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"The cinema, let us remember, is one of the
higgest influences in the modern world, There are
many other things which influence people—books,
newspapers and so on. But [ think it is perfectly
correct to say that the influence of films in India is
greater than the influence of newspapers and books

combined.”
—Jawaharlal Nehru
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This book is dedicated to Smita Patil, a conslan! slar of Indian Cinema,




Lost Presence

Someone once compared Smita
Patil to Anna Karina, the lconic
figure of the French New Wave of
the sixties. | remember being
slightly annoyed when | read this,
Why turn someone so essentially
‘Indian’ into an imitation icon? But
when | sat down to write this
tribute (a painful task for me) 1
recalled a tribute to Anns which
perfectly fits Smita..."how intense
an impression a girl can make if
she knows how to be filmed, if she
divines how the camera exploits
her, and yet still consents to it
without mannerism, irritation, or
prudishness."

Benegal, her discoverer, was right
when he singled oul ‘presence’ as
Smita’s first netable guality. Those
who missed her early TV
appearance missed something, [
saw her on the box long before she
became a star. Her mere presence
became & pleasure. | remember one
programme where she sat slightly
oulside the discussion circle,
intervening rarely. One couldn'y
concentrate on the discussion.
Smita's shimmering quality of
radiance enveloped the small
screen. 1l was when you met Smita
that you realised that the screen
image was less powerful than the
real life one. Her eyes, her gaze had
a special quality—it looked ai

you, sized you up, troubled you,
occasionally looked beyond as if
searching for some unattainable
object. It was this intriguing,
somewhat ‘lost’ quality of her look
that Benegal marvellously captured
in Nishant and Kondora and
Rabindra Dharmaraj in Chakra.
The “presence” of Smita is
unmatched in the history of Indian
cinama.

Ta that presence was allied an
enormous vitality. It was much
more than effervescence, or
ebullience {and this is where she
went beyond Anna) It was vitality
compounded of sensuality,
earthiness and a certain rock-like
(this may sound odd but 1 cannot
find a better expression) intogrity.
Whal gave a special edge 1o this
vitality was a kind of vulnerahility,
even fragility which went with it.
Smita displayed a flash of all this
in Manthan.

‘Smouldering’ was the word most
often used to describe this guality.
It did not do justice to Smita. 1o
Manthan Smita showed sexual
nead and withering contempt for
its lily livered rejection. Bhumika
showed avidity lor life, bitter
marital struggle, the traps that
await the bright and hungry-for-
experience women. There were
some ups and downs in the film,
but the mixture of aestheticism
and a tigerish sense of freedom
was unforgettably rendered by
Smita. A director very different to
Benegal, Ketan Mehty, used Smita's
brand of vitality in a very different
way in Bhavni Bhavai. Here
psychological individuation was
not attempted. There was orgiastic
revolt, abandoned carousal. Smita
sparkled here in a kind of gypsy-
impish-elfin-mocking, impulsive role.

In the week at Nantes (France) |
spent with Smita, Girish Karnad
and Adoor Gopalkrishnan, a few
years ago (we had gone there as
members of g film delegation), 1
experienced both the vitality and
the sprightliness. If [ struggled
with a suitcase hurrying to the
train in the [reezing December air,




Smita would seize it and march off.
Being with her was great fun bul
also a rollercoaster ride. She was
no hypocrite, If she was bored with
you, she was bored with youw. But
if you said something thal held her,

She would become alive:

I remember one particular incident,
The Indian delegation were guests
of hoenour at the Nantes mayoral
Function. As we marched up to the
hall, Girish, Adoor and Smita
decided | should introduce them.
Then, to their horror, they noticed 1
wore na tie, "You are all climbing
up, so you have to dress up, I-am
retiring this year, so I gladly dress
down," | said. Just before she
entered the glittering hall, Smita
turned to me and said “You know
you are slightly mad. So am [.'

And that brings me to Smita's
third quality. EM. Foster said: “An
artist tends to be an outsider.”
Smits was & genuine outsider, not
a stage one, When she tried stagey
‘putsider’ roles, as in Haadsa or
Arth, she failed. But her slightly
off-centre attitude Lo life, her non-
conformism, her hluniness, her
inner fire ran like an enriching
stream beneath all her
performances. She has been called
insecure, even neurotic. But all this
was the very sine qua non of her
screen persona. Take her roles in
Umbartha or Bazaar. An
apparently steaight role in
Umbartha rose to great heights in
the few minutes she confronted the
one-man commission with intensity
and honesty. Even in-an uneven
film like Bazaar she brought off
that unforgettably tragic scene
where mothers prass their
daughters on her to be married off.
The acme of the oulsider Smita
was of course Tarang— willing dupe

of the enemy class. yvel their final
betrayer. 1 have amhivalent feelings
about her foray into ‘mainstream’
cinema. There were a few modestly
good efforts: Bazaar. Amrit.

Bheegi Palken were among them.
But these remained few. 1 had
strong disagreements with Smita
on this point on the few occasions
we met, She tried roles of
harrowing poverty, of ‘heroic’ stern
women. No go. She came from the
grey world of middle class
complexity and she played best on
home ground. [ think she was a
cangenital oulsider, desporately
trying to become an insider in the
formula-ridden mainstream cinema.

S0 how does one sum up Smita's
achievemant? At the risk of being
misunderstood, let me say that she
remained an actress in search of a
director, An actress of her guality,
with her toncealed passion, despair
and love of life, deserved a
Bergman, a Bunuel or a Renoir. But
at least young Sandeep Ray got a
superlative performance out of her
in his TV episode Abhinetri.

If her work is viewed in totality
and if the history of our cinema
were (o be written at this moment,
I-shall rank her with Nargis and
Nutan at the top. A few months
ago she sent me a scribbled note,
hauling me over the voals for my
‘personal’ criticism, praising one of
my short stories, Then she added
in a typical P.S. "People say | am
undiplomatic. I shall becoms
diplomatic when | grow old. And
that's a long way off."

Today the memory of that note is
both lovely and tragic.

—Iqbal Masud
{Courtlesy: Express Weekend)
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FOREWORD

The Directorate of Film Festivals has great pleasure in presenting the
Panorama of New Indian Cinema at the Eleventh International Film Festival
of India held in New Delhi from Jan. 10 to 24, 1887,

The Panorama screens twenty-one select featurs films made over the
previous year, These films represent cultural and regional cinematic facets
and talents of & diverse Indian community,

The Panorama was introduced in 1979 as a special feature of our
International Film Festivals. Over the years, it has grown to be an immensely
popular feature, both for delegates from abroad and audiences in India. The
Panorama is now a unique showcase for New Indian Cinpma,

The 1987 Panorama package conveys new trends, The number of Hindi
films it contains has increased to ten, which is almost half the package. More
and more Indian filmmakers are turning to the Hindi language in preference to
their regional one, because Hindi allows for much larger sudiences spread
over a larger part of the country. Secondly, the sharply individual dictates of
filmmakers are evident. Their pre-occupations range from personal and
domestic crises (Ek Pal) to rural hardship (Debshishu), to creative artisans
caught in the web of industrialisation (Susman), to recreating the lives of our
ancient saints (Madhvacharya), or to examining the cultural truths in our
ancient haadicrafts (Mati Manas),




The twenty-one Panorama films include first films (Kalpana Lajmi and
Pradip Krishen), as well as films by established directors (Aravindan, K. G.
George, Shyam Benegal, Basu Bhaltacharya). Two films (Oridathu and Amma
Ariyan) have been made on individual contributions—of different dimen-
sions though— pointing to yet another avenue for financing film.

Another two films have Indians looking at themselves in colonized British
India. Both these films —Massey Baheb and Mirch Masala—are competitive
entries in the Eleventh IFFL

Finally, the shorts and feature-length documentaries selected for the 1987
Panorama present a colorful cultural patchwerk. They represent several
directors of nole as well as the new works of students.

New features in the overall coverage of Indian Cinema al the Eleventh [FFI
are 21 films representing the mainstream cinema made over 1985/86, These
films convey the extraordinary sway of the popular film over the Indian Glm-
adoring public,

A 'Tribute to Playback Singing' of some seven carefully chosen films, pays
tribute to over fifty years of sound in Indian Cinema. They embody the
inexiricable link of sound to sung that characterizes Indian popular cinema 1o
this day.

The tragic death of ooe of India's most gifted actresses, Smita Patil, on the
eve of the Eleventh [FFI, will inevitably be falt right through the festival. A
homage to her will be accorded with the screening of seven of her outstanding
films. The inaugural of the Panorama, Ketan Mehta's Mirch Masala, will he
held in her memory.

Smita Palil was a domipnating spirit and constant star of the Indian
Panorami over the years. This year's companion book to the Panorama flm is
dedicated to her.

URMILA GUPTA




FEARS FOR

THE NEW
DAL
ks WAVE CINEM

Is cinema an endangersd spedies in India? There has been an endless series of
articles and interviews on the subject; box affice peceipts in the theatres have
gone down substantially in the metro cities, the strests are deserted on Saturdays
and Sundays when thero's a movii shown on TV, dictors tell you that
tonthaches, sore throats, even bronchitis, are deferod to tho next day if ‘Chhaya
Geet' i on in the svening: the film community at large sounds dire and depressed
and pradicls & bleak huture; theatre ownees who think ahead speak of the time
when the big audiloriums of old will be converted into numerous small ones.

While the alarmists write elegies, obituaries and requiems, the sedate ond
sagauious smile knowingly, They take the long term view, cite how cinema
survived all the doomsday omcles of the '508 and TV in the WesL espevially in
the States. They want the film industry to be pationt for 15 or 20 years, take the
losses philosophically and. despite the decimation of their sudiences and thekr
own numbers, wait for the serond coming of cinemi

In the sound and the fury of the debate, tho real issues lond Lo get side-tracked.
Wi got together two art filmmakers who are also well-known TV serin] makers:
and 4 noted film Geitic \o ale their views and throw light not fust on the dilemma
ficing the filmmakers bul its consequences and how they see a way out of it
Parlicipating in the discussion are Sased Mirss (divector of Arvind Desai Ki Ajesh
Dastaan. Albert Pinto Ko Gussa Kyoon Aata Hai, and Mohan Joshi Hazir Ho, as
wall as the popular serial Nukkad), Kundan Shah (director of Jaane Bhi Do Yaaro
and associated with Yeh Jo Hal Zindagi and Nukkad), und lgbal Masud, the
noled film critic.

In-statistical terms, only the commercial cinema ia threatened. The new cinema
never drew numbers. But the new cinema is not the conscious creatian of jusl
hapdiul of ditectors. Tt is also, laudably, the government’s baby. For over 20 yeurs
deapite all (e geouine and picayune criticism of the governmani's film policies, i
did finunce and support the parallel cinema, Very sfowly and geadually, the now
ainema started to create an audience, albeit a very small one. Both the governmend
and the pew filmmakoes agreed that the parallel cinemo would take hald If there
witre parallel channels of disteibution and separate cinema houses to vxhibit their
lilms. For 15 years the governmen! has been promising to bulld ymall theatres or
muke the ‘Akashwani Bombay' kind of theatre new films. For 15 yoars the
governmen| has done shsolutely nothing about It, How does one gt the
governmenl 1o keep s word?

-
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Kiundmn Shah: “Thera will be an explasion ol Sawnd Mitza: The darger o on sntiyn cinema
rrecitive tolent of mow, cinemo gets @ Sotarday culivira hiving wreitien ol
night alpt.




in the meantime, cinema’s arch tival, TV, has been showing art films. For the
first time, Lhe tube has made it possibla for the art films to have a national
exposure and aedience. So whal are the art film directors complaining about?

The major threat to cinema in the West was fram TV, Video came much later.
In India the sudden burgeoning of TV stations and transmission cenlres acrods
the country and video cassetie players came almos! simulisneously, The twin
threat is twice as deadlv as that of TV alone. It is worth remembering that Indin
is the largest filmmaker in the world. This Is not the place to go inlo il bul, for
Indians, cinema 8 nol just only enterlainment, It is something more
fundamental and personal than that, Otherwise you can't explain the NTR, MGR
phenomena, When video, especially pirated video, brings pinema home or fo the
neighbaurhood video parlour, iranically, it threatens lo kill the very cinema on
which it aurvives and makes it bucks. Bacause fewer and fewer people now see
ginema in cinemg houses; In the lost year commercial Almmakers have entared TV
in & big way. (50 have arl flmmakers.) What does this augur? Will TV top be
inundated by the escapist and mostly mindless fare that sur mainling cinema

dishes out?

Cinema is [he big screen. TV is the box. The two may seem interchongeable bui
the aesthetics, demands and disciplines of the two are different. They are and
must remain different madia. How can the two subsisl and grow side by sida?

How can wa improve the guality of TV Will we allow it fo drift or will we
taka conacious denisions about what we expect the quality and programming of
TV ta be? If the answer s yes lo the latler, whal is our plan of action?

Q: Is the new wave cinema dying,
dead, or very much alivef?

Kundan Shah: As 1 see it, new
wave or ‘art’ cinema is heading for
a dead-end. In this sense, that
though the Blms are made because
ol the patronage of the NFDC
iNational Film Develapment
Corporation] or other bodies, they
do not reach audiences, except
when they are shown on TV. We
were already having a tough time
of it—when viden came, and then
a little later, commercial TV, The
picture changed drastically. For
nearly 15 years, there has been talk

=)
TV fumilies: Yeh [o Hal Zindogia’

of opening small theatres and
alternative distribution channels ...
but today, no one raises the
guestion of why Mirch Masala is
nol getting distributed, a question
which was pertinen! even live
veurs ago.

(): Then is il not an improvement
that Mirch Masala or Party or Hali
will be seen by a large audience?
Could you envisage that five years
ago? Would a flm like say, Party,
have reached the screen at all?
Saced Mirza: The gquestion five
years ago wios how can we get a
distribution outlet vis-a-vis

—and Nukknd's
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commercial cinema. The sources of
finance for parallel cinema were
outside those financing the
mainstream cinema, which were
also the sources linked with
distribution and exhibition. There
was o clear-cul difference in terms
of distribution of the two cinemas.
Todey, what is called the
‘commercial’ cinema and what is
called ‘art’ cinema are in the samo
boat—thanks to TV and video
piracy. That's the difference. And
now they're fighting out a ‘Space
War' on TV!
0 So your situation, the new
cinema siluation, has not changed?
K8: TV and video have affected
both new cinema and the big-
budget cinema. The new cinema
audience, an elite one if you like,
now has access to our films on
video, If you are making a film of
our kind, generally speaking, the
finance is inadequate, NFDC loans
have now gone up to Rs. 10 lakhs,
and with a budget of Rs, 14-15
lukhs, you are covered for 75% of
your investment.-Not that a release
on TV will recover the cost for o
Anant Yatra or a Mirch Masala—
you get Rs. B lakhs for a Sunday
premiere on TV. But today, because
of TV, we can maintain & certain
standard of payment for cast and
crew. Today, a filmmaker has a
cholce at least: to work for cinema
or TV, Bul, of course, for any film
aesthetically made, you must have
the option of a theatre release,
Igbal Masud: The difficulties the
new wave filmmakers are facing
are not peculiar to Indis. It is the
same cultural situation all over the
world. American Film recently
interviewed 20 of the leading
filmmakers, and you hear the same
wail or lament: *We dre now
dying... There is no sharp division
there: you could call Coppola an

art director or a popular, but when
a Coppola film like One from the
Heart collapses, panic sets in
among the people making the same
kind of different film! In England, it
is far worse, In West Germany. the
situation did not exist, so to say.
When the American ginema
invasion ook place, Fasshinder
found an outlel only through TV.
To my mind, if good cinema is to
bie exhibited in theatres, the new
wave cinema must enler the
marketplace of entertainment, and
prove its strength there,
Q: What is the aim of the new
wave cinema?
IM: By ‘enterlainment’ T do not
mean a comedy film, or song or
dance, | want to enhance the
meaning of the word to mean films
that seck lo engage the people, as
Mohan Joshi does—and it has its
social concerns too. Jaane Bhi Do
Yaaron is similarly entertaining. 1
sew no real difference between the
new ginema and the old cinema
{say, of Guru Dutt, Mehboob Khan,
Bimal Roy}—unfortunately, the
difference is sought to be created,
As you have said, the situation
of threat (from TVivideo) prevails
in the whole of cinema and not
merely new cinema. But | would
like to pose & question here: Were
there no video piracy and no
competition from TV, would that
save the cinema, whether new
wave or commercial? Let us not
forget that commercial films are
collapsing because they have run
oul of their own formulas. A
commercial film fails as a
commercial film because it Tails 10
entertain. We cannot understimate
the public. For every Nasm or
Karma, there are & series of flops.
Of 700 films, 50 may succeed,
Filmmakers like Kundan and
Saeed have broken out of the




ghetto of art cinema and trying to
entertain the people. Ketan Mehta a
pointed out in a recent Interview
that the tendency to make films
that win awards at foreign film
festivals is fading out, The new
filmmakers want to get into the
distribution system too. What 1
would like to ask is: Are there not
certiin lechnical and aesthetic
problems in trying to realise your
conception of good cinema, and at
the same time, make it acceptable
to the masses, in the Indian
situation?

SM: | took a decision at a personal
level—it needn't apply to others—
I will not be simplistic: It is very
important for me that in the need
to communicate with larger
audiences, | do nol condescend or
stoop—come down 4 slep ar two.
The fact is 1 have learnt from my
own experience and,. as | see il
there are ‘shifts’ or 'leaps’ forward
from the way | communicated in
Arvind Desai to the way I
communicated in Albert Pinlo and
then Mohan Joshi. | genuinely felt
that Arvind Desai experiment was
esoleric and lacked sensuality. Nal
because the masses said so, but
because in reevaluating my work 1
saw ils weak spots: the elitist
guality, the lacunac. Hut | must
add here that I am not against a
cerebral cinema or a cinema purely
of ideas; my position is, 'let a
thousand flowers bloom.'

IM: Kundan, your Jaane Bhi Do
Yaaron—tio vse Saeed’s phrase—
was one of the first ‘leaps’ into the
entertainment arena, or the popuolar
forum. It was a departure in the
context of both the commercial and
the art cinema, What were the
technicalfaesthetic dedisions you
had 1o lake?

KS: | made Jaane Bhi... as an
adventure, out of a desire lo

experiment. My problem was how
to reach out to pudiences outside:
of TV and the festival circuit, at
the same time fullil certain
aesthetic standards.

Today TV and video have
affected the new cinema badly, the
new cinema audiences can now
watch our films on video. TV and
film are different media and
working for TV can be a handicap.
TV lells me to take one shot,
cinema, another; you don't. get the
game crestive satisfaction, thear's
an arbitrary 20 minute limitation.
But the real issue is not the Big
Screen or the Small Screen; it is
how do you maintain a climate of
creativity for our cinema? If this is
not done, this country—which
makes the larges| number of
films—will also suffer the mosi.
SM: Films are being made bul you
can see the writing on the wall.
It's a fact that loday a large
number of filmmakers like Mrinal
Sen, Shyam Bengal, M.S. Sathyu,
CGovind Nihaland, Ketan Mehta,
Kundan Shah, Saeed Mirza are
working for television,—and also
that there's a widespread feeling of
being stifled. But, since any
platform is better than no platfarm;
the question is: How do we make
TV a venue for good cinema?

IM: 1 do not aoccept the argument
that the new cinema has no hope
of succeeding in the more
conventional commercial channels
of distribution simply because |
believe the battle has not been
fought organisedly, The
distribution, as in the case of Party.
There are exceptions. of course. My
Beautiful Laundrette. for instance,
commissioned by Channel Four,
was 4 tremendous hit in
commercial theatres both in LTK
and America. Maybe [t was a freak
success, the one that got away, bul
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the fact of the matier was it was a
‘new cinema’ script.

If NFDC makes an honest efforl
to set up and work a chain of
allernate theatres of 40/500
capacity, [ have a feeling—and T
don't think its groundless
optimism—thal films like yours,
and future kinds of these films,
have a good chance of succeeding,
Firstly, the budgets are not
exorbitant and secondly, they can
become the instruments of change
in building audience taste for the
new cinema.

A showing on TV muy reach 70
or 100 million people but
remember, they are al home,
relaxed, probably had dinner—and
will forget the film next morning!
Bul repeated shows in theatres
where people buy tickets to
see films will have a greater impact
in the long tun, though the
audience may be only 20 or 30
million strong. I feel this situation
can be brought about for your kind
of cinema.

& A desirable state of affairs. But
in the (unlikely) event—that the
government does sel up these
theatres, and given TV as it is
today, is there a chance of building
an audience for the new cinema in
say, the nex{ 10 years?

EM: Masud Saheb is describing an
ideal situation. The fact of the
matter is at the momenl, we have
no choice—the impact of TV has
heen phenomenal. What we need is
not a pragmatic or political formula
for TV but a creative one, that will
simultaneously enhance Lheatrical
distribution for the new cinema.
TV and cinema need nol be al
daggers drawn; Doordarshan and
NFDC can combine forces so that o
decent budget 1s available to new

filmmakers. But if you determing
the seriousness of the government's
intentions from the decisions taken
on TV today, it is difficult 1o be
hapeful.

IM: Lel me correct you on one
point. 1 am not describing an i{deal
situation, that is the written down
policy of the NFDC: to establish an
alternative chain of distribution. It
is on paper, it can be rectified.

Q: What other measures can be
taken, apart from special theatres?
Should ticket prices be lowered, or
exempted from tax, to draw
audiences Lo thealres showing your
films?

KS: On puper, il exists. All
Panorama films, all National
Award films, are supposed to gel
lax exemplion, but they do not get
it necessarily because the actual
decision rests in the hands of the
State authority —and that decision
could be & paolitical one.

If the measures you suggest are
taken, 1 don't say cinema will
become viable, but il will deaw
audiences to the halls.

It is very important that
experiments in cinema continue.
Somebody up there should realise
this. Otherwise, the years of labour
put into nurturing India cinema,
the Film Archive. the NFDC, the
film festivals, the FTTI will all be
lost, they will be reduced to
nought. The question for cinema
today is how can it co-exist with
VY
Q: The government will say the
same fears were voiced in America,
yel American cinema survived...
IM: What Kundan is saying is that
if you write off cinema, you are
writing off a whole culture,
8M: But does the government of
India understand this?

KS: Hollywood survived the




Ru-recording In Bonmbay: Sendip Roy, Hitendra Ghosh, Satyajit Roy

onslaught from television because
of the international market.
Besides, when you launch a Alm—
even if you are a Coppola or a
Spielberg—a viability report is
prepared first.

Our cinema does nol have a
world market. It is confined to
India, much of it to regional TV.
Dur reality is that of Pakistan and
Bangladesh, where very few films
gel made... It will be our turn next.
SM: The governmeni of India has
to decide, "Which way do we go—
this way or that?" The impact is
there for all to see.

Video film from Mudra Videotec, who pro-
duced ' Jonam'
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DECREASE IN NEW CINEMAS

An estimated 13 million people see
films in India, everyday. Or, over
two months, an audiesce as large
as India's entire population (the
second most highly populated
nation in the world!) flocks into its
cinema houses...

Cinema is the most popular form of
entertainment in India—and it is
more popular here than anywhere
in the waorld.

Yel—even when compared to other
developing countries—the ratio of
theatre seals to population is
alarmingly low.

According to norms worked out by
the UNESCO Waorld
Communication Studies, India
needs about 30, 000 theatres for a
population of nearly 700 million
people. Instead, she has less than
half that number—12.701* (as

on March 31, 1886) as against
12,448 theatres the previous year

Thus & mere 253 theatres were
constructed all over India during
the course of 1985-88, & marginal
growth of 2.03 per cenl. This
almost negligible increase was due
to the fact that while the number
of theatres increased in quite a few
states, they decreased in others.

Though the number of cinemas
constructed during 1985-86 came
down to half of the average
construction during the decade, the
consolation was that it was still an
improvement on the previous year,

It is common knowledge that

theatre construction has gone
down due lo the impact of video
and TV. Added to this is the
increasing cost of theatre
construction and maintenance.
Independent entrepreneurs and
investors have lost interest in
theatre construction.

It has been said often, and it needs
saying again that the number of
cinemas can come up only when
the stale governmenis provide
incentives, like reduction in
enlertainment tax, tax holidays for
new cinemas elc.

In the seven years since the
National Film Development
Corporation launched its theatre
financing programme, loans have
been sanctioned for 118 theatres, of
which 63 have been constructed
(till October-end, 1986 that is
—{Courtesy: Screen/NFDG),

7892 permanent, 4632
temporary and 77 military




Less than 10% of Indian TV
time is devoted to cinema—what
you can call the cinematic
experience. TV has many forms:
the sitcoms, the soap operas, the
talk shows, the guizzes etc,—all
this apart from cinema. Also,
certain films would be ruined by
being telecast. Mirch Masala, for
instance.

; Should not TV promote its own
creativity within its own format?
SM: 01 course, bul in our country
it has to carry the burden of
supporling creativity in cinema too.
(: The commercial filmmakers got
together o pelition the government
for tax reliel. What have the new
wave filmmakers done?

K5: We had a meeting with the
Secretary of the Information and
Broadoasting Ministry in Bombay
recently. We asked that ane of our
films be shown on television every
Salurday night, in the 0.50 slot.
Sunday you allot to mass
entertainment, The Saturday night

enthusiasts will stay up—while
the disinterested need not lost their
sleep. 50 to B0% of the cosls
would be made viable by sponsors,
52 new films would be made svery
year! Imagine the explosion of
talent there would be.

We should take a look at the
German scenario, Films are pre-
sold to their television, which
underwrites a proportion of film's
costs. Two or thres years before
the TV screening, the Blmmaker is
free 1o seek theatrical release.

SM: We can be & lobby or some
kind of a moral force, but the
decision rests with the
Doardarshan authorities. They ,
must be apen to a dialogua
Otherwise, within five years...

IM: In my opinion, Nukkad and
Yeh Jo Hai Zindagi have been twa
of the most successfol serials on
TV. Can you tell us your individual
experience and prohlems?

KS8: A Secretary from Delhi
approached me to make a comedy

‘Bunivond’: Romesh Hippy directing Anito Kanwor.




serial for TV—7Yeh Jo Hai Zindagi
emerged. Whit was important was
to make a very succesaful serial, al
that time there was an avalanche
of western fare. Programmes like
Yes Minister, 1 Love Lucy were on
the alr and they had a 20%
audience at best, Ours, they found,
had a 80-70% audience
immediately! People realised that
making seriuls here was o far
better proposition than importing
foreign serials

SM: It happenead in cinema too.
Hollywood was stopped at the
gates of Bombay, Calcutta, Madras,
Delhi and popular films from these
centres were far bigger draws than
any Hollywood ones. This is not
true of cinemas elsewhers, Latin
America, Europe, and othey

parts of Asia..,

IM: Hollywood may have been shul
out Saeed, but there's the danger of
the spirit of Hollywood creeping
inte our serials (excepting
Nukkad), It's already there in
Pakistan, There's a popular
Pakistani Soap, Tanhaivan which
is popular on the Bombay video
circuit too. It is really Neil Simon
Islamised, with the gags in elegani
Urdu, and given respectable
Islamic settings. There's a clash of
genarations—with the young
women going out to work—but
there's no real conflict and its upper
middle-class audience is kept
happy.

SM: When we started oul on
Nukkad we decided our approach
would be sociological as well as
reflective, a quality more inherent
in cinema, We wanted (o see which
way the wind was hlowing,
whether hearts were in the right
place at the mass levell At the 70-
million level. Nukkad was a kind
of litmus test for us,

KS: Nukkad was planned more

throughly—but T must admit it's
difficult being creative week after
week!
SM: In Nukkad we had & team of
thres directors.
K8: In Yeh Jo Hal Zindagi, we wers
two directors to start with (the
other was Manjul Sinhal and after
234 programmes we took on yel
another director, also from FTH.
When seriols first arrived,
nobody knew that they would
become so successful. It started on
an experimental level with Hum
Log and then snowballed. The
people who benefit most are the
sponsors—that's why serials are
succeeding, Money is coming in
from outside, and the commercial
industry too has realised that the
future lies in TV, Everything has
happened so fast in the last two or
three years, thal events have
overtaken thinking. No one has sat
down to work out a creative
programme for TV, how to use TV,
what kind of socialogical impact of
serials should be made. what kind
of non-gerial entertainment...
Q: If films like Tree of Wooden
Clogs can be made for television...
SM: Wha! was the nature of the
stale thal made A Tree of Wooden
Clogs possible? We need a lohby
or force or body that will fake
crealive—even visionary—
decisions.
Q: Cannot new filmmakers break
the ice or show the way by making
outstanding telefilms? I mean, for
the Janam kind of slot...
SM: Certain upper middle class
values-systems—conducive to the
selling of goods and services—
operafe on television, The
programmes are underwritten by
companies which sell goods and
services, and which have their own
social, philosophical and maybe,
political viewpoint. The other party




Anil Tajani's "Shohdod’, made for videa by Hiba Films

determining formats ts the
government—which too has its
own philosophy and standpoint.
Any creative programming has to
account to both these.

: In there & system of censorship
on television?

8M: There's an internal system
which operates, but I don't know
on what basis. Scripts have to be
approved, pilots are approved
before production, and serials
before telecast. We have argusad
against some decisions, and at
times we have succeeded.

IM: In a serial on the forts of India,

a Rajpul surrenders his daughter
to the Sulian, ane of the Khiljis,
and saves himsell, The incident
has been portrayed poignantly but
TV vetoed it I agree with them in

this case because in the present
unpredictable circumsatances, it
could have sparked off trouble, The
govermen! has to be more careful
with TV than with flms or plays
because the programmes go oul o
50 many millions:

(x How are the TV serials, which
are 100% in Hindi received by
people in the south?

IM: The national network
programmes, of course, reach all
India, but in the south it is very
difficult. Certuin dialogues in
Buniyoad, {or instance, would
muke no sense in Erode, Bangalore,
or Ernakulam!

SM: | believe, in TamiiNadu, the
Sunday Hindi film is shown the
nex! Saturday, and on Sunday
evening, & Tamil film is shown. For
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Soumitra Chatterjes turns director: on seta of *Streer Potra’, being made for TV

Hom Log, before each episode there
WHi 8 Fummary.

In Nukkad we tried to keep the
language as simple as possible, bul
there were people in Delhi who
said the Hindi language had béen
dastroyed|
0): Do the gains in reaching 70
million outweigh the problems, the
compromises; the censorship?
8M: | am not an idealist. No matter
where we live, there are bound ta
be contradictions. Some form of
censorship is inevitable;

IM: | believe there is a tendency to
vulgarise things on TV.

KB8: There lies the hearl of our
concern— Vulgarisation]

: What about Anand Patwardhan
and John Abraham who have
sought their own channels of
distribution?

8M: They take their films village 10
village and lown lo lown, and we
give our films to them glady. But |
personally of distribution and
exhibition.

IM: A new experiment is with
video-films..In Bombay, Hiba Films
make five to six films a year. with
budgels of three 1o six lakh rupees

They cast newcomers 25 well as
well-known names, like Kanwaljeel
{(of Buniyaad fame) or Persis
Khambatta, These films do not
contain too much violence or sex,
and they take up social problems.
So here's a new channel for the
future: video films.

KM: The level of these films is
generally at the level of Tanhaiyan
Besides, they are not financially
viable at the moment, Hiba Films
manage because they have already
built up a sound infrastrocture for
themsaalves

IM: In America and UK, yvoung
directors like you—despairing of
TV—have turned to video to make
their countar-culture films: There
are about 4000 video parlours all
over India. not a small number.
¥You could begin to build your
parallel film culturs, influence the
attitude of the younger people,
below 25 or B0, who form 70% of
the population

BM: Yes, let o thousand flowers..
or perhaps we should say
lotuses?. bloom,

—Kiran Nagarkar.




