tax has adversely ulfected producers, specially those of low-budget films.
Under the new system, & percentoge of the house collection hos to be paid as tax
whietlieror not the theatre gets filled up. In such cases, by the time the good repart
of purticular film spreads and theatres start filling up, the tax paid could exceed the
returms,

The films being shown on TV on Saturdays and Sundays coupled with many TV
serials on other dioys his resulted in a definite fall in cinema attendance, The film
industrv os a whale is thus undergoing a critical phase. Viewed in this Ught iCwill
be interesting to sce what elfect the concessions and facilities offered by RUT.
Ramn Roo will have on the Telugu Cinemi

ANDHRA PRADESH GOVERNMENT'S
FILM PROGRAMME

The newly set up Andhm Pradesh State Film Development
Corporation is planning to establish a Film and TV Institule

for impurting trmining in all aspects of film production,

The Institute will be housed in the APSFDC complex now
betng constructed in Hyderahad, The complex will include &
recording and dubbing theatre, shooting floors for produc-
tion of documentaries and TV flms, editing moms and
filn archives,

The Corporation is also planning to develop sites forontd oo
shooting in  and amound Nagagunasagar — and
Visakhopatram,

The Corpamtion, of present provides s single-point Rcility
for obtaining permits for location shooting, so that fro.
ducers need not have o go o diffevent govermment
departments,
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BOOKS ON INDIAN CINEMA:
A SELECT BIBLIOGRAPHY

ENXGLISH LANGUAGE PUBLICATIONS ONLY

Advernising & Sales Promotion
P.C. Agurwul
Shampa Hanerice

Rani Burm

Erfk Burnouw and § Krishisswuniy

Hurbons Singh Bhola
Uma da Cunha

Chidanonds Dus Cropus

BV Dihsrup

Wimal Dissanuyake & Mokt Sahai
Film Fedemtion of Indis

Fitm Institute of Tndis

Madan (Gaur

Trishola Goyal

K.1. Guma

J B Hunsa

Gowernment of India, New Thelhi

Fices In the Dark, ASP Research on Cinema
Aundiences, Bombay, 1964

Impact of Cinemn on Awdlences, Rajasthan
University, Jajpmr 1960,

Eirwil Chatak, Directomie of Film Festivals, New
Delhi 1988,

Film India: Looking Back 1896-1960, Directomte
al Film Feativuls New Delhl

Indinn  Film, Oxford University Press Dethi,
1984

Celluloid in Indiun Sochety, Indion Aduly Educa-
tion Society, New Delhi, 1961

Film Indiic The New (Genemtion ( 1970-80) Direc:
tmate of Filim Festivals New Dielhi, 1981

Cinema of Satvufit Ray, Vikss Publishing House,
Mew Delhd, 1880

Sutyufit Ruy . An Anthology of Statements on Ray
amd by Ray: Directomte of Film Festivals, New
Delhi: 1881,

Indian Films, 1976, Motlon Plcture Enterprises,
Pune, 1977

Indian Films 1977 and 1978 Mouon Pictune
Enterprrises, Pune, 1979

Raj Kupoor's Films, Vikes Publishing House, New
Delhi, 1988,

Indiun Tulkic 1931-56: Siker Jubilee Souvener
Bombay, 19566,

Studdles in Film History {1 1o 5)A compilation of
pipers by and about DG Phalke, FTTT Pune.

Film Miscelluny EBditors: Deviin  Bose  and
cihers

OtherSide ofthe Cain: An Intimate Study of Tod fan
Film Industry, Trimurnhi Prkashan, Bomby
1973

Murketing of Filis, Interirade Publications,
Caleutin, 1979,

Study ol Psychological Basis of Artitude Fommation
and Contribution of Motion Picture Information to
Artitudes, Vikruom University, Ujain, 1961,
Study of Film Preferences of Adolescents, M.S
University ol Baroda, Vadodm, 1957.

Chitdren's Film : A Symposium Publications THyi-
sion, 1956,

Indian  Biogrphical Films A Symposium
Publications Division 1956,

Report of the Enquiry Committée on Filin Cen-
suorshipe Chairman: G, Khosla, 1969,

Keport of the Film Enguiry Cormmiftee: Chalrman:
S5 Patil, 1951




Indian Academy of Motion Ploture

Arts nnd Sciences
Indian Insitute of Mass Commis-
nication

Indian Motion Picture Producers’
Aggociution

Jag Mohian

BT Jain

B, Jha

KL Ehandgur

F. Kumar

Hameeduddin Mehmpod

Isnk Majawar

Nuotionul Film Development

Corporution/ Directomste of Film
Festivals

MA Oummen and KV Joseph

TM. Bamachandmn ( Editor)
Firtze Rungoonwalls

M. Rav
Satyujit Ray

Kobita Sarlar

Mrinal Sen
Marie Serom

Report of the Working Group an Nationa! Film
Folicy: Chatrman D Shivarnma Kamath, 1980
Report on & Survey of Imiian Films Audicnce
Research Unit, All India REadio, 1970,

Fifty Years of Indian Talkies (1931-81 ) Editor
T:M. Ramachandmn Bombay 1981,
Documentary Films in National Development,
New Dethi, 1968,

Whither Indian Films, New Delthi, 1967,

Film Censorship: Viewers Reactions (4 wolumes)
HResearch project conducted for Centml Board of
Filin Certificntion, New Delhi 1987

IMPPA Sitver Jubilee Sowvenir, 10381963, Bom-
bay, 1563,

Twn Decades of the Films Division, Bambuay,
1965

Ecomomic Aspects of the Filin fndustsy of Tudia,
Atma Ram, Delhi, 1960,

Indian Motion FPicture Almanac, Bookland,
Caleutta, 1958,

Treining Film Techniciuns (n South-East Asia,
UNESCO), Paris, 1060,

Films in  Educatiom, Allshabed University,
Allulinbad 1953,

Raleidoscope of Indian Cinema, Affiliated East-
Wesl Press, New Delhi 1974,

Mabamshim: Birth-place of Indian Film Industry,
Mahomshtm Government  Information Centre,
Bombay 1969,

Filmotsav B4, New Delhid, 1084

Filmotsay ‘84 Indian Retrospective:

Homage to Five Masters, New Dellii 1984
Indian Cinema 85, New Delhi, 1985,

Indian Cigema 86, New Delhi, 1986,

Indian Clmeme 87, New Delhi, 1987

Indisn Civterna ‘B8, New Dellit, 1988
Economics of the Film [ndusoy in  Indi,
Academic Press, Cargaon, 1981,

Film World Annoal Madms, 1967

Indign Clonema, Past and Present, Clarion Books,
Dethi, 1983,

Indian Filmn Index, J, Udeshi, Bombay, 1968
Indian Filmography: Stlent and Hindi Filmis ]
Udeshi, Bombay 1970,

Seventy-five Years of Cinerma in Tndia, Tndian Book
Company, New Delhi, 1973,

Sorvajit Riayv's Arm, Clarion Books, Delhi, Y980
Fictorial History of Indien Cinema, Hamlyn
Publishing Honee, London, 1982

Film Seminar Repost{Chairman - Devika Rand)
Sangect Natak Akondenil, New Delhl 1956,

Chur Films, Their Films, Crient Longmuoans, New
Delhid, 1976,

Indian Cinema Today: An Analysis Sterding, New
Delhii, 1975

Yo Can't Please Everyoue Film Censarship, India
Book House, Bombay 1982

Views on Cinema, lshan Publications, 1977
Film a5 an Educaticmal Foree in India, Ministry of
Education, Government of Indian, New Delhi,
1956,
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Portraft of & Director Satyajit Ray, Dobson
Books, 1971

Pannas Shah Social Study of Cinema {0 Bombay University of
Bombiry, Bombay.
Indlen Films, Motion Plcture Society of Tndia,

_ Bembay.

Grrpnl Sharms Iodinn Film Pancrama, Chittemogan, Bombay,
15966,

Aruna Vasudev Liberty and Licence i Indian Cinemi, Vikais

Publishing House, New Delhi, 1978
Aruna Visudev and Fhilipe Longelet  Indiun Cinema -Super Bazer, Vikas Publishing
House, New Delhd,

(NOTE ; It is oot posaible to sscertain whether most of the publications lisued above are still
in print end available )

FILM JOURNALS (ENGLISH)

The figune mesntioned is the vear the jouwrnal started. The name mentioned is that
of the Editor. And, the city is that of publication ) There are 575 film jourmals in
India-in English and Indian languages. The most popular English language jour-
nals are:

CINEADVANCE-Weekly-1953-Calcutta

CINEMA IN INDIA-Onarterly-1987-Mangals Chundrn-Bombay { Published by
National Film Development Corportion. )

CINEMA INDIA-INTERNATIONAL-Ouce in two months-1988-TM.
Ramachandran-Bombay.

CINEBLITZ-Monthly-1974-Rita K. Mehta: Bombay { Blitz Group)
FILMFARE-Bi-monthly-1952- Rauf Ahmed Bombay (The Times

of India Group)

FILM MIRROR-Monthly-1964-Harbhajan Singh-New Delhi
MOVIE-Monthly-1982-Bhuwne Somaya and Pami Bakshi-Bombay
PICTUREPOST-Monthly-1943-K. Nutarajon-Madras
SCREEN-Weekly-1951-Udaya Tam Nair-Bombay ( Express Group of Papers )
STARDUST-Monthly-197 1-Prochi Badshah-Bombay

STAR & STYLE-Weekly-1965-Gulshan Ewing-Bombay

In 1988 two new Cinema joumals started publication:

1. CINEMAYA( The Asian Film Magozine), edited by Aruna Vasudev {Delhi) and
2 DEEP FOCUS, edited by George Eutty AL from Bangalore.
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SALUTING TO THE MEMORY OF....

GAJANAN JAGIRDAR

(rajanan Jagindar, the well-known and respected Marthi film producer and direc-
tor and one-time actor in Hindi and Marathi films passed away in Bombay on
August 18, 1988 afieraheart attack at the age of 81. For over half u century, he was
involved with the fibn industry in many capacities. He entered the films as an
actor and his most memorable role was as a 75-year-old Muslim in Shantamm’s
celebmted Padosi-and Jagindar was just 25 vears old then. e had acted in over
200 Hindi and Marathi films

Jagirdar's carly films made a great impact. His directorial venture Chamon Ki
Dhasi, scripted by P.K. Atre was a “horrfic” film about 4 bride and the proverbial
mother-in-law. Under the Prabhat banner, he directed and acted in Ramshasirf,
hased on the life of an unflinching Marsths judge, which has come tobe hailed asa
classic. Jagirdar's Jail Yatra and Beltram Khan were very popular, The erstwhile
Film Finance Corpomation, now NFDC, sponsored his Donhi Gharcha Pahuna,

Jagirdar was the first Principal of the then Film Institute of India (now FT11in
1961, And he brought great dignity to that office.

Towarnds the end of hislife, he made a Murathi tele-serial on the life of Madhavamo
Peshiwa, based on u novel of Ranjit Desai-an authentic recreation of Maratha glory
on celluloid.

KANTILAL RATHOD

Kantilal Rathod, one of the earliest “New Wave” lilm-makers whose Gujarati film,
Ianku, won plaudits here and abroad snd an innovator in animation filis, passed
away on September 28, 1988 ar Bombay ot the age of 63,

A Gujarati from Raipur, Rathod was trained to be a painter at Caleutta and
Chicago. It was st Chicago that he discovered Cinema to be his medium for
expression. A film based on a child's paintings which he made there, was taken
over by Encyclopeedia Britammia for world distribution. Yet, this film, Cloven
Hurdzon mised some doubts in India ns to whether it could be classified as o
Documentary. This led to a re-definition of what is &8 Documentary, by way of
guideline to the jury for national awards,

Rathod set up the animation unit for Hunnar Films and made a wide variety of
animation films, cartoons, puppet films, cot-out films, ete. Some of his own anima-
tion films that won acclaim und awards were: Adventures ofa Sugar Doll and Busi-
riess is People With & loan from the Film Finance Corporation, he produced and
directed Kanku hased om Pannalal Patel about o bold peasantwidow, who fulls for
the wily moneylender just once and conceives, but who |8 married off to a
bumpkin by the panchaynt This was a memorable, filmatically speaking. His nexi
film Parimayn with Shabliona Azmiin the lead is abouta young couple ina bigeity,
Ahmedabad. And, the city’s landmuarks are well explodted in the film. His next film
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was Rum Nagard based on a real-life barber's autobiography, written by a Marmthi
Dalit writer. Amol Palekar played the lead role.

Rathod's last film was Wateress in Gujart which he made for the INTACH tele-
serial, Virsat devoted to environment and ccology. It was a big pity he died before
the film was telecusi.

RA.JBANS KHANNA

The flm industry being what it is with iis lopsy-turvy sense of valves did not do
enough justice to Rajbuns Khanna during his lifetime und he did not care. A
serious film-maker, who had a perfect understanding of the film medium, its
langitnge, its grammarand its pote ntialities, he made & variety of films, which will
stand on their own for all Hme

Rajbans Khanna's The Story of Buddha (produced by Bimal Roy) was a fitting
celluloid tribute to the Buddha, 8 commemormative film mede on the occasion of
the 2500th armiversary of the attainment of parinirvana by Sakhyamuni. Tracing
the footsteps of the Buddha in North India and utilising the sculptures of
Buddhist centres and paintings, Rajbans Khanna made o memorable feature-
length documentary. His filins on Kashmir were of a different genre. He used the
medivm of the film to plead India's case against Pakistan regnrding Kashmir — as
a lawyer would with his arguments in a court. Khunma was an activist, who had
Juined the Nationalist Conference Volunteers and commanded the militia to save
Kashmir from the mamuders. He was passionately involved in the subject The
Great Betriyal was snother film on India and Ching belonging to this genre

Rhanng also made a feature film on the Romagita Maru episode {n our strugyle for
independence, when Sikh nationalists in TISA chartered a ship of that name to
return to Indis and faced British bullets.

Rajbans Khanna's swan-song was the 16-part tele-serial, Amir Khusro, featuring
M.K. Raina in the lead mle. Tt was not a mere film biography of the 13th century
poet and mystic as well as populsrizer of "Hindavi { Hindi), It was a film shout
national integration, fusion of Hindu and Islamic coltures and celhilold proof of
India's secularism. Like Kantilal Rathod, Khanna also died before his serinl
wis lelecast




TELEVISION IN INDIA AT A GLANCE

1. Number of TV Trensmitters: Total; 865 ( High Power Tunsmitters: 51; Low
Power Transmitters: 191; Very Low Power Trunsmitters: 23)

2 Coverage: Total population: 72.2% (Ruml : 67.0%, Urban B8.0%, Areawise
49.4%)

3. Numberof TV Sets: Estimated TV Sets 138 lnkhs. (Source: Ogilvy, Benson and
Mather/OBM). Estimated TV sets produced during 1987: 41 lakhs (Black-and-
White: 31 Lakhs. Colour 11 lakhs (Source: Department of Electronics)

4. TV Programme Production Centres of Doordarshan (DD) and Relay Centres
(within brackets) are in Delhi (Mussoric) 2. Bombay (Pune and Puanaiji)d.
Calcutia (Asansol, Mumshidabad and Eumseon) 4 Madras { Kodaikansl) 3.
Jalandhar ( Amritsar and Chandigarh) 6. Lucknow (Kanpur) 7. Trivandrum
{Cochin) 8, Bangalore 9. Srinagar 10. Guwahati 11. Ahmedabad 12, Jaipur 13.
Hydembad 14. Cuttack 15, Gomkhpur 16. Nagpur 17. Rajkot 18.Ranchi

5. The Stations indicated by italics in the previous item also telecast School and
Higher Education TV programmes, some both in the forenoons and afternoon,
some only in the forenoons and some in the afternoons, All TV trunsmitters carry
these programmes ranging from 20 to 45 minutes. Some morning programmes
are repeated in the afternoons, Mostly they are in Engligh, bt some programmes
are in Hindi as well

6 As on January 1987, the Statewise fgures of TV sels were (in
LAKHS ):Maharashira/Goa: 2089, Uttar Pradesh: 1617, Delhi 1141, West Bengal
1220, Tamil Nadu/Pondicherry: 916, Gujarat: 905, Madhya Pradesh: 823, Rar
nataka: 667, Andhra Pradesh: 654, Haryana/Himachal Pradesh/Jsmmu &
Kashmir/Chandigarh: 547, Rajasthan: 507, Bihar: 505, Punjub: 349, Kerula: 208
Assan/North-Eastern States: 116 and Orissa: 92. Total: 13856 (Lakhs)

7. The percentage of colour TV sets varies from State to State. In Kerala it is the
highest-B0%. The lowest-17%, is in Haryana/HP/J&K/Chandigarh. And tn the
other States/ Union Territories it ranges from 18% (0 38%, The average words out
ut 27%. (Source OBM)

B. Between December 1987 and June 1988, Community TV sets functioning in
the various States/TTs were as follows: Tamil Nadu: 8042, Mahamshira: 6919,
Gujarat: 4503; Uttar Pradesh: 4064, Rajasthan: 1799, Delhi: 1074, Bihar: 993,
Andhra Pradesh: 980, Orissa: 604, Srinagar: 581, Punjab: 514 Madhys Pradesh:
412, and Calcutta: 581: Total : 30834

9. Numberaf TV Licenses as on December 31, each year rose from 41 in 1968 and
03 in 1964 to 649 in 1965. In 1966, the figure was 4170 und in 1969 it jumpted to
12,308, then doubled to 24,833 in 1970 and soared to 84,114 in 1978 und again
ahmost doubled up to 163446 in 1973, In 1978, the figure was 8,990,123 and in
16981 it was almosi double at 16,72 568. The phenomenal rise during the past few
years is as follows

1982 2095537

1983 2783370

1984 ;. 3632388

1985: ORM Estimate 67,50,000
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18986 : MARG Estimate 1,10,00,000
1887 . OBM Estimate 1,32 46,000

(The yearly licence fee has heen abolished sinice March, 1985)

10. Doordarshan staff as on September 30, 1988 amounted to 13160, The hreak-
down is as follows: Group A 662; Group B Gazetted ): 1200 ( Toup B ( Non Gazet-
ted): 1312; Group C 6766; Group D 2442, Siaff artists: 778

11. Doordarshan's Revenue ( Commercial Service) - CGiross:
1978-79 Rs. 4.07 26 582 1983-B4 Rs, 19,7800 244
1979-80 Ra. 6,16.43 840 1984-85 Re: 81 4345325
1980-81 Rs 8,07 50,800 1985-86 Ra. 650,20,25,200
1981-82 Bs. 113693933 198687 Rs.09831,17.154
1982-83 Rs, 1588,74.060 1987-88 Rs. 1860000000
12, The Technical standards of Doordarshan are:

TV System: CCIR-B/G

Colour Stundard PAL

Number of lines per plcture frame 625
Recording format

i 1"-B Format { BCN)

b. 8/4"-U-Matic (High Band & Standand Band)
¢ 1/2%Betacam (Format being introduced )

13. The newly constructed Pitampura Television Tower is 285 meter RCC-cum-
Steel Tower, It is the finst of its kind in India to mount the antenng sistem for TV
Channels I and IT and All India Radio FB Band antenna. The werage range for
Channel Iwill now be increased from 68 kms. to 90 kms. { coverin @ u porpulation of
158 Lakhs) and for Channel 11 from 35 kms. to 85 kms. (1420 lukhs)

The TV Tower bas an observation galle ry at whelght of 158.5 mts. and willaccom-
modate about 200 persons at o time. At the he ight of 155 mts. an air-conditioned
revolving restaurant hus been provided, completd ngacircle in an hourand necom-
modating 96 persons, The tower has two high-speed lifts thut will iravel at 2.5 mts.
per second

14, To provide television service in remote Places and hilly areas unmanned very
low Power transmitters energised by solar power are being installed

Source: “Television India: October, 1988”, a research publication of Audience
Research Uit of Doordarshan ( As an October 1988)

15. According to a private resesrch study the following is the break-up of the Door-
darshan programmes:

. Development and socially relevant progriammes: 35%

b. Entertainment and film-based programmes : 30%

¢. News and public affairs progrummes ; 15%

d. Educational progrummes-: 10%

e. Sports programmes : 10%
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THE SOCIAL COST OF TV RAMAYAN

CHIDANANDA DAS GUPTA

O the cover of a recent issue of the Bengall maguzine, Sanarid, there appeared o
colour photogeaph of an elderly woman with rouged wrinkles und painted finger-
nails, draped i1 a borderless chiffon sarf and flanked by two short-haired girls in
jeansand fashionable tops, offering puja to a cow in celebration of the cult ofSan-
toshi Maa 1t is here that latter-day mythologicul success of the filin Jail Santoshi
Maa is totally different from the mythologicals of the past.Jai Santoshi Maa scored
an enormous success not only with the common man but with the sophisticated,
“presternized” Hindu middle class, now vibmting to waves of fundamentalist
Hindu resungdence.