FTII IS 25 YEARS OLD

It was on the recommendation of
the Film Enguiry Committee of
1851 that a Film Institute was sel
up in Poona, ten years later. There
had been different kinds of film
teaching instilutes in Madras and
Bangalore and subseguently,
Bombay and Calcutta but, as time
has proven. the FTIl's had
something of a unique history: no
other has permitted so sustained a
training of both the technical and
aedthetic areas of filmmaking to the
exten| it has. The ‘new’ Indian
cinema comprises almost entirely of
Institute products, and certainly
the technical values of filmmaking
brought in by 'new’ cinema
technicians. in camera, sound and
editing, that have influenced every
area of filmmaking practice in the
country, have come from the FTT1

Which is nat to gay Lhat it's not
had, and not having, problems.
Instituled mainly as a means lo
provide the film industry with
technically competent personnel in
1961, it took off in its true purpose
as a school for advanced learning
in filmmaking and film aesthetics
when Ritwik Ghatak came there on
# brief stint as Vice Principal in
1963, Since then, the effort to
acknowledge film as & significant
arl-form has had to fighl an
effective rearguard to the
commercial industry and the mass-
communication tendencies. and the
Film Institute has had its share of
the backlash. In 1872, the Khosla
Committes did a reporl on the
Institute, and suggested the
integrated course, which meani
that all students would have to do
“all the courses with special
emphasis on the particular course
chosen by them." The point of it
was precisely the effort to provide

all-round competence to defeat the
technicist tendency. In 1975, a four
year course was organised, the first
two years being common, the
second two leading to specialisation
in the four traditional courses;
direction, screenplay, sound, editing
and camera. Meanwhile, two major
changes also took place: the
Institute became an aulonomous
body in 1874, and al the same (ime
there was added o it the television
wing.

All this didn't prevent extreme
pressure being brought on it to re-
start the acting course (including
horse-riding and judo) which had
been stopped). Since then, often,
there has been some concern

al the fact that FTII graduates do
not readily get jobs in the industry,
nor are any means provided for
them to be able to make flms on
their own. It has led, al times,

to the re-surfacing of pressure

to its becoming a ‘polytechnic.’ At
present, television offers the major
threat, for the TV wing, rushing
students through four moenth crash
courses, is receiving the largest
share of the budget—which has,
anyway, been vastly whittled down
in the present Ave-year plan. Of
course. TV does offers newer
avenues for employment,

Every year, however, every batoh,
does pee the few students who
reveal their promise, nurtured in a
way thal is yet only possible al the
[nstitute. Diploma Films are getting
better than they have heen, and in
this, its 25th year, the FTII lives

on— performing the functions that
only il is still capable of
performing.

— Ashish Rajadhyaksha




fada sitx Hifedr—ug ofcads w1 doe 2!

Wit fawmr 9 s o A AT
far @ A7 a7 = we 7 el
¥1 w5t v Bl e e
e wmnfas afvads 1 e
7RT, Ifew T qEE: FATCAT W AT
T2 & uw wd f F wAErwe 6
arer At g9 oA gdt e
T AYA-AYT wIH 7 ATHIRAE wAwt
FEWT SEEqY w0t 33§, 0
HATEAA H THE-IAE AT AT
T HATET W1 AATH TgT FAET AT
qTHTT A T AE IWT Ok

faedt oft Tor $1 377 oA & AOE
7z fawfi w7 wed 357 wnw
fwfam s &, sod o, w0 st
me fraifor woar & s 2 e &

1685 F wEer s W grewTe ot I afwaeT 0F weTETE et & Sl et ey
frew a1 Frdorr woq oy @

sfaaTY W T 7 A% A

T HIEA { TEd g A T §
qERTAE =Ey 247 25y A
FEHTE ST TeATH H UH WTEiAE
serafer greft @, o ATewT W T
ST FwHeqrEl § U F WA £ oA
F1E AdF ATHAT £ AT I% FHEATHT AT
HITAT T I AR 27 A% T
ST WA AT TP ATERT W AT
# g g @, T T e @ s
FT qTTAS FEAT L

HATEAA W S W T a9 3E
A FATE ST a7 W 9 £ 5
HTHTFAS W79 gHIT F% &0 07
fasfam dmr 2. 49 &t &7 St %
T G I AT ATAAT W qETE
gt ¥ TegeraT & AT Fegr o

la- Ty -'- : | —
00 iy

\




WEAL. WA T GFFA T AT
FYTT AT T T AT T ¥ A
FEATH ATAEE AT T TR A
=t & T B

feerm sfre difst w1 fovar ot 1
THT q7E w7 & vty fae avfew
FoAma #YT gATTET T qreaw § A
#tfeat =9 wsfaar are oty aatas
T % =fFr wArTAT T AT § 6
HTA FT ATAT T FTAICAE A= A
AT FT AT § A7 9w T AW H
stvifrr a=fa w1 9w % @

#frge weefa & snfs aesfa a0
FATTAA & ATIAT 1 ATAT KT A7 AT
wIAT ¥, WATE FHE EgE ® A
O W B, FOE AT T gy et
e ot 8, s 3w fafeat =t
SESETES AT g FT ATT AF A,
T IEH WET F1 Wi 497 =i A
ATITA ST 8,57 qEAAT Aearial
T AT T AFATA F AATTHA & G0
T qEFA F T AU ASHT AATH T
ardw ot Frods —aw & Ao Wt
TR AR D

gt Al W AT AW g & o
#rees T feds et R e R
Frrrmn wr oy e T E—fee
wrdt gt sheifors et § sy,
HATAT, AHTATAT FT AAE 9T F g0
HATTHA & F7F Wiagve #qriaT w7
forr 2.

gt 7% AT §t gfr & A
7 5T ¢ — faew age s ar

e 777 v v oY wdfs o fad
2, wafan w2t &% ‘weariew @ A
HATEHT T TR TIA FT AATH
s g M s et e 3
FTE A9 ;AT AT AT T A AT
2. wuife difemt wareaT &1 w1 af
FearEA AT AT wTET AT Aw i
=qTfae T gam & ifen & sy
Friww ot it fawfos =6 o &
e Fefaay S s dw W
waifas aft g # dtfem svdwst w0
FHTHATHT AT T WIS ATAT S 0w
st AT o= &
ATETAT TN

gEeta ot w1 A faemr
a9 T AEF w7 9§ afer o
FEAT AT J47 gvn fE g
wreATy faamT & g7 &t 1
ATETEmET 9 w7 qvy & A e s
7% 3a faet 3. geavia w1
wridww s 7% e % fam s
AR T AFT 4. AT T w1 g
TITH THTRT # g A TwE,

AT FT TAT TEA T OAEA A AU
At vw ggegt yfawr ot 3
AT #t FraA AT w1 e
qwar waT ot qg A wATiAT #1 I4T
wegfar w1 aww w9 fady faaar &
wrfaer far . arsy swrete faae
Tt Sifzat ar 37599 7 71 0747 A7
AT WAL 4T, AF I AT ST
o sy ¥ ww §F 9w 7 A
TR WY BT "= T s =t ST
ATATT ZV=T &7 AT, FTA WEA
frEmT ®71 97 ar qgaE 79 T 9%
WAt FART ®7 USET 59 T T

23




ety femr F faer @we & s
Tt Of, % TH 49 & 5% w7
FATHATE FHTACT T F g 7 of
T o, 97 FHTATT T A1 gy W
qE STEE 7T 0T =9 war W uE
e et may mwe T s &
aret s & v o
afwwreT %7 fawr may 37 sfaw
T W ATV GET FAT, HAINTT
a7 3t gfswe 1 F=re-wT 1wy
st I Feea o s i o
g gt

T B0 Ay FT Agr 9w 9 § R
#ifear ar g gane faemy Or
HRTETT 747 & fAw w1 Aty
a7, afew 78 wATTHA, qATATE A1
ATAETE F g ey ST g — AT
wof #, agl WA ¥ SEsT 0w
AATEET HFHT F [T 6, |
TEENA F A ¥ ATIRTI AT A
afte wamay d=y %t 2 o7 3w ouwm Wy
T & o e shnfors afa o
TTAA AW T FEA A ST
oW ¥ THH qE A9 AFET BT H
aifa gt & i fomr 52 ot et
BT FT FHATIAT FT AT THT o, IT
AT s wifaa g ¢

#%Z &1 g FET wmfae sriEar §
g aad Fé F—7 difegt svdww
W1 wTedE Awr F Aum g e

FOEVA 97 Ay /907 %7 9w f5r e
... frgem of —aelt 7 a6 difedt oe
T AT AT W U 95T e
ol Ty 2. o vw swe ot & Aty
it W e ¥ wwE o Oy gt

gL A AT T ¥ A wreA A
W FerTiEd g are S srdear 4
it sty R w1 wrE qE A

qRarar & wreete fedmy S St
gferat 7 sratfa srdwdt o ga=amr
AT FIF WU =AET T ARt w1
fawfam fear s oo wrlt wwg
Aifeat Fearea & sy £ weata
3w famft S fewsrt 7 & Sifear
IETEAT & wA sfaw giawsr 4 2
#fT AT THATRE wEAifAl $1
FATT T §—ug wEYw R weA
AT 37 e 38 Tt 2
ATt oy fewrr feegwre—ar WA
FaaeT & sarows & sarhas s off
FrEA e § A s feeit
g1 T AR F7 Aifedy wriwwt ®
frrafor & syrararfos e #1 Foie
TH G ATA THATHF GEAT B
Framafa # 37 &! afr wredta frer
T werfaa T, gune 39, W T
afs 7 mw wrdw fmr $ gea
wt ff a1 ww T g wEnfay
artfae difedt srdsw ow @ wr
TR wgA # TF TRl wimamit &
fredw difear srdwst 1 ofts
AT WY B A7 T W AT
ATEAT FT HEplT w7 seEwy fear 2
e gaw s foAra 7 oy sifeer o
AT AT TR E AT FAALH T FACH
e

HATH HHT F TET WATAT § FACA §
FOW HEZ K gHAT AET W qHE AT
HET BT AT R—TEWT AnRy i
o A X g 2

"%z F At wgT—FEEwr "
SECIE IR ERIR B CO
srraEifE &7 ¥, avit g &




AT 7! WA W IETEA o
Aufrs Fmmg a1 e 07 fnfe adt
2.y 59 s ‘ToquT arefew W
7y Feiam gy & o weEe
HATE FT ATEIR T T 2

qATE ¥ T avAT ¥ AT w1 "
% 9ET 9T § AT m5eE At O
AR 97T U A wgT § A A
fereta #t tw fram et ¥—om Ay
e feemy 7 w9 A1 e e
™ &1 &7 . ag waer Sty o
&7 & 57 o AW F Ael FF qvg qF
AT ¥ & AT TAE KOO AT
ferrar freft it v sae &1 w9 £
Hifem g FTAar R T AWM A
CERLIE R Gl g e o
frofarsit & sl &1 |var sy .
LEAE &

T O TATHE S%E Ad] £, gfew
s ez § T a8 wwe it
=1 ey Fafae & oo & ot
FHATEG WATCAT W7 IR WO
#.mg whe waataa ¥, gorer = a4y
SATH AT FT AL T WAE FA]
fpent it ‘qraest’ 7 geTET TE
#.3ATH F ATATT FT AL HITHE
dtfzat F1 ST TFTATAT & FTT
£ WATTH T ATEaE e §
FIAW AR AT TH TH AT HHE HY
HIEETAW q%2 & ©Y § THA7 1A 8,
TH UF aieE gET § w7 ° I T
wrr =rfen. s T s awe @
sty fodm & a=er & far e
Tl /T srgATEE =W
TJfET. 77 97 7w difem & a9
7 arAt femr & s gwe fay 8@
T ¥, 0% we areo & difedt e
%2 Fq9 HATCAA F FATH ¥ IIAL

# & sl 7ok P Feelt @ o A
i 2wt ot Forsdre 2

# g forso wog 7 3w W
argm e gardt feew o=t & W
qATE %7 wranT wie Faeer a8
qT FATL TLHIL A FATTST 6 TH
arare & s e wamn &, Sfe
AT T\ 7 gglew gAEAT #7179
wETA] w1 A9T w77w fFar & o 0w
AEmaoETe waTe # A St

& #enfive A & 29 o 3w
ga Ty weww frar 390w
HATLSA Al AATH | WEF 78T 2. A%
T FerEs AoAT vt F R
gfrea & o7 98 979w ®
qTAT ST £ 9 g o
aeat  §F & AU F.AZT FHAT AT
TE WEAEH TW WA F s &
T Iy S # =T
SYATAT ATEAT £ TH A0 gU A
woreT wera % faw, o g |,
FtfegTareT Ay sow #@t 9T F A # ooy
w1 T o af gfre @ a2
w1 dtfzmr-afaar ag7 @7 a% wfaa
s7At 8 e wrE oft wfgem G ot
frmaT B st A8 A AT, |t
YATATE ETEAT e 7 S, o T =
faamst & oz w7 0w S F e R
waaT 3 fremem oet & oafy =7
Tga fgoam A 7 A7 wATEE § 9E
T 9 B BT AT A w7 A AT
AT wAFAT 2

29




et #1 o vz of pfr & &
wreAta e § avi g oE Awe
vt m e s o
e 3 st wowmTT — ST 2t
a7 9 g0 f wATeE W oA i
WEFAT T W f faaay A
srfaw aee &1 W & T wissfaw
HWH & T AT T 57 wewad| qo
Wil #{Y s et g & w9y
# = i arar § s o
w7t o fewr # agaTy W oA
fifeay @ 2.3 oY o7 safrr
HATCET Wl ATET T AAAET T4 F1
wfoar Wt aw e W7 a8 ST
ufrada F1 T 72 A FHAT, Tifw
afradaeirer sy awseitsy s9m §
AT ATY INE AT ATYA qEAA A
TRTT W F—7 Aargw T Ty
=d I W

T uEt T 2 W wrodra A
q19 FY TET T —FHF AT AttsnT w7

wifas Feart & T

AT FHAT A7 £, wifw S o
=raaTiaE e w1 fata fear a7
HHAT § TEA WATTHT AT AW T qEHA
o megad w1 T A7 Fredw e g
A Fear ar wwar & o7 7 5 o
il # fwrr w7 smpefae, o o
wizur desfa % et & wgsmar

o7 Hpar 2!




Mainstream Cinema "86

And the Show Went On

And there was razzmatazz. Despite
crises of the most undauntable
kind the show went on in Bombay,
the hub of the country's
enlertainment business. The
regular staple of two feature films
a week continued, regardless of the
muscle-packed competition offered
by television and video. The movie
moghuls moaned that it was the
end of the road for them: in the
samg breath, they announced their
next extravaganza featuring more
stars than you could find in
heaven.

If there was any departure from
the norm, it came in the form of
the month-long strike launched by
the film fraternity to protest
against the never-ending levies,
taxes and what actually amounts
to an ongoing oppression. The
entertainment tax on a ticket is the
steepest in any part of the world,

: 'I"%a' PR
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When a new sales tax increase
was announced by the
Maharashira state government. the
showbiz community said enough
was enough. This wasn't the last
nail in the coffin, this was death
itself.

In the first-ever show of selidarity,
rival film makers und stars came
together to form a Uniled Front
against the Establishment. They
were supported by the usually-
apathetic tribe of distributors,
financiers and exhibitors.
Technicians, junior artistes and
daily-wage workers joined public
rallies and demonstrations. Over a
100 cinema halls in Bombay itself
padlocked their gates and all
studio activity screeched to a halt.
On November 10 the strike was
suspended. Close to the Christmas
week, the government conceded
relief measures.

O Strike




Above all, the strike demonstrated
that the workers toiling out there
behind the cameras have been
neglected, il not wretchedly
remunerated down the decades The
feeling that these little faceless
people have been sidetracked by
the glamour and glitz of
showbusiness, prodded the
conscience of the movie sullans.
The outcome was the setting up of
g film industry welfare trust. The
trust’s first splash towards
collecting funds was the
organisation of & musical fiesta an
Bombay's enormous Brahourne
stadium. An entire who's whao

of stars and music greats showed
up to perform on the stage [or
Hope '86, an eight-hour event that
was cheered by a throng of 30,000
till four o' clock at daybreak.

Like the movies, the show was
chockablock with exditement,
comedy. drama and nostalgia.
Veterans like Dilip Kumar and Lata
Mangeshkar held centre stage with
newcomers like Govinda and
Neelam, and present-day rages like
Amitabh Hachachan, Rekha and
Sridevi,

Otherwise. Bombay cinema
persisted in dreaming impossible
dreams. Fantasy is still the
watchword here. Thematically. the
films remained concerned with
improbable heroes and their even
more improbable deeds. Ask any
movie watcher whal he likes up
there on the screen, and the instani
reply will be entertainment.
Entertainment that's still beyond
the reach of the small television
screen which is stuck in the
quagmire of sitcoms, svap operas
and homily-strewing storylets.
Entertainment for the sudience—-a

vast cross-section of people with
different cultural and linguistic
backgrounds—has come to mean
riproaring action, a dollop of
sentiments (the moviewallahs call
this 'the emotional track’) and if
possible, a happy ending,

Sense and logic aren't important. A
swifl pace, crazy fun and games, are.
That's why the two top direclors
are Ktill Manmohan Desal and
Prakash Mehra. Even with their
setbacks, they are banked upon to
take you on a magical myslery
tour. Never mind the maylem that
you might have to encounter along
the way. The key to success Is lo
conduct this tour with elan. seduce
the viewers into suspending their
faculties for the space of three
hours and give them the sort of
thrills that are beyond the realm of
their imagination. This might mean
the hero takes on a pack of nasty
lions and tigers bare-handed. or he
may uproot pillars with the
strength of an all-in one Hercules,
Samson and Superman.

Manmohan Desal, perhaps,
undersiands the formula bettar
than any one of his colleagues. His
films have a lining of child-like
wonder, a comic-book sweelness
and a delicious taste of the absurd,
The only thing you regrel is his
recent lapses into vulgarity (Mard)
ot the overpitching of his belief in
raligious harmony and secularism
(Allah-Rakha). Neither were they
satisfying in terms of hox-office
collections, Manmohan Desal |s
best when he employs a measure of
control and check (Amar Akbar
Anthony) instead of going haywire,
like a bull that has just seen a
matador, All said and done. he's the
closest ilm maker in India to
Spielberg, they both share a feel




for adventure and crayon-coloured
dreams.

Every second film maker.
incidentally, wanis to be a
Spielberg. Many of the younger lot
like Mukul Anand (Sultanat, Main
Balwaan), Raj Sippy ({Jeeva, Boxer),
Rahul Rawail [Arjun, Samundar)
and also Ramesh Sippy, the maker
of India's all-time box-office huster
Sholay, do have the requisite
technical expertise. Where these
movie brats fall short Is in working
with scriptwriters and choosing
stories that measure op o their
crafl. Each of these directors has
his own special virtues, its the
ensemble support that they don't
get. When they do, they're
matchless. Like Sippy was inspired
with Sholay but under the weather
because of the hoy-meets-girl. boy-
loses-girl, bov-once again-meets-girl
ritual in Saagar. Sippy could rule
the screen if he chose the right
material. That he's waiting for
opportunity to knock isevident from
his dalliance with television. By
relative standards, his Buniyaad is
one of the better soaps on the box.

As for as hardware is concerned,
Bombay cinema, is in pretty snazzy
shape. Tt's the story-department. as
it's termed, that has never been in
such dire straits. Ever since
Zanjeer (1975), the obsession with
plots about vendetla, has become a
near-pathological sickness. Excopt
for a fluke hit once in & very hlue
moon, all the money-spinners

have revolved around men (recently
women too, in a calculated
concession to the feminist spirit)
out to wreak revenge for the
deaths of their parents,
sweathearts or & close buddy. That
things became quite hair-brained is
obvious from Teri Meherbaniyan, a
gore-and-guls sagn in which a
trained mongrel's bite becama
worse than his bark betause of the
murder of his master by a pack of
felons.

The two sariptwriters who can

still give a touch of skill, style and
suppleness to the revenge epics are
Salim and Javed. a team which
split five years ago. But both have
survived—their solo careers are on
an up graph. Javed's with

Sunjay Turt in ‘Noom', omo.of ha ymare's Few hifts




Katan Desa’s “Alloh Ralcha'

successes like Arjun, though in
Saagar he bit the dust. Salim's
back in the arena after an ahsence
of five years with the punch-
packed Naam.

As for music, an essential part of
the mainstream cinema, the
quality has been lumbling
disturbingly. The compositions of
Laxmikant-Pyarelal, Kalvanii-
Anandji and R.D, Burman just
don't match upto the
fingersnappers, and the songs in a
mellow mood they have contributed
earlier. The relative newcomer
Bappi Lahirl is-stuck in a disco
groove while Annu Mallk
specialises in pinching tunes from
the ‘oldies'

Muoreover, whether it's the song. the
story, or the camera angle, the
obsequibusness fo Hollywood
cinema remains. When plols and
scanes aren't actually lifted (Jalwa:
Beverly Hill Cop; Junbaaz: Duel in
the Bun) ingredients are. Like
Michael Jackson's Thriller will
suddenly find echoes in a Mithun
Chiakraborty disco number in
Kasam Paida Karnewalleki or

Jennifer Beals of Flashdance might
find & first cousin in Meenakshi
Seshadri in Main Balwaan, A
snatch of a Bappi Lahiri song may
sound like Madonna, Phil Collins
or if the composer's being specially
secretive, even Lalo Schiffrin,
Lately, the Ann Margret weepie
Who'll Love my Children?—about
a terminally-ill woman worrying
about the Muture of her kids:
excited at least halfl & dozen hacks
to work overtime in gefting to the
finishing line, As the first
‘adaptation’ started rolling with
Raakhee in Ann Margret's role, the
others admitted defeat. Funnily
enough, two filmmakers ware
shonting versions of the Hayley
Mills sugar-and-spice film The
Parent Trap And it already
inspired Do Kaliyan more than a
decade-and-a-half agol

That's the way Bombay cinema

is. Endearingly comic and
maddeningly money-minded,
MNothing matters as long as it sells.
A hit is the ultimate criterion for
quality. One way to vend the
tickets is, of course, by including
as many hot-selling stars in the




Naseeruddin Shah, fockis Shraff
Anil Knpoon ‘Karma'

marguee. It draws whal the trade the ‘60s continue to have a long
terms "an initial crowd’. That's why innings—such as Dharmendra,
those who can afford it, release as
many as 30 prints of a single film
all over Bombay city and the
suburbs, But no matter how solidly
entrenched the producer/director
may be, he has a acute sase of
jitters on the eve of his flm's
release.

Though the multi-starrer (a
phenomenon of the mid-70s] is near
extinct, it jumps back to life now
and then. Like the prime {factor in
the success of an otherwise bloated
and banal Karma are its leading
stars ranging from Dilip Kumar,
Anil Kapoor, Jackie Shroff, Sridevi
gnd Poonam Dhillon to the import
from the paralle] cinema,
Naseeruddin Sheh. *For the price
of a ticket," its director boasted,
“the audience gets to see half-a-
dozen or more of its favourites.”

The star sysiem, then, might have !
died in Hollywood. In Bombay, Dharmendra; Enduring boands
howewver, it persists. Even idols of
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|eetendra and Hema Malini
hecause sudiences identify more
closely with (hem, taking to
newcomers with a great deal of
hesitation. A star, in the event, can
rule for years unless his films flop
in a row, It isn't surprising,
therefore, thet Amitabh Bachchan
presides over the scene, his
superstar status unassailed by time
and fads that flit past withoot
making a dent in the price he
commands—said to be in the
region of Rs. 60 lakhs a film. The
next, in terms of popularity, is
currently Mithun Chakraborty
whose fee is within the range of
Rs. 15-20 lakhs per film. That's a
wide chasm, then between the firs!
and the nexi-best,

The agtresses don't make the kind
of big budks the men do. In.asn
overshelmingly-chauvinistic
indostry, that's natural. Bul in thea

‘Made in Seuth India’

"}.-

last decades the woman star has
fought for her fee (about Rs. 10
lakhs. sometimes even morel and
has been paid it. The actress who
first called the shots was Hema
Malini, to be followed by Rekha
and Sridevi

While the give-and-take ethos is all
very clear in Bombay, the process
of flmmeaking isn't. As scripts are
never ready before the shooting
commences (except in-a handful of
cases), films are completed on an
ad hoc and erratic basis. On an
average, il takes at least a year to
wrap up # picture that should have
normally taken three months, if no
lss,

When the wave of Hindi films
produced in | he south (Madras,
Hyderbad) 'hit the shores starting
three years s, there was a
gonscinusneds that Bombay negded




Tl e
‘Love and God"—by K Anif, director of one of
the oll-tume greots of, Indion Cinema, “Mughal-
e-Azom’
was disgipline: The South Indian
banners churned out flms by the
dozen in 8 matler of weaks and for
a span, it even looked as if they
would take over the box-office
completely. But what they gained
by way of discipline. they lost by
way of a lack of imagination. Every
film from Madras—usually
showcasing Jeetendra, Sridevi, Java,
Prada—Ilooked like a clone, The
'idli sambhar’ movies, as they were
referried to derogatorily, eventually
lost their spicy altertaste; As of
now, the production of Hindl films
from the south has been reduced to
a trickle

In spite of all its shortcomings, the
Madras-made flm still halds in
fact, the thres major hits of the
year come from the southern region
of the country, They are Swarag
se Sunder, an economically-made
family saga of two sell-sacrificing
sislers-in-law; Aakhree Rasta with
Amitabh Bachchan in the double

role (the Corsican Brothers
influence still holds) of a father
seeking revenge and a son who
comes in his way, because the
dignity of the law has to be
upheld; and Insaaf ki Awaaz aboul
# woman cop who can’l take it any
more when her husband is slayed
by foul industrialists, These were
the certified hits in a year that was
notable mainly for a harvest of
also-rans.

And what were the lurkeys? The
three distingt ones were K.Asif's
Love and God that was left
incomplete by the late Blmmaker
and perhaps should have stayed
that way: Dahleez, a [aint-hearted
love story sel against the topical
backdrop of terrorist forces on the
country’s barders: and Allah-Rakha
produced by Manmohan Desai and
directed by son Ketan who
attempted to make the kind of
larger than-life film that has been
pssociated with the persona of
Amitabh Bachchan, bul couldn’t
find an adequate substitute,

Bul then erdterainment has always
had its moments of highs and lows,
Television and video (pirated
cassettes) have mainly affected the
middle-rung cinema. Medium isn'l
beautiful anymore and direclors
(like Shyam Benegal, for instance)
who had st leasi a sizeable
audience find that even their
lovalists are watching their flms
on video.

The pirated cassetes have affected
the high-profit, big budget cinems,
too, Bul the optimistic news is that
the Bombay filmmakers aren't the
kind who'll ever say die. They go
into '87, with hops.

— Khalid Mohammed
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GETTING TO KNOW THEM BETTER
NEW GENERATION

In the Hindi mainstresm cingma
too, & talented new generation is
rising., young directors—whao while
they have their fing with slick
technigque—are consciously

setting oul 1o learn their

Indian audiences better, Rahul
Rawall. Mukul Anand, Shekhar
Kapur, B. Subhash, Raj Sippy, and
we should include here Mahesh
Bhatt, whose Naam was one of the
year's few and major hits. A more
recenl addition is Pankaj Parasher
[director of Karamchand, the
popular carrot-chewing TV'1ec)
whose frolicsome Jalwa draws
equally on his Film Institute
training, commercial cinema
elements, and TV talents too. (its
heroine is & model turned TV
actress, and the ruthless villain—
played by a8 TV newsreader— s
named ‘D.D.', the abbreviation, for
Shekhar Kapur's ‘Mr. Indin’ Doordarshan itselfl)

Nessoruddin Shah, Star of ‘Jaltwo'—disillosfoned with ‘ort’ cinemo?




Film Archive
I'T'S NEVER TOO LATE

A [ew years ago a well known
Indian film pioneer told me that
out of the 40 odd films made by
him, only two or three would he
consider worth preserving in the
National Film Archive of India.
This, in a nutshell, reflects the
attitude of most of cur filmmakers
to archival preservation of their
films.

The average filmmaker in India
does not belleve what he is doing
is of any historical consequence, let
alone of cultural value. To him, like
his colleagues elsewhers,
filmmaking is first and foremast a
commercial proposition, meant for
mass consumption

Besides, it is a fact that "Cinema’
has always had a low level of
priority in the country. The
authorities discarded it is an
entertainment commodity for the
masses and a4 means of extracting
tax money for the exchequer,
While for the intelligentsia and
educationists, cinema was often
bracketed with other social evils—
like betting, gambling, drinking
and prostitution. But the masses
were all for it and found in
ginema ‘an instant escape medium’

from their daily drudgery, And
they patronised it so religiously
thal Indian cinema has by now
become the most prolific of all
national cinemas.

With & stupendous annual output
of over 750 feature films in
fourteen major languages, which
find their outlet through the ten
thousand odd permanent cinema
houses in the country, ‘cinema’ has
been very much a part of the
Indian reality. Our audiences have
lived with it, laughed with i1, wept
with it and virtually grown with it
Bul, unfortunately, the cultural
impartance of cinema to the
country's developmental nesds was
not recognised, till recently. That's
why, though we started making
films at the turn of the century.

New "housing’ for Archive
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One Man Archive

MNoted flm historian Bhaskar V.
Dharap died of a heart attack in
Pune on November 21. He was 74
years old. In his death. India has
lost @ research scholar and a
pioneer in the field of film
documenlation.

A graduate in mechnical and
+lectrical engineering, Dharap’s
first nssoclation with cinema was
as assistanl sound recordist and
editor for Vishvaman, an rarly
talkie made in |abalpur and
financed by a bidi merchant. He
was assistant editor (Ed, :
Bharocha) for the 1938 Yearbook
of the Motion Picture Society of
India, the indusiry’s mouthpiece
and the first major publication of
its kind. He also edited and
published the Motion Picture Yeur
Book of India 1942, and was
dmong the ficst to be selected for
the advisory board of the National
Film of India when Archive it was
set up in 1964,

A one-man archive himsell, Dharap

has been editing and publishing
Indian flmography annuals, titled
Indian Film from 1872, Each
volume from 1975 on brings
together production. distribution,
exhibition details and statistics,
with special sections on foreign
markets and Indian flm festivals.

Dharap has also compiled an
invaluable flmography of the silent
era, listing 1268 feature flms in all,
censored betwesn 1920 and 1934,
#nd complete with available
information on the production
companies, length. running time,
censor certificate number and
credits. The filmography is based
mainly on censor records recovered
from the Bombay, Caloutta and
Mitras Censor Boards (set up in
1918), and Lahore (1827).

This religiously-collected material
wis to come together in a book,
History of the Indian Film Industry
Silent Era (1886-1934), which he
was giving final touches to, when
death came suddenly.

simultaneously with the rest of the
world, nobody thought we should
have a Film Archive to take care of
our film heritage. Even after
independence it took us nearly
sevenleen years to start collecting
films in an organised manner. By
that time nearly sixty lo seventy
percent of our pre-independent
cinema had vanished. They were
nol available for love or money.
Their negative had crumbled and

turned to powder, or after
extracting silver from the nitro
cellulose base, became bangles and
ladies handbags. One such film
happened to be Alam Ara
{1031/Hindi}—the first Indian
talkie which is still not traceable,
Some remaining reels were
disposed of by the maker's son
because of fire hazard. Thus
disappeared an important
landmark of Indian cinema.




KRISHNA GOPAL

Krishna Gopal—popularly known
ag 'K.G.'—veleran ginema-
tographer, inventive film
technician, passed away alter a
brief illness on Augusi 2,1986. He
wasd B3 years old, A pioneer
cinematographer and technical
adviser who worked with major
studios and directors of the '30s
and ‘40s, K.G. won the Variety
award for Besl Cinematographer
for Prince Barua's Apradhi —

the first Indian film to be shot with
artificial lights. K.G. played a key
role in huilding technical facilities
for film, and later television. in
India.

A gentleman of many talents, a
pioneer of Indian cinema, . B.H
Wadia, died on [an. 4, at the start
of 1986. Writer, producer, director,
since the silent era; founder of
Wadia Movietone (1933]); maker of
the extremely popular action flms
of the *30s and '4Ds starring
Fearless Nadia (his sister-in-law),
Raddical Humeanisl, intellectual and
industry leader; humorist: short
film and documentary pioneer,
music lover and early maker of
music films... .B.H. Wadia was all
this and more. Many stars who
would shine on the Indian screen
began thelr careers with J.B.H., as
Meena Kumari and Sanjeev Kumar,

NITIN BOSE

A stalwarl of the Indian cinema

from its earliest days, responsible
for many of its technical
achievements, Nitin Bose died on
April 13,1986, at the age of 89. His
interest in film dated from frequent
visits to the tent cinema, and he
acquired his first film camera in
1917. He shol an early topical on
the Belgian royal couple's visil to
Calcutta in 1821, and sold to
newspaper magnate William
Randolph Hearst—from this early
success began his career as
cinematographer. He joined B.N.
Strcar's famed New Theatres as a
cinematographer and went on to
become a leading light in this
premier institulion: and a
sugcessful flm director, whose
films combined social consciousness
and craftsmanship expertly. His
hits include Gunga Jumna made
later when he migrated to Bombay.
(The film, an all4ime box-office
success, gave lo Indian popular
cinema one of its most enduring
themes —uof dramatic confrontation
between good brother and bad)
Samiran Dutta has directed a long
documentary on the life and work
of this greal pioneer of the Indian
cinema.