The older mythological films, which held sway in the pre-Independence period
and contimued for some time therenfter, were remarkable for their nadvery, Thatis
why thev formed a conduit for the induction of new audiences to the elnema and
still dn to some extent. As the cinemareaches new ruml and traditional audiences,
it is to the mythologicals that the converts have been first drawn, The fact that the
films ure about gods and goddesses frees them from the aum of sinful modernity
that the cinema often represents to traditional groups and theirsuspicion of the
morls of men and women, especially women, whio act as though they are wives or
beloveds of men actually unrelated to them. The mythological did not (end with
the etriking exception of Jai Santoshi Man still does not form the favourite
medium of the widdle classes in the thirties and forties. For them, there were the
progressive, modemnist films of New Theatres, Bombuy ‘Talkies, Shantamm’s
Dnriva Na Mane or Master Vinayak's Brahunachari ( the last with lis extrapmlinary
burlesque of traditionalistreligiosity). The demand for freedom from the shackles
of trudition merged with freedom from foreign rule to form the motive force of the
social fitms of the period and determined the middle class response to them

The techniques used inJai Sartoshi Maa or Sagar's TV Ramayan are much the
sume as in the nld mythologicals of Vijuy Bhat and his kindred spirits but have lost
theirinnocence. Theyare nowemployed with a cunning awsreness of theirutility
in designing an appeal 1o the present “lost” generation, unable to write a letterin
their own language not to speuk of reading the epics in original. The miracles so
ensily concocted on the TV screen have an odd, instant appeal not only to the
illiterate masses but to the sophisticated public so alienated from fts own culture
that it is desperate enough to surrender all mtionality in order to find some
culturul spiritual terra finna  urnder theis feet.

When these mimcles are described ina textor enacted on the stage, thelrappeal is
to the imagination, which is forced to conjure up a mental picture. In this way, o
larger-than-life spiritual image is generated instead of the bizarme physicality of
the alsurd. When what is obviously a child's bow-and-armow set appears in the
hands of supposedly legendary hero and he fells equally legendary miighty,
opponents, it ecomes a travesty of the pleture that the imagination unfoids inthe
minds of & reader or the child who hear the story from its grandmother. IT this



THE RAMAYAN PHENOMENON

FROM THE NEWSPAPERS

wIt hos set the Saryu on fire. Why only the Saryn, the Ganga, Yamuna, Narmada,
(roduvar, Krishna and Kaver, even the mythical Sarmswati, appéors of have
been affected.

Undoubtedly, Ramayan is a block-buster in the history of [ndian television

Un August 1, 8 erowd of over 40,000 waited patiently outside Jaipur's Birls Man-
dir to have a glimpse of Rama (Amun Growil ) and Sita ( Dipika), who were due (o
grace the shrine. Even ministers jostled with mesmerised fans for a dimshan,
In Chandigarh, guests at & wedding ceremony were kept waiting, as the bride
failed to arrive at the mandap at the appointed hour. Inquiries revealed that she
had refused to get married till the day's episode on the TV was over.

Whether it is Ahmedabad or Patna, Chandigarh or Jaipur, a large number of
viewers, especially women, regard the serial as their mainmethod of commumnion
with God. Consequently, many bathe earty and light sticks of incense or earthern
lumps while the serial is telecast..., The Times of India, Bombay

—.According to the Indisn Market Resenrch Bureau's (TMRI) recent Television
Rating Points ( TRPs), Rumavan has topped the list with an wll-India mating of 74
on a scale of 100, while Chitrahasr comes a close second with 677

Financial Express, Bombay

The Knmatalks Government has reportedly instructed the Stete Electricity Boand
o ensure proper supply of electricity throughout the State during the telecast of
Ramayan on Sunday moming and also asled it to change its t mings of load shed-
ding so that it does not clash with the time of the serial This shows the impact of

Ramayan even on a Government..
Northern India Patriks, Allahahad

- The Ramayan popularity sagn becomes more and more incredible. A couple of
weeks ago, o journulist from nleading Lucknow difly was shocked todiscover that
the staff of the Ursula hospital at Kanpur could not attend to the patients on Sun-
day mormings because they were too busy watching the serial, so miuch so that in
the emerngency ward, one patient was repartedly trying to change the glucose battle
himself! Further north in Jammu, enmiged viewers attacked the electricity office
and after damaging the furniture and old records, tried (o set the place on fire, ull
because the power supply to Jammu failed during Ramayan s wlecasr.,

The Mustrated Weekly of India, Bombay.

reductionism were to be remedied, and the miracles made credible in their pliysi-
cal impressiveness, the imugination and the resources of & Stanley Kulwick of
2001 Space Odyssey and not the pitiful shilities of Ramunand Sagar, would be
called for,

No wonder the minicles constitute an imporunt element i1 the appeal of the TV
Ramayan to the younger genemtion bred in the English-medium schouls towhich
the Hindi chauvinists and the Hindu fundamentalists, particidarly from the most
backwurd areas of the country ie. the Hindi beli (also well-known as the “Cow
Belt”) assiduously send their progeny. It is there thal they became “convent-
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educated” and also dowry-worthy. It is to them that the primitive techniques of
Ramanand Sagar have a New York Punk-like regressive pop appeal. This appeal
fuses hizarrely with the pull of a resurgent Hinduism that seems to sanction
female infunticide after sex determination through amino-centesis, bride-
burning in aid of dowry to buy more VCR's and scooters, denial of righits to Hari-
jans, bumning of widows etc., in order to reduce the number of daimants to the
country’s riches.

1

In more ways than one, the Ramayan of Ramanand Sagar is un-Indian. Its visuil
culture is derived from Westem models imported into the country by Raja Ravi
Varma, the painter from o royal-family of Kerala at the tum of the century. The
Rama temples ( which signified the beginning of the heatification of Rama around
the 10th century) the low reliefs of Ramayana in Prambanan in.Java, Rama depic-
ted in Rajput miniatures, the Orissa patachitras, Mudhubani paintings or the
leather puppets of Andhra, to name only & few of the tmditional ars have: 1o
relationship whatsoever to the Rumayana presented to us on our idiot box. The
Ramuyana dance in Bali even today is farmore truelitional in spiritand visual style
than the TV cpic. Rama and Stta on a piece of Kalahasti or Kalambkari textiles are
Inndian. The drawings are flat and there is no natunlism in the Western sense;
there is no shading or perspective. If one studies the groupings in any of these
indigenous forms, one finds that they achleve a fur greater integration of line and
colour than either Sagar's Ramayan or the oleogmphs from which they are
derived.

The hastardized forms of the modern product became incongruous and bizarre
becnuse of the Intrusion of an unrelated naturalism, This is in utter contrast tothe
“company paintings” or Kalighat pats or Tanjore paintings where the Western
bormowings have emerged with innocence within the indigenous form and
integrated themselves with the traditional elements.

While the cinema reconds the surfaces of reality und thus has a natumlistic
exterior, it has given ample proof of the ability to develop an indigenous style of
visual representation influenced by the spirit and the techniques of tuditional art.
In the TV Ramayun one will never find the variety and the expert juxtaposition of
figures, the organization of spatial relationships that one finds in Bgumtive rep-
resentation in traditional visual modes,

[

The major factor behind the popularity of Ramanand Sagar's Ramayan on Diwar-
darshan is the timing, Toduy's resurgent Hinduism is closely linked to the con-
sumerist cxplosion. Fundamentalism and consumerism have become two sides
of the same coin. Consumerism is the outcome of the manufacture of a very wide
range of what are luxury products inthe context of the vast majority of te people.
Also, all said and done, they are the by-products of science und technology. Since
applicd scfence lakes its birth from pure science, the moment that a section of
traditional society adopts the products of science and technology, there arises
within it 4 series of questions of which it may or may not be aware. For science
Institutionulises the dght to doubt while religion enjoins unquestioning falth.

Ralasaheh Deoras says neither the courts of law nor archaeologists have any busi-
ness to find out whether what is believed to be Ramjanmabhoom | was uctually the
birthplace of Rama or not. Imn considers science to be the handicrmalt of Satan, to
be used only in order to destroy him. Islamic fundamentalism in different coun-
tries has been fomented by the problem of how much of Scicnee I8 tn be accepted
orrejected and on what grounds. Even in the Christian West, there are grougs tha
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Ramunnnd  Spgar's  congeptuslingtion of Ramo duly conditioned by Hoj Mavi Varms's
oleogmpls —culendar pletures— that dominated Hingdy hotties for over bl s century (Sl from
Sugnr's tele-serial)

reject Science and belic v literully in the Bible Ilut1l|t-.~;c':n-,-.-,_-'za_-.r|:.--n1nnr|g_i.1._.,J[u
uffect the course of Western society. In Islam today, they are fur from being
margingl] indecd the very existence of an all-embracing religion that mattess that
musi be considered secular in o modern democenti enclety are shot with
dungerous contmdictions

There is, therefire, within today’s middle class and its peripheries in India an
unresolved, unperceived dilen i, arising oul of the double allegiance to Science
(nt least in the shape of its products) and W questioning religious fiith ndvocated
by the Khomelnls and the Pur Shankaracharyas, driving around in their sleek
modern cars, That is why Lhe nunriage of fundamentalism and consumerism ja
fraught with dunger. Yetitisa martinge being celebmted with wild exhilamtion in
India toduy and solemnised by the high priest, Doordarshan with its high tech
instrumentality, its torrent of consumerist advertising and its Remayun
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Off course. imdamentalism itself has arisen in India out of a complex set of cir-
cumstances. In the pre-Independence period and immediate post-Independence
years, Le. the Gandhi-Nehru era, there was an inspired understanding, assimils-
tion and synthesis of East and West, Seicnce and refigion. Tradition and M-
emity without any unresolved dilemmas buffetting the sub-conscious of the
average citizen

The fuct that Gandhi was opposed to caste and that he never wenl (o temples to
pray to idols, did not prevent him from persuading masses of peaple to move
towards a markedly rtional appreach tolife’s problems in an age when mass com-
munication technology barely existed. Nehru was able to carry on this trdition
persuading a tmditional country to move torwartds 0 modern India, moderm oot
only in the externals but in spirit. Despite his Harvand and Cambridge upbringing,
he was able to convey to the masses something of his confidence in the regeners-
tion of India within a secular frmmework

In the post-Nehru period, the leadership gradually retreated from this spiritual
identification with the masses and began to put its faith in the gimmicks of mass
communication. In ad India divided by religion, language, geogruphy, climute,
food habits, physignomy and what have you, unity has always been predicated
upon the tolemnce of differences and the ability of these differences o coexist in
peace. But as the fruits of industrialisation and progress began to appear, the
intense competition 1o grab them began to emphasise differences in group iden-
tity in the absence of the sort of spiritual uniting force that informed the dominsmn
palitical culture of the pre-Independence period.

With (he rise of grab-culture, therefore, fundamentalism became as inevitable as
comsumerism. In an economy of shortages, mussive accumulation of weakth,

alongside grinding, large-scale poverty, thedesire to grab become the motive force
of society, Bride burning, female infanticide, Harjan-baiting, the glorification of
Suti and Babri masjids have become part of this syndmme

Even cultuml separatism is another aspect of grab-culture, because any minority
group, which perceives itselias disadvantaged in the battle for the goodies, secks
in protect its opportunities from dominant groups and superior competitive for-
ces. Hence, those who shout for separatism for the aake of cultural protection are
busy destroying the distinguishing traits of their indigenous lifestyles. The same
jeans, the same shoes, clothes, haircut, the same Hindi films that inspire them,
the same preferences in music, and the same acldiction W Ramayan are sweeping
acToss the protectionist, so-called cultural minorities asking for separstist status,
Their indigenous culture is getting either totally lost or muscumised and export-
oriemted

This is the social context in which the TV Ramayan must be viewed and its pop-
ularity defined




SAGAR'’S SAGA OF RAMAYAN
NEELIMA MATHUR

When talking ubout the Ramayan telesernl, | am often reminded of the mass art 1
Bee passing around me every day, Couplets and dmwings, behind scooters, on the
side of trucks, overhanging dhabba entmnces, inside small-time, nolsy, street
reglpurants.

It is everthing anti o what the bourgeoisic considers as aesthetic. Very far
removed from the upper-class concepts of culture. Thut doean't in any way stop
one more bus driver from writing Buree Nazarwale Terua Muh Kaalas { You, Man
with Evil Eye, may your face be blackened. May you be damned!) at the rear of
his bus.

It wonld be best to see the success of Ramuyan inasimilarcontext, Bythe very vir-
tue of having attained such widespread mass appenl, it had to be made up of
clements, which the upper-closs sensibilities do not consider pleasing, sensitive
or aeathetic.

This does not either justify the sheer poverty of creativity in the 78-part Rumayan
serial Nor negate the phenomenal success of the same. It is success in spite of

being a shoddy, plasticised production.

The question is how such shoddy production can become such asuccess with a
high rating of 74 per cent viewership. For centuries, the Ramavan has remained
the most popular, acceptable, adaptive, easily absorbed epic of Indin It is not the
same case with the Mahabhamta

In many parts of Tndia, the Muhablanits is noteven kept in the housc as it may lead
0 quarrels in the joint human family, Tradition does not allow women to read 1t
Simply because, it is too close to reality and cxpresses human emotions,
relationships, sspimtions and smbitions in the mosl hasie, uneouth, brotal form,
Thereby, arousing base emotions of anger, violence, deceit, ete. in the reader.

In essence, the Raumayana has been conceptually different. [t has puin, terror,
desertion; but covered in u cloak of pious melodrama and fa ntesy. The Ramayana,
88 its name indicates, is o aagn of hero-worship. Most suited to our tastes. The
Muhubharata is & saga of the inner self Something most of ws inherently resist

This is the very reason why, forcenturie s, 00t the Mahabharata, but the Rumayang,
has been re-enucted again and tgnin. For many centuries, the masses have been
genetically adupted to bizarre sequences, weind dinlogues, ludicrous costumes
and idealistic speeches. All emanuting from the barest backdrops. As far as
everybody was concemed: Rama should wear a crown: Sita should ook serene;
Hanuman should carry a gadag, and Ravina should have the must termifying mus-
tache. Anythingadded to thisalmost static scenario wunild be the icing, readyto be
swallowed anytime, anywhere. That was the absolute ripe, ready, receptive
environment in which Ramanund Sagar dropped his Ramaynn on the masses
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Without casting aspersion on Sugar's morality orcommitment, one mustatiribute
to him the most sstute business mind. He knew he was sitting on the proverbiol
million dollars,

Here was & ready-made script. Here was a public lapping it up, genermtion after
generation. All he had 1w do to make it a grand success was to cater a little to the
wild fantasies of an eager public. A few armows swirling fmlo space. A langer than
Jife Rumbhkaran. Flytug chariots. And the pie wus ready to e gobbled up,

Which is exactly what Sagar did, gaining millions in cash and millions of fans on
the way, of course. In terms of technique, concept, production values, ete. it would
really be unfair to keep throwing brickbats af Sagar. After all, a lot of muss media
garbage being dished out today is no better (if not worse ) than Sagar's Ramuysn,
We all lap up some or all of it in theatres or on our television sets, [T the man was
briliant enough to cash in on an untapped gold mineg, well, kndos to him:

No. The problem is a little more sertous than the its bits of cinematic techmicque or
garigh garb and sets or thetorical dinlogues, spiced with unacsthetic, idealistic
speeches.

Owvera period of time, poets, litierateurs, philosophers, theologians and dmmatists
in all parts of Indin and South-East Asia wrote, recited, analysed and enacted this
cpic in colloguial varistions. Folldore mixed with mythology. Local flavours
enhanced the basic epic, Whatever the case, all those enlightened men were thin-
kers, who did not tamper with the epic. In fact, they added to the richness of the
epic. Those major additions or adaptations occumed after lengthy spuna of time.
Allowing the Inherent story and value of the epic to be retained with all its frun-
deur and validity.

One would need to siretch the imagination a bit too Tar to believe that Ramanant
Sagar Is one of those men destined to usher in vet another version of the
Rumayana That has become the biggest danger of the success of the Ramayana.
That a whole new generation in Indin, will he terming this as the Sagar Ramayana.
Just like we have Vidmiki Ramavana or Tilsi Ramayvans or Kamba Ramaysns.

Mo douln, Segar televised a powerful melodramn and received un precedented
viewing. But here, we retum (o the real anti-sesthetics in the Ruamayan. Tt had not
classical aum in the presentation ortechnique; in language; or style. It awed: i fas-
cinated; it captivated. Like Amitabh wnd Amiir Akkhar Antony, or an Amjsd Khan
and a Sholay. Unfortunately, it definitely did not grip the soul and the conscience
like Valmiki and his Rumayana; or Tulsi and his Ramayana; or Kambea and his
Kamayuna.

That is the one damage that some thinking, commitied, enlightened producer
director will soon have to undo. If the historical tradlition of the Ramayuna has to
be saved, with this big dent. One can only hope if a Hamlet with Laurence Olivier
enacting the lead role and also directing it, ora Franeo Zeferili with Ricliand Buur-
ton (Taming or The Shrew) can express Shakespeare exactly as it was meant to be
on the stuge and on film. Then there probably will be someone who, with others,
will express through celluloid, not just depict the Ra My, o8 it was meant
to he.

Whether you, T or anyone likes it or not, until then, the Ramayan telecast on the
idiot box will rematn, if not an “idotic” version, then definitely an unsesthetic,
impure, street-comer version of the glorious epic.
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VIDEO: BANE OF INDIAN CINEMA

AMIT KHANNA

The sidvent of Video in the early, ighties has wrought havoc to the Indian film
industry. With a poor per capita availability of cinema seats (eight per 1,000 pop-
ulation ) and an over-production of films (1987: B96 ), there was alreadya crisis of
sorts. However, the cheapand easy availubility of video casseties has undermined
the financial structure of the film industry, The middle class family, which was the
mainstay of the theatrical audience, has been weaned awny by the VCR.

More dangerous social mmifications are the blatant and illegal exhibition of
abjectionable films, specially in rural areas. Besides distorting social attitudes,
people are being exposed to alien cultures. Of course, this has financial reper-
cusslons alzo, Since almost the entire opemtion is illegul, no money flows back
into the industry, Recent trends have also shown an increase in the proliferation
of Closed Cireuit TV (CCTV) and Cable TV. Even these operations are lurgely
illegal

The industry is slowly trying to cope with the problem. Bui it seems a futile
attempt. Drastic and radical steps like changes in copyright lnws and new market-
ing strutegies ane required. Othe rwise, video, which can be uboon, will become the
bane of cinema in Indin

ESTIMATES

Toul No. of VOES: 1500000

No. of Video Libearies : 1,00,000

No, of Video Parlours/Theatres : 1,00,000

Ne. of Hotel Rooms with CCTV : 10,000

No. of Cousches/Buses with Video : 3,000

Na. of Video Cassettes sold : 3,00,000 per month

Annual Turmover of Video Industry ;: Bs. 1,000 crores

Piracy Penctration : B5%

No. of Video Studios/ Production Undrs: 250

Post-production with special effects : 20

Turnover of Hanlware Industry

{Including imparts) Rs. 150 crores per annum

Noa, of Cassette Manufacturers

(Large-scale) - 5

No. of Cassette Manufacturers ( Small-scale) : 100
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Duplicating Units : 40

lotnl VOR's used in duplication ; 100000
Telecine Machines - 10

Video Cassette Manufactine

(installed capacityd: 5 millon per anowm
Export of video casscties ( Pre recorded) | Bs 10 crores
Average selling price for Hindd Film
Home-viewing Rights ( Domestic)

= A Grade Rs: 20,0 lakhs

- B Gmde Rs. 10.0 lakhs

= C Grade Rs, 5.0 lakhs

Home-viewing Rights { Expart)

- A Gmude Rs. 15,0 lakhs

- B Grade Rs. 7.5 lukhs

- C Gmte Rs 2.0 lukhs

Frajections for 1990

Total No, of VCRs : 60,00,000

No. of Video Cassettes : 25 Million Per annuum
Annual Growth rute of Softwane | 300
Plracy : 60%

Somrce - AK

All figures are estimates based on ronigh and ready caleulations,
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INDIAN PANORAMA 89

FEATURE FILMS

The All India Panel for Indian Panorama "89 for feature films met at Films Divi-
gion Auditorium, Mahadev Road, New Delhi from Sth October 1988 o 13th
October 1988,

During the course of nine days the Panel saw 48 filns recommended by the
Regional Selection Panels for Indian Panorama 1988 from Bombay, Calcutts
and Madms.

The Panel decided unanimously not to entertain appeals against the decisions of
the Regional Panels,

The Panel recommended inchision of the following 16 films in the Indian Pan-
orama Section of the 12th International Film Festival of [ndia

1, ANTARYALI YATRA (Bengali ) Director: Gautam Ghose

2. ASTHIKAL POORKKIINNU { Malayalam }: Director: P. Sreekumar
3. 1921 (Malayalam ): Director: LV. Sasi

4. KADALTHEERATHI ( Malayatam): Director Rajeev Nath

5. KOLAHAL ( Assamese): Dimector: Dr. Bhabendra Nath Saikia

6, NAYARKAN (Tamil): Director: Mani Rathnam

7. ORT MINNAMINUNGINTE NURUNGU VETTOM (Malayalam ). Directon
Bharathan

8 PESTONJEE (Hindi) Director: Vijaya Mehta

9, PIISHPAKA VIMANA (Eannada): Director; Singeetam Srinjvasa Roo
10. RAAKH (Hindi): Director: Adityu Bhnttacharya

11, SALAAM BOMBAY | { Hindi ) Director: Mim Nair

12 SWARNA KAMALAM (Telugu): IHrector: K Vishwanath

13. TAMAS (Hindi): Director; Govind Nihaland

14, TRISHAGNT (Hindi}: Director: Nabendu Ghosh

15, VEDHAM PUTHITHL (Tamil): Director: P. Bharathirajan

16. VEEDTL ( Tamiil : Director: Balu Mahendrma

Prints of these filmsare being purchased by the Directorate of Fitm Festivals and
will be subtitled in English.
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Abma Bam,
Buddhadel Dasgupta,
A.C. Tirtlogachander,
P. Bhasknran,

Jahnu Bara,

R. Lakshmem,
Ramdas Phutane,

JV. Somayajulu,

Ms Parbati Ghosh,

Cietober 18, 1988

Membe:
Member
Member
Member
Member
Member
Membes
Member
Member

Basu

“hatterjce, Chairman
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Gnrtm Cihose's Antaryal! Yatrs provides an insight into an eutmioded Beagull Drahmin cpstom
of marrying off unimarded girds In the village to dying bridegrooms. Tt 5 better o be o wiidhorw
than an cternal bride or o st Sampa Ghesh i Pramod Gangoly in o scese of pathos (Fhoto -
Rasijan {rhosh)

ANTARYALI YATRA (The Voyage Beyond)

1987 Eastman 140 Minutes/Bengall

Production | NFDC Limited

Directon Screenplay: Gautam Ghose

Story: Kaumal Majumdar

Camers: Gautam Ghose

Editor: Gautam Ghose

Music: Gatam Chose

Lend Players: Shatrugan Sinha, Pmmod Gangull Robi Ghose, Moharn
Agashe, Shumpa Ghose & Vasant Chowdbury

Enquiries: NFD Limited, Nehon Centre, Bombay 300018

Guutam Ghose's film is set in the 1830°s; and the location is the delin region of the
Granges. A derelict temple, s cremation ground and obwiously a village, not very far
away, are the landmarks in this wasteland,

An old and dying Brahmin, Sitaram is brought to be neir the cremation ground
and thie holy river. The localastrologer announces that Sitaram’s is acase of death
foretold and adds the rider that he must be accompained by a sat. Since the
British ralers had banned the “sutiee”, the Brahmins of the village want to score a
point over the mulers. In the village is a poor Bahmin with an un married daughter.
By martving her off to a bridgegroom on the deathbed, his problems would be
solved. More, his daughter would be canonised as o Sati.

A*discordant” note is struck by Baiju, an untouchable who looks after the funeral
mounds aud cremation rituals, He tries his best to get the police informerd but
in voin,
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Finally, the sucrificial goat is the bride, Yashobat!, whose presence by his side
ucls as an elixir and revives Sitaram. But the full moon rises. Situram's condition
deteriomtes. The drunken Badju intervenes and implores Yashobati to flec, But
she, caught in “the web of superstition and fear” refuses. Baiju even tries to hasten
Sitarnm’s death. Yashobat! intervenes, In the process, the Brahmin virgin's flesh
touches the flesh of the untouchable. “In the soft mud of the delin, they become the
primordial man and woman.” Time and tidal bore cannot wait for anything—man
ar woman, Sitaram is swept away with Yashobati havi ng & watery end in tying Lo
rescue Sitaram. Baiju is o mute witness,

GAUTAM GHOSE

A committed film-muker, owing his loyalty to film medium und to his idevlogy,
GAUTAM GIHOSE has between 1976 and 1988, madie an impact on the masses
und the cognoscenti, here and abroad. While his themes may be varied, they have
the basie unity of ideological perspective

Hungry Autumn was his first film (1976), which as the title indicates is about
hungry people going though the autumn of thelr lives, It was o promising film that
won awards al Oberhausen and Leipzig, His next, Ma Bhoomi { 1980 ) was o fea-
ture film in Telugu, bised on the Naxalite movement in Telengana, Andhm
Pradesh. His longish article on how he made this flm ( published in Splice) s o
revealing document of how this undaunted film-maker summounted difficulties,
especially Hnguistic barrier und how he had to rewdite the scriptafterurecee of his
incale. It was the Best Telugu Film of the vear.

The next year, Gautam Ghose made Dakhal, o powerful film about the tribal
people’s confrontation with all-round exploitation and social degrdation. [
earned for him the President's Award for Best Feature film and the Grand Jury
Prize at the French Human Rights Festival. Paar pushed Naseeruddin Shah into
intermational limelight at Venice, where he won the Best Actor's prize. The
IINESCO Saolidarity Award also went to this film.

Antaryali Yatra a Panorama entry in ths year's IFFI has already won a National
Award for the Best Benguli film. It was inchuded in Un Certain Regani section at
Cannes’ BB, Ghose's Intest two films e chamcterised by economy of means to
achieve maximum of cinematic effect, an achievement indeed.
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I thie Mulayalam flm Asthikal Pooldaurn | Anid Bones o Blossom) the director, 1. Sreekumn
telin w remarkable tnle of Bhaskiom, 8 munderer, who lands imsell i a politically enncious
mral community, He is looked after by i widow Lo whoemn he gets pitracted iy tor discoser laber
that he had actoally mordered her hustund —a trade union leader

ASTHIKAIL POOKKUNNU (And DBones do
Blossom )

1988/ Eastman/1 25 minutes/ Malayalom

Production: ‘ehbles-Muvie Makers

Producen ebbles

[irection P, Sreelumar

Screenplay: E. Noréndm Prasad & P Sreekumor

Story P. Sreelnmar

Camiers Crempinath

Editor: Venugopal

Muisic; Roveendmn

Soaumil: T Krishnan [Toni

Lead Players Murali, Chittrn & Chondmn Nair,

Ericpuiries: Pebbles: Movie Makerns, Press  Road, Tovnndmm
BAS001

Rajamma is & young widow who lives with her ageing parenis in 4 bambeow
fiarest. where the people eke out a living with difficulty Her husband, o trade
anlon activist, was murdered. Rajumma manages to live a life of self-dignity

The tranquility of this village is distarbed by the arrival of a stinger, uncons:
cious und bruised. Rajamma's father, Asan, gives him medicine Later, he
reveals himself to e Bhaskaran, falsely implicated in a case by his employers,

107




and now & fugitive. He is allowed 1o live there and work, One day, Rejamma
sees his identity card with his photograph but a different name and she
becomes wary, especially when he takes interest in her. Bhaskaran discovers
ideology and the tmde union spirit among his fellow-workers. But he resisis
falling into the mainstream of the 1ife {a the village

UOn o festival day, Bhaskar, bribed by Vareechan, the bamboo contractor, gets
drunk. Drink makes him loquacions. Rajamma coaxes him to talk and the
truth Is ont He is the man, who egged on by his employers had killed Pad-
manabhan, Rajamma’s husband. Bhaskarun sees (he wedding photogruph of
Rajammu und her husband. It is a moment of truth. An unusnal political film,
il which the human condition of people is delineated excellently

P. SREE KUMAR

Born in 1946 at Trivandram, Kerala, P SREEKUMAR spprenticed himselfin the
Malayalam stage as actor, playwright and director-and he has won awards oo,
Kayywm Thalayum Puruthidarathu was his first directorial venture, which was
followed up by Asthikal Pookkunnu ( And Bones do Blossom) this vear's Pun-
ormama entry, which is based on his own story.

KADALTHEERATHU (On the Seashore)

1988/0rwo NC 8/92 Minutes/Malayalam

Production: Rasika Films

Producer: Rajeev Nath

Direction/Screenplay: Eajeev Nath

Story: OV, Vijayan

Camera: Santosh Sivan

Editor: Ravi

Mugic: G. Acavindan & Kavalam

Sound: Deva Das & Hari Pradeep S.R. KN Ravi®
Master Ameer Abbas & Leelamma Verghese

Enguiries: T. Rajeev Nath, Mani Mandirum, Poojappurs,
Trivandrum 695012
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Based on 0 story of Malowll writer-cum-cartoonist, 0V, Vijayan, Kedalibeemthy (On the
Seashore] I8 centred moauted & (ether and his son, sentencerd 1o death forf mmmder. The sad andl
foriomn. father goes om o pilgrimage o where his som @8 to be exceuter], Huajeev Nath, the
produce rdlrertor-screenplay writer uses the flaghback techmigee to recreate thelr Uves

This is a film with a philosophical undertones, Where the lands ends, the sea
beging and into the sen pours the world's refuse, brought by the rivers. The good
and the bad in life end indeath, the greatdivide between life and the sorcalled nther
world about which we have only many conjectures.
These ere some of the basic thoughts, which in simplest terms haunt Vellayiap-
pan, who ison a “pilgrimage” to o “citadel of death™, the far-away prison by the sea-
side. His son Kandunni is to be executed for murder, which he hod commined
unwittingly in his village. The local landlord’s goons had humiliated Vellaniappan
and Kimdunni wrnecked his vengeance on the landlord.
Now as the father plods his weary way, he remembers how he had bathed his son
in the very rivetr flowing before him. He also recalls how Kundunni asked himas to
where the river flowed into, And he had replied, “The séa, at the land's end”. In the
course of this odd pilgrimage, Velluyiappan has several flashbacks, Hislife in the
village with his son and others s recreated thus A challenging them, well
done.
Rajeey Nath, the Maluyali divector of Kadaltheemmithu is in'his late thirties now, He
has had the itch for making films ever since he left the college. Handling 16 mm
and 8 mm cameras was o passion with him. So much so, 21 years agh, his short
film; Rhythm of the Hills was hailed by his peers as *a film with a difference.” He
made his first feature film, Thanal (1977 ), Sooryante Marmnam (1979), Purappad
(1981) and Kaverd (1986) — and each of them hes made an impact on the
film bufls

Among these, Sooryvante Marmnwm (Death of the Sun) dealt with the life
pattein of a factory worker that gets changed with his transfer from the day-shift (o
night-shift. Rajeev Nath has handled this unusual theme with understanding and
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RAJEEV NATH

feeling The worker's attempts to create the night stmosphere in his modest dwell-
ing, to get u little rest, are futile. RajeevNath has shot this portion of the film with
the “silhouctte” effecct

Based in Trivandrum, he is the Secretary of the Filin Malers Forum of
Kenula

KOLAHAL (The Turmoil)

1988/ Eastmancolour/1 18 Minutes/ Assamese

Producer: Bhubendm Nath Saikia

Direction/Screenplay; Bhabendm Nath Saikis

Stary Bhabendm Nath Saikia

Camers: Kamal Miyuk

Ediior Nikumja Bhatachurjee &
Asish Nandl

Music: Mulkul Barun

Sound: Fljush Kanti Ray

Lead Players Runu Devi Thakur, Aman Nath & Bibho Ranjan
Choudhury,

Enguiries: Bhabendm Nath Saikia, Basisthopur®, Guwnhati
TH1028

Based on a mdio-play by Dr Bhabendranath Saikia, this film provides {ntimate
insights into the lives of the dregs of society in a typical town of India. In one
part of this congested city, where two lorries can pass by with difficulty, mosi
of the action tukes place, There are traffic jams galore, with the drivers cursing
one another. Out of the jam-stuck lomries, urchins quickly extract foodgrains,
salt and sugar by using iron spikes.
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Kolanll i Assemese menns turmoll and it is weit locge on (he face of Bunu Dievi Thakur (o Dy,
Bhnbendmnanih Saikia's flm IE is the story of 8 brive woman's devotion to her man, who deseris

ber and ber only son, who gets kdlled and her adjustment (o the realities of the lower depths of
life

{One such urchin is Mott, the beloved son of Kiron, whose hushand had gone
off in search of a job in another town and had disappeared. Moti's collection of
foodgraing and lentil keeps the pot boiling. Kimn's attempl to work In a
warchouse leads to her becoming & victim of the advances by the watchman
and the clerk there and she retreats to her hovel, still awaiting her husband,
Binod

Kiron's neighbours are kindly people and they help her. One sells bidis;
another brews liguor at home; the thind, o local dada is willing to become a
“temporary guardian” of Kivon and Moti, Bul Kiron resists,

Then one day, a truck carrying rice-bags overturns and Moti is nowhere to be
seern, for the bags had piled up over him and killed him, Later, the truck driver
and truck-owner fry to buy off Kiron by offering a sack of rice, which is sull
stained with the blood of Mot Kiron rejects

Kirom's life loses its savour and she steadily sinks, Except thuat Badal, the
truck cleaner also makes advances, but with a sympathetic heart behind his
lust. Meanwhile through o well-meaning neighbour, she learns that her Binod
is living with another woman in o far-away town, Her world collupses, Now
she has nn other altemative but 1o send for Badal. Life that is to be lived, for
people like Kiron, is the art of the possible, with compromises along the way.
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BHABENDRA NATH
SAIKIA

BHABRENDRANATH SAIKIA, born in 1932 at Naguon, Assam, specinlised in
physics : B.Sc., Honouns from Guwahati University, M.Sc., from Calcutta Univer-
sity and a Ph.D from London University. Twenty seven years ego, he got adi ploma
from the Imperial College, London. For some vears he had been a Reader in
Physics at Guwahati University.

D, Saikin is the Chief Editor of Prantik and Editor of Sofirs, two LImEpOTEanT
Assamese journals. Recognised as o lop-ranking Assamese short story writer, he
has eight books to his credit. He has also written over 100 mdla-plavs, including
HKolahal, the fim version of which is Panorama entry this veur,

But films are his passion. His films, Sandhyarag, Anirban aad Agnihasan have
meached distant film festivals : Kardovy Vary end Valladohd (Spain) Nantes
{ France)and Pyong vong ( North Korea) as well as Algiers. The three Assamese
fllms mentioned above have earned for him the Rajat Kamal Awards, Agnihasan
also got an awad for lis screenplay

With his multiple talents, he has led a rewarding life ss a member in vardous
cultural bodies. He is the President of Jyoti Chitmban Society (Film Studio of
Crivwuhati ).