Kashinath Ghanekar, the
extraordinarily popular stage and
cine-artiste of Maharashira died of a
heart attack on Mar. 2,1986, a1 the
age of 56. He gave up his dentist's
profession fo woo the hearts of his
audience on stage and screen,
inevitably drawing full houses,




BRING ON THE SONGS!

If critics have dismissed song and
dance, it's because they hive had
Lheir heads buried in sand too
deeply to hear the muslc.

The music certainly goes back a
long time. It is said that the Hindi
film (and all its language progenies)
is @ filmed version of the Parsi
theatre, and who can doubt that
when & typical Parsi play would
probably have been advertised as:
Come and see this Exciting
Melodramal Full of Contrived
Situations! With Dozens af
Mistaken ldentities! The Final
Victory of Good over Evill Listen to
Thundering Rhetoric and Thrill 10
Spectacular Songs and Dances on
the Biggest Sets you have ever
sean|

But the Parsl Theatre itself was a
derivative, 8 hybridised form with
parents so dissimilar that only &
contrived colncldence [which we
sometimes call history] could have
brought them together. The father
was the cloak-und-dagger
melodrama of 19th century British
theatre which rich Parsis, eager for
English eulture, found so much
nearer their hearts than Shaw or
Bhakespears, The mother was
Indian folk theatre with its songs
and dances, broad humour and
mythological themes,

The mother is nothing if not broad-
minded. Theatre in Maharashtra.
where Dadasaheb Phalke was to
make his first film, flourished with
a zest born of the cross-fertilisation
of cultures. Take the theatre of Bal
Gandharva, still remembered with
the reverence due to a deity. The

songs in his plays, as composer
Bhaskar Chandavarkar points out,
are “lavanis, sakis and dindis from
folk music, There are fast khayals
and thumris from North India,
there ate ragas like Kirwani,
Arabhi from Carnatic sangeet.”
Melodies weare also borrowed from
Urdu theatre. Other states have
their own equivalents: the Jatra
tradition of the East, the Keertan
tradition of the South. All of these,
of course, have the same source:
Sanskrit theatre.

The mythological themes which
early films concentrated on (there
were three Tukarams and five
Harishchandras in the first five
years of our talkies!) made it
inevitahle thal songs would play a
dominant role in our cinema. Afller
all. as musicologist Ashok Ranade
points out. “in all cullures; music is
invariably employed to establish
links with the supernatural—the ele-
menl which enables mythology to
have a firm base,

There were other reasons too for
music's complete dominance over
pur cinema. Cinema and radio were
the first art forms which could
hope for an all-India audience; the
common thread running through
them was music, and music was
the easy way to cross linguistic
and cultural barriers.

Easigr said than done, Agreed that
music, in an intensely music
conscious nation, would have a
knee-jerk reaction, bul look closely
al the musical tradition we ware all
reacting to.

Classical—Llhat is serinus—music




had nothing like a national tradition.
North Indian music was founded on
the principle of gharanas, schools of
ginging with their own distinctive
styles. Cinema, somehow, had 1o
unify these different styles.

Then take the guestion of pace
Classical singing, even today,
involves a leisurely development of
a raga; a [ull bodied rendition
might lake 90 minutes. Even a
khayal or a thumri from a Marathi
play could last 15 minutes.On the
other hand, the constraints of early
film MAagazines and 78 rpm Nightingale of the South, M5 Subbalak=zhm)
recordings gave a maximum of alyz RN Y

-

‘Indra Sabha’, an early musical has mors than Saoigal; Hello Seduction
40 o

Dhoop Ekhaon’: Down of playbock.
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minutes per seng. Compression, of
a most ruthless kind, was
abviously required.

Consider, also the central paint of
our classical music; the principle of
improvisation. A raga, after all,
was only the broad {ramework
within which your creative skills
interpreted notes in your own
image. What could poor cinema,
already overworked compressing
time and unifying cultures, do
about that? Nothing—but ignore the
principle.

Another snag to be overcome was
that plays normally had an all-male
cast, with men playing women's
roles (a Bal Gandharva speciality).
Cinema with its ability to probe
make-up, could hardly do this. So
it was that the women who first
sang in Indian films were
professional singing girls who
normally performed at mehfils,
Since the main purpose of mehfl
singing was to be as suggestive as
possible, this style came somewhat
in the way when a mournful song
was to fill the soundtrack.

This theatrically come-on style
dominated much of early film
songs. Ragunath Seth, the music
director, points out that most of
these professional singers had
“husky voices ranging one octave
on the harmonium scale from Kali
panch to Kali panch. They had a
tendency to sing nasally and
pronounce the lyrics in a deliberate
and mannered style.” In other
words, these were voices which had
not known microphones.

This began to change with K.L.
Saigal, whose voice it is said,
cracked under the strain of the

loudniess requirements of those
days. His voice's accidentical
softness became the romantic
standard to which all future singers
aspired. With Saigal. the singer
become superstar.

The music itself followed the well-laid
down aesthetics of Natva Shastra:
certain instruments earmarked [or
certain moods. use of the conven-
tional raga-rasa theory: Bhairavi to
express karma rasa, Malkauns to
EXpress veera rasa, and so on.

The form that finally evelved is
described by Chandavarkar as
songs which had “quick tensions
along with their rapid resolutions,
several tiny crests and troughs and
n multi-layered structure.” Each
song has an opening statement,
followed by three stanzas, each
interspersed with & musical
interlude (generally repeated),

The popularity of the results have
been with us for all to see. Indian
cinema’s most memorable moments
have to do with songs and that
goes for films from any period: that
may have something to do with the
care lavished by directors on each
song sequence; it may also have
something to do with the greater
retentivity of aural images than
visual ones. That's why even today,
films are pre-sold on just two
factors: stars and its music
director.

In the Gfties, the government,
conscious of the role it had
inherited from the maharajas as
patron of the serious arts, and
aware of the inroads that film
music had made with the
audiences for classical music, acted
in the only way known to
governmenis: ham-handedly. i




banned the playing of film songs
from All India Radio. But it didn't
control all airwaves,; so Radio
Ceylon took over, drawing away
most listeners andl much
advertising revenue. It took a while
for the government to reverse ils
decision, but when it did, it went
the whole hog: it started Vividh
Hharati only for Blm music.

Bul inspite of its popularity, film
music has stagnated. If you hear a
song of the sixties, its much like
todays, even in the colouration of
sounds and in its use of the
orchestra. When you consider that

ten new songs are writlen
composed, sung and recorded every
day, six days a week, year in. vear
out—thet's a lot of opportunities
for innovation gone waste,

One reason may be that the use
ofharmony and the orchestration of
tagas is a task which even a Ravi
Shankar has not been able to
masler inspite of years of afforl. So
a much less gifted composer sticks
to the triad and tested.

The other failure has been the
filmmakers inability Lo integrate
songs into the story line. Even in

With the kiss come bock to Indian cinema, film critic Chidenanda Dos

Guptd wondors what it portends for commarcial cinemao's sOMg-itid-

dance coper which, he points out, hos been built ep o5 "an elaborote
metaphor for orgasm over four decades of hiss-aovoldance "
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Mithun Ghakraborty, Meenakshi Sheshotri in "Moin Balwan’

its original avatar in the theatre,
songs were musical interludes,
generally used as a device o
underline an emotion. Only in a
rare case like Pyaasa, where Guru
Duit's melancholy poel. Sahir
Ludhianvi's coruscating lyrics and
5.D. Burman's memorable music, all
worked together with the script to
become a complete whole.

New Cinema's directors, largely
influenced by films from the West,
have by and large reacted to film
music with their noses in the air
[which, strangely, is the same as
having your head stuck in the
sand), Ketan Mehta's films are
really the exception rather than the
rule. When someone like Saeed
Mirza makes an attempt to use a
song (Albert Pinto Ko Gussa Kyon
Ata Hai) his self-conscious West
Side Story inspired attempt is best
quickly lorgolten. In Mohan Joshi,
the attempl improved somewhat,

Dance has had a background very

similar to song. To start with:
purely classical, with a tradition
going back to Bharata's Natya
Shastra, then adaptation of its
forms—with a dash of felk dance-
into the theatre.

But dance had become more hybrid
far more quickly than song in our
cinems. Could that be because
dancing is not as universal an
impulse as singing is? Or that a
film dance doesn't need to have a
life outside cinema as a film song
does o be successful? To be thal, a
film song has to be melodious,
original and simple, so that even
you and [ can sing it. Dance has to
have no such constraints. It's an
odd metaphor to use, but for a
director looking for visual arutches,
what better device than a dance?
The heavier the load the crutch has
to carry, the lighter and headier it
can be.

—Anil Dharker
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Every Silver Lining Has A Cloud

In the East, it would seem these
are times of mixed blessings. You
would not think so, looking at the
ambitious proposals and projects
to provide technical and
infrastructural facilities: a
sprawling eolour laboratory at Sall
Lake near Calcutta; excellent
editing, recording and dubbing
facilities at Bhubaneshwar; &
unigue film centre aspiring to the
National Film Theatre and the
Museum of Modern Art in one, in
the heart of Calcutta; and the
coming up ol the first theatre
complex in Manipur,

But the signs read adverse for a
new film culture taking root. Five
years ago, you could always hear
some of the younger rebels talking
of social and artistic commitment,
somee seeking State support to realize
their films,

In 1086, thay are still seeking State
support—and the State contlinues
to oblige by way of awards,
television & premieres and Foreign
trips. The private industry and
lurge sections of the audience pay
no heed to these. And the film
makers themselves have begun to
lalk less and less of commitment.

The debate continues as to whether
it has been at all worthwhile—
from a larger point of view—to
work for the, no doubt, more
lucrative exposure on the national
television network. That is a
persisting dilemma, but in a
situaion where the commercial
channels are blocked increasingly

by an alarming array of popular
entertainment, there seems to be no
easy way oul. Besides, there is the
argumen!{—convincing up o a
point—that flmmakers musi
continue to find ways to keep
working.

When Paar ran for a 100 days in a
single theatre, it seemed that a
breakthrough had been made and
Goutam Ghosh, at least, tould
canalize his kind of cinema into
the mainstream. That was nol Lo
be. It transpired that commercial
exploitation was by no means a
simple business—Ghosh turned
his thoughts to serials since the
small screen was there in a big
way. But he discovered it was not
really his metier.

Goutam Ghosh is still considered
one of the most promising talents
in Bengal—sound in technigue,
fresh in approach, and level-
headed in deployment of resources,
In the intervals between ona
success, one misadventure and the
nexi big project, he made two
notable documentaries. One was
for the Festival of India on unigue
ways of perpetuating the traditions
of Indian classical music. The other
was Tribute to Odissl, on the
revival of this dance form under
the inspiration of the renowned
Kelu Charan Mahapatra, with a
commentary by Aparna Sen.
Included in the Panorama of the
vurrent festival, it is visually
arresting, especially in its evocation
of the myths with which the dance
form is closely tied with,




More exciting, however, the
challenge posed by his next
bilingual venture, located

dramatically in a cremation ground.

Based on the story Antarjalir Jatra
by Kamal Majumdar, it will get off
the ground soon after the *a7
festival. The Goutam Ghosh-
Shatrughan Sinha collaboration in
this venture was surprising
enough. The two intensified
speculation when they arrived at
Writers' Building rather suddenly
one afterncon to meet the Chief
Minister with a proposal to bring
about all-round development of the
Bengali cinema.

A surpise of a different sort came
from Buddhadeb Dasgupta in his
latest Bengali film, Phera, in which
he brought back Alokananda Ray,
the Satyajit Ray discovery in
Kanchenjungha, after a lapse of 25
years. His rather unfortunate
experience with the earlier Andhi
Gali (his first Hindi film) was
followed by a period of uncertainty,
It had set out to complete the trilogy

with Dooratwa and Grihajuddha,
hut was generally considered 1o be
its weakest link.

Dasgupia's understanding of the
medium is still readily
acknowledged and ‘seasons’ of his
works have been held in many
countries. His new film, based on a
story by Narendranath Mitra
[writer of Mahanagar), skirts direct
political issues and explores the
inner conflicts of the creative artist
who resists all suggestions to
renounce his basic commitments. “I
cannot say my protagonist is
altogether apolitical or unrelated °
to those in the trilogy, says
Dasgupta. "He merely functions in
a different miliew.” And, indeed, lor
the firs! time he turns his camera
away from the teeming city to
ruins in the Bengal countryside,

i Dasgupta has preferred to be
mare cautions and apparently keen
to return to his familiar method of
poetic exposition, Utpalendu
Chakraborty has been more

Aloknanda Roy. and Subrato Nandy in “Phera” Directed by Buddhodeh Dosgopio
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Uipalendy Chokraborty dimcts Anupam Eher for TV serfal. “Aparichito’,

venturesome in tackling diverse
formats. On the last occasion that
he was seen at an Indian festival,
he had brought along a long
documentary, Music of Satyajit Ray
It won a major award and weni to
Cannes. Next, switching to & broad
social canvas in Debshishu, an
NFDC-sponsored film. he sought a
new angle to the theme of illiteracy
and ignorance lying at the root of
unending exploitation. It fetched
him an award for Direction at
Locarno, and now comes to the
Delhi festival with the promise of
revealing an effective Rair for
drama in the context of harsh
conlemporary realities.

Chakrabaorty has, meanwhile,
completed two television films. One
is Doordarshan-sponsored and of
the usual length of around 55
minutes, Called Rang, il too deals
with exploitation in an urban
industrial setting. The other project
is of equal length and forms part
of the series based on Tagors
stories now being telecast. His story
is Aparichita, a telling commentary
on the dowry syslem.

The pity is that the young trio from
Bengal (Goutam, Buddhadeb and
Utpalendu) could have been joined
by Purnendu Patirea, Saikai
Bhattacharya, Nitish Mukherjes,
Biplab Roy Chowdhury, Sankar
Bhattacharya and Inder Sen. Their
talents have been largely ‘wasted
through futile experiments and
sheer lack of professionalism. Each
has made his mark after his
fashlon, but the initial burst of
inspiration never seemed 1o last,
But for Sandip Ray. not the son of
Satyajit) who completed Himghar
on time, some of the filmmakers
even failed to make effective use of
NFDC's financial support. The one
who holds out hope is Aparna Sen.
The frenzied responsa to the
Bengali version of Paroma was
largely an intense dehate on its
basic premises. More important is
her sensitivity towards the medium
and the widespread expeciation
that she is capable of giving us
bigger surprises.

The time is come to think in terms
of a change of guard. Satyajit Ray
has, for all practical purposes, been
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Mrinal Sen ot Nondon, the ‘vnigue film centee

severely restricted in his
movements since the making of
Ghare Baire. He is still prolific in
turning out stories and sketches
but there is some doubt as 1o
whether he can return to his
exacting manner of dirsction. For
his countless admirers, however,
the scripts he writes for the
television serial directed by his son
Sandip, are still something to look
forward to. Popular ratings as well
as critical opinitn have chosen
some of these 23-minule films as
the best produced so far on the
national network, bringing together
an exciting array of acting talent
from Hombay and Caleutta. Much
the same style will be followed in
the second serial now under
production. The 13 parts will
consist of science fiction in the firs
twao parts (with Sadhu Meher in
the lead), psychological suspense in
the next three (with Anupam Kher,
Om Puri and Sharmila Tagore) and
detective Feluda in the final eight
{with Shashi Kapoor playing the
professional investigator). The
telecast is slated for June. The big
question is, of course, whether the
master will start on a full-length
feature after that.

In his inimitable way, Mrinal Sen

has also been keeping everyone
guessing. The French version of
Genesis, an Indo-French-Swiss co-
production. has been released. In
India, it has so far been resiricted
to private soreenings and there is
yel no word on when it will be
seen publicy. Sen 18 also at work
on his television serial but, unlike
Ray who has been able to adjust
remarkably well to the new formal,
the aging rebel seeins uneven in
his tele-works. Bul a mellowing of
the temper and a wider range of
intercst brought new elements
into Sen's style sometime ago, and
there is a lot of cinema left in him
yel,

Prevalling standards in Tollygunge
{the seat of filmmaking) however
give us little room for hope. Never
before have such films, with all
their borrowed commercial
gimmicks. won such big success. In
the past, one used to look to Tapan
Sinha and Tarun Majumdar as the
leaders of polished entertainment. In
the present situation, their work
has been somewhat rudely brushed
aside by the new crop of
potboilers, Enduring sentiments are
now reinforced by daring action
aod ear-splitting music in one
composite package—bringing




Bengali entertainers on par with
the old Bombay lormula flms. It
has inspired an unprecedented
inflow of finance and a large
section of Tollygunge is not at all
perturbed about the serious
sethack in sudience taste.

The state government is not very
worried either. A bitter lesson had
been learnt from the ‘good’ films
which incurred heavy losses-and
some which could nol be released
of all. The satisfaction of offering
opportunities to young talent has
heen buried under a heap of
criticism over misuse of funds. So
the government decided to turn its
atlention towards permanent
structures. This was whal resulted
in ‘Nandan', the multi-purpose Blm
centre housing a wide range of
activities from screenings to study
sessions. and Rupayan, the colour

laboratory complex at Salt Lake

Both were christened by Satyafit
Ray. It was hoped thal while one
would serve the needs of film buffs
and studen|s, the other—openad
last September—would come 45 4
boon to the Bengali film industry
which was hopelessly dependent
an Bombay and Madras for its
postshooling work.

Nandan has been in existence for
over 15 months and already it has
provided exceedingly rich fare. The
complex is still in the hands of the
Information and Cultural Affairs
Department bul with a promise
that it will eventually be run by an
autonomous authority. Meanwhile,
different organisations—ranging
from film societies and foreign
cultural centres to social groups—
atilise the excellent facilities to
give us such programmes as a
Mrinal Sen Retrospective (with a
final day's encounter between Sen

and Goutam Ghosh before a vast
audiencel); a variety of flm
exhibitions; a focus on women's
cinemit; a Bergman season with
films rarely seen here; a first-ever
festival of films from non-aligned
countries; o five-day illustrated
lecture on ‘Film and Politics’
conducted by a8 West German
visitor; a trip down memory lane
with Indian films of the pre-war
vears; and weekly screenings of
Indian and foreign classics by the
National Film Archive, And there is
plenty more to look forward to

It Isstill too early to assess the
performance of the laboratory
complex, especially when the
optical and sound sections are yet
to be added to the rest of the post-
shooting facilities, There is, in any
case, 4 feeling of relief that the Rs.
G-crore project has been
commissioned after such a long
delay. The Wes! Bengal Film
Development Corporation is in
charge of its administration and
has the daunting task of injecting a
sense of professionalism to enahle
it to compete with similar
establishments in the eastern
region. Surprisingly, the
Corporation. which ts in charge

of exploiting governmenl-
sponsored films, has also taken
over a studio in Tollygunge where
some of the same technical
facilities will be available,

There-is the difficult prospect of
generating enough work to feed the
Salt Lake complex, the NFDC
centre at Behala which already
maintains a busy schedule, and the
Kalinga studio complex near
Bhubaneshwar. All these centres
will be in competition with one
anather. While this should have a
healthy effect, the fact remains that




the number of films made in this
region may not be enough to allow
these institutions to funetion to
their maximum capacities. This
puts a guestion mark on their
viahility although the equipment
installed in all of them iz easily
comparable to the best in the
country.

The fact that more films are being
made in Calcutta has put the
NFDC centre in & somew hat
happier position, Otherwise, the
natural setting, the working
atmosphere, the facilities ranging
from air-conditioned cotlages and
make-up rooms {o editing rooms
and a sophisticated recording
studio would have given the
Kalinga studio complex a slight
edge. Built by the Orissa Film
Development Corporation in a
record time of one and a half years,
it was designed to give a boost o the
Oriya cinema, Coming, in top of the
term and soft loans given for
production, it generated
considerable enthusiasm and
boosted production by almost 20
films a year. To outside units, it

also offers a substantial subsidy
against actual billing of upto Rs.
50,000, Several flmmakers haye
already taken advantage of the
offer. Among them, Mrinal Sen,
Buddhadeb Dasgupta and Biplab
Roy Chowdhury.

The incentives have not, however,
inspired the growth of a more
enlightened cinema. On the
contrary, they have spurred box-
office values; there are stars
[Prashant Nanda and Uttam
Mohanty) to match their
flamboyant counterparts in

Dhiro Biswal, veteran octor/producer

Uttam Mohanty and Aparijite stors of Oriya cinema.




‘Sosu Nonad Bhaujed’, in Bhojpuri

Bombay; and producers as
established as Dhiru Biswal ready
o put in anything up to Rs. 20
lakhs for an Oriya film. With a
protective state policy for the Oriya
cinema and a spurt in the
construction of theatres, the ‘small
cinema', led by such talents as
Nirad Mahapatra and Manmohan
Muhapatra, continues its battle to
survive, Manmohan, in particular,
has survived rather well after thres
of his films—Seeta Rati, Nirab
Jhada and Klanta Aparanha—made
it to the Panorama and twa of
them subsequently found slots on
the national network, While Nirad
has one short film in this year's
Panorama, and is working an his
next feature, it was a pleasant
surprise to learn that Manmohan is
giving finishing touches to three
more films— Trisandhya, Kuhur
and Majib Pabachs—and will
begin yel another with NEDC
supporl towards the middle of the
year,

Not many know that Sadhu Meher
likes to return to make films in his
home state when he can break
away from his acting assignments:
On the last occasion, he made an
Oriya film for the Children's Film
Society al the Kalinga studio. The

CFS, incidentally, has made some
kind of & breakthrough in this
region by joining hands with a
private producer to sponsor Tapan
Sinha’s latest film, Aaj Ki Robin
Hood —during the shooting of
which the veteran director was
near-{atally attacked by an elephant
in the Betla Reserve Forest in
Bihar.

Such locations have been the
favourite spots for both local
stalwarts like Girish Ranjan,
Shivendra Sinha and Prakash Jha
as well as a host of filmmakers
from Bengal. Surprisingly, the
natural advantages have not
fostered a regular cinema in Bihar,
Recently, however, the state
government sel up a Film
Development and Finance
Corporation to help the
construction of mini theatres,
purchase of equipment and
production of Bhojpuri films. The
first state-inanced Bhojpuri

film, Sasu Nanad Bhaujes, is a
modest venture, with a simple
message on the dowry evil,
presented with conventional
excitements, and, no doubt. drawing
inspiration from the happy results
of satlier véntures like Ganga
Kinara More Gaon.

It is also & matier of some
satisfaction that these Bhojpurl
films make use of local talent,
although the biggest source of
inspiration now in Bihar is
Shatrughan Sinha—bath as actor
and producer, The state
government refunds part of the
amusement tax collecied from
every locally-made film. But the
general feeling is that il can do
much more to utilise available
resources and make Bihar a regular
film-producing state.




Dr. Bhobendra Noth Saikio briefing Maluya Goswami en the sete of ‘Agnisnaon’

Surprisingly, Assam, which
celebrated the golden jubilee of its
film industry a couple of vears ago,
has had to do serious thinking on
the state of its cinema. The
prablem here, unlike in Bihar, was
nol so much lack of enthusissm as
lack of professional competence.
About ten Assamese films are
made each year with help from the
Assam Stale Film (Finance and
Development] Corporation—most
of them being poor local variations
of the Bombay formula. The old-
fashioned methods of the more
senior directors do not always
resull in successes (like Pooja).
Nevertheless, Nip Barua, Bhupen
Hazarika and Shiv Thakur are still
vary active.

However, hopes in the future of the
Assamese cinema have been raised
with Bhaben Saikia laking over as
Chairman of the Siate Film
Corporation. He has set out with a
twao-point programme: building &
chain of small theatres to generate
new tastes and discouraging the
“misguided yvoung” from plunging

into the business of flmmaking.
Fortunalely, there is another sel of
young filmmakers like Juhnu Barua
and Hem Bora (both graduates
from the Pune Film Institule) who
are concerned with their immediate
surroundings and have dealt with
the Assamess studenis’ problem in
virying degree in thelr latest films,
Saikia, having proved himself well
above the others in Agnisnaan, has
now turned to Tagore's Darpaharan
lin Hindi) for the national network.

Television, indeed, has sprung a
suries of surprises: That
accomplished actor, Soumitra
Chalterjee for onw, is swilching to
direction, and there is a general
exodus from theatre to television,
The resulis so far have not been
uniformiy bright, but the
prospects are exciting as all kinds
of people, prominent stars and
directions as well as untested talent,
bombard the new format with new
ideas. Far-reaching changes lie
ahead.

Swapan Mullick

on
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The pioneering contribution ance
made by persons from Gujarat to
developing the infrastructure of the
Bombay film industry during its
formative years is yet to be
evaluated, Bul the present day
Gujarati industry would do well to
recall the glory of those days. How a
stalwart like D.N. Sampat
dominated the film scene during
the twenties, how vigorously that
veritable giant, Sardar Chandulal
Shah, led the indusiry in spelling
out its demands during the Second
World War; and how Mouj-Majah,
a Gujarati film periodical and
India's first cine weekly, reported
these evenis—all chaplers of &
bygone era that must be reteld to
ingpire the Gujarati film industry
of today

The hope generated in the '70s that
the state film industry would
stabilize with the siate

GUJARAT
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government's granting of full tax
exemption, has gradually faded
away. The number of productions
this year has come down to about
20 from the 30 ta 32 films of the
previous years. Though B0% tax
exemption to nine prints for the
first 26 weeks is still in force. as
many as 16 films ready since
August this year, were nol released
till the month of October. The
reason for this poor show glare one
in the face: the prolonged riots and
the eonsistently disturbed situation
in the state during 1985. Again,
two fresh waves of communal riots
swept over Baroda and parts of
Ahmedabad, in August and
September, '86. Besldes, the lack of
adequate rain in the state this year
in the urban areas, and the fumine
situation ruling in the rural areas
of Saurashtra and Kulch has taken
the overall picture from bad to

waorse.




According to official figures, tax
exemption was given only to seven
films this year. The government has
relaxed the restriction on the
number of prints to be released in
view of the adverse situation facing
the industry, and producers may
further benefit from good
performance of films by releasing
more than nine prints, This may
provide relief to some.

Producers, actors and studio
managemen! are worried about
new proposals to impose surcharge
on the industry, in protest against
which the film industry in
Maharashtra wenl on a long 31 day
girike in October/November '86.
They fear that if the surcharge is
imposed in Maharashira, Gujarat
will be the next to be hil. Leaders
of the Gujarati film industry have
already made their representation
to the Chief Minister on this issue,
They have also suggested the
Government grani subsidy to
Gujarati film production in view of

the adverse situation in the state in
general, and the present critical
position of the industry in
particular. But thus far the
Government has been non-
commital. It is in this light thal the
state of the Gujarati film industry
iz to be viewed.

A look at the films already re-
leased, yet to be released, and
under production this year, confirm
that by and large the preferonce of
audiences, is for entertainers based
on folk themes Malo Nag De, Ujali
Meraman, Lohi Bhini Chundadi,
Baba Balia Deo, Kul, Kasunbha Ane
Kanya and Ma. But Bhavani are
sample titles. These films largely
run in rural centers, mofussil
towns and theatres located in the
industrial labour areas. The
educated Gujarati urban mass
keeps its distance from this
cinems, and its main patrons are
the blue collar workers. The purse
strings of

production are held by

Naresh Kanodia in ‘Lohi Bhini Chundad?: top of the cherls
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predominantly trading communities
actuated by profit margins rather
than any concept of social
responsthlity.

It's interesting to noie thal on the
departure {rom the scene of hero
Upendra Trivedi, Naresh Kanodia
has moved into his place, an actor
belonging to the ‘scheduled’ castes,
now risen to stardom. The stale
which has suffered heavily these
last few years from riots against
seat reservation for students of
scheduled castes has nevertheless
elected one of them to the top of
the movie popularity charts.
Cinema, il seems, is above caste,
creed or religion; its creed, if any,
is only of popularity among the
masses!

Even the group of Film Institute
graduates who set out to produce
‘parallel’ films in Gujarati some
years ago, decided to weave in
elements of folk entertainment into
their work. Bhavni Bhavai, made
by young and talented director
Ketan Mehta, and a group of highly
gualified technicians, achieved a
standard of apsthetic and technical
merit reached by no other Gujarati
film, and was acclaimod nationally
and internationally. That was '81
and the film sparked off hopes thal
& parallel cinema movement would
emerge in Gujaral loo,
Unfortunately, the flame was not
kindled and the ‘Sanchar Film
Corperative’, as they called
themselves, too soon dropped out
of sight.

Director Ketan Mehta preferred 1o
switch over to Hindi for his next
film. Mirch Masala which has been
shol on Gujaral localions and
projects the Gujarati ethos, has
entered the panorama section of

this festival. But unfortunately no
current Gujarati folk entertainer
manages the vigour and quality of
Bhavni Bhavai, and no Gujarati
film of any kind i included in this
year's festival selection.

The recently-farmed Gujarat State
Film Development Council has
raised hopes all round but under
Chairman, ex-hero Upendra
Trivedi, it ls still to open its
innings.

As for the growing popularity of
TV entertainment vis-a-vis the film
industry, Gujarati films are largely
patronized by the economically
lower strata of the society, the
majority of whom do not possess
television sets. Bul the general
effects on the business of cinema
exhihition in the state hag certainly
been negative. Three movie houses
located in the prestigious Ashram
Road business area in the capital,
Ahmedabad, have been shut down,
Similarly, an old but leading cine-
theater in the heart of the big city
of Baroda, has been demolished
and transformed into a shopping
centre. All in '86.

Rita Bhaduri and Arvind Kirod
insiders,

- pulisider-




Adi Troni with Bombay's Jayshef T in director Kishyore Vyas' ‘Janetona Sogond’

Here's an intriguing detail about
the Gujarati cinema. The leading
female stars of numerous Gujarati
films produced during the

tax exemplion era {including Bhavni
Bhavai) are almosi inevitably non-
Gujarati: a5 wilness heroines like
Snehlata. Rita Bhaduri, Sushma
Verma, Smita Patil, Jayshres T,
Bandini, Privadarshini. On the
other hand, there are many
Gujarati actors participating in the
popular Hindi-language serials on
the national hook-up: Satish Shah,
Swaronp Sampat, Tiku Talsania,
Kishore Bhatt, Sujata Mehta,

Shernaz Patel, Sameer Khakhar,
Ajit Vachhani, for instance. The
names of director Kundan Shah
and music director Uday Mazumidar
could be added to these Noted
classical dancer and heroine of
some Gujarati films, Mallika
Sarabhai was selected for Peter
Brook's international siage
production of Mahabharat... No
one can doubt the multiplicity of
cinematic talents in Gujaral, yet
this region's cinema—vexingly—has
yet to make ils mark on the
nationnl scene.

—Ushakant Mehta
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In-laws in,

In 1986, Marathi films faced battle
on two fronts: on the one

hand, they had to struggle againsi
the Big Brother of the Hindi film
industry and, on the other, heavy
state taxation levied at different
stages of production. Even though
the Entertainment Tax Refund
Scheme, # grant-in-aid which gives
substantial subsidy to the Marathi
film industry, is still in operation—
in actuality il seems to work to the
benefit of a coterie, rather than the
majority of film producers.

The recent decision of the
Maharashtra government to impose
additional tax burdens on the flm
industry in the state had the entire
industry up in arms against the
decision, and on strike for a whole
month. During this period, every
aspect of films suffered a sethack,
and the Merathi Glm industry was
no exception. While the strike has
been suspended temporarily.
concessions are expected from the
government which has yet (o
convey its final decision.

In terms of production of flms in
'86, the general average was
maintained. Twenty flms made it
to the screen and five more have
been censored recently, though they
await release.

OF the 20, only one, viz,
Dhumdhadaka, was a noteworthy
success. Actually the film was
realeased (n 1985 but completed (s
golden jubilee run (50 weeks) in
1886. Na other Marathi film could
manege even a silver jubilee (25

Marathi
Cinema

outlaws out?

o

i"

‘Dhumdhadehy’; Mahesh Kothare's golden jo-

bifes hit.

weeks), which run could be called
a commercial success, Aboul 76%
did moderate or average husiness
while the balance had terrible
problems with even recovering
cosls,

Thematically, lamily melodrama
continued to fascinate Marathi film
producers in 'B8. Almost one-third
of the productions featured mother-
in-law/daughter-in-law conflicts
with the daughter-inlaw generally
being oppressed, and with squal
chanecss of a happy or & (ragic
denouement. Dhakti Soon
[Youngest Daughter-in-law) was a
typical—and il did decent
business too.