NAYAKAN (Hero)

1987 /Eastman/ 145 Minutea/ Tamil

Production: Sujatha Films Limjted

Diirection: Mutii Rathnam

Story Man| Rathnam

Cameri P.C. Srimm

Editor: H. Lenin

Mumie: Narva Raja

Sonind: Pandumngan

Lead Players Kamal Huasan, Surmoys Kortiko & Junalrs|
Enguiries: Suatha Films Led

27 Wallace Crarden
T Strect
Maodras 600017
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Kamal Hagsan in his stellur role a5 the hero in the Thmil Blm Mayukan, directed by Muand
Hathnem, Hosed oo the Bfe of i South Indian Don of the Bombay slums, thie flm provides an
insight into the ramifioations of the aoderworeki

This film is based on the life u South Indian “Don”, who dominated the shumes of
Dhamvi in Bombay, Crime was a lucrative profession for him; and gang warfane,
extortions, pujas and distribution of goodies to the poor people were his hoblies
Ulttmately, he went back home in South India and succumbed to iliness.

Shiktivelu Noyokan, the “hero” of this film Nayakan (which in Tamil means
hero) is onother Don. Originally from Taticorin, he had a toumatic childhood at
home; later hie grew up in the slums of Dharavi, where he adopts Hussainbhai, a
good Samaritan, as his mentor

Velu Nayakan takes to serious crime with his own sense of soclal justice and
crosses swords with the police and an avaricious landlord hellbent on depriving
hundreds of their homes, Velu marries Neela opnd has two children by lier,
Charumati, a girl, and Surys, a boy. Following the example of Hussainbhai, Velu
starts Tamil Narpari Mandmm (o spread goodwill among sluomdwellers

But his peaceful and altruistic life is shattered ome day, when the former rival
gung of Reddy Brothers killsVelu's wife and son out of vendetta. For the forlom
Velu, there is yet another rude shock when his daughter wallis out on him.
Onee again, Velu Noyakan is drawn to erime and he fnds his greatest enemy in
Pradeep Patil, 8 committed police officer, who is out to gét Velu, dead or alive, Velu
Nayukan 18 wrrested ultimately by Patil, which leads to his daughter's reconcilia-
tion with him, There |s a wave of sympathy and support for Velu from the slum-
dwellers. What is more, he is acquitted. But the moment of triumph for Velu
Nayahar ends {n tragedy, when he is killed by Afit, a trusted licute nant of Ve lu, now
aiming to be the next Don of Dharavi,
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MANI RATHNAM

With & Commerce degree from Madras University and an MBA from the Bajaj
Institute, Bombay, MANI RATHINAM should have gone into ncconntancy or busi-
uess administration. But then, cinema has always lured people from different dis-
plines. So was MANI RATHNAM, a Tamil by birth.

Rathnam's first directorial venture  Pallavi  Anu Fallavi (in Rannada ), won a
state award for its screenplay. Quickly, he followed up with Unaru ( Mulayalam)
Pagal Nilavu and Iedhaya Kovil (both in Tamil), A number of awards were heapedd
on his next film Mouna Ragam: National Award for Best Tamil film and Filmfure
Awards for Best Tamil Film and Best Director. The Tamil Joumnal, Cinema
Express also awarded homotirs to him, This fim firmly established Rathnmn's
reputation with critics and cinegoems. He can invest his films with thematic value,
directorial skill and cinecraft

Nayukan, which is in this year's Panorama, is based on the life of the South Indian
Don of Dharavi shums in Bombay, Vandha  Bhai. Kumal Haasan, the Thespian of
the South has lived the role. The film's Editoris B. Lenin. And. Nayuraja has sconed
the music, It has been sent to Tashkent und it has been nominated by the Film
Federtion of India for Oscars in the foreign film section.

Mani Ruthnam's latest Agni Nakshatram has fared well at the box-office
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1521 is o Wistoco year in the mnoals of Indinn history, when the dewnteodden atid dispossessed
Musltms wose i rebellion sgainst our erstwhile British rulers in what osed io be described us
the “Mogilak Hebellion." Director 1V, Sosi hias reconstrncted this episode of natiomalist apsunte
al 1921 with fidelity to historical facts

1921 (Ayirathi Thollayirathi Irupathonnu)

1988/ Enstman/'185 Minutes/ Malayalam

Production; Munnil Filme: Maedras

Producer: Mohammed Mannil

Direction: LY, Sasi

Sereenplay: T. Damodarmn

Camera: V. Jayaram

Edlter K Nurayunun

Music: Shyam

Souricd: Annnidan-Rajan

Lend Players: Mamootty, Madhu, Suresh, Gopl, TG Ravi & Seemn
Enquircs: Munnil Films, C-345 G ( Door No. 4.), 8th Avenue;, Ashok-

nogur, Medms GO0083

The year 1921 marks a watershed in the history of Indis’s struggle for indepen-
dence. A predominantly Hindu India, under the benign leadership of Gandhiji
and his Congress, decided to champion for the canse of Tslam und the welfare of
Muslims hene and everywhere. The British abolished the Ottoman rulers and the
Caliphate, after World War I; and Muslims the world over wanted the restomtion of
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the Caliph's rule in Tudéy. In India, the Hindus and the Muslims fought side by
side against the British in what is known as the Khilafat Movement

That this movement was an all-Indis phenomenon in those days is well evidenced
by this film, which is all about what used to be called as the *Moplah Rebellion™ in
British Malabar of Kerala The socloreconomic conditions of the oppressed
agricultuml workers, both Muslims (the Mappilas) and Hindus, was the basic
cause, which later acquired religious overtones.

Adream of Mohammed Mannil for seversl years, the film is based on several facts
in the script of T, Damodaran. And LV.Sasi, whose genre nsed to be so different
his scquitted himsell in facing the challenge of handling a historical sulbject. The
film has an open-ended view and steess clear of many of the controvemnsies as to
whether it was more o revolt of Muslims against Hindu landlords mather than a
Jjoint rebellion of Muslim and Hindu nural workers against British autocracy and
landed aristocracy: [n their zeal to undo the beneficial settli:ment for agricultural
waorkers that Tlpu Sultan initisted, the British, after the defeat of Tipu, resorted to
restoring the land to the landed aristocracy with a predominance of Hindus. The
policy of “divide and rule”, which the Britishers used as an effective policy in all
paria of the world wherever they ruled, can be glimpsed in this film

In imnoges, this film in 6l fimess shows Hindu patriots, Mushim leaders and proo-
tagonists, British rulers (one of whom is Tom Alter) the cruelties perpetrated by
them on men and women and the basic urge of the Mappilas forindependence and
freedom. This is one of the mane films about India’s struggle for freedom, n subject
normally eschewed by our avant gandist art illm protagonists. This film of Mannil
partly fills in the lacunase,

I.V. SASI

LV, SASI became a by-word [or o popular director not only in Eerala but all over
Indin, ever since he made Avaludaya Iravugal (Her Nights ). Borm 42 vears ago, he
has directed 95 Alms in Malavalam within the lust 14 years. A record indeed.

Sasi hails from Calicutand he has PUC { pre-University Certificate ) and adiploma
in urt. But he has studied and understood almost every aspect of the life of his peo-
ple even as much es film-making. An all rounder, innovater and a bold Alm-maker,
he hus evolved his special formula for the box-office, 1t has been seclaimed that
three-quarters of his films have been hits. For him, & film is an assembly-ling pro-
duct, though made with enthusiasm and utter concentration. Like the Hindi film
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stars, he always has o steady line of under-production films,

In 19281, he has recomstmucted the revolt of Muslims in Kemla under the
oppressive heels of the British, in what had come (o be known as the "Moplah

Eebellion.”

O Minnaminoaginte Nurnngn Vetfam (s o long title for o film even by Malayalam standards. [t
ot be trumslited us “the glimpse of Hght of a fying firchall™, It is all about an elderly teacher
couple, who bring up e girl with devotion —only o lose her as well as her son, A betef ntedude of
happiness is all there is for consolation for them

ORU MINNAMINUNGINTE NURUNGU
VETTOM (Glimpse of Light of a Flying Fireball)

1987/ Agha-colour/ LOB Minutes/Malayalam

Production:
Producer:
Director:
Screenpluyv:
Fﬂ-l'l:l'j':
Camers:
Editen
Music
Sound:

Lead Pluoyers:

Enguinies:

Symphomny

M.G. Gopinath & Babu Thiruvalks

Bhamthan

John Paul

John Paul

Basanith Kumnr

Bhumthan

Johinson

Dievdas

Nedumudi Venn, Sarads, Devan, Parvathl & Master
Vinu

Jubilee Productions; 51 Ganga Nagar, Kodambaklkam,
Muodms GO0O016
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It Is & sad story of a Jonely Malayall couple thut this film normates. Ramuni Nairand
Saraswathi Amma were colleagues teaching in the same school and they married
lute in life. The great regret of their life is that they are a childless couple,

Into their lonely life after retiternent from service, walks in Muya, un ex-student of
Saruswatl Amima, She had got sdmission intoa local callege and she was insearch of
o plwce [of odnding nnd lodging ss well us puardinns, Mave, motherless
for long, brings with her some cheer. The old couple almosi adopt her as thelr
daughter and Mays reciprocutes

Some tme later comes. Ruvl with whom Muaya was in love and who hed gone
awny to the USA Maya's futher having disapproved Ravi, Ramun| and Sarmswathi
Amma bless Ruvi und Maya and get them married. But then Ravi has to go back o
USA; and he leaves behind Mayn, an expectant mother, A male child is born, Tt
Muyn dies at child-birth, The lonely old couple lose s mujor prop of their lives. They
are left with the baby, whom they look after like a grandson. One day, Revi appears
ot of the blue to claim his son and now the other prop is also gone. they console
each other and re-adfust themselves to live out the remaining years of their
lives.

BHARATHAN

The Director of the Malayulam entry of Panomma Om Minnaminunginte
Nurungu Vettom ( Glimpse of Light of o Flying Firebull), BHARATHAN, is just 41
years in age and he has over 30 films to his credic Hailing from Trichur District in
Beralu, his academic qualification is justa diploma in painting. Forsome years, he
was n commercial designer, before he entered films

Now, Bhurathan is an all-rounder having tried his hand in almost all branches of
Alme-maling In fact, thet is his strong point He has been ar-directorand designer
(it was but natural for him with his training In ant) story writer, music director,
lyricist, and director. His first film was Prayanam in Malayalam. Since then he hus
rendered a good account of his multiple inlents, satisfying both the critics and
commoners. While his fellow-directons take pride In listing the awands won,
Bharuthan has just mentioned in his bio-data nothing more than “won MAny
Nutional, State and Filmfare Awards.” They are all behind him and his next film is
his mujor precccupation now,




In Pestorjee, bused on n short story by the NFDC Chutvman, BUK Rarnnjia (former Bditor of
Screen). With Vijuyn Mehin, the Director, g Muohamahitsinn, who s extabifished empathy with
the psychie and ethos of the Parei community. Here is Anapam Kler {Pestonjer ) with Shabung
Azmi in o hilnrous eprisode,

PESTON.JEE

18987 ‘Eastman/ 120 Minutes/Hindi

Production WNFDC Limited

Directon Vijayu Mehta

Screenplay: B.K Kamnfis

Sty BK. Karanjia

Editon Reiu Saluja

Music Vanms) Bhatin

Serund: Bavindm Sathe

Lend Flavers: Anupam Kher, Kiran Thekur Singh Kher, Naseernddin
Shah & Shabuna Azm!

Enquiries: KFDC Ld, Neho Centre, Bombay £00018

Pestonjee ( Anvpam Kher) and Pin if (Nuseeruddin Shuh) are two frends, con:
cemnied in each other's welfure, Pestonjee is a “doer™ and the other is & Harmletion
watcher. They are typical of ageing bachelor friends who can be found in Parsi
colonies like Dadar or Colaba in Bombay. Their story is unfolded from Pirj's
viewpaint. Jero (Shubana Azmi) is offered in marringe to Fircjand he takes his
own Hme to decide. Pestonjee gets married to Jeroo and scon after Piroj gets
trunsierred from Bombay to Bhusaval. Pestonjee and Pir get estranged.

Pestonjee's marriage gets soured, Jeroo turne into a shrew, A child is borne by her
but there is 4 miscarriage. She hates babies: so she is happy. But Pestonjee is very
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sad. Shic intmoduces her friend Soona, o lowyer and "a merry widow™ to Pestonjec
tor look after o legal battle between him and his brother, Legel consuluations lesd up
i o Haison. Jemo's father who has a stroke moves into their home,

Five years liter, Piroj is on a visit to Bombay and sees the altered conditions—in
every respect. Piroj canmot condone Pestonjee's extrumarital affair, even if the
marriage was doomed from day one. The two friends begin 1o have disputes. Piruj
gets back to Bhusaval. Three more years puss by and finally Piroj is back on
transfer to Bombay. During o brief meeting he and Pestonjee try to pateh up their
friendship, but in wain. Pimj discovers Jeroo to be u hypochondriac, lost in
melanchaly, bloming the world, Soona has o son by Pestonjee—-and the child is
samed after Piroj, One day, Pestonjee dies of heart attack. There is no money for
the funeml and il is the mistess, who contributes money in o gmacious
mpnner

This story penned by B Kamunfia ( Chuinmun, RFDC) 30 vears ago has aciquired
u new lease of life through Vigaya Mehta in this film.

VIJAYA MEHTA

A Mahamshtrion by hirth and a post-graduate from Bombay University, VEIAYA
MEHTA has been actively involved with the Bombay and Marathi stage for two
decades and more, She had studied stage-cruft in the UR and in her turn she has
shiwed her own. understanding end style of [( throogh her productions in
(rermany.

Shyam Beneygal, the discoverer of many a sereen talent, had induced Vijaya to act
in this Hindi film Kalvug (1981), a modermn-day version of Mahabharate Govind
Nihaluni offered hera short but demanding role in Party (1984 ) but she acquitied
herself 5o well that the Best Actress Award was bestowed on her at the Tokyo
Intemational Film Festival (19841

It wus but a hop from stage to screen and she made ber entry as a Director of the
Doordarshan flm Smrdti Chitre, which won the Awand for Best Mamthi Film in
1988, Her Rao Saheh { 1985) was an intimate study of traditonal Mahamshirian
household, inwhich she acted superbly as the mapsi She eumed two awands — for
Best supporting Actress and Best Art DHrectlon Pestonjee, based on B K. Kamn-
jin's “Parsi” story und featuring Shabana Azmi, Naseeruddin Shah and Anupam
Kheris her thind directorial venture which she has done with greal empathy with
and undemstanding of Parsis. Two telefilms based on herown stage productions —
Shakuntalam and Wada Chirabandi have been telecast.
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Kurmul Hansan, the top Thespdan of Tamil films, is sloest woecogmisalile in this close-up from
Pushpaks Vimanos the Kennods dialogoeless film of 180 minutes’ domtion, divected by
5!1“4.-:'4."1 anm Srinivasa Hao —oonsdderned o cellulodd tour de foree.

PUSHPAKA VIMANA (Flower Chariot)

1087/ Eastman/ 130 minutes’ Kannada

Production Muandakini Chitm {17) Ltd

Producer Srinagar Nigarn|

THrection/Screenplay Singeetam Srinivasa Rao

Stiary Slugeetam Srinivsa Ban

Camen: B. C. Gowri Shankur

Edivor ). Vasm

Music L. Valdyanoathnn

Sound: Sumpath

Lead Players: Famal Haasan, Amala, Tino Anand, Samir Khakhar & K

5. Ramesh

Enquiries: Mandekini Chitea (P) Lad
1826, [1 Cross, Malesvamm, Bangaione G000

“Flower-bedecked Flying Chariot”, the mythological sehicle of gods and god
desses is vel unother fancy title used by Singeetnm Sreenivos Roo for this
“Konnada” filn which hos no dinlogue whatsoever. Yet it is a Kannada entry.. Itis
a hark back to the good old “movies” in this Platinum Jubilee Year (1988) of the
release of the first silent film of D.G. Phalke Raja Harishehondea, Tt is possibly
Ruo's tribute o the pioneer-and olso to Mel Brooks.
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Pushpaka (flow 5) enter the film at the beginning with Hotel Pushpak, where
most of the action in the film is centred and again at the end, when the hemine
wanite a flower growing on the roof to be brought to her by the hem.

The story, by itsell, is hilarious. First, there is the unemployed bum Komal (Kol
Haasan, who sustains the film without dinlogue ), in search of o jobund 1sd Walter
Mitty, fantasizing about wealth. One night, he sees a chap called Khukkar dead
druti. . .0 the mad, with the room-key of the hotel dongling out of his pocket. He
takes the key of the mom in Hotel Pushpak, thrusts it in his pocket, and deposits
the man in his own room, trussed up and gagoed.

From then on it is 4 wild spree. Two things happen. One is Kamal meets Amalo,
whom he has seen before and whom he can now entertatn in regal style. Two,
Eamal is the target of a hired killer, emploved by the parmmour of the wife of
Khalkar, now held in hostage but looked after alright by Kamal. Kamal becomes
conscious of the unknown killer dodging his footsteps.

Then comes the flower episode, o revealing incident, throtugh which Kumal
understunds the realities, for he surmounts a lot of difficulties in trying to get the
flower for Amaln, He returns the key 1o Khalkar and sets him free, writesa letterto
him, us well os to Amala. He also returns to his poverty and unemployment and
joins the queue of job-seckers once ogain,

SINGEETAM
SRINIVASA RAO

The four South Indian States are fam/liar territory for SINGEETAM SRINIVASA
RAQ, whao has won awards for (he films he has directed n all four langiages —
Telugn, Tamil, Kannada and Malayalam. So much so, in his Pushpaka Vimana ( the
Kannadu entry in Panorama), he has dispensed with dianlogues. Such is hisgripover
the medium that he has narmted his complicated story through filmic means sans
words. Possiblyhe has been influenced by Mel Brooks; maybe not. But he has suc-
ceeded in luring cinema bufls and cinegoers altke all over Indin

Originally & physics gradunte from Madras University, he apprenticed himself
under the late K.V Reddy, u veteran Telugu film-maker at one time, He was the
Executive Director of Pattabhirnma Reddy's Samskam,

Rao's two Telugu fllms, Puntulamma and Tarmm Marindi won Nandi Awards sod
the latter a Best Film State Award. His other Telugu [ilm, M. ayurd was 8 sensation
for in it a dancer, who loses partof her leg becomes a dancer once dgain with the
help of the “Jalpur Leg.” This filn won 13 awards from Andhm Prudesh Govern-
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merit. His Tamil film Dikkatm Parvathi was based on astory of the freedom-fighter
and the last Govermor-General, C, Rajagopalachar, and eamed for him a National
Award in 1973, Another Tamil film, Rafa Parval got o cash award from the Tami]
Nadu Govemment His Kanneds fllms, Heale Jenu, Bhogyads Lakshmi
Baramma and Anand esmed awards from the State and Film Director’s Associa-
tion. The Cine Technicians Association of South India has bestowed an him the
LV, Prusad Awand, the highest honour from his peers.

Emukh (Ashes] an Adityn Bhaoitacharya film o Hindl, s about a young man of 21 arvested for
nmitiple munders. He recalls the eplsoades tn his life and reallses b Is 8 mere pawn in the gune
of crime wnd police in o metropolia. The underworld is revealed in all it mwness

RAAKH (Ashes)

1988/ Agfn XI1/154 Mimnutes/ Hindd

Produdction: Emotion Picture Company & Second Image Enterpirise

Producer: Asifl Noot

Executive Producen Aditva Bhattacharva

Dlirecton Aditva Bhattncharm

Screenplay: MNurhat Khan/Aditys Bhamacharys

Stiory: Adityn Hhattacharya

Camem Santosh Sivan

Editor A. Sreelmr Prusad

Music Ranjit Barod

Sound: Maresh Vyas

Lead plavers Panknj Bapoor, Aamir Khian, Suprive Pathalk, Homi Wadia
& Chandn Parkhi

Enquirtes: A Bhattocharm, 1 Gold Mist, 36 Caner Rood, Bandm,

Bombay 400050

This film hes an Orwellian tinge about it in the sense the story is about what is
likely to happen ina metropolitan city in India in terms of law and order, criminals
and police, “After the police rdots of 1990, the stote forces were disbanded. and
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réplaced by a Centml one. The crime rate continued to escalate,™ So, the synopsis
of the film begins.

The story is centred round Asmir, a “soft” wellic-do youngsier, who due to clr-
cumstances, goes down the inverted spiral. [tall starts off with the gang-rape of his
“womun-friend, Neetn, “an older, more pragmatic corver-woman™ by Hassun Kar-
mali (o Mafla Don) and his friends. Aomiris a mute witness a8 also another, a
palice officer in mufti.

Later, when the police officer, Kupoor, tries to help Aamir, who realizes soon that
he was the other silent witness. Kapoor gets suspended and he joins hands with
Aamir to iquidate Rarmali and his gang, Meanwhile, Neetn tries to rearrange her
life after the traumatic experience.

Aumir's lifé Is & sort of “rake’s progress”, with brutalisation of his soil, steadily
going down the vortex in the mega-city of crime, passion and vialence. Shape of
things to come indeed! The synopsis ends with these words: *Amidst the lies of
logteal life, some times the only truth s in madness, in losing control......."

ADITYA
BHATTACHARYA

The truth about lent 18 amply proved in the case of 25-vear-old Aditya Bhat-
tacharyn, Director of Raakh. He is the son of the Bhattacharyas, Rinki and Basu
and & grandson of Bimal Roy, on his maternal side,

Aditya has had no formal tmining in film-making but he must hove surely pluyed
with celluloid strips and film cans in his childhood. He has been associated with
the stage as an actor, set-designer and lighting expert. He has also done some act-
ing stints in films. Still photogrmphy has been a passion with him und he has con-
ducted photogmphy courses in several colleges. More, be lias been a man agerofa
Jozz-rock bund. Raakh is his debut-making film, in which be has exhibited both
filmeraft and thematic concem,
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Salgam Homiwy! which won pocladm from the cognoscenti end the public st the Cunnes Fertival
in 1988 s Mirn Nuir's bumanist film about o steeet urchin of Bombay hedged in by the dregs of
socte ty—prostitntes, dmg tmfTickers and others. But there 18 the ather side of the ooin too

SALAAM BOMBAY!

1988/ Eastman/113 Minutes/Hindi

Production: Mimbhai Films,
NFDC Ltd,
Channel 4, Doordarshun & La Sept

Producer: Mimbhal Films

Direcion Mirn Nair

Screcnplay Soonl Tareporewala

Story: Mim Nair/Soon| Tarspomewnls

Cament: Sandl Sisael

Editor Barry Alexander Brown

Music () L. Submmaniam

Lend Plavers: Reghuvir Yaduv, Anits Eanwar, Nana Patekar, Master
Shafique Syed & Hansa Vithal

Enguiries : NFDC Limited, Nehru Centre, Bambay 400018

The documentary and fiction film are meshed well in Mim Nair's film. She and the
script-writer, Soonl Thmporewala, spent two months researching by meeting
countless number of Bombay's denizens, the homeless und parentless letds in
refon Institutions, jails and in the alleys and bylanes of Bombay. As manyus 130
of them were brought to a “drama” workshop and they performed improvised
stories bused on their experiences, Out of them, 19 were chosen to act in this
film,




As a counterpoint, three professional thespiuns Raghuvir (Mungeri Lal) Yaday,
Nana Patckar and Aneeta Kanwar, from stage and Alm are pitted against the kids
They enact the roles of Chillum a veterin of the street sellingdruge, “Baba", 4 mer
curinl “Bossmun” living with o “strong,  resilient”  prostitute, Relcha,
respectively

The film was finally shot in the d ingy streets, milway platforms, brothels, roadside
tes-shops, with the fresh eye of Sundi Sissell, The emerging macstro Dr. L. Sub-
rumanion hos scored the musie,

The film is centred mund Krishng, o bright-faced ten yewr-old, discarded by o
travelling circus, He is soon dmwn into the vortex of Bembay, the melting pot. He
dreams of working and saving five hundred mupees to take home to his mother, T
the process of working as o chaipay, delivering tea and bread to people at their
workplaces, he encownters policemen and prostitutes, “madmen and mid-
dlemen”, drug-dealers und patrons of “drugs and flesh.”

The waifs and urchins eking out a livi ng by devious means. but with their movie
luntasies, are the denizens of Bombay, the dregs of that mega-city. Even in thelr

poverty and grime, hopelessness und helplessness, these kids “celebmite the spdrit
of survival with all their humour, dignity, strength and flamboyunce *

MIRA NAIR

Forone so young in age (b. 1957) MIRA NAIR's achievements are many, includ-
ing the prestigions Palme D'Or from Cannes as well as the award of filnrbuffs there
for her Salsam Bombuy! Her cureer-graph has registored an ever-climbing lne,

Bom a Punjabi, her education was at Loretto, Shimla, Mirands of Delhi and Har-
varmd, Cambridge, USA with Visunl and Environmental Studies at the last-
“mentioned.

Mim's student Alm-thesis wis a two-ree) portrait of the Muslim communityof Old
Delhi entitled Jarma Masjfd Street Journal (1979). (First Prize: Connecticut and
Sinking Creek Film Festival, UUSA; theatrical nelesse at Film Farum, New York: and
Oberhausen by invitation. She was producer, director and Cameraperson of
this film.

Three years later, she produced and directed So Fir fom ndfa an hour-long
documentary on an Indian emigrant newstand worker in New York sub-way with
his wife still in Ahmedabad. Premiered in New York. it has| et telecast in 9 coun-
tries and invited to 18 international filn festivals, 1i eamed for her the Cine
Golden Eagle Award,




Hernext Alm, ihe six-reel [ndia Cabaret, about cabaret dancers in India, on and off
stage, has been telecast by Channel 4 in UK, PBS in USA, NDR in West Germany
and elsewhere. [t was awarded the Golden Athena at Athens and the Blue Ribboa
at the Americun Film Festival. The Global Village Film Festival hatled it as the Best
Documentary in 1985,

BoyorGirl? was the intriguing title of her nextfilm on the craze for amniocentesis
in [ndin & revaling, topical film, which was one of six-part tele-serial on "Women
and Development.®

With Salaam Hombay! Mira Nair has established herself as the youngest, most
entreprencurial woman fiim-maker from India, who has carried the world with
her.

Swarnn Hamalem (Gokden Lotos) bs the fimey title given to the Telugu flim of B Viswanath in
which o signboard painter becomes a cutalyst fn the development of his nefghbonr fnto o fmt-
mite duncer, who s hured by an Amenrican tourist to prosperity. But there i6 & surprine twisat in
the cnd.

SWARNA KAMALAM (Golden Lotus)

1988/ Eastmun/ 150 Minutes/Telugu

Production: Bhanu An Crestions
Producer Ch. ¥, Appa Rao
Drirection/Sereenplay/ Story: K Vishwanath

Camm et Lok Singh

Editor G Krishna Ruo

Sound: Pandumngan ( Prasad Stdio)




Music Naya Raja
Lesd Pluyers: Venkatesh, Bhanuprive, Sakshi Fangs Rao, Muster Shan-
mughm Srinivas & Sharon Lowen

Engquiries: Bhanu An Creations, 2-A Rama Street, T.Nagor, Madms
GO0 7

Swarns Kamalam (Golden T itus ) i6 the fancy title given to this Telugu film about
o young dancer, Meenn caught between tmdition and modernity, her futher and
lover. Meenn is the daughter of Vedantham Sathendra Shirma. a doyen among
Eunchipudi duncers. And, herloveris Chandra,a painterof banners and hoardings,
who 18 her neighbour, After “discovering” Meena as the girl nest door, Chanda
acquires the Pygmalion complex. He wants herto become aprima donna First he
paints her face on an advertisement bunner, which attrets the eye of an organiser
of an art academy that arranges dance PrOQIm e

Meena gets o breakthrough and her debut progmmme os o dancer is fixed. Dut she
chooses to dance on that day in the filmic Western style, outof whim and caprice to
put off Chandm and to “revolt” ngainst her father. ‘The venemble guru, that
Meena's futher is, dies of shock, But, Chandrs, far from being disillusioned. per-
sigts. Meenn, the wilful youngwoman joins ahotel as a housekeeper. The manuger
comes to know her potentialitics and now Meenn becomes a sophisticated cabaret
dancer of sorta

Meena attructs the attention of an American tourist-a lover of Indion dances, wh
wants her to excel in the tuditional st yle and she wunts to tike Meena with herto
USA. Meenu retums to tmdition that she had spurned earlier. Finally, the day
dawns when she is to leave for USA, Chandm sends hera bonguet and o lettercon-
grutuloting her. He goes back to his Job--painting hoardings—suppressing his
grief, Then, suddenly he looks around and sees Meenn dancing for him. A
dramatic ending indeed

K. VISWANATH

K. VISWANATH started his life as a sound engineer, having gmduated with

physics as his subject. He made his debutas a director in 1965 of Atmagouravium
(Telugu). It earmed u State Government Awartd,

Between 1971 and 1975, his films Kanlam Maarindhi, Chelleli Kaapuram,
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Sarada, O Seetha Kathaand JeevnaJyothi gathered for him aseries of awards. Vis-
wanath's Sanksmbharanam, which won four National Awards was a filmic plea
for the preservation of South Indian heritage of Carnatic music. His Saptapadi
also won & National Award und a Nargis Dutt Award also.

Viswanath's Hindi films, Ssargam, Kaamchor and Sanjog were money-spinners.
His Swatht Muthiyam got a National Award as the best Telugu film in 1988. And,
the State Government has hailed him as the Best Director

Temes {Darkuess) wos the ke that Hhistm Sabni geve to his Hindi novel abaat. Punjab duting
the holocuust of the partitien of Tndie. Now trensformed Wito & five-hour tele-serial by Govind
Nihudani, it tikes s bisck to the most trmmutie period of the birth of the two nations. Catharsis
{8 schieverd throwgh n sort of poetic nealism.

TAMAS(Darkness)

{087/ Gevneolowr/S00 Minutes/ Hindi

Production: Mlaze Entertainment Py Lid
Producer. Blase Enterainment gl Lid
Direction/Screenplay: Grovind Nihaband

Story: HhishmSahn

Camemni V.E. Murthy & Govind Nitulanl
Editor: Sutanu Gupta

Mupsic: Vanmj Bhatis

Lead Players: Om Purl & Deepa Sahi,
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Emquiries Hluze Entertninment Pvt Lid, Lalji Naminji Building,
Churchgate,
Bombay 300020

This five-hour long tele-film serial about partition in terms of human realities of
those involved is based on the Hindi novel of the same name written by Bhishm
Sahni, brotherofthe late Balraj Sahni, The film tumed out to be Govind Nihalani's
contribution Lo the 40th anniversary of Indin's attainment of Independence, seen
by millions on the idojt box, genemting o controversy

The location is o district in the undivided Purnijuby and the period is 1947, just
before the land mass of the Indian sub-continent wos divided into two states. The
narmative structure is episodic—with various episodes linked by Nathuo, o chamar,
6 “skinner” of animals and his pregnant wife, who gr through troumatic
expericnees,

One day, an unidentified chameter buys o dead pig from Nuthu for the then prin-
cely sum of five rupees, suying it is foran experiment at the Iocal veterinary hospi-
tol It toms out to be a deadly experiment to set uflume the religious
susceptibilities of Muslims, when this dead pig is found on the steps of maosdqoe
the next day. A group of Congress workers, which organises o dminnge cleaning
progmumimne, is thwarted and the Muslim local secretary of the Congress Party
makes the ominous stutement: “Vultures are goitg to descend upon this
town!™

There is a chain reaction to the incident. Hindu and Musliz [nmutics arouse the
passions, even while others appeal for peace. The local British Deputy Com-
missioner docs not take u firm stand and says: “As a matter of policy, we do not
wish to interfere in the religious affiirs of any community.” This is the policy of
allowing matters to drift to the worse, o policy of divide and mule.

Nuthu and his wife witness hormrstricken massive fires i the distant town ond
people in groups driftipg hither and thither for safety, They too decide to move.
Curfew is ultimately imposed and peace is sought to be restored by all
communities--but in vain. People are deserting their homes, their shops, their
plots of land. Hindus and Sikhs begin to migmte,

Amidst all the butchery and destriction, there are incidenis und episodes that
revenl the basie human concer for the fellow being. Two Muslim women give
shelter, much against the wishes of their menfolk. 1o an old Sikh ten-shop owner
and his wife. Later, they are escorted to o gurudwara in the next village. Nathu and
his wife also arrive there, where scores af people offer pmyers (o the Gury Granth
Sahib. Some of the men leave 1o forestall o possible atincl. When the men do not
return aome-of the Stkh women and children in panic jump into a well and immao
lnte themselves miher than fall fnto the hands of the altuckers, ( This real-life inci-
dent is now enshrined s part of o $ilh priver. )

A peace commilitee is formed by Deputy Commissioner Richard. A relicf coinip is
set up and the dewd bodies of ot victins are brought for identification and alseo
registration of lost property. It is hiere that Nathu's wife lands and afier tumbling
overdead bodies she confronts her husband's body. She collapses. She s rished
to a mukeshift medicul clinie. The cry of the newbom is heard--but it stops soon
after. Then, only the screums of Nathu's wife are hearnd.
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GOVIND
NIHALANI

Forty-eight-year old GOVIND NTHALANI vibed so well with Shyam Benegal that
he shot a whole string of filme for Shyam — Ankur, Charandas Chaor, Nishant,
Bhumika, Manthan, Junoon (National Award for Best Colour Photography-
1979) Kulyug, Arohan and Kondur. Eadier , he had photographed and co-
produced with Satvadev Dubey Shantatal Court Chalu Hai in Marathi, which won
the Critics' Award at Vendoe in 1971, He was behind the camem for Girigh Kar
nad's Kaduo, A one-time student of S.1. Polytechnic Bangalore in cinematography,
he had learnt the ropes under the celebrated VK Murthy. His commitment to the
New Wave films over o period of yedars acted ss a catalyst and prowoked him to
emerge 85 DHrector-Comeraman in his own right, shouldering double
responsibility.

Mihalani's Askrosh in Hindi, which won for him the Golden Peacock at VITT IFFI
and National Award for Best Hindi film ( 1981 ) followed by Vijeta and Andfh Satva
{ Best Hindi Films for Nationial Award in 1984) secured for him niche as a bold
fitm-maker, who can tackle violence, corruption, social tensiong with a panache of
his own. Subsequently, he made Party (competition entry at 1985 IFT1) and
Aghaat (Montreal 1986). His films have eamed for him plandits; and they have
fared well at the box-office.

Hig five-hour tele-serinl Tamas besed on Bhishm Sahnl’s novel about the
traumatic partition of India is the highest peak he has reached in as yel evaolving
career as a creative Director-Cameramen. Himself o refugee, who hed left his
home behind in Kamchi, Nihalani had known what the parlition meant to
{ndividuals and the masses, The popularity of Thmas was such that column sfier
controversial column was devoted to the film and its maker. The West Bengal
Government invited him and his unit as guests and armnged a five-hour con-
tinuous show of Tiunas

Anocther feather in his cap is that he was the Director-Cameruman of the second
unit for Sir Richand Attenborough’s Gandhi. He has also won awards from Indian
Documentary Producer's Association. His tmck-recond presages further
creative endeavour.
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Trishngni {Sund-storm) s the flnnle of the Alm scripted, produced and directed by Nabemio
Gihosly, [t 15 o Nt century (BO) story of three Buddbist meonls of 8 Cienteal Asinn monustery in
wiitdch & strple bot bewitching woman ks thrown n as the fiemme fitale.

TRISHAGNI (Sand Storm)

1988/ Eastman/ 180 Minutes/Hindi

Prosduction: Nabendu Ghosh Productions

Director/Screenplay: Nabendu Ghosh

Story: Samdindy Bandopadhyay

Carmem: Moloy Dasgupin

Editor: Afague Husein

Music: Salil Chowdhury

Sousnd: Ashwyn Balsawar

Lead Players: Nana Patelr, Aloknath, Pallavi Joshi & Nitiah
Bharmdwaj

Enquiries: Nubendu Ghosh Productions, £ Pushga Colony, Malad

(E), Bambay $00067

Veteran Nabendu Ghosh, who has written stories and scripts for a whole genera-
tion of Alm-makers, was inspired by Gautama Buddha's “Agni Dpadesh” to make
his first film as director-producer. The words of the Buddha that goaded him to
make this filmare:“Allohjects in this world are buming. Our eyes are burning. Our
senses are bumning. Our thoughts are burning, Everything |s constantly burning
in the fAre of malice, hatred, fascination and desire™
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To endow these words with flesh and to modke a film of powerful images, he hos set
his story in the arid desert region of Central Asia; and the period is first century
B.C., when Buddhism itself was still evolving. There is a small villege cafled
Sariput (obwviously named after Sariputra, celebmted in Buddhist chronicles).
There was o monastery around which the village had grown and it was under
Pithumittn, a saintly, compassionate monk ’

Ome day, there was o stupendous sand-storm that subnierged the city and the
ground floor of the monastery. Only four had survived; Pitumitia, his “fundamen-
wlist” disciple, Tehunda;and oddlyenough twochildren, o boyand gir, whom the
monks adopted and named them Ninvuna and I respectively.