Bhalji Pendharkar re-made his own
hit of the *40s, Soonbai, now re-
christened Shabas Soonbai (Hrava
Daughter-in-law), Bhalji is-a
freedom fighter and the oldest
living filmmaker in India! Born in




"okt Soon'.

1899, he began his film career in
1924,

MNext in popularity were the
comedies. abounding in hilarious
situations and exaggerated acting.
Veteran actor Ashok Saraf
dominated the scene since he stars
in the majority of them, including
the lone hil Dhumdhadaka
iproduced, directed and acted by
Mahesh Kothare who made his
debul in this flm.)

Two olher comedies recently
released are Raja Bargir's Gadbad
Ghotala and Dada Kondke's Muka
Ghya Muka which typically has a
pus in the title {Muka' means both
‘kiss' and ‘dumb') and as typically
ran info trouble with the censors.
{See box.] Both these flms are
reparted to be drawing in the
crowids.

In contrast, the Misdeeds of the
Villainous Village Patil—which
theme was very popular in the
‘60s—are on the way oul. Veleran
producer/director Anant Mane wha
has made any number of films on

Comedy hit— Raja Bargic's 'Gadbad Ghotala'

the subject, found his '86 film'a
dismal flop. (Incidentally, his
Sangte Alke on the same theme

ik




holds the record for the longest run
in Marathi film history.)

There were stray attempts to focus
on contemporary subjects: the svils
of the dowry system (Pudhacha
Paoal), the struggle of honded
labour (Nikhare). Maphicha
Sakshider was based on the Joshi-
Abhayankar murders that actually
took place in Pupe; and on the
confessions of one of the quartet of
young men who began by
murdering one of their own college-
mates, then held an entire city in'a
grip of terror for over a year. The
film ran into enormous problems
with the censors, was begun by
one director and completed by
another, and is claimed by neither.
Nevertheless, there was a mind-
chilling performance from Nana
Patekar, the prominent Marathi
theatre personality, as the leader of
the group, and the film did sizeahle
business when it was finally
released.

S S JONNNYS IR
o

Hombay film stars to pap up Marothi films:
Arona Irmnd in "Ehare Wamsdar'




The general diagnosis is that the
Marathi cinema has got bogged
down in its own formulas and
stereolype/escapist themes,
Spectators, it seemed, had— had
their fll,

There were attempts lo salvage the
situation. Some films were made in
168 mm and blown up to 35 so as o
bring down costs. Stars of Hindi
cinema were introduced in Marathi
films to attract the crowds: the late
Sanjeev Kumar, Dharmendra,

Amjad Khan, Satyen Kapoo, Aruna
Irani eto, Hindi film actress Vidya
Sinha produced a film in Marathi,
Bijali, in which she had a minor
role too,

With the success of television
serfuls in Hindi, eflorts are being
made to launch more such serials
in Marathi. Al present. two serials
are being telecast which have
caught the people’s attention. They
are Zopi Gelela Jaga Zela about an
absent-minded cashier, and Nasti

Only Gold or Silver

With Usha Charan in "Muka Ghyo Muks'

Dada Kondke who began life as a
mill worker launched on his career
in show business by entertaining
friends and others, mainly in the
slums, The real break came in the
‘605 with Wichha Mazi Puri Kara
(meaning suitably enough ‘Make

My Wish Come True'} a folk

play which brought him instant
popularity and paved hie way into
the film world. Veleran director
Bhalji Pendharkar placed him in
films with Tambadi Maati (1989}
but it was hardly in Dada's nature
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Aafat about the misadvaniures of a
newly married couple. Both of them
are comedies, and hoth dominated
by Marathi filmfalk.

It is, however, n sad fruth that
Marathi-speaking film

perﬁﬂnn]ities of stature such a5
Smita Patil, Mohan Agashe, Chinu
and Jayoo Patwardhan, Bhaskar
Chandavarkar. Girish Karnad et
are generally keeping themselves
away from Marathi cinema.

Veteran Director |Jabbar Patsl, who
has many good Marathi films to his

oredit, is busy with a Hindi project.

Competition from Hindi films, a
dearth of young and aspiring
artistic talents, paucity of funds,
lack of experimentation in handling
themes and technigues, have
blocked the progress of the
Marathi flm industry. For the last
few years it hos been struggling for
its very survival and il will indeed
be a Herculean task ta put new life
in it

—Shashikant Kinikar

tt stay in place. From aclor he
turned producer and subsequently
director, song writer, also soript
writer and dialogue writer. Working
not only in Marathi his mother
tongue, but in Hindl and Tamil too,
according 1o one report.

Songadya (1971), in which Dada
made his debut as producer, lifted
him to stellar heavens and pinned
him there. It won the Maharashira
Sinte Government's award for Best
Feature Film that year, celebrated a
galden jubilee (50 weeks) and se1
the pattern for his films lo come
which have, invariably, been either
gilver (25 weeks) or golden jubiles
hits. In fact, his successes in
sucoession have reportedly
immortalized him in the Guiness
Book of World Records.

After his series of successful
Marathl films Dada broke into the
Hindi market with Tere Mere Beech
Mein (1964) and Andheri Raal Mein
Diya Tere Haath Mein (1988) which
did not let down his record al the
box office. He has recently
completed the Hindi version of his
latest film Muka Ghya Muka the
hero has Kis first dialogue only
alter the interval!), Goonga Bachcha

Subse Achcha which literally
would read 'Tt's bust to be & dumh
kid',

in the Marathi version, Muoka
means ‘kiss’ and Muka Ghya Muka
is translaled as 'Kiss me, kiss me.'
On the other hand, Muka also
means 'dumb’, which adds another
dimansion. This iz typical of Dada's
worka. The hilarious situations and
the slapstick comedy, the
double-meaning dialogues and the
hardly-subtle sexual innuendoss,
that could qualify for obscenity.
Alsa, satirical barbs aimed at
paolitics, political leaders and a
range of social evils.

It's no wonder then that Dada has
a long history of clashes with the
censors—and he has probably set
some kind of record there too. Ram
Ram Gangaram (1977] was
formerly entitled Gangaram
Weeskalame, to which the censors
objected on the grounds that it
poked fun at the government’s 20-
point programme. The bouts with
the censors and the appeals to
higher-ups against lower-down
decisions have, of course, served to
boost publicity and ensure that 25
weeks/50 weeks run. For Dada
Kondke anly silver or gold will do.




CINEMA
KANNADA

Once upon a time, there was @ new Wave Cinema...

Let me begin by relating for you an
unwvsual and unprecendented
incident that occurted December
19, this year: A Kannada Rlm
helonging to the school of art or
offbeal cinema was premiored in a
tent theatre! In Sampige, a tiny
village far away from the capital
city of Bangalore.

The film was Shankanada, and its
maker, Umesh Kulkarni, one of the
early graduates of the Film and
Television Institute of Pune. This
was his first independent venture
in production and direction, though
he had already made his mark as
an award-winning film editor. The
shooting of the film, a lake-off on
political machinations in a rural
setting, was completed in
September 1985 and from then on
it was one long wail for the young
filmmaker, as he ran from pillar to
post looking for a buyer for the
film and a theatre to screen it in
Bangalore. He drew blanks
everywhere,

In a desperate move, he decided to
premiere the movie in a tent
cinema, but there was at least
some method In this madness.
Sampige is a picturesque villago
and he had shot the entire Alm
there. But then that was only
making a virtue of necessity.

On the occasion, Umesh issued a
rather stirring statement to the
Press, He said,; "Many Kannada
films outside the mainstream are
left in the can for want of
distributors. Perhaps the Gods of

Gandhinagar (Bangalore's film
centre) think they can subject my
film too to the same humiliation,
But I have something to say to
them in return: ‘Sirs, we are not
silent pieces of stone waiting to he
transformed into works of
sculpture by your blessings. You
cannot ride roughshoed over us

Melodramatic? Yes, Bul the
incident is revealing pointer to the
slate of the offbeat cinema in
Karnataka, which, not so long ago,
promised to take the entire country
by storm by its new and artistic
cinemal

But all those rosy forecasts have
come to nought. The Hegde
GCovernmen! announced a special
incentive schema for arl films in its
budget for last year, enhancing the
sibsidy from Rs.1.5 lakhs to three
lakh rupess but that hasn't helped
revive Lhe movemenl, as expected,
and in 1986 it continued dormant if
not defunct, Thers were a couple of
stray attempts though, but hardly
enough to reverse the downslide.
Today, there seems to be little hope
for 1987 either.

The Kannada screen made around
66 flms in 1986, but hardly a
couple of them could be classified
as ‘new wave'. The only two Glms
completed during the year were
G.V. Iyer's Madhvacharya, U/mesh's
Shankanada and there is
cinemalographer Gowrishankar's
first foray into film direction. Benki
Male, which is stuck with the
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GV, lyer: on locotion for Madhvechavya,

censors, Madhvacharya is a film of
great visual beauly and rici
philosophical content, but the
doyen who made this worthy
successor to Adi Shankaracharya.
@ major contribution to Indian
cinema in 1985, has virtually
written off the Kannada market
and is looking for release avenues
elsewhere. The film is an entry in
the Indian Panorama section
during this festival, the only
Kannada film, incidentally, to
achieve this distinction. Time was
when so many Kannada films used
ta vie for this honour.

There were the few brave ones.
Girish Kasaravalli, director of
Ghatashraddha, has nearly
completed Thabarana Kathe, based
on a short by Purnachandra
Tejaswi, on the plight of the
gommon man in today's
bureaucratic and paolitical jungle:

A group of Janata intellectuals,
including & couple of ministers,

who once belonged to the erstwhile
Socialist Party of Dr. Lohia are
filming Dr. U.R. Ananthamurthy’s
introspective novel, Awasthe, about
an idealist politician exposed to
the realities of career polilics.

Virtually based on the life of a
volatile and colourful Soclalist who
left as much of an imprint on
Karnataka as Dr. Lohia lefi on
Indin—S8, Gopala Gowda—the film
has some fertile talents involved in
it and is more than half way
complete. But one should keep
one's fingers crossed for the
smooth passage of this film as well
Hecause this brand of cinema is
badly grounded, and mere good
wishes cannol raise il up again

For a stray Girish Kasaravalli or a
G.V. Iyer who are determined to
carry on regardless, look at the
number of creative filmmakers who
find themselves more or less on the
shell —Prema Karanth hasn't even
started another film after the much-
acclaimed Phaniyamma; T.S. Ranga




Nalini Murthy in Girish Kosorevalll' “Tabo-
rane Kathe',

of Savithri is struggling 1o extricate
his Hindi Giddh from a similar
fate; T.S. Nagabharana of Grahana
and Banker Margayys is suffering
from a serlous crisis of identity
aftler being unable to sustain
himself in offbeat cinema and
running aground in mainstream
cinema; Shankar Nag of

Accidenl has preferred the security
of making a TV serial, Ma

Days, and is not planning anot
Bilm in the near future; M.S. Sathyu
is busy with twe national petwork
serials; P, Lankesh has found big
maney in running 8 widely-read
political journal; and Girish Karpad
and B.V. Karanth, we may take it,
are lost to the Kannada cinema.
And the harsh realities of the hox-
office are enough o put off the
most intrepid newcomer,

In & situation such as this, il is
difficult to be enthusiastic about
the future of offbeat cinema in
Kannada, which fnds itself
overlaken rather overwhelmingly
by Malayalam, Bengali and even
Hindi, after having enjoved a clear

lead over them not so long ago. Ii
Is also difficult 1o blime the
traditiond] lrade channels alone for

this dramatfic turnabout in its
fortunes since box-office records
have shown that films of Lhis kind
are just nol drawing large enough
audiences.

By contrast, popular cinema fared
reasonably well, at least 25% did.
The tentative efforts of some of the
middle-of-the-road filmmakers were
conspicuous by their absence, and
the accent was heavily on remakes
of hits from Telugu. Tamil or
Hindi, Almost every successful film
was a remake, perhaps with the
exception of Anand and
Rathasapthami, starring Shivaraj
Kumar, son of superstar Raj
Kumar, who claimed superstardom
in his own right through beth the
films. While Anand had a silyer
Jubilee week run, Ratl :
which hit the screens in early
December, seemed to huve seitled
down for an even longer innings.

That music-and-dance fantasy in
Cinemascope, Malays Muarutha,
plummeted at the box-office.

The enhancement of subsidy for all
Hndl of films from Rs, 1.5 lakhs 1o
Rs.2.5 lakhs, and a Government
nrder, denying the facility of 502
lax exemption to Kannada films
not making use of the facilities
available in Karnataka, have not
helped to the extent expected in
building the industry on sound
lines within the State. In any case,
the Government went back on the
latter order under pressure from o
powerful lobby of big producers
who complained that the facilities
available within the State were not
good enough to make big-budget
glossies. So the producers were
allowed once again to make their
films outside the State, and they
slill get the benefit of lax
exemplion for one more year! This
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Vishnuvardhan and Sovila in ‘Maleye Marathe's wesical that went off-koy

sudden change in policy came as a
shattering blow to entrepreneurs
who had sunk lakhs of rupees in
creating a new infrastructure, in
the hope that the industry would
pul down roots within the State
iteelf. There ensued much bad
blood between big producers and
small producers whose fond hopes
were once again dashed (o the
ground.

The year also brought fresh
confrontations between producers
and distributars on the one hand,
and exhibitors on the other, on the
question of the meagre playing
time given grudgingly to Kannada
films, particularly in Bangalore and
some other big lowns in the siate,
The burden of rising theatre
rentals also proved to be a major
irritant, but despite threats hurled
by the Karnataka Film Directors
Association and hectic efforts by
the Karnataka Film Chamber of
Commerce to find a solution, no
satisfactory end hove in sight

Then there was the unabating
threat from television and video,

The small screen was a
troublesome fly in the ointment for
the offbeat filmmakers because
viewers gol all the non-formula
entertainment they wantoed from
the numerous soap operas on
televislon, Collections dipped even
for commercial films, thanks to the
week-end movies on television and
even Lhe better-made serials during
the week, Producers of popular
cinema were driven by [ear to
make more and more remakes. For
creativity, it was a slow fade-out,

The only bright spot came from
achievements in the technical feld.
Camerawork in colour seemed to
have improved by leaps and
bounds, and editing was
mnovative, Buf none of this could
help conceal the poignant situation
of an industry desperately
searching for a new identity. With
art cinema, which was once the
real soul of Kannada cinema, lying
in a mortbund state and :
commercial cinema engulfed n a
variely of serious problems too,
1886 proved a really bleak vear for
the Kannada cinema.

—V.N. Subba Rao.



Before Chidambaram/After Chidambaram

G, Arovindan recieves the oward for ‘Chidambarom® from President Zail Singh

1086 was the year of the
Milayalam Cinema: In the National
Awards Kerala bagged the
prestigious Best Film Award for
Aravindan's Chidambaram and
Besl Documentary for his The Seer
who Walks Alone, Best Playback
Singer awards for K.5. Chitra and
Jayachandran aod the Best Film on
National Integration award for P.A.
Backer's biographical, Sri
Narayana Gurw. In the 1987
Panoramu, which puts logether the
pick of the year, as many as seven
of the 21 films are in Malayalam,
Incidentally, three of these geven
examine the impact of the
communist/extremist movements in
Kerala.

If the Malayalam Cinema has gone
ahead of olher language cinema,
the credit should go to celebrated
filmmakers like Adoor
Gopuolakrishnan, Aravindan, Actor
Gopi, Bhaskaran Nair, and other

commilled people who starled the
film society movement and
nurtured it, The statewide
awareness generated by film
society screenings and the opening
ap of the tremendous potentialities
of the film medium Inspired many
young people. Indeed, today avery
third young man in Kerala wants
to be a filmmaker or a scriptwriter

~while novelists and short story
writers prefer screenplays.

A couple of years ago, the sifuation
did not seem hopeful for the good
ginema movement. When
Aravindan did nol gel a producer
after the commercial failure af
Pokkuveyil (Twilight, 1882)—a
slow, sensitive study of the
disintegration of @ young man—he
had to lurn Lo making
documentaries in the interim.
Meanwhile, in collaboration with
some close friends, he bravely
undertook to produce his next film
himself.
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The commercidl success and public
ancoeptance of Chidambaram
reversed the trend of recent years,
of the apparent distaste of the
audience for offbeat films.
Featuring actress Smita Patil and
Gopi, the film ran for more than 50
days. Even hardened distribulors
who dismissed the parallel
filmmakers as ‘noon show makers'
ware impressed. Chidambaram
proved that il a good flm is
distributed in the proper manner,
there are certainly audiences for it
Thereafter many established
distributors have approached the
parallel cinema directors to make
films for them. For these directors
it has meant renswed confidence.

State government aid, in the form
of subsidy and package-deal

o R
. like Pavithran and John

Abraham, for instance. The
government gives a subsidy of
Rs.75.000 to filmmakers shooting in
the state and using production
facilities here. And the package
scheme, Introduced by the Kerala
Film Development Corporation
(KSFDC) in "85, permits Almmakers
depositing Rs.50.000 with KSFDC
tb use Corporation facilities such
a8 dubbing, theatres, lab, atc. and
obtuin credit facilities Tor

production; including for raw stock.

Signs of resurgence aro
everywhere. Adoor Gopalakrishan
is completing work on his new film
Anantharam. again produced by
Riuvi, his collaborator of two-films
standing (Ellipathayam and the
cyntroversial Mukhamukhom).

After a gap of 15 years (Adoor's
Swayamvaram 71/, the National
Film Development Corporation has

sanctioned loans for as many as
five Malayalee films. One, G.5,
Panicker's Pandavpuram is already
complited, while others who plan
to launch their films in '87 are K.R.
Mohan (Purusharthan) Cameraman
Shahiji (Piravi) Ravindran (Oru
Thoeval Keezhil) and Kulathoor
Bhaskaran Nair (Marthanda
Verma),

The introduction of the film circle
scheme hy KSFDC and the
National Film Archive (NFAD and
the setting up of an NFAI branch
in Trivandrum has revived in film
sociely movemen| which was
languishing for lack of good films.
But good days or bad days, the
Soorya Film Society of Trivandrum
manages to be very aclive,
screening films from other states
and inyiting directors/actors from
oulside the state for seminars and
discussions. f Soorya has become
a prestigious name in the cultural
life of the capital it is because of
the inexhaustible enthusiasm of
workers like its Secretary,
Krishnamoorthy.

Al a tme when prospecis seemed
bleak for the film society
movement, thal always
unconventional ilmmaker John
Abraham, along with like-minded
colleagues, launched ‘Odessa’ to
expose people to good cinema.

Crowd -Puller Mammoty ond Mahanli!




UOdessa is unigue in that it is a film
movement in which the common
man—whether in village, town or
city—agtively participates. While
the shows are free, volunleers go
round the sudience after, for
donations bul there's no
compulsion to pay. Initially
projections were hired and flms
borrowed from embassies; but as
the movement gathered strength
and funds fowed in, Odessa was
able to buy seven of its own 16mm
projectors, and later even
launch its own production (Amma
Ariyan). Odessa’s bill of fare
includes flms like Chaplin's The
Kid [an ull-time favourite
everywhere), Girish Kasaravalli's
Ghattashraddha, Pattabhirama
Reddy's Bamakara Buddhadeb Das
Gupla's Dooratwa, John Abraham's
o Kazhuthai and

' rhay: I
Anand Patwardhan's Bombay Our
City has had screenings in 140
places throughout Kerala
Palwardhan also participated in
digcussions arranged after the
acreening.

The so-called "blue movies' with
suggestive litles seem to have
vanished from the scene—thanks
to protests from Malayalee
organisations and women's
organisations putside Kerala. The
central government's amendments
to the censor regulations have
gurtailed the exhibition of such
movies outside the slate

Meanwhile, with a Regional Censor
Board functioning in Trivandrum,
it is no longer necessary for
producers to go on & pilgrimage to
Madras for film certification,

Though number of flms made in
the Malayalam in ‘86 dipped to 120
[rom 128, barely 20 to 25 films
were commurcially successiul The
failures of their films has forced
filmmakers like Bharathan.
Balachandra Menon, P.G.
Viswambharan, Joshi, and others
to change their approach and look
far subjects not calling For high
budgets. In "B8, more villages dotted
the film landscape than ety
dwellings. Fortunately or

Ralchoandro Menos in Tamikland: directing Shivuli Ganesan and Padmini
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unfortunately, songs have started
fading out in cinema. There was a
lime not so long ago when peaple
saw films because Vayalar was the
lyricist and his teammale,
Devarajan; the music director. Bul
the five lo ten songs of & decade
ago have been reduced 1o 4 mere
ane or two per film loday.

Balachandra Menon who made 18
feature films in lour years (all of
them “family dramas’) did not draw
the crowds with his latest,
Parvathi, so ho travelled
northwards to try his lock in the
Tamil flm arena.

Director LV, Sasi (of Her Nights
fame) tried his hand @t Hindi
cinema in 1886, but having unly
gained in bitter experience, he
decided that particular forum was
not for him.

Remakes from Malayalam to Hindi
dropped 1o just ane, from five in
the previous year

In recent years, actresses from the
Hindi film world have off and on
graced the Malayalee screen, such
#s Rameshwirl, Moon Moon Sen,
Zarina Wahah as well 4s TV
artists like Pallavi Joshi and
Sujatha Mehta (in Mohan and K.R.
Mohan's forthcoming Glms
respectively]. Recently Cirish
Karnad arvived to play the role of
an ex-serviceman in Bharaian's
new film: In the other direction,
there's been notably Gopi who
gave a remarkable performunce in
Govind Nihalani's Aaghat (Blood of
Brothers, 19856) bul unfortunately,
for the time being he has stopped
acting whether in Malayalee or in
Hindi, due (o ill health.

Corph—pnriching Hindi cinema.
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Girish Karnod goes South.

By and large, the Malayalee film
makers seem reluctan! (o venture
into Hindi cinema, unlike their
counterparts working in Bengali,
Tamil, or Kannada. Serials and
goap operas have still to eatch on
here, and television yel 1o make
dramatic inroads into the film
geene. Though Trivandrom
Doordarshan has offered TV films
to Adoor Gopalakrishnan,
Aravindan, K.G. George,
Padmarajan and K.R, Mohan,
nothing further has been heard
after thal announcemant,

True, video piracy hes adversely
affected exports—particularly to
the Gull area which was the main
market for Malayalam cinema, But

veteran filmmakers do not feel
cinema is threatened by the onset
and expansion of electronic
enlertainmenl. This, in spile of the
fact that the state of Kerala boasts
the highest number of TVs -and
videos per 1000 population, The
Battle of the Big Screen will not be
lost at least in Kerala; is the
[eeling.

1988 should confirm this
prediction; Filmotsav ‘88 {a
scheduled at ‘Trivandrum and those
who have had the oppartunily 1o
know Kerala only from the films of
its artistes, will then be able Lo see
the reality too.

—Sasi Kumar
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Quality Down Down

Al the close of 1986, one thing is
for sure. The Tamil film industry [s
In dire need of plastic surgery, And
if you're going to usk why, try lo
count jual three Slms-oul of the
100-0dd made—thal stand out as

any good.

Still trying? Look at the 'Big 8's'
for starters. Veteran K.
Balachander may have started the
year wall enough with his ‘85 effort
Sindhu Bhairavi-—one of the six
films of the previous year to carry
over 1o the next for a ‘double
century' run; besides fetching
Suhasini a Natlonal Best Actress
trophy. But his ‘88 production of
mditw Mannan hardly does him

From film to film, Balachander has
surely bettered his craft as o
filmmaker, but you cannot look to
him anymore o give us flesh-and-
blood characters like Major

Chandrakanth or Server Sundaram.

Nor lor that matter that
delightfully effective amalgam of
comedy and pathos achieved in
films like Neer Kumizhi and Edher
Neechal.

Bharathi Raja too scems to be
Insing his fire, He ton opened the
year with-an '85 Panoratma Sivaji-
starrer, Mudhal Mariadhe, crossing
the 200-day marker in a year that
boasted of 15 hundred-day runners
of its own! But, therealter he
seemed finxed, Kadalora
Kavithaigal bombed s0 miserably
that poor Raja took off for the
Telugu galaxy in search of brighter
prospects,

What a shame. Decause the
Bharathi Raja whose films we
waitad for was the Bharathi Raja
who, to date, remains supreme in
the suspense-thriller genre with his
Sigappu Rojakal Try as they may,
nong of the younger aspirants seem
able to match this combination of
slick treatment, fast cutting, and
crisp screenplay that once made for
gripping cinema, whether it was &
suspense lale or a pastoral love
story.

In ‘88, Mannivannan, who had
Inoked a likely successor with his-
thriller, Neoravathu Naal, foll flat -
on his face with Vindinga
Kalyanam, while Sakthi-Kannan's
efforts (Unnal Onre Kaetpaen)
aren'l honestly even worlh the
mention, S.A Chundrasekar
defected—a trifle uncomfortably to
the love Iriangle with Vasantha
Ragam but with no greater success
than he had with Sivappu
Malargal

This little director—who had pnce
showed more dynamism and drive

Bharathi Rafo—ann successor in sight?




than a well fizzed up beer— had
made his box office bid earlier in
‘86 with a Vijoyekant-starrer
Ennakku Naane Neethipathi True
to style. Vijayakant was the one-
man-army taking on a barrage of
anti-social elements as fast as they
could come on in two hours
running fime!

The easiest thing*is to typecast
Vijavakant with his dark
complexion and a mop of hair he
tosses about, @5 8 poor man's
Rajnikant. But sitting pasily atop
the year's popularity charts—with
Satyaraj following close behind—
Vijay soon grew tired of the
“stifling, cliched roles" being
handed out to him. So, he plugged
for change in Sunderraf’s
Thazhivaadai Kaigal And as the
dark, dapper, conscientious cop in
Oomai Vizhigal. he has made 4
lasting impact &s an actor who's
well worth his salt.

Three cheers lor Domai Vizhigal It
is the only Tamil film that
unpretentiously managed to
combine artistry and popular
elements. As a critic rightly
observed, its makers—a band of
Film Institute aluminii—showed a
“level of intellectual appreciation of
the need for detail as well as a
passion for the nuances of the arl
of filmmaking that is rare in Tamil
cinema loday.”

Dus to its plot with its series of
macabre murders and expose of
political criminals, the film ran into
censorship problems at both
Madras and Bombay. When finally
clesred at Delhi, it gave a needy
Tamil cinema {wo new admirahle
talents; Director Aravindraj, the
only new director Lo survive a year
that clean washed away G.M.

Kumar, Gajendran and Bhoopathy.
And second, the Bombay-based
Manoj-Gyan duo, whose music
lifted Oomai Vizhigal to loftier
heights. The enduring songs, the
lovely symphonic background score.
had the distributors making a
heeline for the duo,

The injection of two big labels
from the north—CBS and T

Series— into the local fray created
yet more excilement on the music
stene. With both companies fishing
for talent to back, the batile of
royalties has begun in earnest—
without, however, any telling effect
on the quality of product. Sad.

While T Series grabhed Manaoj-
Gyan, CBS retaliated by signing on
US-returned Jerry Amaldev,
Neither fusion-master Ananda
Shanker nor Usha Khanna, nor
even the coming south of R.D.
Burman, have been able to sleer
the general trend away from a kind
of unpalatable east-west goulash,

Though Haya Raja may have
chalked up another National
Award for Sindhu Bhairavi. it was
T. Rajender who proved the record
companies’ darling. Producer-actor-
director-story and seriptwriter-
cameraman, the foppy-haired tinsel
idol decided he had to direct music
g0 as to round off his one-man-
band style of filmmaking: His
debut effort Mythilli Ennai Kathali
proved that ‘folk’ elements have the
audience's ear, by selling a record
80,000 casselies for the Echo
Recording Company [llaya Ruja’s
label). Much to his dispust,
Rajender now fnds himsell more in
demand #s a music director these
days rather than what he fancies
himself to be: an actor!

77




Rajender's screen and political
rival, K. Bhagyaraj, could'nt allow
himself to be overtaken in the one-
man-band race. So, with a little
help from wife and friends, he
composed the music too for his
latest, Kavadi Chindu.
Unfortunately, nol much else from
this intelligen! and earthy
storyteller who seems to be headed
for greener pastures up north. His
Aakhree Rastha was such o
roaring success that Nadiadwala
has booked him to direct another
Amitabh starrer, Laadla.

The last of the Big B's, and the las
of the pldies, Balu Mahendra, who ] ,
we could pruvimlalylbunk on for Silk Sinitha in Bahs Mahendsa's ‘Pulll Potra
pleasant and appealing fare, Pillai

disappointed. The director who

stood apart from the humdrum

¥ ol

urowd with palished works like It was a disaster, a semi-tragic film,
Nenjithe Killathe and Uddiri drenched in the director's own
Pookal came out of a long leelings of sell pity. Life itself ia
hibernation with his Kannuliku the villain here. The heroine has

Mai Ezhudhu. terminal cancer and dies calmly in




Fromm Kamoalahasan's "Vikram'

her husband's lap while her
daughter is playing badminton in
the frontyard.. Mahendran {ried to
do on screen what he couldn't do
for himself in real life: create a
utopia where people behaved
precisely as he wanted them to,

There have been several other
dubious landmarks as well: both
superstars, Kamalahasan and
Rajnikant, dabbled in big bodget
productions and took quite a
tumble. (Kamal's Vikram was the
first ambitious attempt to xerox
James Bond here, while Rajni's
Maaveeran borrowed from nearer
home: Manmohan Desai's Mard. (Il
kepl the remake trend alive and
kicking anyway.)

MNational Award winner Sridhar
Rajan decided there was more
money perhaps in prostitution,
murder and blackmail, and made
his Iravo Pookal on those lines.

The genre of political film got a
face lift: Palaivamkotiai

Rodhika and Raojmkanth in 'Nallavandkk
Nallavan'

Shanmugam, & criminal lawyer
who produced Ezhaavathu
Manithan—a film that tackled the
problem of envirenmental pollution
caused by a coment factory long
before Bhopal—has made Kaani
Nillam with Cha playing a corrupl
minister, Unlike other pseudo-
political films made in 88, there is
no dashing, single champion who
prances along just in time to undo
the wicked politician's doings, The
people show their power in this
flm.
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The negative effects of video were
magnified sufficiently to give the
Tamil film industry a scapegoat for
their failures. And television serials
came like a good fairy to pull
bigger and smarter producers out
of the rut. “The future lies
definitely with TV and video movie
productions, whether we like ta
accept il right now or not,” said
Suresh Balsjee, son of "Remake
Mughal' K. Balajee. His Amlon.
heavily inspired by John Huston's
Annie, is the most popular serial
running here now.

"Already in Bombay," Suresh went
on, “tHere is more video shooting
going on in the studios than film
shooting, Madras ., I feel isn'l loo
far behind really. Although film
aclors ware initially shy to do
serials, thinking them infra dig,
the attitude is changing fast,
especially since they've noticed that
in the United States, for example,
TV stars are often a lot more
popular than the Hollywood typest!”

AVM and Kamalahasan's brother,
Charuhasan, have plunged into the
video race with gusto, setting a

lead others will undoubtedly soon
follow,

For, as Charuhasan noted, seven
lakh video cassette recorders have
already passed through Madras
Customs and the figures are
soaring higher overyday. About
2500 video libraries cater to thess
VCR owners. For Goodwill Home
Movies, Charuhasan has signed on
known directors like R.C. Shakthi.
S.P. Muthuraman Moull, Lenin,
C.V. Rajender and music director
Ilaya Raja to make the sort of
video movies that could compete
with video copiers of popular films.

“The sort of people. he said, who
own VCRs don't really relish too
much of the commonplace masala
fare dished outl here. They'd rather
witch more sensible entertainment.
I'm confident we can give it o
them, because unlike the huge
mass of cinemagoers, no such
diversities of taste exisl here." This
note should ring out more than
once in Tamil cinema—right
through 1987,

—Brian Laul




(Sons and Fathers)

1586 was an year of extremes for
the Telugu film industry. About
25%, of the year's 130 odd Alms
were a success at the box-office,
There was a clear pattern: a film
was either a tremendons success-
or a total flop!

Though some films have made
considerahle money, they are still
regarded as failures, because of the
heavy expenditure on production.
The trend that began a couple of
years ago, of small buyers
purchasing films for different areas,
continued and a number of new
film distribution concerns have
sprung up. As a resull, the
producer who was always at the
end of the gqueve to receive money
for his film, is now the first to
collect his costs, plus profits, on
his production,

This peculiar trend of the market
has destabilised the established

] '
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and traditional distributors; some
have closed shop, some are lying
low hoping for beiter days.

For the cinegoer in Andhra
Pradesh there is a wide choice.
Every week, on an average, three
Telugu film are released, besides
one or two Hindi films. If the word
spreads that a Telugu film is good,
it makes a record callection—at
the cost of other releases.
Audiences have also developed a
taste for Hindi and English fare.

In 1945, 110 lilms weare released
while this year, two dozen more
films hit the market.

The year opened with the record
success of Pratighatana, a film
mado by Usha Kiran Movies, This
film is being remade in Hindi too
as Pratighat. It is a political film—
with a sentimental thrust too—and
has won the sudience over with 15

Rolint Hattongod), Sujate Mehto ond Nona Petekar (n 'Pratighaat’, Hindi remake of the runoway
Telugu sueerss ' Pratighatana’.

61




highly dramatic depiction of how
rowdy elements, with criminal
records and police cases against
them, become MLAs and MPs;
oppressors and law-breakers have
graduated into champions of
justice,

The industry sat up and noticed
that & film could be a hit, even
with artistes not of the top rank.
Thus Pratighatana—with its small
budget and its record collections—
has become a trend setter. Many
more films were made in this style
and unknown artistes like Charan
Raj and K. Srinivasa Rao have
become famous overnight. They are
much in demand now,

Sadly Pratighatana's director, T.
Krishna. died of blood cancer in
October at the young age of 34. He
was just six [lms old, and his
demise is considered a major sef-
back to the Telugu flm industry.
His six films, starting from Neti
Bharatam (Today's India) and
ending with Repatipourulu
(Citizens of Tomorrow], have given
& new direction to progressive
filmmakers in the Telugu industry.
T. Krishna was meant to direct the
Hindi remakes too,

Radhika and Kamalohosan in the Tamil ver
gion of another Telugu hit *Swatl Muthyem®,

The recent Ardharatri Swatantram
(Freedom at Midnight), produced
and directed by Narayana Murthy,
is said to have inspired Krishna.
The film features for the first time
land for the last time {oo)

T, Krishna in the opaning scenes, as
the guru of the revolutionaries
waging war against the exploiters
of tribal people living in backward
areas. The film released io the third
week of November is still going
strong; it hrought alive, for the
public, the news reports about
‘encounters’ between the police and
revolutionaries working in villages.

K. Viswanath made two
outstanding films this year,

Swatimuthyam and Sirivennela. K.

Viswanath's name is become a
synonym for artistic films imbued
with social purpose. Swatimuthyam
is the story of a childlike, good-
hearted imbecile, with the
exceptionally talented Kamalhasan
in the lead role. This film was
entered for the Oscar. Sirivennela
features Sarvadaman Banerji {of
Adi Shankaracharya fame) in the
main role; of & blindman who is a
natural Hautist; his talent is
recognised, and he becomes
known nationwide.

T. Viswanath, director of *Swatl Muthyam’




|andhyala, another notable director,
made the successful semi-
commercial *social’, Sitarama
Kalyanam, featuring Balakrishna—
Chief Ministar N.T. Ramarao’s son,
He also experimented with creating
for hero-of-the-masses Chiranjeevi
i comic, Chaplintype image in
Chantabbai. However, for
Jandhyala this year is the *Year of
America’ for he has spent almost
three months In the States, making
two films for Telugu people settled

there.

The year saw the rise of new stars
in the Telugu film field, While
Balakrishna retains his lead among
the new generation of heroes,
Akkineni Nagarjuna (veteran A.
Nageswara Rao's son) hit the
headlines with Vikram which was
also his debut film. However, with
his second flm, Capt. Nagarjuna, a
flop, it was time for him and his
producers to work out where they
had gone wrong

3 =

Bhanupriye, ‘Sitaras star,

The other newcomer of promise is
Venkatesh (producer D. Rama
Naidu's son), Venkatesh is being
considered as the most likely
alternative by producers who want
to make films with Chiranjeevi, but
cannot get dates from him.
Venkatesh's first film, the lavish
Kaliyuga Pandavulu made by his
father, is a runaway success. So is
his second film. BrahmaRodhuly in
which he s co-starred with veteran
Nagesvara Rao (who is his father-
in-law too now; in real life).

Others to wafch are Kalyana
Chakravarthi, who played the main
role in Athagaru Swagatham
directed by Kodi Ramakrishna, and
Tulasiram, whose semi-comic
Pasupu Thadu has done well.

For the established actors like A.
Nageswara Rao, Sobhanbabu,
Krishna and Krishnamraju, the
year has brought a mixed bag of
successes and failures. Krishnam-
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raju breathed a sigh of relief with
the big success of his historical,
Thandra Paparayudu, released in
October. 1t iz a big budget film,
and still doing well in many
centres, He plays the title role,

For Krishna, this is also the year
he took on the new role of director
His own banner, Padmalaya
Movies, made Simhasanam
simultaneously in Telugu and
Hindi. The Hindi production is
litled Singhasan and was o
miserable flop. The Telugu version
ran averagely, but compared to the
money spent, the returns wers
meagre. With Naapilupe
Prabhanjanam, Krishna recovered
lost ground. The film is a broad
caricature of N.T. Rama Rao's rule
of Andhra Pradesh as Chief
Minister. Krishna made this flm
for political ends, as he belongs to
the Opposition {Cong-1). The film
would have been a failure, but for
the help rendered, ironically, by a
Telugu Desam party MLA, Sripathi

N.T. Ramo Ree as Homo




Rajeswar, President of the All
India NTR Fans Association.
Rajeswar started a campaign in the
second week of the film's run,
demanding its withdrawal—as a
resilt, the audiences grew from
week to week, culminating in the
film's hundred day run.

Chiranjeevi’s films were all big
budget ones and they did not to
well; generally speaking, it was an
unsuccessiul yvear for this
superstar of Telugu cinema.

There was a definite trend among
praducers to opt for low-budget
films. Talambralu produced hy M.S.
Reddi and directed by Kodi
Ramakrishna, Vishwanath's
Swatimuthyam and Sirivennels,
and others like Sravana Sandhya,
Sravanti, Anadiga Aadadi etc.
show which way the wind is
blowing.

The big disadvantage in Andhra
Pradesh for film producers who
want to make small films, is the
‘slab system’ imposed by the State
Government in collection of
entertainment tax, Whether the
theatre gets filled or not, a certain
percentage of the house collection
has to be paid as tax. For the low-

Rising Star Venkotesh in first film

budget cinema, this amounts to
suicide, as theatres are not likely to
fill in the early days—no! until the
word has gone around that the film
is good and worth seeing.
Meanwhile, the tax amoun! exceeds
total returns. Besides, theatre
rental charges are high. TV wields
its own sword to cul into weekly
collections, On Saturdays and
Sundays, when films are shown on
TV, income in theatres falls nearly
by 25%. Even on weekdays,
collections have come down due to
the serials lelecast in the evenings,
This must be a natioal
phenomenan.

But Andhra Pradesh with the max-
imum number of the theatres in the
country, and making the maximum
number of films, is facing thal much
more hardship.

In Telugu, there are as yet no TV
serials worth the name. A former
film artiste, young Pradeep,
venhired on a couple of
productions which are still to hit
the TV sureen, while the one being
telecast currently Oka Sobha Katha,
is poor in guality. Another serial,
made by veteran flm director
Tatineni Prakasa Rao, is yel 1o find
4 §ponsor,

1087 will hopefully see the
industry turn the corner. There is
enough potential among young and
upcoming directors like Vamsee,
for instance (Sitara, Manchu

Pallki). But the producers’ taste is
still the villian to overcome, Very
few directors— like Viswanath, for
instance—can dictate terms 1o
them, or change their attitudes.

—Gudipoodi Srihari
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Jado-Jahmd', and ‘fn Seculor India’, video films made by Sarnio-Milio studants on the Shabbano
controversy and the resulting Muslim Women's Bill. The formar mode by Subnil Abbosi lias
ardinaty poor Moslim women speaking on the issue the latter concentrates on the visws of
lemders on hoth sides




Samodhan, prodieced by MK Shanher of Aditya Creative Film makers ond directed by BLP, Singh,
uses o story farmat 1o highlight the prevalence and harmful sffscts of femals fosticide

Ritu Sarin dirsctad ‘Sikhs of Yoba City” o look  International award  winner, 'EowCangs’

ot an immigron! community coming o eemedn (WoteriGangol  is Poris-based  paintor

an alien country. | Vishwaonodhan's film soge on the Ganges,
[ndia's meut socred river, photographed by no
less than Addor Gopalokrishnan:

5 e
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Bappa Ray's Hyaniew Trop travels to Meghalaye, ‘the abode of the clouds’, in the porth-snst of
india, to document the origingl beliels, customs, rituals and folktales of the Khasis.
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‘Shorl Films
in India":

A Case of Drought in Cherrapunji

When two years back the Film
Division documentary started
disappearing from the theatres
with the sudden growth of
television, it was not something
unexpected: all over the warld
television had become the widest.
reachig medium for documentaries,
However, in India, the decline of
the FD documentary was not
accompanied by a spurt in TV
documentaries. Whatever used to be
shown in the theatres before the
feature film was now shown an TV
i.e. hearty-voiced stories on
development projects. These wers
always shown after 10p.m.
ensuring that nobody had to miss
their sleep because of them.

Thus an opportunity to revive the
documentary in India—which,
after a brief ‘golden era’ in the mid
and late '60s, lapsed into warse.
than-mediocrity—was laf)
unrealised.

Yet, without intending to, telovision
did give a spurt to the
documentary: through its news-
based reportage programmes which
have been apearing over the last
ane-and-a-half years. Although the
most impressive of these, Newsline,
was soon stopped, il was seen that,
having once tasted blood as il
were, viewers were left with an
appetite for more. And were no
longer satisfed with the old, static
discussions coducted in a TV
studio, Thus Roving Eye had to
replace Newsline, for Doordarshan
to retain whatever little credibility
it had. And even though the topics

discussed were ‘safe’ and their
treatment safer. the format
remained the same, and gave this
official ‘investigative programme’ a
touch of truth. Sach Ki Parchaain
(when handled by Nalini Singh) is
another bold, exciting series which
uses the documentary format
gatting ordinary citizens to speak
about official apathy, taking the
camerd lo villages or inside
workshops to show the grim
situation there.

The latest to shed Its old garb is
Focus, which on most Sunday
nights used lo signal switch-off
time, with its group of learned
personalities sitting around
discussing a serious tapic in the
dullest possible manner, The new
Focus is handled by the old
Newsline team, with M.]. Akbar
directly interviewing the political
heavyweights involved, nol
hesitating to ask them
embarrassing questions. The same
Newsline technique is used here
too, of cutting swiftly from one
protagonist to another, allowing
them to contradict and expose sach
other and themselves, to the delight
of the viewsr.

Foreign documentaries like the
Ascent of Man, Life on Earth,
Secrets of the Sea have also won
over viewers for documentary
programmes,

But it is with Pradakshina that,
ane hopes, the documentary has
finally arrived an Doordarshan The
first sponsored documentary-serial




Tho crow of Prodakshing on the Ganges of Bonaras

on Doordarshan, Pradakshina,
which traces the Ganga and life
around it from its source to the
Bay of Bengal. will be shown on
prime time and has already
received as much pre-publicity as

any of the high profile soap operas.

It has big names involved in it (L.
Subramaniam, Dhritiman Chatterji,
Sanjay Kak, RK. Bose, Nand
Kumar], is produced by ITV, and
one can be sure that the first few
episodes will be watched as avidly
as any socap opera, Better still is
the news that Pradakshina is the
first leg of a larger programme
called India Watch which will
explore various aspects of the lives
of Indians.

The IDPA (Indian Documentary
Producers Association) has, aflter a
year of petitioning, won from
Doordarshan authorities some
recognition for ifs area of
communication, though not as
much as il deserves, Sponsors of
documentaries will now be entitled
to as much free advertising time as
they get for soap operas. What
IDPA wanted was additional free
time, which would act as an

incentive and without which, they
rightly feel. sponsors would not be
interested in documentaries.
Without sponsors, Doordarshan
would telecast these films much
after prime time or use them as
fillers]. IDPA members feel
confident that they can convince a8
few sponsors to spend money on
documentaries on specialised
subjects like wildlife, history, art,
science, education and mythology,
for which animation can also be
used. An animation series on the
Hitopadesha lales and another on
science education has been
approved in principle by
Doordarshan—bul sponsors have
to be found. Animation flmmakers
know they may not get prime
time—the 9 p.m. slot—but they
waould be quite happy with a space
on Sundary morning,

Animation flmmakers have also
wrested some concessions from
Doordershan authorities. But given
the high cost of animation, they
have made their case for two
minutes and time or 4 minute more
than the sponsors’ time on a 23-
minute live action episode.
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Documentary makers feel
Doordarshan has a large role 1o
play in boosting the documentary
movement. In line with its new
policy of premiering NFOC films
for Rs. 8 lakhs, they see no reason
why a first-rate documentary
should not be shown by it at the
same rate, and with the same
amouni of publicity. The sirict
censorship controls on
Doordarshan also need not put one
off: as Paresh Mehta, whose
documentary is being shown in the
Festival said, there are any number
of subjects in India on which ane
can make inspired documentaries,
even on subjects sponsored by
official agencies. Speaking of his
own experience in making a
dooumentary on drought in
Cheerapunji—iwvhere the heavigst
rain in the world falls—he
recounted how, while making the
film, he discovered that what had
been dismissed as superstitions by
the British were beliefs based on
the villagers' sound environmental
knowledge; his film has a lot to do
with environmental protection, a
subject quite the rage in official
circles loday. Similarly,

Doordarshan has screened all of
Meera Dewan's documentaries on
women and child labour, though
they have been disturbing,

and have—if seen

between the lines—exposed those
in control of our society. Film & TV
Institute documentaries oo can be
screened, There are many subjects
which can be deall with without
laking on the State and may well
be approved by Doordarshan. Of
course, the manner in which they
are telecast may be typically
Doordarshan—no announcement
whatsoever, so if you're lucky
enough to have switched on the
set, you get 1o see the film.
Contrast this' with the way the
coverags on the PM's tours in our
villages are publicized by
Doordarshan.

What about the primary producer
and distributor of documentaries in
India? The Films Division? As

one IDPA veteran said. “Nobody
will regret its passing awav." But
what of the fact that a majority of
documentary makers are dependent
dn FD? And should ite vast
distribution network be allowed

Meera Dewan's décumentary on child lobour, focusses an the child banglo-mekers of Foridabad,
Children speak oboutl their jobs with an innooince and fatalism—even pride.




to be wasted? In a petitian to the
PM. the IDPA, with signatures of
filmmakers ranging from Satyajit
Ray to Anand Patwardhan, has
gppealed for a revitalisation and
restructuring of FD "to enable il to
play a role similar to the NFDC in
culalysing the growth of the
creative information and
documentary film movement in
India.”

While some young filmmakers
maintain that it is the FD which
has given the documentary 4 bad
name, and it should be left to die a
natural death, active [DPA
members believe that heir
organigation can intervene and
revitalise FD to the beoefit of
dogumentary makera, They have
worked put some reasonable-
sounding suggestions top.

FD must share its 20-minute free
screening time (before every show of
every feature films in every theatre)
with independent documentary
makers. This can be done through
IDPA. Their films, once approved
by the Film Advisory Board, should
nol have to go through another

a - P&
Anand Potwordhan's "Homara Shahor |

ormed part af

approval by FD befors being
soreened.

Such films need not be hought by
FD, but only distributed by it, with
the filmmaker getting 1%
commission on Lhe takings. FD can
afford it, fenls IDPA: after all what
has it done with the Rs. 200 to 300
crores it has earned till now after
screening for the last 39 years, one
hour of documentaries everyday in
every theatre in the country free of
charge, and getting 1% of the
weekly collections?

Secondly, NFDC theatres musl
streen dooumentaried solected for
the Indian Panorama section in the
film festivdls held every year, along
with NFDC films which are not
always three hours long. These
documentaries musl be adverlised
as much as the fealure flms;

IDPA members believe it possible
to get some distributors inlerested
in documentaries, Trailers of
documentaries should be shown
wherever they are to be released.

These channels can be a real help,

Bombay alum divellers’ protent movement

agoinst brutal shum demolitions. His 1085 Hegt Documantaory Award waos recsived by o slum-

dwunller
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since the rigid censorship that
exists in FD and Doordarshan does
not exist in theatres, where 8
Censor Board certificate is enough.
These are the only channels
through which exciting and moving
films—made sa far only outside of
FD, in the last 20 years at least—
by people like Anand Patwardhan,
Tapan Bose, Deepa Dhanraj, Meera
Dewan, Ranjan Palit, Uma Sehgal,
and also students, can he
sureened,

Video is another channel through
which documentary makers can
reach out to wider audiences, now
that feature films are being made
and released exclusively on video;
with the filmmaker himself/herself
explaining why this channel is
being used.

Most dependable of all is the
network built by the documentary
makers themselves, where mobile
screening vans take films out af the
theatres and into residential
colonies, slums, even villages. not
to mention schools and colleges,
factaries and, if course, Rlm
societies all over India, This is
already happening most
successfully in John Abraham's
movement 'Odessa’, which has once
again broken the myth that cinema
appreciation is the privilege only of
the urban intelligentsia.
Patwardhan's own ‘Samvaad’ and
Opender Chanana's "Movement' are
two other attempts to show films
in this manner.

However. not all dogumentary
makers are as enthusinstic about

Clemgnte Bapliste, a pioneer in Indion Short

films, died in 086
distribution, feeling—with good
reason—that it leaves you no lime
for creative work. But, say the
others, this is the only way you
can ensure that your film reaches
the people il is aimed at, and also
becomes part of a broader
movemen! of creating social
BWETENESS.

The 1987 festival is the frst in
which a separate retrospective of
documentaries will be screened:
This year, the films of the late
Clement Baptista: IDPA has also
won the right of organising, along
with FD, a separate documentary
film festival which can also serve
us a marketing outlet—and where
documentaries are nol
overwhelmed by feature films as
they are at every IFF] or Filmotsav,

Perhaps all these together will halo
the documentary movement in
India to attract viewers to this
form of cinema, However, as long
as official control over FD and
Doordarshan remains as parvasive
us il today, one will have to
continue lo look outside for the
best documentaries.

Jyoti Punwani




GROWING UP

Ag) Ko Robin Heod”. National oword-winner, 'Karuna Ki Vijoy".

The Children’s Film Society of
India took & major step lasl year,
second only in impartance perhaps
to the setting up of the Society
itself in 1955,

In 1985-86, the Sociely acguired
land in Bangalore (donated by the
Government of Karnatakal, for
setting up a children’s film
complex, which will have film
production and viewing facilities, a
children's library, and—to make
animalion and puppet films—
equipment not available in India
toduy., The compléx is planned lo
generate much-needed interest in
making children's flmsa

Further, new professional
modalities have been introduced
for vetting film scripts and
production, In producing famed
director Tapan Sinha's Aaj ka
Robin Hood in collaboration wilh

a private producer, lhe CFS has
once again struck oul io new
directions. Internalional co-
productions, with Mauoritius and
Czechoslovakia, are also on the
cards.

Three children’s fealures and one
short film were completed in the
year, two ol which were in Hindi
and the third in & regional
language. The features were Kuk
Doo Koo by Puarvati Menon (on the
misadventures of two children and
their apple-cheeked, outsized
grandmother); Babula by agtor
Sadhu Meher [on an extra-
terrestrial who is forced 1o make
an emergency landing on earth):
and Dhoomketu by Gopal Krishnan,
aboul an amateur astronomer who
discovers a new comel—basad on
a story by noted physicist, Dr.
Jayant Narlikar.
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WRITTEN WORD

B.K. Karanjia's book A Many
Splendoured Cinema was relensed
in May this year, Erstwhile
Chairman of the Film Finance
Corporation (the former avtar of
the NFDC), and editor of leading
film journals, the book is a
collection of his editorials written
for the film weekly, Screen.

L ]
The fourth volume of Hindi Film
Geel Kosh—Har Mandir Singh's
monumental tribute to the Hindi
film song—was released in July.

The series details the first line of
every song, the music director,
singer, and disc number in Hindi
and other North Indian languages,
for the years 1961-1970. Other
production details are alse given.
&
Arun Khopkar's was the year's na-
tional award winner for his book on
Guru Dutt.
]

A new book from Aruna Vasudev, co-
editor of Indian Cinema Superbazar
on the new Indian Cinema.

The New Indian
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AMMA ARIYAN (A Report to a Mother)

BaWMalayalum 115 mins/1688

Production Odesso Movies
Direction/Story

Seripi :  John Abraham
Camara 1 Vany

Sound :  Krishnanunmni

Editing . Besno

Art Direction Rumesh

Music ¢ Sunitho

Cast: Joy Mathew {Purushan), Maji
Venkitesh {Paru), Nilamboor Balan
(Baletton), Horinarayanan {Hari],
Kunhulokshmi Amma [Purushon’s
mother), Iringol Norayani (Hari's
maother], Nazim [Saivajil) & athers,

Enguiries: (Ohdossa Movies
Faronk Callege P.0O.
Calicut 673 632
Keralu
India

SYNOPSIS

‘Mo man is an island’... is the
thread which runs through the
allusive narrative of Amma Ariyan.
The film, in the form of an open
letter of & son to his mother,
weaves facts and fiction and
fragments of memory as the
protagonisi goes looking for the
identity, and then the home, of &
young man who has commitied
suicide and who seems hauntingly
familiar. The search lakes the
yvoung student. Purushan, all the
way from the northern highlands
of Kerala to the southern port of
Cochin,

Purushan leaves home, promising
his old mother lo write regularly,
He is to meel a friend en route,

then proceed to Delhi, His {riend,




m%:malame:

mﬂé ob12ione

me@i

Paru, is completing her thesis on
the Mother Goddess concept. (This
theme is once again taken up by
Purushan's mother who recites
passages from the Devi
Bhagavatam, a scripture in praise
of the Mother Goddess, both her
benign and destructive aspects,

On the way, the jeep Purushan is
travelling in is commandesred by
the police for transporting & body
they have found hanging from a
tree, Obsessed by the identity of the
familiar-looking young man and
what led to his suicide, Purushan
abandons the Delhi trip.

A journalist friend lakes him to a
doctor in the hospital which is on
strike protesting against the
privatisation of medical education.
Accompanied by the other two,
Puroshan now approaches
Halettan, a veleran communist. One
clue leads to another. Balettan
thinks the boy is a mridangam
[traditional percussion instrument)
player who used to accompany
Satyajit, a guitarist. Satyajit
immediately recognises his friend
Hari

As the group moves on to Cochin,
to inform the dead boy's mother. it
pathers in number. All along the
route, from Calicut through

Beypore, Crangannore, Trichur,
Kottapuram, Vypin and finally to
Fort Cochin, they come across
different people who knew Hari.
Through their recollections and
reminisences, his rather muddled
up past is unfolded. The muddled
up convictions, erratic commitment
and politco-anarchic vagaries of a
youny man who ended up killing
himself are woven into the fabric
of the contemporary social history
of Kerala. The flm juxtaposes
personalised sentiments; factually
documented lopical issues with
real-life persons and events (the
guarry worker's strike is actyality
coverage of the event); insighls into
the historical past of the land they
travel through: as well as cross-
connections with the macro
structure of a global reality.

As the young men wait for Hari's
mother, they engage in searching
analysis. They debate and admil
the shortcomings and romantic
evasions of the extremisi
maovemenl.

The money for this film, made in
B&W, came [rom thousands of
prople in contributlions of two and
ten rupees and shares of Ks 100.
The concern of the producers,
(dessa Movies, is to initiate a
people’s movement for good
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cinema. Amma Ariyan is Odessa's
first offering for the movement—
by the movement.

THE DIRECTOR SAYS

"This film is an analysis of the
exiremisl movement in Kerala
during the late '70s. Many of my
intimate friends connected with the
extromist group committed suioide
in that period. They were very
intelligent, sensitive and had high
aesthelic sense, Their deaths worn
haunling me and this provoked me
Io make this ilm,

“The way 1 see it Glms should
speak to the people—and people
should speak through cinema. The
cinematic experience should rouse
the social consciousness of the
audience. Through Ddessa, | will
show my films to the people. If
they don't have money I'll show
them [ree.

“Amma Ariyan is an open lelter
from a pampered child 1o his
mother and it is also a letter from
all those of my generation who can
communicate. [ am writing on
behall of them to Mother."

ABOUT THE DIRECTOR

John Abraham, earlier a clerk inan
insurance corporation, graduated
from the FTT in 1969. He was
associated with Mani Kaul and
assisted in the production/direction
of Uski Reti. His first film in
Malayalam, addressed to students,
Vidyarthigale Ithile Ithile won the
National Award for the Best Story.
Then he made the lconoclastic
Agrharathille Kaludai (Donkey in a
Brahmin Villagel won the National
Award for the Best Tamil Film in
1978. Later in 1983, he made

Cherivachente Kroora Krityangal
(The wicked deeds of Cheriyan)
which won Lhe State Best Aclor
award for Adoor Bhosi, All his
films, including the latest, have
been in Black and White. He
claims he is a 'Black and White'
filmmalker in every sense of the
term.




ANJUMAN

Col/Hindir14p mins/ 1986

Production Shobha M. Doctor
Story/Scripl/

Art Direction/

Direction Muznffar Alj
Camera Ishon Aroy
Sound Jogmohan Anand
Editing B, Pragad

Music Khayyam

Cast: Shobano Azmi (Anjuman),
Farougue Shaikh [Safjid), Rohini
Hattangody (eye-doctar), Shaukat Kaifi
(Chidiya Khala), Mushiug Khan [Banke
Nawab),

Muzaffar Al
A=l Mandar
Juhu Villoge
Juhiu

HBombay 400 (048

Enquiries:

TEL: 574704

SYNOPSIS

The erumbling walls of old
Lucknow enclose a fading world
Pride in aristocralic heritage is
salve lo shabby gentility; courtly
refinements, colourful festivals
survive amid peeling plaster and
ruined courtyards. In this decaying
ambience. the young Anjuman finds
escape through poetry and
romance. But Anjuman is also
hardeore realist. Her father had
deserted the family. So she. her
mother, younger brother and sister
live with their maternal uncle.
Everyday, Anjuman is made aware
how much her aunt resents this
additional burden on (he fruil
economy of the family.

Anjuman contributes to the family
incoma like many poor women of
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Lucknow by doing chikan work.
Chikan is delicate, painstaking
embroidery, a speciality of this
gity—and ruinous to the eyes! The
women are paid just a quarter-
rupee for each floral motil, while
the owners who commission the
work pile up the profits.

Anjuman is the unwilling object of
the altentions of Banke Nawah, a
poelaster and self-proclaimed
pairon of the arts in the best
traditions of Lucknow aily. The
avaricious Chidiya Khala plays
Cupid for a price. Meanwhile,
romance blossoms on the rooftops.
Sajjid is the scion of the
aristocratic family living next-door
to Anjuman—one which is still
privileged nnd wealthy. Sajjid's
widowed mother wants a brilliant
marriage for her only son. The
outlying ruins provide shelter to
the courting couple. Bul Sajjid
seems to lack the courage to down
social barriers.

Life takes o new direction for
Anjuman. Inspired by the eye-
doclor Suchitra Sharma, her

friend and mentor, Anjuman begins
to actively question the fairness of
being a paid a pittance far work
that fills the pockets of the owners.
In response to the workers'
demands, the businessmen raise
wages by a paltry five paise per
matif bul even here, the middle-
woman, Chidiya Khala, cheats the
workers by manipulating accounts.
S0 Anjuman beging lo keep her
own account of the work done hy
each woman, And, of course. the
two don't tally.

Hanke Nawab is anxious to marry
Anjuman, even though she had
scorned his romantic overtures.
Sajjid's mother hears of the
burgeoning romance hetween her
son and the chikan worker and
sweeps into the dusty courtyard

to confront the impoverished
upstart who has dared cast eyes on




her son. The congregation of
women has yel another piece of
juicy gossip to chew on. Bul
Anjuman soon gives the orthodox
community plenty more o be
scandalised about.

Marriage o Ranke Nawab now
seems inevitable, On the wedding
duy with wedding guests
assembled in all their finery, when
the priest asks for her formal
consent to the marriage, the
bejewalled Anjuman throws back
her bridal veil to announce
resolutely that she is not willing 1o
marry this bridegroom! After all,
she is only claiming her birthrighi
as given by Islam to say ‘No' to a
marrage contracl.

Her humiliated bridegroom will
have his revenge by disrupting the

chikan-workers movement—
spearheaded by Anjuman and
backed by the progessive eye-
doctor—for better rates. He goes
so far as to incite riols between the
Sunni and Shia (Muslim) sects, an
endemic problem of Lucknow city,
often exploiled by politicians

Anjuman is hurt in the rioting bul
her spirit is unbroken. Thers is a
new admiratien In Sajjid’s eyes as
he watches her rousing Lthe
growing audience of womenfolk
the Lucknow poor. predominantly
Muslim. And on their faces, young
and hopeful or wrinkled with age,
shines the light of battle

THE DIRECTOR 5AYS

“I had been deeply touched by the
plight of the chikan-weavers,
whose acquaintance | had
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develuped over the years. A lol of
these women lived around my
mother...she had been brought up
by her aunt, who was Rani of
Bilhara. Attached to the feudal
house of Bilhara were about 500
families wilh some profession or
other, including chikan-weavers.
Mother got invelved with their
problems and, through them. also
knew everything that happened in
the city

“In that period (while growing up)
I felt a lot of things going wrong. A
certain commercialism had crept in.
The influx of refugees after the
Partition and the abolishment of the
zamindari system in 1952 had an
impact on the emotional and
economic condilions of the
zamindari family. And gradually,
the traders began to exploit both
the rich and the poar. Every
situation was converted (o
profitable use and they had their
hands on the pulse of the people.
They still do. For inslance, | have
shown how the Shis-Sunni riols
are simulated to exploil the people:

“Religious, caste or communal bias
basically works against the
working class and is used as a tool
for exploitation. And as 1 have
show in Anjuman, mos! of these
chikan-workers cannot even
identify exploitation, they take it as
part of their fate.”

ABOUT THE DIRECTOR

Muzzaffar Ali gradudted in science
from Aligarh Muslim University.
From advertising, he moved 1o an
executive job with Air India, but
the call of films was [rresistiblo.
His painter's eyve was his only
training for cinema when he
started. He made Gaman (on rural

migration from Uttar Pradesh to
Bombay) in 1978, which won a
Special Award of the jury at the
7th Inlernational Film Festival of
India, a8 well as a special
commendalion of the jury at the
26th National Film Festival. His
next, Umrao Jaan, aboul a fabled
poet courtesan of Lucknow was
made in 1981. The film won many
popular awards for music, acting
and art direction, The film starred
Rekha, the stunning Bombay
aclress. His third film Aagaman,
made in 1982, dealt with the
sugarcane growers' co-aperative
movement. Music and lyrics play
an important role in all Ali's films
and he takes great care over these
elements. He has made eight
documenturies, on diverse subjects,
the most recen! commemorating the
courage of survivors of the Bhopal
gas lragedy. His TV serial, Jaa-e-
Alam wag on the life and times of
Wajid Ali Shah, the last ruler of
Lucknow,




ATANKA (Terror)

Col/Bengali/11Z mins 15988

Production Mis Charue Chitrg
Direction/Scripi!

Muwsic Topan Sinho
Camara Komal Nayok
Sound Durga Mitra
Editing Subodh Hoy

Arl Direclion Asoka Hosa

Casl: Soumstro Chatterjee (Maosler],
Sumant Mukherjes, Prosanjil
Chatlerjes, Mhataboli Hoy {the
daughter], Anil Chatlerjes

Mis Charu Chitra
77 Lenin Sarani
Caloullo 700013

Faquiries:

G5-vear ald retired school master,
affectionately called Master Moshai
relurning from a private tulorial on
o dark rainy night, finds himaelf
witness to the political murder of &
[riend’s son. To Master Moshai's
horror, he recognizes the murderer
#e an ex-student, Mihir, a
handsome young man who in his
boyhood had exhibited a keen and
promising mind and character.
"You have seen nothing." Master
Moshai is warned, The old master
is severaly shaleen by this
nocturnal experience. Wracked
with fear, conlusion, end moral
frustration; the Master becomes
physically ill. His children, son
Subinoy and daughter Subrala. are
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helpless as their Tather steadfastly
denies Lhat anything is wrong

The next day the murder has heen
discovered. and a large crowd has
gathered in morbid curiosity at the
sceng of the crime. Master Moshai
sees Mihir in the crowd and
recognizes with dread the menace
on the young man's face, The
amorphous threat of political
lerrorism has become a

himsell enmeshed in a vicious web
which bears little resemblance to
the political cause that had earlier
justified to him the taking of a
human life. Increasingly, his
involvement with the party's anti-
social elements sickens him as he
recognizes the implications of their
senseless violence against the
innocent. Bul for Mihir, there is no
going back; his own hands are
blaodstained.

dangerously real personal dilemma
for Master Moshai, A murder has
been committed—but what of the
welfare of his children and the
chilling menace of Mihir and his
gang? And what of his conscience?
Several times, Master Moshai
musiers the resolution te go 1o the
police, but each atiempt is
thwarted by a renewed threar

Meanwhile, Mihir has soughl ouwt
his patron MLA. But protecting
murderers is not necessarily good
politics and Mihir's request [or
protection—by way ol an alibi—is
denied him. Mihir gradually finds

In response to the master's attempt
at pontacting the police, Hebo, a
member of the gang, attacks the
master's daughter Subrata, as she
gets off from a mini bus. A young
man, Prabir, comes 1o her aid,
suffering a knife wound in the
process. Lt is the beginning of
romance, the firs! inkling is in the
air.