Twenty years later, in deserted Sariput, apart from the two monks, who had
renounced the world, were the two youngsters, who were in the efllorescence of
youth. Nirvaoa, brought up through the rigours of monastic life is caught up in
struggle between flesh and the spirit. And then, oue day, Uchanda, sees It bailing.
Her “wet” charms are whiat Mars, the ¢ternal tempter, who had harassed even the
Buddhs, with his three deughters, dangles before the eyes of Uchanda. A spiritual
vage is om 10 the mind and heart 6l Uchanda. Itis furtherkindled by jealousy, when
Iti, now unknowingly tumed a femme fatale ls nenrer (o Nirvana than to
Uehandn

Nirvana rebuffs Iti's charms and eams his “Upasampada,” ( monkhood ) througha
rigorous life of abstinence. But the Eve in Iti sees through the machinations of
Uchanda and decides to win back Nirvana from monkhood. She succeeds on the
sand dunies, depriving Nirvimaofhis nirvana. He falls from grace. Uchanda sees to
it that they are denled food and water and finally they are driven oul. They plod
their way tut of the non-green Eden that fs around the monastery. Another sand-
storm is emerging from the horzon when the disciplinarian, fundamentalist
Uchanda searches his soul for jealousy and malice. He goes in search for them.
The ferce storm newrs the monustery. All the four are submerged.

This is basically an {lluminating story revolving around how the great schism in
Buddhism developed and resulted in “Mahuynsn” and “Hinuyana™ The
philosophical overtones are conveyed through memorable imoges and
trenchant words.

NABENDU GHOSH

Trishagni, an Indian Panorama entry this year, happens to be the first feature film
produced and directed by NABENDU GHOSH, although he las scripted for over
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0 Hindi films for Bimal Koy ( Devidus, Sujata, Bandini, ete. ) Hrishikesh Mukher
e tAbhiman ), Basu Bhattacharys ( Teesri Kasam ), Mohan Sehgnl f RajeJani ) Asit
Sen (Sharafat ), Dulal Guha {Tio Anjane ) Subhus Ghal ( Krodhi) und  several
others,

An MAin Literanire from Potna 1 Iniversity, Nubendu Ghosh worked for awhile
in the Bthur Government Secreturiat. Tt when he wrote 4 novel on the 1942
JII:JT-'\.'Ilh.‘nI.,]H..'i]l.le.lI!‘rL"rtl!-'I-fh.'u:ld|."~].lii.‘ll!-'-“ﬁ_’ii[llfhLuI[.'-Hiv{ up his job. He drified ta

Calcutta, where he was discovered by Bimul Roy and taken to Bombay in
T y=
1951

His screenplays have eamed for him laurels Filmfare Award (Majhti Didi),
Filmworld Trophy ( Do Anjane ) two Ultorath Gald Meduals (Majhi Didi and Teesri
Kasam. Amrit Buzar Patrika bestowed on him Ameit Puruskar.

Nabendu (shosh has ten novels and 12 collections of short stordes in Hengali to
his credit and severnl of them have been translated inw other Indion
lnnguages.

Vet tn Tamil, bs » bowse, o home, providing & roafl over the heml Buly Mahendrs in this flm s
the director, sereenplay writer, directsr of platography and editor, 11 is o simple wtory of o
viilliint woman's efforts agatnst mmmersble odds 1o batlel o howse for her family, Aml, the
worman is Archaan, who eumed the Best Actress Aveird in 1988

VEEDU (The House)

1987/ Eastman 108 Minutes Tamil

Production: Sri Kala Internuational
Drecton Screcaploy: Balu Mahendrs
Story: Alilla Balu Meahendm
Camem Balu Mahendrg
Editor: Bulu Muhendm
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Musie Naye Rojs

Sound: Rajan, Anand, Murthy & Laxml Narayan

Lead Players: Archana, Bhaou  Chondm, Sathiya, Choclalinga
Bhagnwadar & Inda

Enguines: Kaladus, Palanivapps Nagsr, Madms 600087

When the UN ideclared 1987 as the “Intermnational Year of Shelter lor the Home-
less™. it was with the irea of making people conscious of the vast human problem
of habitation for the poor. Balu Maheadra was inspired by it; and along with Ahila
Fahi Mahendra he fisbricated the story for this Tamil film which is ull phouthoving
a roof of one's own, over the head, a house,a home.

Sudha, on whom the story s centred is a working woman of 22 and unmarried,
Living in a tenement with a school-going sister and an ageing grandfather, she is
planning to get married to Gopi, s colleague at the office, where she is woking, But
dien o home is a vital necessity. About this tme, the landlord of the tenement
sends legal notice to vacate, which acts o catalysing agent in Sudha's life. The
wearch for alternative sccommaodation ends in frustration. Attempts to sell off the
small piece of land belonging to the gmndfather are futile.

At this juncture,awell-meaning office colleague, Iyengar, enters the picture. he
has recently built ssmall house und knows the ins and outs of building s home. He
offers to help Sudha Gopl, her fiance, officers his savings, but Sudhais depending
on It for her sister's marriage. However, all of them join together and get going with
house-building

The film narrates graphically the problems of loan applications and municipal
permissions and the wiles of a contractor, whio cheats Sudha Forunately o con-
struction worker, Mangs, steps in and helps her, Tensions mount und tempers go
wild when the roofof the house is to be built. This isalso accomplished with Gopi
fnancing, without Sudha's knowledge. Only plastering and flooring remain to be
done, when once again they are all faced with a massive problem, which deserves
to be seen on the proverbial “silver screen.”

BALU MAHENDRA

Forty-two years old BALU MAHENDRA passed out of the Filin and Television
nstitute of India in 1975 with a first class first and a gold medal in the
cinematography course. For a year or so, he worked with late RamufChemeen)
Kariat, P.N. Menon, Bapu and K Vishwanath ss o cameramarn. Some ol the films
shot by him for others are Neelr, Shankambhamnan, Multum Mallwrum. He star-
ted directing films from 1976,
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Mahendra is the wriler, clnemiuti grapher, editor and directar of his own films-
Rokila { Kannada) Azhivatha Kelangal and Moonram Pirai ( both Tamil ) Qlangal
(Maluyalam) Nireekshana (Telugu) and Sadma (Fiindi). He has won Natioonal
Awards, Best Cinematography Awards in 1977 ( for Black-and-White ) and 1982
{Colour), He has wor other awirds for direction als ), This vear's Panomma entry,
his Veedu, has been the Best Tamil film in Nutional Awsinds

In the Taemil fitm Vedbwm Pothithy {New Vedas) produced wal directed by Fheathi Bojao, the
rigidities of casteisim and erliboxy cust terrible slwsdows on the simple mml e of he penple

i movillage. Through a series of incldents the prople vesdiseover u new menning ti e millenbs-
ol Vedas,

VEDHAM PUTHITHU(New Vedas)

1987/ Eastman/ 180 Minutes/ Thmil

Production Junand Ar Crentions
Direction/Screenpluy: F. Hhammthi Rujug
Story: K. Kariman

Camem: B, Kannan

Editon: P Mohauirs)

Music Pevendmn

Sound: 2P Ramanathan
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Laad Players: Suthyura), Saritha, Rajs, Nizhalgul Eowl, Churuhasai,
Amala Master Dasamthi

Enguiries: Jonani An Crestions, E/2/G Parson  Apartments,
Maodms 600006

{0 Vedham Puthith ( New Vedas) the Tamil film, the focus is on the rising genem-
tiom fighting against problems of caste and colour, creed and superstition, which
ull contribute to a stormy situstion tn a Tamil village. Balu Devar, the headman
lives in ome part of ihe village. He is an atheist with a“golden heurt™. His son Shan-
kamspandi is a grmduate. [n another part of the village lives Neelnkania Shastri,
{who teaches at the Vedic school,) with his daughter Vaidehi and son, Sunkaran.
The flutter in the devecote begins, when Shankarapandi (4 non-brahmin) and
Vaidehi fall in love with one snother.

O o day the lovers meet at the local temple, the idol of goddess gets stolen and to
save Vaidehi's name from being tamished, Shankampandi takes the blame

Realizing the gmvity of the situation, Balu Devar promiscs (o replice the stolen
idol with a new one. Vaidehi confesses the truth to her father, who decides toget
her married off quickly as a second wife to a fellow Bruhmin. But Vaidehi has her
own ideas, fakes her death and disappears.

Soan Shunkarapandi und Neelakanta Shastrd confront one another ata nearby cliff
und aecidentally fall down the cliff and die. Sankar, Vaidehi's young brother is lefi
alone with none to look after him. Balu Devar adopts him as his protege. Vaidehi
retums from her hiding, only to cause further consternation. The man who was to
marry her, Krishna Iyer, disappointed and humiliated as he is, lets lpose
superstitious ramotirs that it was Vaidehi, an evil spirit, who was res ponaible for
the bad times in the village. Tempers mount und the villagers in a frenzy atack
Bulu Devar, who is protecting Vaidehi and Sankar—and Devar is killed. It is a
trnumatic moment for ull villagers and they realize their folly, It is a moment of
truth also und they feel the need for New Vedas.

For BHARATHI RAJAA, it was the hurd school oflife, which tavght him filmerufl
Hadling from a village in Madumi District of Tamil Nadu, A6-year-old Rajaa spent
half of his life doing odd jobs. He somehow managed to break the celluloid bamier
in 1068 by working as an assistunt directorand made his debut as a director with
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FPathinar Vahwathineley ( At the age of 16) tn 1977, which fetched him National
and State Awards. Aficr that there has been no turning hack.

Through his films, Sigappu Rojakkal (Red Roses), Nizhalgal, Alaignl Oofvathilai
(in Temiland Telugu ), Man Vasanai, Pucumai Pen, and Kaithiyin Diary ( Dineyofa
Prisoner) he was able 1o evolve his individual formula of blending lyricism and
wealism. In 1985, his Mudul Mariyadhai eamed the double honour of Best Film
and Best Director at the National Awards. In 1986, Kadolara Kavithaigal was
included in the "Indian Panomma ™ This year's Panomama enitry Vedum Puthithy
(New Vedus ) has earned for him (he San Thome Award and also the Award for
Best Film on Other Issues. Rajas has a special talent for launching new faces on
the Tamil screen

STOP PRESS
FILM EXPORTS UP

According o Cinema India of the NFDC, film expons fromm India shovwed
signs of consideruble improvement in the year 1987-88, sfter a decline dating
from 1981-82 due to video pimcy. As compared w 1986-87, exports went up
by Rs 18.83 million (26%) in 198788, This incresse is not due to the hike in
the exchange rate, us evident from the increase in the number of films expor-
ted during the year: 829 films (contmet-wise ) and 137 video rights as aguinst
722 films and 113 video rights in 1986-87 .

The increase in exports was not confined to the Arabian Gulf al me, which is
the largest territory and accowunts far about 33% of our total film exports; In all,
Indin caters 10 90 odd countries worddwide. The Incrense is in dlmoat every
terrtory except for a few countries like Enstem Europe, UK, TISA, Mauritius,
Muodagascar, ete. Contrary (o current trends with the spread of video technol-
ogy, while export of video rights went up by 20% export of films for theatrical
release and TV went up by 88% over 1986-87

NFDC's Diirect Exports have also contributed to increase in export eurnings;
they went up from Rs 11.91 miflion in 1986-87 (o Rs 153,11 million in 1987-
88, an increase of Rs 3.2 million. Indeed, NFDC's Direct Exports have always
shown an upwand trend. This is due to creation of non-traditional minrkels,
more active participation at foreign flm markets and an ubility 10 strike
unorthodox deals,
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INDIAN PANORAMA 1989 (NON-FEATURE FILMS)

The All India Panel for Non-feature films of Indiun Ponorame '89 metat the Films
Division Auditorium, Mahadev Road, New Delhi from the 26th September, 1988
e 18t October 1988

The Panel during the course of 6 days saw 72 films with a total running time of
ghout 87 hours.

The Panel recommended inclusion of the following ten films for the Indian Pan-
orums B9 Non-feature films section

. BEFORE MY EYES: Director: Mani Kaul

2 DISPOSSESSION: Director: NMH, Prasad

. DOORAM: Director: M. R. Rajan

4. FORESTS OF THE SEA; Director: Pumima Dutta

5. INDIAN THEATRE: Director: Jallar Patel

8 KANAKAMBARAM: Director: Dev Benegal

. RAMAKANT PANDEY: Director: Hamendm Eumar Bhatia

8, SAHAJA; Director: G, Aravindun

o SCROLL PAINTERS OF BIRBHTUM ( PATUA ): Director: Raja’ Mitru
10, THE KINGDOM OF (GOD: Director: Ranabir Ray

@

=]

Anjun Bose Memnther
Ashok Ahuain Member

Suresh Chabria Member

Cictober 1, 1988, Gopal Datt; Chairman




BEFORE MY EYES

1'.fBé_‘--’Hﬂ5:1:1Hr:rr_14m1r;':dlj Minutes/No Text

Provuction INFRAKINO Film Production Pyt Lid,
Direction - Mani Kaul

Screenplay Mani Kaul

Enquiries Lalithu Krishny

21 Chitmkoom

Altamonnt Road

Bombay $00026
MANI KAUL's Before My Eyes is in his own wonds g "fllmacape” study of the
Rashmir Valley without any commentary ordialogue, made “without reducing the
natunil dimensions of the valley to identifiable holiday commodities.™

"The new tourlst for the film is the old nature-tnaveller. Beginning with o white
stream, the flm studies a cloud, a lake, & boulder, g brtdge, o river {from {he
hielicopter first, then from ground ), the water. A mountain shrouded |n clouds is
followed by a hot-air balloon that floats acrues the harvested ficlds, nutumnal gkl

1o the spring green glade. The night with the moon dropping on the grey horizon.
And from here the Shajahan structures appear. the houselwat hus the cello player
playing the Raug Shri. From s waterfall enclosed by rocks, the film elevates upon
the snow-covered mountains, I{ chaneces upon the Cungabul Lake, where the sun
I8 scen in 8 burmning, but refracted moment in the stll bBlue-black waters ™

MANI KAUL

Manj Kaul made his debut as a director with Uski Roti and followed it up with
Ashud Ka Ek Din und Duvidha, all of which have won national awarnds, mode
waves at Milan, Chicago, Berlin and elsewliere and won critical acclaim. His other
Altms The Nomad Puppeteer, Historical Sketeh of Indian Women, Chitralmthi,
Arrival, Satah Se Ulntha Admi, The Desert of a Thonsund Lines, and Difyrupsacd
have likewise won swards and mve eviews. A Jawaharlal Nehru Fellow, he has
had restrospective shows of his films at Rotterdam ( 1981 ) nd Pesaro (1985).
His current productions are Aungan Birha for Films Division ani Nazar(a NFDC-
T.'Juunlurﬁhunw.lr-ﬂ]mj. He is engaged in making a long film on the Hfe ynd music
of Siddheshwari Dew,

Mani Kaul's philosophy: “I'd like to be like Cezanne, painting apples, but
revolutionising art in the process,”
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DISPOSSESSION

1088/ Black & White/533 Minutes/Music only

Production Film & Television Institute of India (FT11)
Direction : N.H. Prasad
Screenplay N.H. Prasail
Enquiries The Director

Film & Televiston Instliute of India

Pune 411004

[ispossession a diploma film, has been directed by N.IL PRASAD an alumni of
the FT1L A graduate rom Madms Universityand a post-graduate from the North-
Fastern Hill University, Shillong, Prasad hus taught in colleges and worked us a
Desk Officer in the Ministry of Defence. Then ‘the bug for {ilm-making bit him',as
the saying goes and be joined the direction course ol FI11

N.H. PRASAD

[Mspossession at one level underlines the documentary aspect of the polythene
bags like the interior of the polythene factory. Here, smill granules get converted
inio sheets of polythene, out of which polythene bags are made. These bags serve
muny purpioses and are ultimately dizcarded and collected by mg-pickers. They
are then Joaded on ticks and taken back to the factury, Here, they assume a new
form dispossessing their old forms. Thus recycling goes on

At another level the flm shows the captivating wid capricious journey of
polythene bags on mountain tops and fields, in the busy centres of the city, on the
fartunie-teller's board, rail teacks and beaches. The intimute contucts of the bag
with animate world are emphasised. Like an animate being, the bug flirts around a
woman's anlkles in an old fort, follows another on the edige of the swimming poal,
chases yet anothier woman inuenr It followsa blind old man on a deserted street. A
garbage collector meets with an accidentin his effor to catch s polvthene bag. One
of the buring bags falls ot a woman's fect. Her sari catches fire and the
woman collapses
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DOORAM

1988/ Black & White/34 MinntesMalavalom & English

Production : Film & Television Institute of Inihin { FT1I)
Directinn M.R. Rajan

Screenpliy M.E Rujan

Enquiries . The Directe

Film & Television Tnstitue of iy
Pune 411004

Doaram is the diplomu film (1988 ) of MLR. RAJAN, A graduate in philosophy

from Shree Keraln Varma College, Trichur, ke has specialised in directionat the
Film and Television Institute of India, Pune

M.R. RAJAN

The film s abouta man, whe hus strong culturul background but is content to live
i an alien eulture his whole life-time

Nirayan, the central character of the film, is about to retire from his office. He
migrated from the village to a far awny industrial city during his early life. He wit-
neased different stuges of hist my like feudal and colonial pericds, the indepen-
dence struggle and contemporary consumerist and neo-colonial society

He is getting letters from his mother about the miseries of villuge life. The migra-
tiom to the city continues all the same with the next generation alsn

Why can't the youth stay and work in their own villages is the question posed

FORESTS OF THE SEA

1988/ Enstmancaolour/G5 Minutes/Englisgh

Prodiaction Purmima Pictures
Direction ; Purnimo Duitig
Serecuplay Purmnima Dhatia
Enqguiries Mumima Pictures

95 Rushhwhari Avenue, Calcutta 700029

Firests of the Sea is o documentary on co-existence and inten lependence of life-
forms in the mangrove eco-system of Sunderbans in West Hengal through which
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the (Ganga flows to reach the sea. Sunderbans is an inter-tidal zone, which faces
tigh tidal waves and cyclonic storms but it is also the sanctuury of deer und mon-
keys, tigers and birds, lizands and cobras. This remote area of Indin has been
henutifully photographed by Soumentdu Roy und Gaur Karmuokar through spring,
monsoon and winter, underthe direction of FU RNIMA DUTTA A highlightofthe
flim is mass nesting of Olive Ridley tustles in Biter Kanika mangrove on the coast
of Orissa, which has not been filmed before

PURNIMA DUTTA

Pumima Dutts, well-known narmator for films and news-reader for TV, has been
involver with World Wildlife Fund as a Project Officer-and now she is the
Secretary-reneml of Forum for Action and Coordinution on Environment. The
danghter of an Indian Forest Officer and married to the late Ashim Chandra Dutta,
a film producer of Calcutta, she has reconciled her two mujor inlerests Wildlife
and Cinema in this film which was started in 1083 and completed in 1988
Visually exciting it is a film with a message

KANAKAMBARAM

1988/ Eastmancploun 15 Minunes/ English

Procduction Mutional Film Development Corpomation Lid
Direction Diev Benegal
Enguiries Natiomal Film Development Corportion Ld

Nehro Centre
Bombay $00018

DEV BENEGAL has been specialising in a series of filins on textiles — Andhrma
ikuts, Kancheepuram brocades, Panipal jacguards, Machlipatnam kalumkaris
and Tndian e rsever sinee he started on his own. His film Anantarupam on the
ikut saris of Andhra won the awards for excellence and best cinemotography fr
the year 1987 from the Indian Documentary Producers’ Association. He has also
nde shorts on pollution of River Kaveri and on film hoardings, Earlier Dev
Benegnl had been a first assistant director of Shyam Benegal, to whom hie is
reluted (in Kalyug, Arohan, Mandi, etc) and had looked after sound design und
editing of Girish Kamad's Urssv and Ramesh Sharma's New Delhi Times,
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DEV BENEGAL

Kunakambarum (The Cloth of Gold) is a NFDC backed film on the intricame
techniques of weaving used in the celebrated Kancheepuram brocade _aris

THE KINGDOM OF GOD

1987/ Eastmeancolour/72 Mirrtites/ English

Production Film Divising

Direction : Ranubir Ray

Sereenpluy ; SV Vasudev & Ranabir R
Enquiries Films Division, 24 Pedder Roud,

Bomnbay 00025

In this seven el Filing Division colour doctumentary, scripted by S8V, Vasudey,
Divector-Poducer Runablr Rav Hus paid & eelluloid tribue o the thousinds of
anonymous folk artisis spread throughout the length and breadih of the country
Tracing the follk arts from the earlivst extan; cuve peintings at Bhimbetka caves in
Modhyu Pradesh, this film provides a kaleidoscopic insight into the lives und
urtistic outpourings of simple rural and tribal folk. for whom ant is purt and puircel
of cliy-to-day life or during particular seasons

RANABIR RAY




Sucred and profane an, ritual and functional art are one and the same for the folk
artists. They use indigenous colours derived from earth and plants (o decorte
walls, courtyards, doorways, paper, scrolls, cloth, for that matter any surface that
can be painted with geometrical and symbolic designs and stylized drawings of
men, women, children and animals inspired by myths, legends, purenas, and even
contemporary history.

Runabir Raywho has specialised for several vears in making films on folkartists of
the eastern region with awe, reverence and empathy has once agnin made a film
with historical und philosophical understones,

RAMAKANT PANDEY

1 O88/ Plack & White/31 Minutes/Hindi

Productiom ; Film &Television Institute of India (FTTI)
Dhipecticon . Hemendm Rumar Blutia

Screenpiay Hemendm Kumar Bhatia

Enguriries The Director

Filin & Television Institute of India
Pone 41 1004

Ramahant Pandey around whom this diploma flm |s macle, habitnally sleeps {1
his office, oblivious of what goes around. One day, he §s canght red-hunded by a
new hioss, who is u strict disciplinarian. The other employees are afmid that he
miay get & memo or he may be transferred. Pandey gets panicky and is afraid thuent
his services may be terminated. In his despondent mood, he resorts to “bluck
magic.” When the boss dies of a heart attack, remorseful Pandey feels responsible
for his death and goes to séek alonement,

HEMENDRA EUMAR
BHATIA

A Grmaduate in Commerce from Kanpur University{ 1975) HEMENDRA KUMAR
BIHATIA has worked as a teacher in Stage-craft in the Bhamtendu Academy of
Drvamuatic Art, particulary scenic design, stage-lghting, and architecture etc. He
has directed about 20 plays and acted in about 14 plays for arganisations like
Bhumtendu Academy, Durpan, Abhinoy and Khoj. He has olso written about 12
plays including those for children. He hns worked as an Assistant [Hrector in a
Hindi feature film, Main Chup Nahin Eahoongi. He is an alimud of FTT1




SCROLL PAINTERS OF BIRBHUM

1988/Colour/17 Minutes/Eaplish

Production : Cinema Four
Direction Raja Mitra
Screenpliy | Ruja Mitms
Enquiries : Cinema Four,

26/2, Purbachal
Calentta TOOOT78

Seroll painting, the Indiun version of the comlc sirip, has bad a distinet tmdition
in India from the medieval period. Known as pat paintings and their painters as
patuas, they have had their hevday and now they are on the decline. The patuss
were well versed in Hindu mythology and epics and they painted in a stylized
muanner on specially prepared scrolls. They travelled from village to village with
their scrolls, which theynnfolded before the rurm] folk und normted the stories ina
sing-song manmer, mimicking and gesticulating now and again. Now, with the
clnema, video and television penetmting remote villages, patuss have lost thelr
charm. They are an endnngered species and theirpats are diseppesring, with more
and more villagers becoming daily labourers in the owns

RAJA MITRA

RAJA MITRA, wlio has made several documentury flme (on Coal, Indian
Railways, Calcutta, past and present and tribal resistunce ) as well as the Hengali
feature fitm, Ekti Jiban (which received the Indim Gandhi Award) has now
spotlighted a patua family of Malunchi, an obscure village of Rirbhum, inWest
Bengal Tt ie the family of Montrem, whose eldest member, Dukhiram, is perhaps,
the last inheritor of the putua tradition With sympathy, Raju Mitm reveals (he life-
style of u painter-story teller and the rich, vanishing tmdition of pat-painting,
which is part of the legacy of rurml parts of Bengal and Orissa

135




SAHAJA

198/ Fasrman Kodulk/38 Minutes/English

Produetion : Surve Kanthi Film Mukers
Direction : Aravindan

Screenplny Chandralekha

Enguiries Skills, 1 Elliot Besch Road,

Beasant Nagar, Madras 600080

Sahajs, which means becoming, is a highly evolved concept in [ndian Culture :
Ardhanarishwara-God who is half male, half female. This concept changed with
mystigue, in which the male and the female ure seen as unity and not as disparate
entitics, “In many ancient cultures, there are parallels to this concept, expre ssed
by o curve, a low, but not a dividing line. There are various manifestations of this
concept, philosophical, scientific and aesthetic, expressed in forms of ar, in
poetry and songs of the medicant saints, in iconography anid cmfts and in perform-
ing and narmative arts,”

“In folk and classical dance and theatre, the male actor playing a female role does
not merely acquire a hypothetical state of neutrality by careful exercises ortechni-
qués but has the positive ideal of arousing the feminity inherent in all men,
transcending the male in himself and becoming the female.”

In this film veteran artistes like Kelucharan Muhupatm (Odissi) Veduntum
Satyanarayana Surma and Kala Krishna (Kuchipudi) Eodamalur Kerunokarumn
Nafr (Kathakall) Kunhireman { Theyyam) Gaurmang Charau Raul and Bhagim
thi Ruaul {Chhaw) hove taken par

), . g ;

ARAVINDAN

Sahuju has been directed by G, Amvindan, cartoonist of long standing (with
Mathrubhoomi) and painter turned film-maker-with several highly-rated films (o
his credit. Tn 1974, Ditarayanam through which he made his debut won National
and State Awards. His Kanchona Sita and Thampy eamed for him National
Awards for Hrection. His next film Ezthappun won the State AwanlBest Film and
DirectionYand four other swards. Kummuiiy was Aravindan's departure into
children’s fitins. Palda Veyil brought in more awards. He had Chidambamor in
the “Indian Panorma ™ at the 1986 Filmotsey. The much alented film-maker has
also provided background music to the experimental film, Yam (Ol
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INDIAN THEATRE

INDIAN THEATRE
1988/ Colour/100 Minutes/ English

Production Films Dhvision, Government of Indin
Direction Jablwar Patel

Screenplay Jalbbar Parel

Enguiries : Films THvision, 24 Pedder Roud,

Bombay 400026

This is a carefully researched and painstakingly compiled cellulold wibute o
the Indian Theatre und the Natyashastm of Bharat Muni, which has sustained
our drama tmditions over the millenia. Appositely enough, ¢ has been con
ceived and executed by Jabbur Patel, veleran producer, director and actor of
the Marathi stage and Oim-maker, along with Yish Chaudhry of the Fllms
Hwision

The vardous regional drumatic tmditions from Ram Leels 1o Jatr, from
Tamasha 1w Keishnattum are dealt with. The contributione of the great Sunskrit
dramatists from Ralidesa to Bhusa are acknowledged: But thie Parsi theatre is
net forgotten. Nor Anmasaheb Kifoskar

JABBAR PATEL

The emphasis is on the renaissance In ludian Theatre. In this panommmic sur-
vey Bhombo and Tripth Mitm, Adi Marzgban, the Nattonal School of Disma. of
Ebmhim Alkazi, Vijay Tendalkar, Mohan Rukesh and Girish Karnad [ pluy -
wiightslBadal Sarkar, Satvadey Dabey, BV, Kamnth and Vijays Mehta {dinec-
tors ), MUK Raina, Om Shivpod, Naseeruddin Shah (actom ) and others ure all
fentured in more ways than one. And Naseeruddin Shalt whose first love is the
stage is the narmtor of the commentary, The film brings the history of moderm
Indian Theatre uptodate with the {nclusion of plays by Dalit playwrights
Excerpts from about a dozen plays are incorporuted into the film, mnking it o
delectable “moveable mation picture feast™ A calonrful. Tos g feather in the cap
of Jabbir Patel.
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FILM FESTIVALS: PROMOTION OF
INDIAN CINEMA ABROAD
SUNIT TANDON

It {8 fairly common knowledge that the Directorate of Film Festivals organises
the International Film Festivals of India in New Delhi and the Filmotsavs in
various film centres of the country every altemate year, as well as the National
Film Festival (the selection of National Film Award winners) every year in
New Delhi, What is perhaps not so well known, even within film circles, is that
the Directorate, set up in 1973, is also entrusted with the organisation of par
ticipation of Indian films in foreign festivals and the organisation of film
weeks under Cultural Exchange Programmes in India and ubroad.

The organisation of national and international fAlm festivals within the country
helps 1o stimulate the Indian flm industry through a process of affording film
makers due recognition, as well as the chance for directors, artistes, scholars
and critics to catch up with the latest trends in world cinema. However, it is
the promotion of Indian film participation abroad, the organisation of Indian
film wecks in different countries and the impetus provided by special pro-
grammes of Indianfilmsthat help foster an understanding of our films outside
the country. It leads to & wider recognition of the achievements of Indian film
makers all over the world,

These activities, by their very nsture, tend to hit the headlines only
occasionally. Such as when & Naseeruddin Shah or an Om Purd wins a best
actor award at the Venice or the Karlovy Vary festivals. Or when directors like
Mrinal Sen bag awards at Cannes and Montreal, Or when Costa Guvras
organises o retrospective of an actress of the calibre of Smita Patil at La
Rochelle in France. Or when Mira Nair arrives on the imemational film scene
by winning the “Camem d'0Or” for her first feature film ot Cannes.

1 reality, of course, these awands and accolades represent just the tip of an
jceheny, which often passes unregarded. Little is heard of the dozens of fes-
tivals in which Indian films participate ¢very year and win acclaim. Even less
is. heard of the “Indian Film Weeks” being organised in cities all over the world
and the large packages of films tracing the history, evolution and the varied
strands of Indian cinema that have been specially preparcd for screening in
severl countrics.

To tackle participation in foreign film festivals first, it must be mentioned thal
the Directorate really acts as & nodal, coordinating agency. Film producers can,
if they wish, enter their films directly in different festivals at their own cost
However, this cost of participation, entailing the preparation of sub-titled
prints, air freight and handling charges, can be prohibitive and quite beyond
the reach of the makers of low-budget films. This resource gap is filled partially
by the Indian Panorama organised by the Dimectorate every year, as films selec-
ted for it are sub-titled at government cost and spomsored for participation in
various film festivals abroad which show an interest in them, Momeover, the
director of any Panorama film, which is selected in the competition section of
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one of the major film festivals also has his visit to the festival to promote his
film sponsored by the Directorate.

The secret of successful organisation of participation in international film fes-
tivals lies in an appropriate matching of available fitms 1o upcoming festivals
every year. An intimate knowledge of the character and prediliction of each fes-
tval and Its onganisers is required in order to decide which film stands the
best chance of being apprecigted uwt which festival und where one can best
hope for un award, which will bring some deserved recodnition to {ts makers,
A film which might emende 8 winner at Venice may not vven create ripple ai
Cannes and what winild be appreciated at Kardovy Vary would tend 1o be very
different from what would impress at Berlin,

Similar considerations of national character and local tustes also guide the
selection of films for the various Indian Film Weeks thut are arranged evETy
year in different countries. These une onganised both under the provisions of
the bilateral Cultiural Exchange Programmes, which Tndia has entered into
with various friendly countries and, more informally, in collsbaration with dif-
ferent Indian missions and film Organisations abroad. About eight o twelve
such programmes are held on an svemge every year and they have steadily
attracted wudiences in countries from Afghanistan o Austria, from Iragq to
Indonesia, from Kenya to Kuwait, from Mauritius to Mongolia, from Partugal
0 the Philippines, from Sweden 1w Syria and inchiding Burma, China,
Ethiopia, Kampuchea, Qatar and Vietnan -- all told, a total of about 45 coun-
tries onall continents in just the past five years or 80. The impact of such pro-
Brammes in the country concerned is always heightened when a filim
delegation from India attends the streenings (o give the event a publicity boost
and an added edge of interest for the public. Unfortunately, this is posaible
only in a very few cuses,

By any yardstick, Indian films have also successfully cirved a niche for them-
selves in the intemational festival circuit, The last six or seven years have wit-
nessed 8 quantum leap in Indian participation in festivals abmad. For
instance, in the finuncial year 1981-82, Indian films participated in 15 inter-
national festivals. By 1983-84. this figure was up to 23, by 1985-86 it leapt up
041 and, in the period January-December, 1988 alone, this has climbed to
51 festivals worldwide These mnge from the Alexandrin, Amiens, Anlcara,
Belgrude, Berlin, Cadiz, Cairo, Cannes, Carthage and Como [estivals at one end
of the alphabetical spectrum, to the Tashkent, Troia, Vanieouver, Verice und
Washington festivals at the other

In many ways, the great thrust apparcol from even a cursory examination of
the facis and figures relating o Indian Film Weeks ubroad snd participation in
foreign film festivals has been assisted by the sudden {nflux of new prinis sub-
titled in English and French that has come with the organisation of large spe-
cial packnges initiated s far back as 1981 -82 with the Film India Project for
the USA and the package for the Festival of India in Briwin. This is o major
activity of the Direclorate, which has come 1o it over the years and which was
not originally envisaged in the responsibilities enitrusled to it There have been
nine such lange packoges assembled so far, two for France, two for the TISA
and one each for Britain, Canads, Sweden, the USSR and Jepas, These pag-
kages have ranged in size from about 100 films for the French and Canadian
screenings to only about 20 for the Swedish loL

However, the Important thing is that once prepared, the prints become an
asset for the Directorate and the film-muoker, available for further special, nor-
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commercial screenings if required. And the exposure that the packiges have
received in the international arena ensures that interest is aroused and the
films mre required in various other manifestations, as the word about their

avallability spreads,

For instance, without the prints prepared for the Festivals of India in France
and TTSA in 1985-B6, it would not have been possible to organise o major
“Indian Retrospective” of 44 films in Lisbon in 1986 or a festival of 27 films
in connection with the Frankfurt Book Fatr and & 13-flm festival in Vienna
(both in 1986). And, some of the same films served once again to put together
a package of 20 films for the "India in Switzerland, 1987" Festival, organised
in sssociation with the Indian Council of Cultural Relations and the Swiss
cultural organisation, Pro Helvetia,

Thus, it is important to realise that each package for which new prinis ane pro-
duced will have a multiplier effect by vastly enhancing the Directorate's ability
to supply films to interesied film promotion organisations the world over. At
the same time, the screening of each package abroad which catches the atten-
tion of the international media stimulates grester interest amongst film pro-
grammers in thind countries as well, so that the Directomte’s library of films,
and requests for the loan of its contents incresse hand In hand, Here, it should
be kept in mind that since the Direclorate receives funding for primt
acquisttions only on a programme-to-programme basis, the budgets thal come
with these special festivals and packages are the only sources fornew, subtitled
prints for it, apart from the maximum of 21 English-subtitled prints that are
made each year under the Indian Panorama scheme.

Of course, one handicap in the wider dissemination of Indian films so far has
been that prints available with the Directorate have been subrtitled almost
exclusively in English or French. Two large groups of countries which have
been relatively neglected as a result are those which speak  Spanish and

Arubic

However, awareness of this problem exisis and, recently, an experiment has
been made in sub-titling a few films in two languages simultaneously - in both
French and Spanish in the first instance. While some problems still remain to
be troned oul, there are hopeful signs in the development of our sulrtitling
experitise with the successful preparation of a package of 25 films subrtitled,
for the first time, in Jupanese for the Festiwal of India in Japan, which wus
held beginning in April, 1988,

There are other benefits, which accrue from the prepamtion of special film pro-

cs as well and these are natumlly more welcome to {ilm-makers. Some
possibilities for commercial release of Indian films have opened up afier they
have been seen fleetingly in one of these festivals. For instance, Guru Dutt's
artistry was appreciated for the first time in France after his films had been
seen in the Pompidou Centre programme of over a 100 Indian films onganised
by the Directorate in March-May, 1983. In 1985, while visiting Paris, 1 found
Pyaasa playing in not one, but three public theatres in the city. And Koagaz ke
Phool was also released in commercial theatres subsequently.,

Perhaps, even more than commercial theatrical releases, Indian films have
benefifted increasingly from enhanced interest in the purchase of television
rights as a result of the Festivals of India. But it would be simplistic to expect
that the screening of an Indian film in a festival would automatically lead o its
sale for screening in theatres or on television. This, indeed, is not the primary
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aim of screening our films at such festivals. We have to take o long-term view.