Again, the school-master is driven
to attempt contacting the police.
This time son Subinoy is attacked
and beaten severaly, After this,
Master Moshai has no choice: the
police must be told. Hut on the
steps of




the police stalion. he encounters
Heho. Na longer able to control his
pain and rage, the schoolteacher
swings oul at Hebo with his stick
.. Master Moshai tells the police
his story, hut the MLA, after all,
comes (o Mihit's rescue. 11 is only
after a well-knpwn barrister warns
him agains! protecting anti-social
elemenis in the name of politics,
that the MLA backs down and
Mihir is apprehended for his part
in the murder.

There is a final and irreparable
tragedy. In retaliation for Hebo's
beating on the very steps of the
police station, acid is thrown in the
innocent Subrata's face .

ABOUT THE DIRECTOR
TAPAN SINHA

Like many veterans ol Indian
‘cinema, Tapan Sinha graduated
from the New Theatres Studios in
Calcutta. He began his career as a
sound recordist, Subsequently he
wuorked as an audio engineer in
Pinewood Studios, London, Tapan
Sinha's first film was Ankush,
made in 1853, Since then he has
directed about 30 flms, [or which
he has won as many as 16 national
awards, including the President's
Gaold Medal thrice. He has won
numerous awards abroad as well.

The most well-known of his flms
are: Kabuliwala (1956} which won
an award for its music at the

Berlin Film Festival; Laukhapat
(1957), Kshudita Pashan (1860},
Hansuli Banker Upakatha (1962).
Atithi (1966) which was awarded a
Certificate of Merit at the Venice
Film Festival; Hatey Bazarey {19688]
which won the Royal Cup in the
Asian Film Festival in Cambodia;
Sagina Mahate (1973) which
received the Afro-Asian Award in
the Moscow Film Festival;
Harmonium (1875 which was
given awards for the Best Music
and Acting in the 22nd Asian Film
Festival, Seoul, Korea; and Safed
Hathi (1978] which won the
MNational Award for the Bes
Children's Film. Aadmi Aur Aurat
(1984), originally made for
television, won the Best Film on
National Integration Award in
16885.
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DEBSHISHU (The Child-God)

Col'Hindin107 min/19a3s

Production NEDC SYNOPSIS
Direction/Script/ Litpalendu
Music Chakiraboity Duhui’tm!'r:u jslar_kly ntluui_ru_mu how

: ; commercialisation of religion and
Camera Stumendu Roy the exploitation of superstition are
Sound fobin Sengupla hard facts of lile in the Indian
Editing Bult Ghosh hinterland. A cycle Hekshaw

Art Direction Suresh Chonidro

Cast: Smita Patil (Sita), Sadhyu Meher
(Roghubar), Rohini Hattangady (Lila),
Shyasmanaond Jalan [Tantric pries) Om
Puri [Prasad]il, Sushant Sonyal
[Ganash),
Enquiries: Nalignal Filin Developminl
Corparation
Rigecovery of Indin Building
Nehru Centre
Dir. Annie Besant Road
Bombay 400 014

TEL: 4040751

adorned with parish posters of a
three-headed-god weaves along the
dusty roads of a small town on the
Bihar-West Bengal border. The
announcer lets loose a publicity
blitz at the throng of curious
villagers and excited kids. A ticket
priced al nineteen paise is all the
panaces you need for ull mortal
ills, he promises, be it
unemployment, litigation or sexual
problems. There's nothing the
child-god. barn on this earth,
cannot cure. As the

mohile megaphonist passes by, a
travel-weary family comes into




view: They are Raghubar and Siia,
a babe in arms, an older child
between them; they belong to the
rural middle class. Driven from
their dwelling by successive flnods,
they are now headed for the home
of Sita's elder brother, the
henpecked Ganesh.

For his wife, the plomp and

propertied Lila, rules the household.

As the religious discourse within
the house winds to a finale, oul in
the compound the poor-and
exhausted-relations wail to pour
oul their tale of how the floods
swepl away their house and

only too quick to point outl their
state of dependency. The entire
family— now housed in the
cowshed—is put to work.

Raghubar, on the way to the
markel to buy grain, sees the
crowids making their way to the
fair ground for a darshan fan
auspicious glimpse] of the
mirgculous child-god. Perhaps this
divine creature will restore good
fortune to him? Raghubar too joins
the serpentine gueue of village and
city folk awaiting their turp.
Pigtures of gods jostle with those
of film stars and national leaders,

Raghubar's old father too. Only
Ganesh lends a sympathetic ear,

The childless Lila is jealous of Sita.

She taunts Sita about her lack of
education, and her lack of foresight
in bringing forth children into the
world when her incompetenl
husband iz unable to [eed them.
Sita dare nol retaliate for Lila is

posters, depicting the awful fate of
sinners, promote virtue, the 'Q’
lengthens, At long last, Raghubar
enters the improvised sanctum. The
child-god iz a pitiable figure,
dressed up in tinselly grandeur,
and needs to be revived with
oxygen, The misshapen three heads
and feeble four arms are a travesty
and exploitation of Hindu
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iconography. The god's ochre-robed
custodisn—now immersead in a
lurid paperback—Raghubar is
horrified to see is none other than
Prasadji, the trickster from his own
villagel... Not so long ago, Prasadji
son-in-law of the village tantric
priest earned his livelihood by
performing magic at fairs. When
Sita gave birth to their first child, a
freak with three heads, the
shocked Raghubar was sent by the
midwife to the priest. He and
Prasadji's combine to terrorise the
ignorant Raghubar, convincing him
that possessing a freak child is a
crime for which the government
will punigh him. They persuade
Raghubar to hand over the child
while Sita is still unconscious and
In return part with thirty rupess—
unexpected largesse for Raghubar,

Raghubar now realises that the
child-god is none other than his
deformed son! He demands his
share of the enormous profits the
crooks are earning, but the cunning
duo turn the mob on Raghubar for
his ‘blasphemy’. Raghubar, richer
only by some coins snatched from
the collection plate, runs for his life
and plunges into the river. Wat
and shivering, he sits brooding in
the grove outside the village. An
anxious Sita waits for him till late
at night.

When Raghubar veturns and finally
tells her the truth, Sita is overcome
with emolion and wanls lo see her
child. Surely, her own child will
recognise her? In despair and

rage, Baghubar grabs, and

rapes her, demanding she bear him
another ‘child-god’. What use are
normal children? They can only
heg, he rants, A deformed child can
reign as god, earn thousands in a
day! An equally angry Sita pushes

him away, taunting him that il he
were man encugh, he would kill
Prasadji. Together in the cowshed,
alone in their hopelessness, they
drift off to sleep....In & dream, Sita
becomes the Goddess Kali,
brandishing her fearful weapon.
She confronts Prasadji leading the
ceremonial procession and smites
him with a blow....

Dawn is about to break when Sita
wakes up, suffocated. She emerges
into the empty courtyard and
breaks into bitter tears by the
barbed wire fence. The morning
train streams past in muted
thunder, Modern civilisation
juxtaposed with medieval blind
faith is the reality, The shrill
adverlising of the child-god—the
very last show!—is carried back
1o her on the air...

THE DIRECTOR SAYS

“Religion is one thing, but its
abuse is another. Indis, famous for
her spiritual heritage, now seems
to have more than a fair share of
the latter. With India's progress in
science and technology, religious
obscurantism should have beaten a
hasty retreat. But the Indian reality
paradoxically presents & happy co-
existence of these two
incompatibles. Raghubar and Sita
represent the millions and millions
of simple villagers who, because of
their blind faith, are victims of
religious exploitation. It is time
urban sophisticates came out of the
charmed circle of wosternised India
and looked the Indian reality in the
fece. | can't suggest in concrete
terms a way out: but hese is the
face, | can't suggest in concrete
lerms a way oul: thal s the task of
sociul reformers and politicians. All
I can do is lo gall attention lo the




need for protest against
exploitation of man in the name of
religion. Sita’s protest in the dream
sequence in this ilm will become a
reality when people will be able to
lake a collective stand against all
forms of religinus repression.”

ABOUT THE DIRECTOR

thpalendu Chakraborty started his
film career with & documentary
Mukti Chai (Cry for Freedom) and
as a lefist, he uses Lhe film
medium to raise issues. Mukti Chai
was based on his participation in
the Students' Movemenl [(1967-71)
when he worked as a non-formal
teacher ameng tribals. His first
feature film Moyna Tadanta (Post
Martem) won him the National
Awards for Best Direclor and Best
First Feature Film in 1981, Chokh
(The Eye), where the eye
symbolises the ideals of the
strupgling working class, was his
second fealure Blm, It won a
National Award for 1982, the
Speaial Jury Prize at the 1983 1FF]
and won & cash award with a
citation at the Berlin Film Festival,
1983. He has made three
documentaries of which his Music
of Satyajit Ray also won a National
Award In 1884, Debshishu has won
two awards al the 39th Locarno

international film festival, 1986: the
Jury of Youlh gold medal for Best
Direction and & second award from
the Ecumenical Jury,

Chakroborly says he will never
make a documentary for &
governmenl, Congress or
Communisl or whatever, and
prefers nol to make TV serials oo,
He is currently busy directing two
telefilms,
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EK PAL (A Moment)

Col/Hindi 135 minsr1 988

Production Kaolpana Lajmi
Hhupen Hazarika

Direction Kalpona Lajimil

Story Maitrey) Dowvi

Soript Kalpang Lajmi
Gulzar

Sound Hitendra Ghosh

Editing Rhanuday Biviar

Art Direction Nitish Roy

Music hupan

Haozarikao

Cast: Shabona Azmi ' { Privam),
Nuseeruddin Shah [Ved), Farougise
Shaikh [Jeet), De. Shreecam [ ngoo &
Dina Pathak (parenis), Sronlo

Morumdar (gordener’s voung wife)

Gy Atma Ram Films
104, Kurla Road
Andhers (East),
Hom bay -5 000649

Enguiries:

TEl: 8042139/ 804007 2
BO42371

SYNOPSIS

An invisible chastity belt imprisons
women in Hindi cinema. The
heroine's sex appeal is needed [or
the box-office. hut her celluloid self
i5 a puppel unaware-of her own
sexuality. The honest acceplance,
then, of 8 woman finding fulfilment
in an extra-marital affair and
deciding to have the child born of
(I, i5 & major step for womankind
on the Hindi screen,

EK Pal meticulously recreates tha
leisured life style of the Assam lea
estates, the lush gardens. the
spacious bungalows. The beauty
serves 1o underling lhe essential
isolation of women who have not
much more 1o do than take up
gardening or attend parties
frequented by the same insular
crowd. Al one such gathering
during the spring festival (Bihu),
Priyam, a shy young woman
waiting for her MA results. is




wooed oul of her reticence by Jesl
Barua, a practised playboy. The
son of a socially prominent family
of Jorhat, Jeer follows up the
chance meeting hy a visit to her
home in Shillong, Her parents
watch with mixed feelings the
progress of the whirlwind
courtship. The bubble hursis soon
enough, Jecl going off 1o America
for management studies— blithely
assuming that Privam will marry
someone else. That sameone is Ved
Hazarika, a rising young engineer
and the son of her father's old
friend. He is attracted 1o Privam:
and she, stoically, accepts Ved's
proposal.

The marriage soon settles down to
boredom. Privam's miscarciage and
the subsequent failure to have a
child ever the nex! eighl years
exacerbate an already humdrum
relationship, Ved is a workachaolic,
intelligent bul insensitive to this
wife's loneliness.

Priyam is concerned for young
Rukmini, wife of the gardener who
is many years older than his bride.
There is an unspoken bond beiween
the two women so vastly different.

Rukmini is physically and mentally
tortured by her hushand who
suspects her fidelity when she
becomes pregnant. Priyam is'a
helpless onlooker. Ved goes abroad
on & year's assignment—and [eet
returns, to a situation tallormade
for him. Priyam has an affair with
him, at first unwilling since she
knows him for a cad, Bul the old
infatuation is re-kindled; she is
sexually fulfilled,

Priyam finds she is pregnant and
her happiness overshadows her
misgivings, The gardener killing
Rukmini’s new born baby in
jealous frenzy underlines Privam's
own vulnerability. But she is
determined o have her bahy,
though Jeel does his damnedest to
dissuade her. In thal small closed
community af the tea estales,
scandal Is inevitable: Privam
brushes aside Jeet and his
protestations and she returns to
her parents. Their initial joy turns
to bewilderment when she tells
tham the truth,

The acid test comes when Ved
returns. Ved is exuberantly tender




when he sees is pregnant, but
Priyam shatters his joy with the
truth that she is carrying another
man's child ... After a silent
struggle with himself, Ved
walcomes Privam and her baby, a
new maturity and understanding
between them,

THE DIRECTOR SAYS

“"What attracted me to the idea of
making Ek Pal was the completely
different image portrayed by an
Indian woman. For the first time on
our Hindi screen, I fell | was able
\o portray 2 woman who could
express her sexuality without
having uny regrets. It was a lotal
breakasway from the existing

‘Sati Savilri' concept.

*I chose this subject for my first
film because | wanted 1o handle
the man/woman relationship with a
difference, [ do not believe that

characters should be developed in
black and white but with tones of
grey, as in life. I was also very
fomiliar with the tea-waorld, so,
placed the entire story against this
hackdrop. Environment plays such
a vital role in the making of human
decisions so | utilised Assam'’s vast
natural beauty and had the
heroine's loneliness entwined in it"

ABOUT THE DIRECTOR

Born in 1954, niece of the late
Guru Dutl, Kalpana Lajmi has been
assistant to Shyam Benegal from
Nishant till Mandi. She directed
her first documentary in 1877, on
the life of film pioneer Dhiren
Ganguly, She has also made
documentaries for the Tea
Research Assodiation, British
Paints, and a five reeler
documentary to promote lourism
for the Government of Assam

i 1981, Ek Pal is het

first Full length feature Glm.




IRAKAL (The Victims)

ColMalayalam/143 mins 1866

Production Sukumarom
Direction/Script E.G. George

Camera Virnu

Sound P.Devadoss/Chundri
Editing Appa

Music M_B. Sreanivasun

Cast: Genesan (Baby) Subumor
{Sunnyl, Sroe Vidya [Annie), Tilakon
{Father), Chondran Naoir (grondfather),
Gopi [Bishop), Asokan (Haghavan)

K.G. George Despam, TC
490170 Kaloshwaram,
Manooaude, Trivandrum
65008

TEL: 75885

Enquiries;

Is a psychopath born or made?
Perhaps both, as in the case of
Baby, a young engineering student
A senior in a residential college, he
nearly kills a junior who resists
ragging. Baby favours a nylon wire
noose as his weapon. He returns lo
his home on the rubber planatation
to the surprise of his family. He
tells them the college is on strike.

Home is an inharmonious living
togather of people, each with a
political clout (The [ather
Mathukutty's is a totally ruthless
businessman with considerable
political clout. (His amorality is
what Keralites dub’ rubber
morality'.) Koshy, the oldest son,
lives in another house on the same
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estale with his wife and son. He
adds 1o the family wealth through
not-so-clandestine dealings with
marjjuana smugglors, Baby
accompanies his brother and sees
for himself the cheating and
violence involved in the illegal
trade. Sunny, the second son,
spends his entire day with the
bottle, to the constant nagging of
his childless wife. They both want
Lo leave the family house in the
Kerala highlands te sel up an
independent home, but the father
is totally opposed. Mother spends
her time in constant prayer.
{roubled by her husband's
insatiable craving for more and
mare money. Mathukutty has no
time for his own old and bedridden
father who's lefl Lo the
ministrations af & manservani,

Baby is thoroughly in disgrace
when the truth of the college
episode appears in the press. Baby
toys with the idea of surrendering
to the police. but the family
prevent him. Only his father's
ahility to bribe the inspector come
to arrest him, saves Baby from a
possible trial for manslaughter, The
father and older brothers decide
that Baby had better drop out of
college, In which he is nol
interested anyway, and learn the
family business.

For a while, Baby seems Jess
disturbed as he listens to his
grandfather's tales. He is genuinely
fond of the rambling old man. Bahy
ls attracted Lo Nirmala, a nubile
girl from a poor family whom he
keeps meeting in the woods. She s
willing to sleep with Baby, though
she knows they will never be
allowed to marry. Mother takes
Baby to the Bishop, who happens
to be her brother. The Bishop scon

understands that the boy has
grown up in & loveless home. Haby
bursts out that he doesn't love
anyone in his faniily at all. The
family seems particularly unlovable
with the return of Annie, the only
daughter of the house, after yet
another guarrel with her simple
and staid government-gservant
husband. On one oecasion when
the husband arrives to patch
things up, he clashes with Annig's
father and elder brother, Koshy.
Koshy ls infuriated by his brother-
in-law's speaking of unpalatable
truths. They come to blows.

Meanwhile, Baby stumhbles on the
liaison between his sister and the
strapping manservant, He ia
morally repulsed. Baby kills the
survant with diabolical cunning.
Next morning, the body is
discovered hanging, in the
stareroom. Presuming suicide, the
father orders secret disposal of the
body since he doesn’l wanl the
police anywhere near the premises.
For Koshy, wounded and caught

-during nne of his nocturnal drug

dealings, is now out on bail,

Baby is on the hunt, bleod lust
aroused. He hallucinates aboul
sirangling his grandfather and
Annie. He finds a victim soon
enough. His girl-friend Nirmala
tells Bahy that her marriage is
arranged with the village
shopkeeper. Baby plans and
executes her fiance's death. People
think it is the work of a thief, but
Nirmala knows differently, She
accuses Baby of having killed her
fiancé and escapes with her own
life-just in time. The only friend
Baby has is Raghavan, the estate
labourer of his own age, with
whom he smokes pot and talks
freely, The superficial calm al home




erupts inte violence with yet
another visit from Annie, who had
gone back chastened by her
paramour's death *She now wants
{o separate permanently from her
husband who can'l take her
unfaithfulness anymore. Annie's
daughler, who would rather remain
with her father, is kidnapped by
Koshy Lo spite his brolther-in-law.
Annie squabbles with her brothers
and the quarrel turns violent. Bahy
watches in disgust. He later
accuses Annie of the manservant's
death, revealing that he knew of
her afair, In terror, she begs him
not to tell the others. affording him
sadistic pleasure, A frightened
Annie now wants (o go back to her
husband but her father will not let
her.

Meanwhile, friemd Raghavan
proudly displays the simple gifts
he has bought for his bride-to-he
none aiher but Nirmala! Baby
smoulders with murderous rage
but can’t bring himself to sirangle
his only friend. Soon, jealously
overcomes scruples. Raghavan
grapples with his assilant and
unmasks him. Nirmala persuades
Raghavan to lodge a written
complaint with the police. The
hunter is now the hunted, as he
rowers in the store room. Baby
slashes his wrist bul soon stems
the bleeding. Clutching his father's
revolver he broods in his hiding
place while the police and his
family search for him. Late at
night, Baby approaches the house
and aims his revolver at his father,
His shot goes awry. The father
emerges with a gun and shoots
down his killer son like he would a
mad dog.

ABOUT THE DIRECTOR

Forty year old George was horn &l
Tiruvalla in Kerala State. Son of a
painter of signs, George graduated
in Palitical Science from the
University of Kerala and later
joined the Film & Television
Institute of India and took his
diploma in Film Direction in '71. He
worked as an assistant director for
three years with one of the leading
filmmakers of Kerala, the late
Ramu Kariat. George's first feature
film was Swapnadanam in 1675
which won the National Award for
the Best Regional Film in
Malayalam and six State Awards,
including one for the Best Film. He
has been busy ever since, with a
total of 14 feature films to his
aredit.

Six of George's films have been
included in the Indian Panorama
Section of the International Film
Festivals in India since 1976. His
important films are Swapnadanam,
Kolangal Yavanika, Lekhaydue,
Maranam: Oru Flashback and Adam-
inte Varjyellu.
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MADHVACHARYA

CollKannada/164 mins/ 1086
Production Ananthalakshmi SYNOPSIS
Films
Dissctivn/ GV Ivor Hlindu philosophy uf]miis many
Script ’ different schools of interpratation
though the Vedas and Upanishads
Camera Madhu Ambat are the bedrock of faith, The point
: of metaphysical debale is the
Honias i relationship of the individual soul—
_ sidaeihandibg the Jivatma— with the Absolute—
Editing : V.RK. Prasad the Brahma, One of the greal
Art Direction P. Krishnomurthy  exponents of the principle of
Dvaite or Duality is the 13th
Music E:::;r:::mh century sage Madhvacharya who

Casl: Srivatsa & Ravindra [as the boy &
alder Madhvocharaye, Poornn Prasad
(Madhvacharya) G.M Krishnamurthy
{Achyuta Prajna) Haoyogrivachar (Pan-
dit Trivikramal G.V. Shivanund [The
Old Monl)
Enguiries: G.V. Iyer

2277 4th Cross L.P.C.

Layout

Vijoyanagar

Bangalore 560040

TEL: 356222

lived in Karnataka. Normally, the
life of such men is the stuff of
legends. But in the case of
Madhvacharya, a biography by
Narayanacharya, a younger
contemporary, is available. The life
of a seeker of Truth passes
through many stages: Sage Madhva
was born Vasudeva. When he took
the ascetic vow, the initiate was
named Poorna Prajna by his
teacher. He took the name of
Ananda Tirtha when he was




ardained. And he was hailed as
Madhvamuni, or Sage Madhva = #
when he attained the state of total
solf-realisation.

The film recreates life in an
orthedox Brahmin household,
Madhvacharya is born into a
family of Advaiting, ardent
followers of Sankaracharya the
great Hindu philosopher whe had
rescued Hinduism in the Bth
century apgainsi the onslavght of
Buddhism. Advaita, or Manism,
propounds that every individual
soul is in essence the Absalute—
Aham Brahmasmi or | am Brahma
is the hasis of Advaita. Five
centuries later, Madhavacharya
enuciated the philosophy of Dvaita
or Duality. "1t is true that light
emerges from o kindled wick, as
long as the lamp holds the oil. The
glow may nol be eternal, but it is
definitely true that the light from
the Mlame existed.” Depiction of this
unmistakable truth is the
quintessence of Duality. Neither
did Madhvacharya accept the
Sankaracharya concept of the
world as Maya or illusion.

Madhvacharya's father is a simple
man who gives discourses on the
life of Krishna to the villagers.
Even as a young student learing
the Vedas, Madhvacharya
constantly questions sccepting
Sankara's interpretation of the
scriptures as the final word, His
staid teacher rebukes the boy for
daring to do so. His father's
opinion—thal one musi either
occupy a seal of power like
Achyula Prajna. the head of the
monastery, or be an eminent
scholar like Pandit Trivikrama,
before people accept the truth of
one's interpretation—makes a’ last-
ing impression on Madhvacharya,

He resolves to become an ascetic.
Achyuta Prajoa, impressed by the
brilliance and resoluteness of one
so young, delays accepting him as
an initiate, since he is the only son
of his parenis. Madhvacharya's
mother, grieving over her two sons
who died in infancy, cannot dare
let the boy out of her sight. So
Madhvacharya waits for his
teacher’s prophecy that a

younger hrother will be born to
him—to come true beflore he is
initiated.

Madhvacharya's ceasless
questioning shocks his fellow
students and disturbs his teacher.
But Achyuta Prajna is 5 man open
to new intellactual {deas. Ordinary
folk and scholars alike have by
now heard of the young and
brilliant ascetic,

Madhvacharya defeats an eminent
Buddist monk in debate and
expounds his new interpretation of
the sacred Brahmasulra.
Accompanied by his teacher, he
travels extensively over the land to
propagate his new philosophy to
the common folk, He recognises
that there are many different paths
to self-realisation, and that the
path of devotion to & personal
deity may be more accessiole to
people al largs.

Madhvacharya undertakes a
pilgrimage to the Himalayas, to the
shring of Lord Badrinarayana, an
incarnation of Vishou. By now, he
has written a new commertary on
the Bhagvadgita (Krishna's
expasilion on 'right action’
Arjuna on the battlefield in the
Mahabharathal. In the Himalayas,
Madhvacharya is inspired hy his
encounter with a kind, old monk
who is none other than the Lord
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come to test, and guide, his
devolen. In the Himalayas,
Madhvecharya has a mystic vision
of the Ultimate Reality.

Madhvacharya's philosophy is by
now widely aceepted by eminent
scholars of the land, The volume of
commentaries written by him is
ever increasing. But ultimate
success still lies ahead. He has yet
lo tonvince the monastery head,
Achyuty Prajna, and Pandil
Trivikrama, the learned scholar

He does so, alter impassioned debale
They, like others before them, join
his monastic arder. External marks
are branded on the body's centres
of spiritual energy—which
distinguish orthedox members of
the sect to this day—and are
symbaolic of the awakening of the
spirit within

Patty enamics vanguished by
Madhvacharya in dialectical
metaphysics try Lo thwart hiy
triumphant march aoross the
land—but fail. Kings, Hindu and
Muslim alike, do him honour as he
expounds the oneness of all faiths
and the Dvaite philosophy. On the
day of a total solar ecplipse,
Madhvacharya offers ohlation to

thi sun. Serving the deliverance of
the sun from the eclipse.
Madhvacharya-seeks his own
release—and disappesres [nto the
snow lopped peaks of the
Himalayes

THE DIRECTOR SAYS

“There is & basic difference
hatwveen Sankara who related to a
shapeless God and Madhva ta
whom God was not a shapeless
being. Also, Madhva is more
relevant to contemporary life since
his theories can be easily applied
to our everyday experiences aven
after seven centuries. Sankara,
Madhva and Ramanuja had the
same approach to life, but their
paths were different, Of them,
Madhva recognised that disparities
of different kinds, including caste
differences. are a part of the
world, This shows the inveterate
realist in him

“"Compared to the life of Sankara,
there is more drama In Madhva's
life. He lived upto the ripe age of
78 and went round his land twice.
Like Sankars, he also became a
monk at a very young age; but he
spread his net wider—he was a




grammarian, musicologist,
composer, writer and a figher for
causes. He followed a powerful
drive to spread literacy and so
made himself more socially
relevant, He involved himself
actively in several public causes.
Aparl from being & profound
thinker, he was also a practical
man. He symbolised the growth of
the intellect from the Bth to the
13th century and even pre-smpted
Einstein's Theory of Relativity in
his Apala Suktha "

ABOUT THE DIRECTOR

G.V. IYER

When Samskara (which sparked
off the New Wave in South India)
was shown in Madras at a
noncommercial  theatre
harefool,

elderly man in a lungi announced
that he too would make a
progressive film but no one in that
enthusiastic audience paid him any
particular attention. By 1971, that
same man—mno other than GV,
Iyer—had produced Vamsha
Vriksha (The Family Tres) and
given to Kannada cinema twao
directors, Girish Karnad and B.V
Karanth, who went on to establish
Karnataka as a key centre for
serinus cinema in India,

1970, &

G.V. Iyer, then in his 50s, had
already acted in, directed, scripted
any number of run-of-the mill
Kannada films but he now
proclaimed himself a humble
disciple of the new school.

lyer began his colourful career in
traditional theatre in 1828. He

undertook all manner of jobs—right
from pasting posters, assisting
scenery painters, sign-board
painting; to acting, writing; and
directing. His career in films took
off in 1942 when he acted in Radha
Ramana. Subsequently he has
worked in as many as 67 films, as
actor, scriptwriter. dialogue writer,
Iyricist, director and producer,

Many of his later films like
Vamsha Vriksha, Hamse Geethe,
Bhoodana, Ranadhira Kantheerava
have won National and State
Awards. He has the unigque credit
of producing the first ever film in
Sanskrit, Sri Adi Sankaracharya,
which bagged the President's
Swarna Kamal for the best Indian
film in 1984. lyer is currently
making elaborate preparations

io shoot the next chapter of his
series on seminal Hinduy
philosophers—=5Sri
Ramanujacharya.

121




MASSEY SAHEB

Col/Hindir1 24 mins/1686

Production NFDC SYNOPSIS
DirectionScript Proadip Krishimn
Camera RK. Boso The uuuuun.hrr Iaelu.-l:.-l:'r! the steel
— _ frame that is the British Civil

un Nanda Kumar Service and the ingenuous but
Editing Mohan Kol naive native (named Massey],
Arl Disection Bunioy Profiaik makes for tragi-comedy. A human

: - . traged ¢

RS Vot ilhase dgedy and one of cultural

Cast: Raghuvir Yodov (Fronois Mossey),
Barry John (Charles Adam], Arundhati

Roy [Soilal, Jacgueline Garewal (Huby],
Sudhir Kitlkarni [Fuzal Abbas).

Enquiries:  Notional Film Dovelopment
Corporation
Discovery of Indio Building
Nehru Centrn
Dr. Annie Hasan! Hoad,
Bomboy 400018

TEL: 484875 71/52

incomprehension,

The place is Seopore in Central
India, the Collestorate office. the
outpost of the Raj in this
backward area of scrub, jungle and
tribals. The time is 1929. Francis
Massey, a Christian, has risen to
thie dizzy heights of a clerk (1hird
Division) chiefly through his
dubicus but charming skills with
the English language. He lords it
over the town folk as the ‘Type-




L

babu' of the government office,
borrowing merrily from them 1o
fulfil his taste for things English,
An unfailing source of largesse ia
the tailor-cum-draper Fazal Abbas,
who gives grudgingly but is good
friend 1o Massey.

Massey helieves thal he too belongs
among the White Sahebs. After all,
he shares both their lunguage and
their religion. With gratitude, he
serves the government in his own
fashion. for traditional society
would have given him no such
opportunities to rise. His
sentimental {aith in the British
rulers and in the infallibility of
their wisdom crystallises in his
attitude 1o the new Deputy
Commissioner Charles Adam (whao
has a passion for building roads).
Besides, Adam’s starchy
predecessor had pulled up Massey
for incurring debts to the local
people. And in the presence of the
rabble too, with no thought to the
dignity of the English Type-habu
Mussey's pecuniary problems
become more pressing when he is
smiilen by the sileni tribal beauty,
Saila. Her father and brother see
their chance of extracting as much
as they can from the impassioned
suitor by way of bride price. The
negotiations are hilarious, the
demands escalate. Massey is
stripped 1o his underpants and
boots, butl hie is hugely satisfied.

Massey does his best to gel his
bride into a frilly white dress for
the wedding, like 8 proper
Memsahib, but Saila resists.
Massey's friend, the postal clerk
performs a hurried version of the
Christian wedding service in the
post office. The wedding leaves
Massey indebied to Banaji, the wily
minion of the ex-feudal ruler of
Seopore, He gives in, and copies
confidential information from the
povernmen! files for Banaji's
benefit—which he'd indignantly
refused to earlier, For he wants his
Saila back. Her family has taken
her away since Massey has not
paid her price in full

The many-hued character of
Massey comes into its own when
Adam's obsession with building &
road through the jungle comes o a
standstill, since they have used up
the year's allotment for roads,
Massey who is nothing if not
resourceful, suggests that they
borrow money from other
departments and adjust the
actounts—only temporarily for
this pood cause—so as 1o complete
the projecl. Adam's prolests ring
feeble. The auditing official,
unfortunately doesn't appreciate
Massey's ingenious book-keeping.
Massey is suspended, and Adam is
away getting married to his Anglo-
Indian fiances.