The main concern of the Directorate and the primary thrust of its promotional
activity for IndianCinema abroad s Lo provide exposure to the achievements
of our film-makers to cinephiles the world over. Thers is u need to do the
necessary groundwork to provide foreign audiences with a famework, within
which they can evaluate our films und see them in perspective, appreciuting
there individual flavour within the lanter context of Indiun culture.

This process Is necessary as our filins are often (like the best films anywhere)
s0 culture-specific that their nuances are lost on people belonging o societies
with completely different social relations and economic priorities. This task (s
made all the more difficull becanse so muny Indian stereotypes are already
embedded in the consciousness of people across the world as a result of the
images created by Hollywood and the Western media. In this context, u steady
Incrense in the screenings of Indian films sbroad (o festivals, film weeks and
special programmes is the only way o overcome these stercotypes and o
evoke interest where, at present, there may only be ignorance and indifference.

RECENT INDIAN PARTICIPATION AND AWARDS
WON IN FILM FESTIVALS ABROAD

1983-84: Participation in 23 Festivals. Awards: 1. Chokh ( Director Dipalendu
Chakmaborty) Cash Award equivalent to Rs, 12,000, Berdin 2. Kharif (: Mrinal
Sen) Specinl Jury Award, Cannes 3, Phanivamina (I Prema Eamnth) Intes
national Critics' Award for the Best Films, Orkunde Jury Avrd for the Best Film,
and Film Dukatent Official Cash Award of DM 2000 plus o Gold Medal,
Mennheim.

1984-85: Participation in 26 Festivals. Four films in different sections at Cannes
and three films in different sections in Berdin. Mrinal Sen Retroat Tashkent, Smita
Patil Retro at La Rochelle, Sutyajit Ray Retro st Sao Paolo and screening ofthe Apu
Trilogy at Rio. Awards: 1. Om Puri, Best Actor for Andh Satyu, Karlovy Vary -2,
Nasceruddin Shah, Best Actor for Andh Satya, Karovy Vary 2. Naseeruddin Shah,
Best Actor for Paar, Venice 3. Paar{D: Gautam Ghose) Unesco Award for a film
from a Third World country, Venice 4, Khandhar (D: Mrinal Sen) Special Jury
Award, Montreal 5. Khandhar (D. Mrinal Sen) Best Film Golden Hugo Award,
Chicago 6. Godam (I Dilip Chitre) Special Jury Award Festival of Three Con-
tinents, Nantes 7. Maya Miriga (1) Nimd Mohapatra) Thin) World Competition
Award, Mannheim.

1985-86: Participation in 41 Pestivals. Awards: 1. Dmbartha (I Jabbar Patel)
FIPRESCI Awurd, Varna 2. Gopi, Special Jury Award for Acting in Katathe
Kilikkoodu, Asia-Pacific Film Festival, Tokyo 3. Vijaya Mehita, Best Supporting
Actress Awurd for Party, Asin-Pacific Film Festival, Toloyo 4, Sagruosh (1 Mahesh
Bhatt) Special Jury Award, Moscow 5. Ghare Baire (D: Satyajit Ray) Special
Golden Prize Damascus 6. Maya Mirigs (D: Nirad Mohopatra) Special Jury
Award, Hawaii.

1986-87: Participation in 35 Festivals, Awards: 1. Amrita Kumbher Sandhaney
{(D:Dilip Roy) Best Film on Hiaman Relations, Santarem 2, New Delhi Times (1
Ramesh Sharma) Prof. AM. Brousil Memorial Opera Prima Awards, Kariovy Vary
3. Janam (D: Utpalendu Chakraborty) Gold Medal for Direction, Locamo B,
Mayuri (I): Singeetam  Srinivasa Rao) Best Art Dircetion, Asis-Pacific Film Fes-
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tival, Seoul 6. Rao Saheb (I: Vijaya Mehta) Best Film in the Third World
Section, Mannheim,

1987-88: Participation in 45 Festivals. Awards: 1. Paar (D: Gautam Ghose ) FIP-
RESCI Award, Vama 2, Geetn, Best Actress Awand for Fanchagni, F irat NAM Film
Festival, Pyongyang 3. Mahua Roy Choudhury, Best Actress Award for Admi aur
Aurat, Damascus £ Mirch Masals ( D: Eetan Mehta) East-West Centre's Best Film
Award, Hlawadi.

1988-89 (Jun.-Dec. ) Participation in 51 Festivals. Awards: 1. Salaam Bombay (Ix
Mira Nair) Camera d'Or Award, Cannes 2. Antaryali Yatm ( [ Gautam Ghoslt)
Golden Semurg Award for the Best Film, Tashkent A. Anantamm (D: Adoor
Gopalakrishnan), FIPRESCI Award, Karovy Vary 4 Halodhive Choraye
Baodhan Khai (D:Jahnu Bana): Three Awards (a) Grand Silver Leopard for the
Second Best Film ( B) Locaro city's Second Award (C) Honoumble Mention by
the Ecumenical Jury Locarno 5. Indra Bania, Best Actor Award for Halodhiya
Choraye Buodhan Khai, Locamo,

RECENT INDIAN FILM WEEKS ABROAD:
A GLANCE AT COUNTRIES COVERED

1985-84: Cultural Exchange Progmmmes (CEFs) Poland, Algeria, Yugoslavia,
China and F.E. Germany.

1984-85: () CEPs: Gireece, USSR, Mauritius. (b) Out af C.E.P.s: Indonesia, Nor-

way, Sweden and Madagascar.

1985-86: (n) CEPs: Syria, Finland, USSR, Mongolia, F.R. Germany. (b} Out of
CEPFs: Japan, Singapore, Yugoslavia

1986-87: (a) CEPs: Norway, USSR, Portugal, G.D.R. (b) Out of CEPs; Sri Lanka,
Ttaly, F.R. Germany, Bangladesh, Kampuchea and Austria.

1087-88 : (a) CEPs: Czechoslovakia, Mauritius, Vietnam, Spain, Yugoslavia, Img.
(1) Out of CEPs: Muuritius, Afghanistan, Kuwait, Philippines, Kenyn, Qatar,
Burma, Sri Lanka, Bangladesh, Syria, Ethiopia and Sweden.

1988-89: (1) CEPs: Mexico, Bulgaria, Polund, Mongolia, Qatar and Cuba {b) Chut
af CEPs: Mauritiugs, Guyans, Bangladesh, S Lanka, Philippines and Thailand.

FESTIVALS OF INDIA AND SPECIAL
PROGRAMMES: A SUMMARY

1. Film India Project in USA: Over 70 films in 1981-82

2. Geomges Pompidon Programme, Paris: Over 100 films sub-titled in Prench
and English - March to May, 1983,

3, Exposition of Indian Films in Canada: About 90 films shown in Montreal,
Torotito, Edmonton and Vancouver in collabomtion with the Conservatoine
Art Cinematographique de Montreal - July to September, 1984

4. Festival of India in France: About 100 films in four categories

(1) Retrospectives of Actors and Actresses, {ii) “One-Man Industry” pac-

kages ( iii) New Indian Cinema (iv) South Indinn Section.

Inaugumted on September 25, 1985. A Seminaron “Cinemaand New Audio-

Visual Technologies™ was held in Paris October 16-18, 1985, attended by a

15-member delegtion. Also a photogmphic and slide exhibition

Festival of India in the USA: About 50 films. Organised in colluboration with

the Museum of Modern Art, New York Inaugurated in New York on October

&
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£5, 1985 with Raj Kapoor as the Chief Guest. Inaugurated in Los Angeles on
November 2, 1985, screening continued till November, 1986

6. Festival of India in Sweden: 12 feature and 8 non-feature films. Held from
September 25 to November 1, 1987.

7. India in Switzerlund 1987: 20 films sub-titled in English and French
Omganised in collsbomtion with the Indian Council of Cultural Relations and
P Helvetin.

8. Fesowval of India in the TSSE: 65 films, Fourdelegatlonsatiended the Festival
in different venues. Seminar on “New Decades of Indian Cinema™ held iy
Tashkent A film music group led by Asha Bhonsle pedormed in 8 cities,

9. FestivalofIndia inJapan: 25 films subtitled fn, lapaniese in five thematic pac-
kages : (a) History of Indian Cinema (b) Commercial Cinemu (c) Trends in
New Cinema (d) Women Characters in Cinema and (e) Young Directoms.
Inaugurated on April 15, 1988,

DFF ADVISORY COMMITTEE

The following are the Members of the Advi sory Committec for the Directorute of
Film Fesiivals, New Delhi

L. Mr. Gopi Arora, Secretary, Ministry of Information and Broadcasting, 2, Mr.
DV Raju; 8. Mr. Adoor Gopalakrishnan: 4. Mr. Girish Bamud; 5. Mr. G.P Sippy,
6, Mr. Buddhadev Das Guptu; 7. Mr, DK Sircar. 8, Mr. Mrinal Sen, 9. Mr, BK.
Karanjin; 10. Mr. NV.K Murthy; 11, Mr. Shyam Benegal; 12, Ms, Shahann Azmi;
13, Ms Apama Sen; 14. Mr. Ramesh Prassd (FFI) 15, Chairman of the Federation
of Film Societies of Indin { or his nominee ) 16. Mr. Lalit Mansingh (ICCR) 17. Mt
PR Sarkar, 18, Mr. BK Zuishi: and 19, Ms Urmila Gupta (Member —
Secretary).

154




NATIONAL FILM DEVELOPMENT
CORPORATION LTD — 1987-88

Dhuring the year 1987-88, NFIIC has maintained & steady growth and the various
promotionul activities have helped in bringing the film industry into a close rap-
port with the Carporation. Though NFDC has been offering all its services and
facilities at concessional basis as ngainst market mtes, it has succeeded in con-
verting some of the cost centres into profit centres. On the other hand, some of the
new activities have mrmed out to be profit centres.

Revenue receipts for the year were Rs.7711.26 lakhs as against previous vear's
Rs.6082.56 lakhs and the profit before tnx amounted (o ReB1.46 lakhs as com-
pared o Rs.78.09 lakhs of 1986-87.

Apart from sanctioning loans and continuing with 100% productions, NFDC
collaborated with Doordarshan for production of special feature/telefilms and
also successfully completed productions with foreign co-producers. NFDC
financed/produced films have so farwon 183 awands st national and 33 awands at
internutional levels, During the year, Jonns were sanctioned in eight cases and an
amountof Re. 52,99 lakhs was disbursed. Gandhi continued to bring in profit and
during the year, an amounl of Ks, 12.87 lakhs was recelved mostly from foreign
sales. As a part of its efforts o popularise good cinema, the National Film Circle
continued its screenings at Nehm Centre;

During the year 1987-88, NFDC processed and passed shipping bills for
Rs906.74 lakhs. This is a considerable improvement over last year's export
figure of Re 71848 lakhs Direct export by NFDC showed marked improve-
ment by touching a figure of Rs 15099 lakhs as against Rs119.07 lakhs of
1986-87. Out of this, the amount generated on account of export of regional
films works out to be Rs265]1 lakhs. Effective business contracts worth
around Rs. 740.37 lakhs have been made from market participation right from
1980-81 of which contmcts worth Rs 44566 lakhs have already been
fulfilled. NFDC's earnings from agency commission and canslisation service
charges are Bs, 538.35 lakhs. Recovery towands its own investment, outstund-
ing loans and bad debts works out to Ra. 39.66 lakhs, muoking the carmings of
the Corporation because of participation in Film Markets, R 98.01 lakhs.

From the distribution of foreign films, the Corpomtion’s gross camings have
been Rs.203.99 lakhs. Sixiy-three films were imported. The important titles
are Nicholas Roeg's Insignificance, Maria-Luisa Bemberg’s Camila, Andrei
Tarkoveky's The Sacrifice, Thomas Alea’s The Survivors, Emanno Olini's Long
Love The Lady, Andrej Wajda's Danton, Francesco Rosl's Carmen, Volker
Scholondordl's Swann in Love, John Badham's Short Circuit, Randal Kleiser's
Flight of the Novigator, Bernardo Bertolucei's The Last Emperor. In addition,
nine classice of David Lean, four of Alfred Hitcheock and four films of Nor-
men Wisdom have also been imported during the vear.

NFIXs project of producing and marketing recorded video cassettes proved
successful during 1987-88. From the video cassettes of foreign films, the
activity branched off to Indian classics. Satyajit Ray's Apu Trilogy released
during the period has been very well received.
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During the year, NFDC sanctioned 12 Joan applications for construction of
theatres involving an amount of Rs. 92,50 lakhs in partnership with State Film
Development Corpomations and Commercinl Banks, where NFIXC's share of
loans worked out to be Rs. 65.75 lakhs.

The earnings from speclal technical profects went up to Rs. 60.73 lakhs, a big
jump from last yeur's Rs. 38.28 laklis. NFDC's Subtitling Services have con-
tributed right from the beginning to save forelgn exchange worth Rs. 300
lakhs with an initial {nstallation cost of Re 49 lukhs The facility of electromic
subtitling on video tapes has also been added.

The other important activities during the period have been non-commercial
exhibition of Indian and foreign films, holding regional film festivals, Aghting
ngainst video pimacy, publishing NFDC News and NFDC Samachar and the
expansion of NFIXC Library, NFOC's quarterly magazine Cinema in India has
been wecepted as on important publication dealing with all aspects of Indian
Cinema,

The Corpomtion continued with its Hindi progromme and during the year it
received the Nutional Awand under the "Indima Gandhi Rajbhasha Scheme™ for
Pablic Sector Organisations in ‘B’ Region for outstanding work in Hindi and
implementation of official langueage.

NFDC: NEW BOARD OF DIRECTORS

The new Board of Directors of the National Film Development Coropomtion
Limited was announced in mid-November, 19858, The Board Membem are:
Chalrman : Mr. BK. Koranjia (former Chairman of the erstwhile Film Finance
Comporution Ltd and former Editor of Filmfare and Screen), Ms Maltd Thanbay
Vuddyn (Managing Directoryy Mr, NNH. Ruma Krishas (Executive Director,
Finance); Mr, Shiv Sharma (Acting Director-Genernl Doordarshan); Ms
Urmmila Gupta ( Director, Directorute of Film Festivals) Me B Zutshi (Jaint
Secretary, Ministry of Information and Bormsdcasting), Mr Tapan Sinha
(Bengali Film Producer amd Director); Mr. MT. Vasudevan Noir (Malayali
Httterateur and film-maker), Ms Sai Paranipe (Stage, Film and TV Director);
Mg Mrinul Pandey, ( Editor, Hindustan Sapthaik); Mr. Raul Ahmed (Editor,
Filmfure); Ms Suhssini Hasan (South Indian Film Star) and Mr. Ramesh
Shurma ( Docomentary Film Producer/Director),




CONTRIBUTORS

2

=}

10.

11.

12

AMIT KHANNA: Film producer, director, story-writer, scenarist, lyric-
writer, and a spokesman of the Indian feature film industry at seminars and
in publications; a researcher and writer.

T M. RAMACHANDRAN: Editor formerly of Film World and now of Cinema
India-International; long time ago, he was with Sports and Pastinte : one of
the key founders of Indian Academy of Motion Picture Arts and Sciences.

MAITHILI RAD: One of the leading film eritics maturing as a filmologist; an
activist in the Feminist Movement in the country;has been sssociated with
DFF publications.

BD. GARGA: Film-maker and historan of the Indian Film, who has
specialised in making documentary films on “grtists™, o flmologist
recogriised by UNESCO and other intemnational bodies; a one-man archivist
of filmlore, documents and photographs.

PRABODH K. MAITRA: Chiel Executive, NANDAN, Calcutta, and Joint
Secretary, Ministry of Information and Culture, West Bengal Government;
film society activist; at one time associated with DFF.

JASHWANT JADHAV: A lecturer ata Sagar  Kamataka) College; keen prom-
oter of the film and drama movement triggered off by Ninusam: he is an
asaonciate of K.V, Subbanna, founder of Ninasam.

BUNNY REUBEN: Long-time film critic of Bombay, short story writer, an
“experimentalist” ltterateur with intemational recognition; close assoclate
and adviser to feature film producers and directors from Raj Kapoor
downwards. His book on Raj Kapoor is being published by NFDC 1o coincide
with the Raj Eapoor Retrospective.

AJOY K DEY: Till recently the Generul Secretary of the Federation of Film
Societies of Indid; a long-time film  bufl] dividing his time between the
Reserve Bunk of India and Alms.

A. RAM BABU: Film Critic of Deccan Hemld, Bangalore: he is also in chamge
of the Arts and Culture pages of the joumal: & keen student of the history and
development of Kannada films.

PURUSH BAOKAR: Starting life as a Cinematogmpher in the Films Divi-
sion, he has made & mark as a chronicler of Marathi films. He is a producer-
director of several films, mostly documentaries. He is Geneml Secretary
of IDFA.

€V, ARAVIND: A freelance journalist, who has done a great service to films
from Tamil Nad by writing about them with a proper perspective, untainted
by ideology and box-office mythology.

G KRISHNA MOHAN RAC: A mulki and an alumnus of Osmania Univer-
sity, Hyderabad, who has gone into various fields, from films to politdcs; he is
working with Mafnstrearn and IPA.
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18.

14

15.

17.

18

CHIDANANDA DAS GUPTA: The doyen of serious film critics, film-maker,
regular writer on films in national dailies, author of books on Cinema.
College-mate, former colleague and chronicler of Satyajit Ray's development
as u maestro; he is also founder of the FFSI; his contdbutions to & “Better
Cinema” in India are many-sided.

BRATESHWAR MADAN: A leading Hindi film critic, who writes for several

papers. He has an instinetive nationulist perspective, well-versed as he ia in
Indian Culture,

BACHCHAN SRIVASTAVA: A doyen among the Hindi film critics, he is
much more than a mere critic; his contributions being many. His word has
invariably been the last in discussions,

. V& CHERIYAN: Film Critic and journalist: a Delhi Correspondent of

Amrita Bazar Patrikn; now involved in cumrent affatrs television
programmes.

NEELIMA MATHUR: Scriptwriter and Executive Producer of the tele-
serials Aise Bhi Hota Hai and Kya Bast Hai, An alumnus of Indaprastha
Callege, Delhi and the Intemational Institute of Muss Communications
Berlin (GDR),

]

SUNIT TANDON: Deputy Director, Directorate of Film Festivals; and
alumnus of St Stephen’s College, Delhi; actively involved with the
Theatre; dmama critic, Western music buff; music eritic; news reader,
Doordarshan,

JAG MOHAN: Filmologist; Edited two journals devoted to serious cinema;
former lecturer at FTII; Written two monographs for NFATL also over 30
scripts for documentaries; at one time in the Censor Board; one of the BEvEn
founders of the Fedesation of Fi Societies; chronicler of the Documentary
Movement (official and non-official); Author of Kama Kreeds/
Sexistentialism.
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