Adam returns 1o Seopore to
disgover that without Massey's
support, his dream of completing
the road has come to a dead end.
The village headmen have stopped
supplying labour. Massey, now an
itinerant salesman of charms and
amulets, uses his persuasive
powers, mixed with some plain
blackmail. to get the gangs back on
the road. Massey's happiness brims
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aver, His adoring wife has given
him a son whom he names Charles
after Adams. He threalens, cajoles
und enthuses the workers o
completo the road. Bul 8l the
moment the road is to be
ceremonially opened by Mrs.
Adams, und Massey's contribution
acknowledged appreciatively,
Adam finds that Massey has been
personally levying an unofficjal
rond-tax. Massey can't understand
why Adam castigeles him though
he has kepl sccount of every small
coin. Adam who had scquiesced in
diverfing funds to complete the
road now proves implacable, and
refuses to llsten to Massey's
explanations.

Massey's (roubles do nol end with
this fall from grace. Saily and his
son have heen laken sway vel
again. He goes to Banaiji lor help,
But since Massoy is a nothing now,
Banaji spurns him. Massey's
frustration now turns to hlind rage
and he attacks Banaji. Massay

is arrested for Banajl's murder

In jail, Massey continues to have
tvuching faith in Adam’s ahbility to
get him off the hook, Adom advices
Massey to plead guilty to causing
death by accident— but Massey
just cannol understand how that
will help him. And, it didn't
happen that way either,

Massey Is sentenced to be hanged,
He fantasises... Adam has come lo
the jail to free him from the
hangman's noose, and promises Lo
make his.son Charles a clerk of
the British Raj...

ABOUT THE DIRECTOR

Teaching History al a Delhi college.
Pradip Krishen's interest in
cinema look him Bombaywards to
wark s apprentice to Shyam
Benegal. He also worked as assiL
director to George Luneau for
Ballade de Pabuji made in 1975, In
18976, he finally gave up academics
to join TVNF where he
uollaborated on the design of an
virly serial, The Science Feature, &
lorinightly programme of popular
science; in all, he supervised the
production of 80 fhos in this
series, photographing and directing
24 of them.

In 1980 he resigoned and set up
independently. Prior to Massey, he
directed and Photographed By
Word of Mouth, 4 decumentary
and Katputhli—the Animated
World of String & Wood lor the
Smithsonian Institution. He
launched on Massey Saheb (freely
adapted fram Joyce C Carey's Mr.
Johnson} and won prize in the
first script competition held by
NFDC in 1980, He is currently
working on & TV serial that looks
hack to the struggle for
Independence.




MATI MANAS (Mind of Clay)

Col/Hind /2 mins 1005

Production Infraking Film Pro-
ducton Pvl. Lid.
{Sponsars; Doyve-
lapmont Commiis-
sioner [or
Handiorafis)

Direction Mani Koul

Baoript Kamnl Swaroup!
Moni Kaoul

Camera Venuo

Sound AM
Padmanahhan

Editing Reena Mohan

Music TR Mahalin-

gam [{Tule)

Cast: Aniln Konwar [girl), Robin Das,
Ashok Sharmao

Infrakinn Fim Production
Pvi. Lid

21, Chitrakoot

Allamount Rond
Bomboy-400 026

Enquiries:

SYNOPSIS

Towards the beginning of Mani
Kaul's Mati Manas, a poltler says
“The potter's crealions aren'l
conscious beings, bul man,
Brahma's creation; is. The
nonconscious cannol speak, bul
wilhout these creations, man
wouldn't be able to live.” In &
magnificent movement as the film
draws to a close, the last myth
says; “The potier is Brahma. These
mud vessels we make will lasi
forever. But man's body will

decay...”

What happens when this
generative principle between the
gncounter of man and material

the basis for civilisation itself—is
threatened by a new economic and
social order? When the mud
vessels last forever only behind the
glass of & museum? From
Harappin civilization, the polter
has defined in his work the
rhythms of his life, and beyond
that the cosmic rhythm of life,
death, and life again, From the clay
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you first make the shape of a linga
{phallus/the procreative principle),
says the potter, and then you can
make any shape at all. The pot
becomes a metaphor of the creative
seed, taking in the essence of life
and perpetuating life. Or, as with
the myth of Sariya Mata, in the
beginning of Mani Kaul's film, the
pot becomes as the protective
womb.

The myth of Sariya Mata, the cat
mother, recounts the story of her
new-born kittens who had been
left in an unbaked clay pot.
Inadvertently, this pol along with
others went into the kiln for
baking. But in the morning, when
the kiln was opened, the kittens
were found safe in the womblike
interior of the pot.

The association of the pot with the
womb goes back in history to the
parliest known civilizations. In late
Harappan archaeological sites,
skeletons have been discovered
buried in large pots shaped like a
woman's body. Sariva Mata, the cal
mather, is worshipped by potters
in many parts of India

In a tradition that saw a close
fusing of mythology and daily
practice, Mani Kaul makes his film.
Kaul charls a course from the dim-
lit museum exhibiting torracotta
works of the past, to present-day
potters who carry on those
traditions in their work; and in the
process, re-imbues those ‘museum
pieces’ with new life. In traversing
the vast Central Indian plain
(Rajasthan, UP. Bihar and
Bengall—which saw the rise of
one of the most anclent
tivilisations of the world—moving
bn to the extreme South, Kaul
seeks to bring vus back ta a

material history with which we
have lost contach

The film weaves through a complex
narrative of monologue, dialogue
and the potlers' voices: In
encountering the potters, and their
own understanding of their craft,
Kaul also encounters a super-
siructure of mythology revealed in
this understanding. He re-locates
those very myths in a
contemporary relationship, with
three characters: the girl, the
photographer and the friend. In
one scene, the photographer is seen
lighting up a mother-goddess
figure. As the two technologies face
edch other—the ancient terracottn
object, the modern camera—wa
hear the photographer's voice. “The
light filtered is like that of an
ancient star, emitted several
thousand years ago, hul received
by us today.” While these three
characters seek; on the one hand,
to understand what is around
them; they themselves are cast into
the myths they speak of.

The widely-known myth of Renuka
and her son Parsuram relates
directly to changing techniques in
pol-making and the struggle
between matriarchal and
patriarchal societies in our
tradition.

Renukn was the wile of a
practising ascetic, Jamadagni. Each
morning, she would go 1o the
riverbed and pick up the wet river
sand which would fashion itsell
into a pot in her hands, to be used
by her husband for his sacrificial
rituals. One day, as she bent over
the water to pick up the clay, she
saw reflected in the water, a
Gandbarva (a celestial figure). For




a fleeting moment she was lost in
admiration of his handsome
physique. Bul the pot now would
no longer form in her hands. When
she returned home without the pot,
her husband knew at once that
Renuka's devotion had been
deflected, even if only momentarily.
In rage, he ordered any one of his
sons to behead her, Only the
voungest, Parsuram, complied,
Pleased at his son's unhesitating
obedience, Jamadagni granted him
a wish. Parsuram asked for his
maother’s life. The wish was
granled bul the son, although he
could recognise the mother's head,
could not recognise her body—and
Renuka's head had to be joined o
the body of a lower caste woman.

This myth precisely chranicles the
change—Renuka, the woman,
initially made the pots. The
hushand who ordered her killed for
her fascination with unother’s
body, is elearly of a patriarchal
system, presumably represented
by the arrival of metal (Parsuram’s
axel, The wheel was invented and
pot making transferred from the
female to the male domain.

The productivi space generated
between the work—that which is
produced, with labour—and the
meaning of the work, is the space
thaet Kaul uses as his-own site,
from whers to view a civilisation.
He seems (o not draw upon the
many contempaorary ‘references’ of
mythology (chiefly those of
psychoanalysis) bul grasps the
very substance of his material,
Mati Manas is itself crafted like its
gonlent—wilh artisanal virtuosity.

Within this encounter between a
new lechnology (cinema) and a new
way of seeing things, and an

ancient tradition, there is also the
space for an emergent modernism
of vision, which will not destroy
the past but intervene into it to
invigorate that tradition. This has
been for some years the specific
area of Mani Kaul's concern,
reflected by a gradual blurring
between the conventional idea of
‘documentary’ and [eature: Satah
Se Uthatha Admi (on the works of
writer Muktibodh), Dhrupad i(on
the ancient Indian ¢lassical school
of music) and Mati Manas, are all
films based on & nan-fictional
‘realily’, but which extend far
beyond the conventional limitations
of documentary to permil an
imaginative poetic extension to flm
form itself.

THE DIRECTOR SAYS

“Artistic activity does not lie in
deciphering the sensuousness thai
people experience, but in reaching
a new sensuousness through each
film.

“..In Mati Manas | tried to

make a poem-like film that

dealt with the transition that had
peourred over the centuries”

ABOUT THE DIRECTOR

Mani Kaul, & graduate from
Rajasthan College, Jaipur, and an
early student of the Film Institute
af India, Pune, made his firal
feature film Uski Roti at the young
age of 26. The energy lo improvise
and the vitality to draw from
iraditivnal sources has boen a
characteristic of Kaunl's In his
features and shorts. which has
finally converged on very personal
cinematographic poems like Satah
Se Uthatha Admi and Mati Manas.
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His work is fed by two major
sources— Indian classical music; in
particular, the continuing ancien|
tradition of Dhrupad; and the
‘seminlogy’ of Indian aesthetics as
formulated in the early Sanskrit
texts like the 9th century
Dhyanyaloka. But this Is repeatedly

countered by a eompletely
modernist sensibility and the
influence of modern writers and
painters. All this resulls in the
generating of an intellectual mergy
around his own work and his
thinking thal is perhaps
unparalleled in the contemporary
Indign arl situation.

Despite the extreme difficulty of
finding finance for his kind of
austere films, Kaul has yet
sucoeeded in putting together a
falrly substantial body of work.
This work establishes a distinat
aesthetic relation with the practice
of Almmaking itsell. He wrota once,
“The fact that the realist image
{and not line, shape, colour, or
harmenic sound) is the idiomatic
norm of cinema determines to &
considerable extent the filmmaker's
attitude towards life... Commercial
films exploit 'communication’ (in
the sense of reaching out to an
audience) only to the detriment of
youth and values in this country."




MEENAMASATHILLE SOORYAN

(Midsummer Sun)

Col'Malavalam/135 mins/ 1.0

Production C.G. Bhoskaran
Sauhruda Chitra
Direction/Script Lenin Rajendron
Cameta shaji
Editing Ravi
Sound Dvadass].)
Manikkyam
Music M.B. Sreanivoson

Cant: Copi (Moster] Veanu Nogavalli
fAppul Vijoy Menon [Chirukonton)
Murali (Abu Baocker) Rovi (Kunjambu
MNair) Shobhana [Hevathi)

Enquiries: (.. Bhaskaron,

tallai, Keraln

Grovine
doloyom, K.K. Puram, Sher

SYNOPSIS

Meenamasathille Sooryvan charts
the stirring course of a people's
movement. Four young mean,
Chirukantan, Abu Backer, Apu
and Kunjambu MNair await the
carrying out of their death
sentence. They are to be hanged for
subversion and treason against the
government. The warden esks them
for their last wish. In unizson, they
give the answer—1to meet their
mentor, the village school master.
The poignant meeting occasions a
flashback to the events that led up
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to this moment... We go back o
1943, the air thick with news of
the Quit India movement, the war
in Europe and the course of the
Russian revolution. In this
unspecified corner of Kerala, it is
the ruthless and cleverly conniving
landlord who is the symbal of an
explofiative system to the
pppressed peasants. The landlord,
waited upon by his nhseguious
and illiterale manager, tries to set
one section of the peasants against
another over a piece of disputed
lund. One group arms itself with
sticks and sickles, the other

only with red banners and
[raternal [eeling. They explain how
futile it ia o fght amongsi
themselves which only serves the
landlord's interest. For the first
time, the peasants ore made aware
of their own oppression and draw
up & charter of minimum demands;
the landlord tears it up in
conlempl instead of passing the
charter anto the higher aothorities.
But he is worried enough to find
oul thal 1t is the school-teacher—

whose wage he pays moreover—
who i3 sticring up ‘trouble’.

The people depend on the master
not only for education bul for
medicine as well as news of the
outside world. Committed
youngslers whio are his disciples,
like Chirukantan. Abu Backer, Apu
and Kunjambu Nair, rouse
awareness of exploitation among
the ignorant people of the village.
Like a groundswell, the movement
gathers force, even drawing in
young girls like Revathy,
Chirukentan's sweethear!, Appu's
brave wife and Abu Backer's
resourceful old mother.... and
couniless other anonymous people
who shelter the four voung men
who are forced to go underground.

For, the village is swarming with
the police. The landlord entertains
the police force—ecome to flush oul
two unnamed communist leaders
who are reportedly sheltered in
these parts. A comically inepl
policeman ig hurt as he tries 1o flee




which led o his being shot by the
police.

Now that he knows of this
involvement, Chondra keeps a
scrupulous distance. He takes her
to & lawyer to file for divorce by
mutual consent, It is just a week
since their marriage. The middle-
aped lady lawyer, after a fruitless
altempl to dissvade them from a
hasty decision, informs them that
they have to wail for a year
before the divorce can come
through,

There is & graduat change of heari
on Divya's parl but now it is
Chandra's turn to withdraw.
However, Divya manages (o cajole
her husband into taking her to see
the Taj Mahal. When they are
returning home late at night,
Chandra is attacked by a
disgruntled worker from the office,
whom he had sacked. A bleeding
Chandra is rushed to hospital, his
life in danger. Divya's fervent
prayers are answered and Chandra
recovers. But, back home, he curtly
rejects all her offers of help,
refusing to recognise that her
feelings hove changed. A chagrined
Divya decides to return home to
her parents. At the station,
Chandra hands her the divorce
decree, bul 1o his utter joy. Divya
tears up the papers. Explanations
wait—as they are tenderly
reconciled.

THE DIRECTOR SAYS

"My pictures speak best for me.
But [ must point out Revathy's
very fine performance in Mouna
Ragam.”

ABOUT THE DIRECTOR

Director Mani Ratnam is a
Commerce Graduate from Madras
University and a Master of
Business Administration from Bajaj
Institute of India, Bombay, But
since he belongs to a family of film
personalities: (his father is Venus
Ratnam) perhaps his entry into the
world of films was inevitable, With
no perind of apprenticeship, in
1883, he siraighteway launched his
first directorial veniure, Pallavi
Anu Pallavi in Kannada, which
won him the Karnataka State
Award for the Best Screenplay. He
then directed a Malayalam picture,
Unaru. But the main body of his
work is in Tamil, and before
Mouna Ragam, he direcied two
films, Pagal Nilava and Idhaya Kol
(1985},

Mani Rainam is presently working
on two more Tamil films, one titled
Viragyam, and the second, Nayaka
starring the south's superstar,
Kamualhasan




MOUNA RAGAM (Silent Raga)

ColTamil 145 mins/ 1886

Productinn Sujatha
Productions
Pyt Lid.
Direction/Story Mani RHoinom
Script
Camara Sri Rom
Sound K. Duraiswamy
5.P. Ramonalhon
Editing B. Lenin

B'T. Vijayan

Art Direclion Thota Thorin

Music Iaya Raja

Cast; Mohan {Chandra Kumar], Revathi
{Divyul, Karthik (Manohar)

Enquiries: Sujotha Productions Pyl
Lid

27, Wallace Garden 11
Siresat

Madras-600 D08

TEL: 471523/478575

SYNOPSIS

A young girl's dream of romantic
love and the system of arranged
marriage do not always mesh in a
traditional society. Divya is an
impish, fun-loving collegian from a
middleclass family in Madras. Her
father is a government official who
faces retirement in four yvears. He
18 anxious that Divya should be
married as soon as possible, since
he has two other schoolgoing
daughters to settle. Divva's married
brother and his wife complete the
joint family,

The father wants Divya to come
home early since a very eligible
young man, an MBA working in
Delhi, is to visit them that evening.
A rebellious Divya deliberately
comes late, thoroughly scaked from




the rain. Her anxious mother sees
lo il that she is properly groomed
before meeting Chandra

Kumar, who is still waiting to view
the "bride’

Thoroughly unrepentant, Divya
charms Chandra Kumar with her
honesty, She tells him that she is
lazy, wilful and moody, and not al
all the conventionally docile girl
her parents have no doubt painted
her to be. Te her utter shock—and
the family's delight—Chandra
announces that he would like to
marry Divva and without the
enormous dowry that would
normally be expected for a groom
of his eligibility rating

The family's delight is short lived,
for Divya adamantly refuses the
Aattering offer. Her father has a
mild heart attack. Divya feels
overwhelmingly guilty as the
mother begs for her hushand's life,
The marriage is performed but the

wedding night finds the bride in
tears. Chandra Kumar is
understanding and leaves her
alone,

Coming to Delhi, Divya continues
to keep the patient Chandra at a
distance, telling him that his touch
is repulsive. She repealedly asks
him for a divorce. Advised by his
boss, Chandra Kumar takes her out
and woos her with presents.

At last, Divya confesses as to what
halds her back from accepting her
marriage emotionally and
physically. A briel, tempestuous
relationship with' the exuberant
Manohar ended with his tragic
death—ijust when she had decided
to marry him without her parents’
knowledge, Manohar was an
impulsive young man, who had the
same impetuous approach to
wooing a girl as to radical politics,
It was his political involvement
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from the combined force of two
golumns of villagers, marching
from opposite sides and
atuldentally drowns In the river.
Now begin their tribulations. of
running from one shelter 1o
another, snatching sleep and food
when they can—as the police close
in on them

The police have no compunctions
aboul using brute force on the old
and infirm. The women rise
magnificently to the oceasion,
Revathy had resented in girlish
fashion Chirokanlan's dangerous
activilies.

Mow, she survives the loss of her
old father, and supports her
swoetheart’s old parents—who had
been subjected to police torturs.
She acls as a fearless courler, So
does Apu's wife who had longed
for a child. so that she could tell
him of the father's heroism. But
Apu and she had postponed their
personal happiness so that any
child born te them would know,
and be assured of, basic human
dignity. Aby Backer's widowed old
mother is quickwilled, throwing
the police off the scent, at least
temporarily. The four who have
gone underground are anguished (o
know of the increasing brutality
the police have unleashed on
innocent people. Two have heen
captured, and the ather two decide
to surrender in order to spare the
unnecessary torture of innocents.

Sixty-four people are arraipned
before the jury for the murder of
one policemun, One of the British
jurors fesls that there is not
enough evidence but he is guickly
averruled. The four who emerge as
leadnrs are sentenced to hang after
a prolcacted trial lasting. two years,
and the others aguitted. The four

heross go to their death, protesting
their innocence. What they have
fought for is human dignity—nol
just against a foroign government.
The saga, like many others,
becomes part of a people’s history
to inspire later generations.

ABOUT THE DIRECTOR

Alter graduation lie joined Kerala
Financial Enterprises, a state
government undertaking and still
works here,

Earlier he made Venal and Chillu
llove stories sel in a small lown),
His other film is Prem Nagirine
Kananilla (Prem Nazir is Missing),
on malinee idol Prem Nazir, who
made it to the Guinness Book of
Records for acting in the

largest number of films (more than
400). He plays himself in the film.




MIRCH MASALA (Spices)

Col/Hindir1 28 minai 888
Production NFDE SYNOPSIS
1rwctos Katan Mehla Sonhai is something of a legend in
Story Chunilal Madia her lifetime. She was the one who
Seript Hriday Lani & dared defy the village subedar and
']'ri;;ururi Shﬂ'nﬂﬂ ].i.‘-"ﬂ'd Lo I.'E].]. IhE lalB! In M.'i.t‘:h
Camera ihanalr Masala (based on a thrf short
Choudhary story Lh}r the Gujarati writer
Chunilal Madia) director Ketan
Sound Bhagat Singh Mehta transforms the legend into
Suresh Kathuria potent cinema. 1t is not just the
Editing Sanjiv Shah story of one woman, bul of the
Art Direction Miard & social and moral upheaval that
Asliiah: Lakhic lakes place in a village submitting
ta tyranny.
Music Hajut Dholakia

Cast: Noseerudin Shah (subodor), Smita
Patil {Sonbai), Suresh Gberoi
theadman), Om Puri (watchman), Deepti
Noval (theadman's wifel Banjamin
Cileni [school inacher), Mohan Gokhale
& Supriya Pathak (the young lovers).

Enquiries : NFDC
Discovery of Indin Building
Nehru Centra
Dr Annie Basant Rd
Bombay 400 018

TEL: 4848751/52

The time is the early'40s, the place,
sandy Saurashtra. Suddenly, the
quiet of the small village is
shattered by the arrival of the local
subedar (the official tax collector)
and his hordes. Despotic and
insane, vulnerable and comically
gross all at the same time, the
subedar twirls his moustaches,
ngles the women, sels up palace in
a tenl, and leaves the villagers a
trembling with his wrath. The
shining voices that emerge from his
magical, hand-cranked gramphone
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leave them stunned.. The subedar
has set his heart on the sensuous
Sonbai. She spurns his advances
with a resounding slap but her
rebuff enly spurs him onwards...
the chase is onl

Sonbai escapes from his clutches
into a chilli factory which employs
many of the local women. The old
muslim watchman of the factory
harricades the gates and challenges
the soliders (o break them down,
While the subedar plots ways and
means to capture Sonbai. life goes
on amidst the piles of fresh, red
chillies waiting to be pounded... s
young girl exchanges notes with
her Romeo, a very pregnant lady
prepares o deliver her baby... The
by now enraged subedar threatens
lo burn the village down. The
village mukhi (headman) and other
men of the village are all willing to
sirike a bargain wilh the subedar
and hand over Sonbai if he spares
the village. And some of the

women in the factory abuse Sonbai
for bringing trouble upon their
heads. “You won't find a lover ke
him," urges one woman, who's
already visited the subedar's tent.

There are few voices of dissent.
The khadi-clad school-teacher has
already once clashed with the
headman over encouraging his
daughter to attend school. In the
melée, the teacher gets thoroghly
beaten, up. The mukhi's much
oppressed and progressive-minded
wife, gathers a small force of thali-
beating women (thalis being brass
plates) but they are all too easily
brushed out of the way.

Outside the factory-cum-fortress,
the subedar and his soldiers;
within, the besieged women of
whom Sonbai would rather die
than surrender. Between the two
groups, a very courageous but aged
watchman...




THE DIRECTOR SAYS

“T think we are unnecessarily
stired of melodrama, when, in fact,
we {in India) are much more
responsive 1o melodrama as we are
1o bold colours. Yel a very
arrogan! altitude has prown
towards such reasonably wellk
developed Indian traditions, and
this has done more harm to the
vitality of the Indian cinema than
good. Take Om Puri (the
witchman) for instance. His is a
very finely tuned performance
when it was so easy lo turn it into
a cliche, The point is what we
abusively call stock characters
have emerged over centuries of
performing arls (raditions and they
are, somewhere, grassroots
representative characters. To laugh
them off as stock characters seems
to me almost blasphemous: They
have degenerated into stock
characters primarily because of
unintellipent misuse by film
makers."

ABOUT THE DIRECTOR

An sconomics graduate from
5t.5tephen’s College;, New Delhi,
Kelan Mehta's interests rapidly
shifted to Delhi's flourishing
theatre movement of the mid ‘7is,
and to flm. In theatre developed
Mehta's engagement with Brechtian
theory, which forms a vital
backdrop to his first film Bhavni
Bhavai, 1980. Says Mehta, “What 1
was clear about, was what I had to
overcome the kind of impact that
was regressive in not leading either
to thought or to action. | was
opposed (o the identifying of the
andience with the destiny of the
hero-protagonist, to create a
purging of emotions and
satisfactions that would substitute
for social processes of change”

Much of Mehta's political concerns
with communicating emerged
directly from experience. Warking
in SITE (Satellite Instructional
Television Experiment) after his
graduation from the Film &
Television Institute, Mehta
produced a series of video
programmes on untouchability,
which had a tremendous impact.
and earned him the wrath of the
local upper castes. This experience
too contribuled (o Bhavni Bhavai,
woven around the problem of
uniouchables. Film and theatre
once again converged in his second
film, Holi, 18684, 4 long anarchid
film on student violence on the
campus. Mehta's films have won
hoth national and international
awards: he has been hailed as "the
voice of the rising generation.'

Posl Mirch Masala, 1986, Ketan
Mehta began on a TV serial
entitled Mr. Yogi. a satire on
matrimony.
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ORIDATHU (.. And There Was A Village)

ColMalayalom/112 mins/ 1486

Production Suryakanti
Film Muakurs

Direction/Story!

Seript/Music ¢ G Aravindan

Camera +  Shaohji

Sound 1 Devdas

Editing Bosiv

Art Direction ¢ Podma Kiimr

Music

Cast: Nodumudi Venu (electrical
overseer], Sreenivasan (Kutton),
Thilakan (Manuger], Vineat {[ose),
Krishnunkuity Nair (Comrada),
Chandran Nair {school loachsr).

Enquiries: G Arovindan
Suryakant Film Makers
Liovlo Sodan, Shankar
Rond
Sosthomongalam
Trivandrum 885 010
TEL: (0471 )-83270/68888

SYNOPSIS

Does technology really lead us from
darkness to light? If so,-at what
cost? Oridathu poses this problem
with gentle humour, discursive
narration and unexpocted
poignancy, A satirical parable of
our times told with deceptive
simplicity and disarming candour,

The time is the mid-fifties, when
the Indlan states were being
reorganised. The place is a remote
village in Kerala. There is a
palpable hum of excitement as the
village Panchayat, led by the
Brahmin landlord, is determined to
bring the benefits of electricity to
this backward place.

As the story unfolds, it introduces
us to an array of characters in the
village ... the Communist tailor
given lo fiery speeches. laged with
quotations; the landlord’s bossy




e

manager; Kuttan, the odd job man,
hitching his star to the influential
newcomers; the wise school
teacher, the adolescent hoy and
girl, the braggarl overseer ..
Families and groups are deftly
sketched with a cartoonist's sharp
eye, Each group has its own story
to tell, in selfcontained episodes
which are all interrelated. The
‘vela' or the festival of the local
temple is a symbol of the harmony
that prevailed in the village in
those pre-electricity days.

After the executive engineer from
the Electricity Department has
gurveyed Lhe place with becoming
salemnity, there follows a flurry of
activity. The overseer, latteringly
called ‘engineer’ by the villagers
whao don't know the distinchion,
has an eye for the girls. Kuttan, the
man for all jobs, becomes the
overseer's faithful servitor. He
induces the girl he hopes lo marry
to join the electricity workforce. A
dector following in the wake of
electricity sets up-a dispensary in
the village. Kuttan decides he is a
more prestigious master to serve.

The village soon stops treating the
ovarseer with awe. He displays a
taste for the arts and 'theatricals’,

forms an amateur group aod
earnestly begins rehearsing for a
romantic play aboul separated
lovers. Young Jose plays the
heraine’s role. Jose is a bright,
ambitious boy who plans to leave
the village to work outside Kerala,
once the coming festival is over.

The disenchantment with electricity
is gradual. The location of the
glectric pole makes old friends and
neighbours fall out. There are dirs
omens of death. Al first, crows are
electrocuted atop the wire, then a
vow, fallen in a huddle. Death also
comes to Kuttan's girl-friend who
is pregnant. Kultan cannol afford
to support her,-and an abortion
seems the only way out ... next
morning, her dead bady is found in
the temple pond. The doctor, who
has finalised marriage negotiations
with the manager's daughter is
unmasked—as a quack and &
would-be bigamist'to boot. Kuttan's
simple:trust is betrayed by the
overseer who seduces his sister,

Before the larger calamity strikes;
there is & symbolic borial of the
beautiful old temple lamppost,
whose wick was ceremonially 1t
every evening. [ts gentle glow has
now been replaced by harsh
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electric glare: The story moves
inexorably 1o its culmination. At
the temple festival every vear,
Kuttan traditionally dons the
vesiments of the Black Kali, the
avenging goddess. He decides to
wreak vengeance on the overseer
who he sees as the root cause of
all calamities in the village. Bul in
the clash, it is young Jose, who
gets electrocuted. The cry of the
imnocent victim is drowned by the
pyrotechnical dazzle of the festival
fireworks, which are sparked off in
the melee ... a parable of nuclear
holocaust? The [rame freezes on a
parachuting mannikin headed for
the earth, arms outstretched as If
In grucifixion.

THE DIRECTOR SAYS

“Oridathu can be seen as the
continuation of my earlier film
Thampu and my cartoon series,
The Small Man and The Big World
The theme demanded a caricature
ireatment 50 | made il that way,

"My film is nol against
modernisation. 1 was trying to look
al the changes taking place in the
life of the people and the village. |
still fear one day that technology
will take over.

"I was born In a small village and
upto the age of ten I hadn't seen
electricity. 1 still remember with
nostalgia those times, when people
moved through the night with
burning flares, When electricity
came, they went out.”

ABOUT THE DIRECTOR

Aravindan, an overwhelmingly large
and bearded man in his early

forties, was born at Kottayam, the
district capital of Kerala's spice
and rubber heartland. He was
raised in a neighbouring village,
and mourns its passing because
small towns have replaced what he
remembers as so typical of Kerala.

It was later, as a Biology student
in Trivandrum. the State capital,
that he was first introduced to
cinema, He recalls seeing
Kurosawa's Rashomon several
times. There were no film schools
then to nurture his new-found
interest, He turned 1o painting and
drawing cartoons instead. He was
also actively engaged with a folk
theatre group.

After graduation, he joined the
Rubber Board, a Government
department, where he has
continued to work till recently. It
was then that he created his
popular cartoon serial, The Small
Man and The Big World, about the
life and tribulations of a middle-
class, idealistic young man, for &
well-known Malayalam weekly. The
gift for cartooning was perhaps
inherited from his father, an
eminent humorist of his time,




The transition from cartoon to
cinema was so smooth that it
belied the controversy it raised
about Aravindan, as filmmaker. An
embittered social criticism, a
nostalgia for privale realities, a
sirong sense of individuality had
been conveyed through his
cartoons for a decade. It was
followed by an uncompromising
cinema which departed stylistically
from tradition with a vengeance.
His films were marked by a stark
purity and pervaded with a lyrical
passion, and won him accolades
and awards many limes over.

Uttarayanam (1974) received two
MNational and six State Awards:

Kanchana Sita (1977) and Thampu;

(1978) won him the National and
State Awards for excellence in
Direction; Thampu wus also given a
National Award [or the Best
Regional Film as well as the All
India and State Critics Awards;
Esthappan (1079): the State Award
for the Best Film and excellence in
Direction, along with four other
awards. Kummatly (1979): was
judged the Best Children's Film of
the year. Pokkuveyil {1981) brought
him a Stale Award for excellence
in Direction and a National Award.
Chidambaram (1985) won the Besl
Film, Best Direclor and Best Actor
Award from the Kerala State
Government, and also a National
Award for Best Film {(Swarna Kamal).
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PANCHAGNI (Five Fires)

ColMalayelams 140 mine/ 1986

Production Gr.P. Vijoy Kumar
M.G. Gopinath

Direction Haoriharan

StorySaript M.T. Vasudovan
Nair

Camera Shuyl

Editing M.5. Moni

Art Direction 5. Vonnonoadu

Music Rovi {Bambay)

Cast: Geelo (Indiro), Mohaonlal [ Roshid),

Naodio Moidu (Savitril, Tilakan
{Ramallan),

Seven Arts Films
BA LP. Towers

712 Nungombakkam High
R
Madras 600014

Enquiries:

TEL: 4770180470015

SYNOPSIS

There are idealists and idealists.
For some, idealism remains an
intellectual commitment, others opt
for action without counting the
cost to personal happiness.
Panchagni which centres round
ong such activisl, was a box-office
success in Kerala, though its theme
would generally be congidered
daring lor wider sudience appeal.

The film opens with the
protagonist Indira on hunger strike
in prison, where she is serving a
life sentence for murder. Her
hunger strike sets off curious
longues wagging in the prison and
the outside world as well, as the
press pick up the story, Indira is
given & lwo-week parole lo visil




her dying mother in her ancestral
home, (Indira's mother had been a
noled public figure in her time,
associated with the freedom
struggle.)

Indira has come home after eight
years in prison; and it js suggested
no one from her home town has
visited her all this time. The only
real welcome she gets is from her
bedridden mother, an uncle of sorts
who has been tending the house
and the young servanl girl, sager to
serve and please. But [ndira is
pained by the hostile rejection of
her young, unemployed brother,
Ravi. Ravi would like to sell the
old and sprawling house so that he
can bribe his way to a job. While
Sarada, her childhood friend and
neighbour, is genuinely
sympathetic and affectionate.
Sarada's husband, Rajan, is rude
and scronful. Reporting at the
police station as she is required to,
is g humilitating ordeal for Indira.
It exposes her 1o avid curiosily

and covert insulls.

Indira’'s younger sister, Savitri,
arrives with her college lecturer
husband and small son. Savitri is
affectionate and curious. She
recalls how Indira's ire was roused
by the dirty old man who would
spy on the young women bathing
&l the tank, and how Indira
lampooned the old man cleverly.
Later, Indira became part of a
radical student group. Rejecting
many offers of marriage thal came
her way, she devoted her Hme Lo
political and feminist study. Savitri
recalling the past. making plans for
Indira’s future, is unaware that the
parole is temporary.

Meanwhile, a freelance journalist,
Rashid, persists in trying to

interview Indira. Indira is angry,
construing his interest 1o he
voyeuristic. But the journalist is
persistent in visiting the
household—now mourning the
death of the old lady. Indira's elder
brother, present for the funeral, is
furious with the family for
allowing in the ‘outcaste’. He feels
his promation was stopped because
of his sister’s notoriety and
threatens her with violence in a
drunken fit. Friend Sarada’s home
is mo refuge either since her
husband attempts to malest Indira,
once his wife is asleep. A single
source of warmth is her young
nephew who has grown attached to
her. But yet another painful
misunderstonding awaits Indira.
Sigter Savitri becomes suspicious
of her though her husband is only
comforting the grieving Indira.
Linable to bear her sister's taunts,
Indira turns for refuge for the

rest af her parole to the journalist
ghe started out resenting—Rashid,

In the short time she has known
him, Indira’s feelings have
undergone a great change. And, at
last, it is 1o Rashid that she
unburdens hersalf aboul how
evenls led to murder... Indira was
a wellare officer in an area where a
powerful landlord had let loose a
reign of terror, She was eyewitnoss
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to the gruesome killing of a tribal
couple by the landlord's ferbcious
dogs. The victims ‘crime’ has bean
to demand redress from the
landlord for having gol the woman
pregnant. In counterattack, Indira
then let & group of radicald who
hacked the landlord to death..,
Having heard her story, Rashid
and his lawyer frierd and

mentor, Ramettan, apply for a
remission of senstence. Ramettan is
cynical but under the rough
exterior he is o passionate man.
The two don't hesitate lo use
blackmail on'a junior minister for
access to higher political authority.
A sense of time running out and
mutual understanding bring Indira
and Rashid 1o physical intimacy,
Indira’s happiness is complete
when her repentant sister comes
to beg forgiveness. And her young
brother, overcome by her
generosily when she gives him all
she has earned in prison, sees
Indira with new eyes.

When Indira next reports at the
police station, the usually taciturn
Inspector hands over her remission
order, Eager to share her
happiness, Indira rushes to her
friend Sarada’s house, only to

find that her husband and

his friends bave gang raped the
teenaged servant girl..

Rashid comes in search of her
Indira looks back, rage spent,

rifle in hand—she has shot Rajan
dead. Indira whispers ‘sorry’ o
Rashid, who understands that she
had to do what she did.

THE DIRECTOR SAYS

“In the late sixties and early
seventies, there was an extremist
revolutionary movement in Kerala
in which a number of highly
mofivated young people were
imvolved. The movement was
mosily directed against big
landowners who were known to be




tyrannical towards their tenants:
While 11 lasted, the movement
resilted in the ‘execution’ of a
few such tyrants, which, in lurn,
invited repressice measures from
the law enforcement agencies.
Later, most of the people invalved
were disllusioned and the
movement iiself los! momentum.
My film is sel in this period.”

ABOUT THE DIRECTOR

Hartharan started oul as a drawing
masler in a Kerala high school, He
was also keenly involved with the
theatre (he was associated with (he
famous cing actor, Bahadur)

and wrote film criticism loo. Coming
to Madras in 1860, he joined as
assistant to editor/director M.S
Money and later worked with
famous successful directors as M,
Krishnan Nair, 5.5. Rajan, |.D.
Thottan, AB. Raj and others. His
first independent movie as a director
was Ladies Hostel which was a bip
bax-office hil, lollowed by College
Girl, Avalathe Sundari, Love
Marriage, Raja Hamsan, which
were all commercial successes. So
far Hariharan has directed
numerous flms, of which several
have won Filmfare, film critics and
other awards, Apart from direction,
he has also writien slories,
screenplay, dialogues for many of
his movies. He has directed films in
Malavalam, Tamil and Hindi.
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Production

Direction

Story
Soript

Camera

PANCHVATI

Col/Hindii 150 mins1oas

Shobha Doctor,
Bosu
Bhattacharyn (in
co-operation with
Royal Napal Film
Corparation and
Time und Spuce,]

Bosu
Ahattocharya

Kusum Ansal

Kuskum Ansal and
Basu

Bhattocharya

Raish Joski

Sound

Art Direction

Music

Pradeop Kumar

Bhaswari
Bhatincharya

Sarang Dev

Cast:  Suresh Oberoi [Vilkrom], Dipti
Noval (Sadhvi), Jolin (Akbar Khan),
Anuradha Taraf{dor [Noera), Nobandu
Ghosh [the old painter),

Enquiries: Time & Space
Eruchshaw Bldg
245, DN, Road
Bombay-400001

TEL: 2667817213




SYNOPSIS

The marriage of true minds is the
rarest of rarities, specially in a
milieu where the pursuit of wealth
and power push the man-woman
relationship to the periphery of
priorities. Panchvati, the first Indo-
MNepalese co-production, examines
the web of changing relationships
in the lives of two brothers, and
the sensitive young painter who
comes inlo their midst.

Sadhvi is a lalenled painter from
Kathmandu, Nepal, who is having
her first exhibition in Delhi. The
landscapes of her native land, the
majestic mountains-and turbulent
rivers, speak of her response to
nature and jts moods, Her simple,
vet profound discussion on her
paintings with the art-gritic has a
fascinated onlooker. He is Vikram,
a successiul businessman with an
artist's soul. Vikram is a poet, and
a man of integrity in his business
dealing. Essentially a loner, he

has built for himself a tasteful
home set in lovingly tended
gardens, far from the madding
crowd, He invites Sadhvi to come
home with her paintings. The
luxurious bungalow is lavely—hut
not a home. Vikram's marrviage had
been & business deal according o
Meera, his disillusioned, childless
wife who spends her time at the
club, socialising and playing cards.
latin is the dilletantish younger
brother—dilletante when it
concerns the hard work demanded
by business—to whom Vikram has
made over all the assets.
Everything may be Jatin's, but it is
Vikram who gently rules hoth the
house and business. Jatin is
attracted to Sadhvi.

Vikram visits Kathmandu quile

often since he has a garment
business there. He asks Sadhvi's
hand for his brother and the
overwhelmed middle-class parents
leave the choice to their daughter.

In time, Sadhvi realises that she
and Jatin are basically
incompatible. Marriage means
mainly sex to Jatin who has no
time for Sadhvi's interest—her
painfing, music and basic love of
simplicity and solitude, Moreover,
she has struggled to educate
herself through scholarships, and
doesn't appreciate the enforced
idleness of her new, affluent life.
The distance between the couple
grows more unbridgable when they
come back to Delhi.

Jatin ia for once left in charge of
business when Vikram goes abroad
for three months. Anxious to prove
himsell as more than competent, he
tries to make some easy money, bul
his unethical dealings backfire. It is
left to Vikram to set affairs to right
once again.

Frequent quarrels which were
temporarily patched up with lust
on his part, and sileni prolest on
Sadhvi's—finally lead to physical
violence. Sadhvi has suffered his
constant taunts about her middle
class hackground, her inability to
soclalise with his business
associates.and jibes aboul her
paintings. Jatin accuses her of
tryving to breaking up the home,
when she suggests they live
independently so that their
marriage will be strengthened by
greater emotional and mental
intimacy. Vikram watches Sadhvi's
growing loneliness but he can do
nothing. And Jatin cannot dream of
leaving a brother who has brought
him up after their parénts' death
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At last, Sadhvi asseris hersell and
tells Jatin that he has no right to
touch her after hitting her, For
Sadhvi, the marriage has ended
Vikram lakes & desolale Sadhvi to
Kathmandu since he is required
there to repair the damage done by
Jatin. Already there is an unspoken
bond between the two. Now within
sight of the Himalayas, a marriage
of true minds takes place—a
physical, mental and spiritual
coming together, al last, of twa
people who share the same
aensibllity and the same values,

Badhvi does not return to her
parents but goes back to her
teacher, a reclusive painter of

traditional religious scrolls. She is
pregoant and serenely happy.
Sadhvi tells her spiritual mentor
that one moment of perfect bliss is
anough to last her a lifetime. A
chastened Jatin (ries lo bring
Sadhvi back when he learns of her
pregnancy. Softly, but with
implacable Roality, Sadhvi tells him
that he is not the [ather of her
child, and frees him from all
responsibility to her

woaadhvi has twin boye, As tho

wise old artist looks on, in that

shaded grove of the idyllic home
Vikram has bought her, Vikram
and Sadhvi seem & modern-day

Ram and Sita separated hy




circumstances—ifated to mest and
parl eternally.

THE DIRECTOR SAYS

*Panchvati is nol a film only about
conjugal bliss or maladjustment.
Underneath the sotio-emotional
structure e other significations:
mythological, metaphysical and
pven political. Some explicit. Some
subtle. But always flexible. Subject
to individual interpretations.

"I'he mythological references are
implicit in the locales. The place of
bliss for Sadhvi and Vikram is
named Panchvati, the mylhical
hermitage in which Ram and Sita
spant part of their exile. It was
also the place where they saw the
golden deer, an illusory vision
which was instrumental in
separating the ideal couple. The
other reference, not so ohvious, is
the image of the Himalayas. To
Sadhvi, Vikram's touch conjures up
the majestic peaks, forever
associated with Shiva, the ascelic
whom his consort, the younger
Lima, had to win with penance.

ABOUT THE DIRECTOR

Born into a brehmin family who
were hereditary priests to the
Cossimbazar royal family, Basu
Bhattacharya came (0 Bombay
straight from his studies in
Calcutta to work in films. He
recounts how he would get a flm
projectionist to tape the soundirack
for him. which he would listen 1o

before seeing the film. This was in
the mid fifties. He began his film
career as assiglant o the late
Bimal Ray.

He won' the President’s Gold Medal
for his very first film, Teesri
Kasam, in '86, aboul a simple
cartman’s unattainable love for a
nautanki dancer. Anubhav ('72),
Aavishkar ('74) and Grihapravesh
{'78) where a loose trilogy exploring
the stresses and failed expectations
of urban marriage. He produced
Sparsh ('79) directed by Sai
Paranfpys, An important flm weas
the Indo-Czech-Swiss co-production,
of Bitter Automn with the Scent of
Mangoes, about a Czech
documentary filmmaker

disgovering Nehru and India. He
has also made two documentaries,
Science India (about the evolution
of science from pre-Vedic times o
the present) and another, Solar
Energy, for the Department of
Science and Technology.
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PANDAVAPURAM

ColiMaloyslamao mins 1886

Production/ .5, Panicher

Direction

Story Sethu

Scripi Sotheet(.5.
Paninker

Camera Divakaro Monon

Sound Davilos

Editing Suresh Babu 0.A

Musle Maofan

Cast: [omilo(Dewi], Appu(Jaran), Jomaes

[Tani), Master Deepak [the son)

SYNOPSIS

The dividing line between reality
and fantasy becomes blurred for a
sensitive woman betrayed by life.
But paradoxically, she rotains her
sanity precisely because the world
of fantasy offers the only eacape
from her empty existence

Pandavapuram captures the twa
planes of existence of Devi, created
in the well known novel of the
game name by Sethu, an
outstanding writer of Malayalam
literature. The novel, in the style of
magical realism, won the Sahitya
Akademi award in' 82.

Devi lives in a remote village in the




crumbling, ancestral home af her
absconding husband, She is a
striking woman in ber thirties,
teaching at the local school. She
has an eight-year-old son, Raghu,
whao keeps asking awkwari
questions about his absent father.
Living with her are the hushand's
old mother and Syamala, his
unmarried sister. A distanl relative
of her hushand 15 (the middle-aged
Unni Menon, a fellow teachar. Unni
had made overtures to Devi in her
husband's absence which she
rejectad —and the man has besn
nursing a grievanoe ever since
Ddewvi is aware of this and the
knowledge permeates her lwo
levels of existence. The position of
a cagt-off wife in o traditional
society exposes her to malicious
gossip, specially in that small, off-
the-track village where only one
train stops overyday,

It is &1 the railway stalion that
Devi keeps a daily vigll, waiting for
someane o come from
'Pandavapuram’. Does this place
really exist or has Devi invented it

lo explain her husband’s absence?
The one-man staff al the station
and passersby look on

pityingly when Devi performs her
daily ritual of waiting for the
mythical man to alight from the
lrain...bul one day, somenne does
gel off and asks his way o Devi's
house. Unni looks askance when
the man gives his name as
‘Jaran’—which méans a paramour
Devi faile to recognise him at first,
But Jaran begins to tall of the life
they led in Pandavapuram where
he first met her at her wedding
recaption, He reminds her that her
husband gand he worked together
at a cement factory and he lived in
the flat opposile hers. He talks
cajolingly of how they were
altracted to each other, exchanging
speaking looks from windows; of
their outings to green meadows
outside the city: of how anhappy
Devi was with her hushand's
drinking, insensitivity to her
emotinnal needs, and fts af jealous
rage, Till one nighl, Jaran comes lo
her bedroom when the husband is
night duty:.
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Devi meets all his reminiscences
with stony silence and outright
denial. She asks him to leave the
game night and when he doesn't,
makes him sleep outside on the
verandah. But she is disturbed
when Jaran and Syamala engage in
flirtatious talk or her son gets
friendly with the stranger. The
stranger doesn't leave the next day
gither... Unni and others from the
village threaten him with dire
gonsequences if he stays in Devi's
house any longer. HButl now, in a
dramatic volte face, it is Devi who
imprisons Jaran and he, desperate
to leave, A hunted look comes
upon his face when Devi asks him
why he didn't come (o claim her
eartier, after ruining her marriage.
How could he forget her so easily
after hounding her with his
unwanted attentions? Did he really
love her at all? She gives her own
version of the night he came o her
bedroom, taunting him with
impotency. Her rage grows
hysterical as she shuts him in a
small, dark room. Dressed in red
sarl, her hair streaming, Devi
claime she is Durga come lo
destroy him. She vows to dance on
his bleeding body s he cowers in
a corner, She makes love to him
against his wishes...

Next morning, Devi, wakes up lo
find that the paramour has gone.
She asks everyone about the man
from Pandavapuram but her sisler-
in-law and others are bewildered.
No one had come there, they had
not even heard of the name
Pandavapuram. But Devl is sure
that Jaran had come, inexorably
summoned by the strength of her
will. Many more will come

true, and she will revenge

herself on all men.

All believe she has gone mad. But
calm and determined as ever, Devi
sels oul to keep her tryst at the
railway station.... certain that 'he’
will come one day.

THE DIRECTOR SAYS

“It is not everyhody's film. T don't
know if all will be ahle to
appreciate it. It can be enjoyed by
those who are interested in
literature and have a
literary/artistic background. 1 have
not compromised on quality for the
commercial success of the flm. But
finance always restricls the striving
for perfection”

ABOUT THE DIRECTOR

G.5. Panicker is a graduate in Film
Direction from the Film & TV
Institute of India, Pune. He had
bean making short films for TV in
Canada before he produced and
directed his first feature film
Ekakini, based on & story by M.T.
Vasudeva Nair, which won an
award in 1975, Bul it remained in
the cans for three years for want of
distributors.

His second film, Prakruthi
Mancharl, was based on the
freedom struggle. His third flm,
Sahyante Makan, was a children's
film which won him a State Award
in 1882. It was based on a poem by
the famous Valloppuli,

Pandavapuram, based on a famous
novel by Sethu. is his fourth
feature film. He has also recently
gompleted his first feature in
Kannada. titled Romanchana.




PAPORI

Col'Assamess/144 mina'1984

Production Mis. Patkai Films
Direction/Script Jahnu HBarua
Story/Editing Hei-En Barua
Camera Binos Prodhon
Sound Vijoy Divekar
Y.M. Wagale
Music Satya Barug

P.P.Vaoidyanathan

Cast:Biju Phukan (5ub-Inspector), Gopi
Desai (Papori) Sushil Goswami
{husband), Dulal Roy {Lawyer), Runjun
{daughterl, Amulya Kakoti {eye
surﬁnunj.

Mis Potkai Film

Cio jahnu Baroa

8 Dutl Kutir

Plot 20012m Wadala
Bombay 400 031
TEL: 4123027

Enquiries:

SYNOPSIS

A mass political movement does
not spare bystanders. The
repurcussions of the student
movement in Assam. demanding
the boycott of elections called for
by the central government in 19683,
and the holding of the elections in
the face of mass apposition, form a
frenzied background to the story of
a simple housewife. Papori is the
traditional young wile of Binod, the
village schoolmaster. Her life
revolves round her hushand and
only child, a nine-year-old
daughter, at present undergoing
treatment in a Jorhat hospital,
Papaori is shielded from the
knowledge that her daughter is
dying but Binod knows the truth.

Binod wvisits the Secretary to the
local MP whose nephew is
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similarly afflicted by paralysis, He
wiints 1o find out if there is some
cure ‘available in Delhi, which the
aide boasis of vislting often. Later,
the Secretary's dead body is
discoverad and so also Binod's
cigaretie lighter: The Sub-indpecto
of the local police station, innately
polite and respectiul to the teacher
his no optien but to arrest Binod
on charge of murdur

Now beging Papori's nightmare
existence, af trying to tend to her
sick daughter, of seeking oul a
lawyer 1o defend her husband.
Binod's uncle refuses 1o help them
hecause they had married against
his wishes,

Strangely enough, it is the
Inspector, who is also a poel, who
puts Papori in touch with an old
college-mate of his, A Mustim, this
struggling lowyer makes o joke of
it thit he still has 10 win a casze.

The Inspector comes. to Papori's
aid, helping her meet her husband
in jall, giving her a ride 1o the city
hospital when the buses go off the
roads in sympathy with the
movement, gnd visiting the sick
child in the huospitul

In the same hospital, is a young
blind boy, sen of rich parents who
are prepared to pay any price for a
corned transplant, The eye-surgeon
emotionally blackmails Papori into
donating the eyes of her daughter,
who by now she knows is dying.
There's an unexpected ray of hope
in thal the conscientoos doctor
attending the girl finds a
favourable line of treatment b
thal hope is tragically put out, The
young doclor is maneeuvred oul of
the country by the ambitious eye-
surgeon who does nol hesitate to
pul the rich man’s pootacts lo his
Uge.




The little girl's condition worsens
and Papori is heartbroken. The
courl hearing goes badly for her
husband and her daughter who
seemed to be recovering, has died.
Papori's grief is poignant as she
recalls how often she scolded her
bright and spirited child...

Meanwhile, Papori's lawyer does
not give up hope, he buys time for
the case. The processes of law take
their own time as Papori ekes out
her lonely existence. The story of
Papori is interwoven with political
events that have Assam in turmoil.
The All Assam Students Union had
asked for the revision of electoral
rolls since foreigners illegally
entoring the country have been
taken advantage of by political
parties, to promote bloe votes, The
students have asked the local
people to boyeott the coming
elections because the central
government has not revised the
rolls. These events are reported
indirectly, through the villagers
who gather in the village square to
discuss politics and gossip. They
speculate loudly on the relationship
existing between Paperi and the
compassionale Sub-Inspeclor.

The Sub-Inspector continues to be
worried about Binod's arrest. He
nabs the real murderer on the
strength of evidence supplied by an
informer. Bul the murderer, a local
hoodlum, controls a large bloc of
voles, and pressure is put on the
policeman since the elections are
imminent. Indeed, the local MP is
the Sub-lnspector's uncle. Bul the
Sub-inspector resists.

Papori is raped by a pelty
amuggler who has had an eye on
this woman living all by herself. Al

first she plans to report the rape
but when she sees how helpless
the Sub-Inspector is against the
evil forces arraigned against him
she tears up her complaint. The
Bub-Inspector is transferred to a
remote oulposl. And with him, goes
Papori's last moral support.

Her husband Is now convicted of
murder, the flimsy evidence
regardless. Papori has nothing to
continue for, she contemplates
suicide. Bul she chooses to live and
fight. Her naivete has cost her
dearly...Her agonised sohs fll the

sky,

(In anepilogue statemen| we learn
that Binod was acquitted finally,
and the Sub-Inspector, promoted.)

THE DIRECTOR SAYS

“Many thousands of people died
due to the 1983 elections in Assam,
Almost all of them had nothing lo
do with politics, yel they paid the
price of their lives, | made [requent
trips to Assam (I live in Bombay)
at this time and found a lot of
innocent individuals were being
harassed and exploited. | do not
belong to any particular political
party but | decided 1 wanted
people everywhere to see the
Assam movemenli in human terms.

*1 had earlier tried to make a
documentary film on the Assam
movement but that proved
impossible because of government
blocks. So I decided to make a
fiction film instead. to show that all
Paporis, all ordinary folk, whether
men or women, should become
aware of how they can end up
victims in paolitical crossfice.”




ABOUT THE DIRECTOR

Jahnu Barua is a Science Graduate
from Gauhati University, Assam
Graduating in Direction from the
Film & TV Institute of India in
1874, he worked on various film
projects till he joined 1SRO (Indian
Space Research Organisation),
Ahmedabad/Bombay where he
made more than 100 educational
television programmes {or SITE
(Satellite Instrucfional Television
Experiment). He resigned his job to
reéturn to film making, producing
and directing his first leature film
Aparoopa (about the loneliness of
woman married to a tea planter) in
1982 —the first Assamese film lo
be financed by NFDC. The film
waon the National Award in 1983, Tt
was also made in Hindi as
Apeksha. Following Papori, 1985,
he has recently completed shooting
for the latest film Halodhia
Choraye Bandhan Khai (The

Catasirophel, on the politicisation
of a simple farmer. Jahnu Barua
also teaches cinema al the Xavier
Institute of Communications,
Bombay.




Production

Direction/Script
Story
Camers

Sound

Editing

Music

Art Direction

RAO SAHEB

Col/Hindlri23 minsr1san

Fahlal Bajoy
el Ca

Vijaya Mehio
Juywant Dalv
Adeap Tandon

Ravindra

aalhe
PR | 1
Aviihool

Bhirsker
Chandovarkor

Shyam Bhutkar

Cast:  Anupam Kher {Rogsoheh),
Vijuy Mehto (Mowsil, Neolu Phils
[Nimasahah, the alder brother), Tanvi
{Radhakhal, Mangesf Kulkarn

[Bhaoran)

Enquiries: FPohla) Bujah & Go
83 Norimon Bhavan

e

Nuriman Poil

Bombay 400021
TEL: 2021024

SYNOPSIS

Brahmin bigotry and its cruelty o
widows wis 8 subjecl ol heated
intellectual debate in the 18205,
Emancipation of women was much
discussed but remained at the level
of intellectual exercise. Rao Saheb
based on the novel by Jaywant

Dalvi evokes that bygone ambienca
in & mood of calm reflection

The small town Bruhmin ethos,
somewhere in Maharashira, is in a
slale of flux, buffeted by change
without and troubled by ferment
within. Bhaurao, & 20-year-old
municipal clerk, brings home
Radhakka; his 15-year-old bride.
Home is the small outhouse at the
back of the decaying mansion of
Rao Saheb. Once upon a time it
wabs known for ils aristocratic
weillth and progressive views,
Mow. the bleak rooms house three
people who live in sell-imposed
isolation from each other. Rao




Saheb, the 15-year-old England
educated barrister, creates his own
vasis of English elogance in o suite
upstairs. The heavy Viclorian
furniture echoes the Weslern music
played on the gramoplione
Hibernating in a rocking chair
under the mildewed porch below is
Mana Saheb, the older brother. He
Is stricken by the lamily malaise,
for is il & curse?) which had
afflicted their father as well, 1t 18
an unhalanced withdrawal from
the world, a craven retreal from
life's challenges.

The only woman of the house is
Mawasi, their widowed aunt in her
mid-40s. This younger sister of
their late mother was widowed
when she was a girl of just ten.
She leads the strictly regimented
life of a widow, head shaven and
given toa frogal diet. Mawsi has
not lost her zest for life. She isa
gregarious soul, starved for

company, hungry for someone to
reciprocale her generous affection
and laugh at her sly humour. Rao
Saheb has in effect banished her
from his presence oul of a senge of
guilty revulsion. Guilty, because
neither he nor his father had the
courage to rescue her from a
stringent tradition that punished a
woman for being a widow.




More than events, it is the
psychological interaction of the
characters that change each of
them. The silent. unhappy house
seems to be waiting for the new
bride, her shy charm, her laughter
and innate intelligence. Radhakka
is soon enveloped by Mawsi's
warmth. She is intrigued and
fascinated by Rao Saheb's alien
ways—talking directly and looking
her in the eye to her initial
consternation. Rao Saheb is a
bundle of nervous energy, hinting
at gn underlying instability. There
is the picture in his room of Gloria,
the English girl who was ready to
marry him. No explanation is
offered as to why he did not,
excepl for the inference thal he
shied away from a difficult reality,
His is the classic dilemma of a man
trapped between two cultures—
one intellectual, the ather
emotional.

Husband Bhaurao is the fattered
{and slyly amused) recipient of Ruo
Saheb's hall confidences and
lectures about hringing his yvoung
wife out of seclusion. She does
accompany the men to the theatre
and what is more, sit with them.
The scandalised sommunity looks
askance even though Radhakka is
the mother of a son by now. The
baby brings joy to everyone, with
the exception of the disturbed
brother, He walks off into the rain
one night, never to return. Bhauraa
sets out in search, catches
pneumonia and dies soon after.

Bhaurao's drunken father, Tatya, a
traditional Brahmin, insisls on
shaving Radhakka's hair and
sentencing her to a widow's harsh
exislence. Rao Saheb, having failed
to change the father-in-law's mind,

is left feeling impotent and
helpless. But, in a fortuitous
accident, Talya drowns in the well
in the grounds— watched by
Radhakka and Rao Sahch.

Rap Saheb arders Radhakka to
starl growing her hair and begins
her education. The frisson of
sexual awareness between the two
now grows into palpable tension.
Radhakka dreams of marrying her
mentor. Mawsi's pragmatic
suggestion that Rao Saheb should
wed Radhakka breaks the sense of
time suspended. The'progressive’
Rao Saheb agrees in principle but
keeps evading the issue, making
vague plans for all of them to live
in England. Vacillation leads 1o a
paralysis of will—the hrst signs of
the madness inherent in the family
are now manifest in Rao Saheb, In
protest, Radhakka decides to reveri
to her outward state of widowhood
and summons the barber, even as
Rao Saheb sinks desper inta
lethargy...the growing boy is a
symbol of distant hope as life
proceeds to a standstll around
him.

THE DIRECTOR SAYS

“The original source of Rao Saheb
is a8 very popular play, Barrister
which in turn was based on a
novel by Jaywant Dalvi. The period
it covers, according 1o me; is very
colourful and very important as
sociological history, It began from
the early 20th century and wen! on
till the *30s. | have always heen
interested in the complexily of this
period. On one side, you had high
intellectuals going abroad for
education, to Oxford and
Cambridge, and exposed to
Waestern thinking. At the same
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lime. they were very nationalistic
and wanted to apply Western
modes of thinking to change our
atlitudes and traditions. They
called themselves 'sudharaks' and
you can compare them lo the
Brahmo Samajists of Bengal. They
believed in a Western way, of life,
nol jusl thinking. So you had them
dressing in three.piege suits and
using cutlery in their homes.

"One of their major @ims was
upliftment of women. They wanted
to educate women and give them
equality. But they had two
problems: Because they were
educated abroad, they couldn’t find
their roots. They couldn't relate (o
their environment—Iike Rao
Saheb. I have read many
bivgraphles of the period and they
were present in my mind when |
did the play and the film. The
problem was thal thess men
educnted their wives, and other
wamenfolk, brought them out into
society. Bul when it came to widaw
remarringe, which they advocated
with passion; none of them would
marry & widow. The only expeption
was Karve. All the others remarried
girle of sixteen or so hecause the
high mortality rate amang women
nocasioned a lol of remarriages,

“o b hbve tremendous respect For
Indian women, especially of the
early parl of this century. We
might now pity them as confined Lo
their homes, uneducated, unable to
go oul into society with their
hushands: | know my mother, and
my grandmother who was a widow
with & shaven head. In their little
world, they ruled as matriarchs:
They had tremendous cipacity,
such tenacity that they wouldn'l
give up. Even in Smriti Chilre,
Lakshmibal Tilak had this

immense capacity for change. You
eeally can't pity her as a woman
who had o nervous hreakdown. In
Rao Sahob, the widowed Mawsi
has the courage to awn up that she
lives vicariously through the
younger Radhakka. She
acknowledges it with her kindly
humour. | have known so many
women like that. And remember,
Mawsi had no one to help her
come oul of her situstion...”

ABOUT THE DIRECTOR

Vijaya Mehta is.a stalwart of the
theatre, acclaimed by audiences al
home and abroad, honoured by
awards and prestigious
appointments, Her association with
films is comparatively recent but
she has already lefl an imprint.
both as actress and director.

Mehta took & post-gradusie degree
from Bombay Universily; she was
given a governmen! scholarship to
study theatre with the legendary E
Alkazi (then director of the
Nalional School of Drama, New
Delhi) and Adl Marzban, a veteran
ol the Bambay stagm.




In '60, Mehta formed ‘Rangavan’,
an experimental theatre group
which became a nucleus of
progressive playwrights and actors.
A British Council Scholarship led
o a two-year study of training
methods in the UK. Mehta's
innovilive interaction with
European theatre traditions and
study of Indian folk and classical
forms led to a collaboration with
the eminent director Fritz
Bennowitz, and Marathi folk
adaptations ol Brechl's plays. Her
Caucasian Chalk Circle was invited
lo the Berlin Arts Festival, the first
time that an Indian play was
invited abroad. Her productions of
Mudra Rakshasa (a Sanskrit
classic) and Girish Karnad's
Hayavadana have been staged in
German a1 the Weimar National
Theatre, Mehta has won state and
central awards or her work in
theatre; she is associated with
theatre training programmes in
Mauharashtra, and is also on the
governing council of the Film and
Television Inslitule, Puneo.

Bengal first induced her to act in

films, in his Kalyug (1981) and
Govind Nihaleni made her the
hostess of his Party in '85. Mehta
made her debut as director in
Smriti Chitre, a meticulous
recreation of a real life Brahmin
couple of the late 18th century, and
the searching questions they asked
of the fossilized Brahmin tradition
Mehta played the role of the wife,
Lakshmibai, on whose memoirs the
film made for TV is based. Smrit
Chitre won the Mational Award for
Best Marathl Flim. Her role in
Party won Mehta the Best Actress
Award al the ‘85 Tokyo
International Film Festival. Rao
Saheb, her first Hindi film as
director, won two awards at the last
National Film Festival: Best
Supporting Actress for Vijava
Mehta's ‘Mawsi' and another for
Art Direction:

Vijaya Mehta has also produced
telefilms of her own stage
productions. In this theatre geries,
Shakuntalam (the Kalidasa classic)
anil Wada Chirebandi, on the
inevitable disintegration of & joini
family, have been (elecast sa far.
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SUSMAN (The Essence)

Col/Hindlr140 mins 1866

Production ACASH [Asspe. of
Co-operotives ond
Ypetx Socivlies of
Handlpam)
nirl!l'—'!'llﬂi'.lnill':ripi .*-h;.rr;rn Banegal
Camera Ashok Mehta
Sound sSwW
Deshpando/
Hitendris Ghosh
Editing Bhanirdas

Art Direction Nitrsh Hoy

Music Vonraf
Bhaotin/Sharang

[hay

Cast: Om Puri [Ramulu), Shobann Azmi
[Gouramma), Neeno Gupla (Mandira
Ruoi), Pankaj Kapoor and Anita Kanwar
{labowurers), Joyan Kripalani lextile
mill afficiol), Kulbhushon Kharbanda

{ Narsimbha)
Enguiries: ACASH (Assox. af Go-
aperalives and Apex

Soviatios of Handloom)

Care Shyom Benegal!Saloyadri Films
18A-20A Everest, Tordeo Rd
Bombay 400 034

TEL: 892977

SYNOPSIS

Omne of most Lhe intricate weaving
technigues in India is that of
ikat-tie-and-die. Susman

unravels undercurrents in the lives
of a parlicular lamily of ikal
weavers living in Pochampalli (a
leading centre of this art) in Andhra
Pradesh. The family consists of
Ramulu, the father, Gauramma, the
mother, and their two children,
Chinna, & girl of marriageable age
and a school-going son. Ramuly,
though a skilled weaver, is nol an
indepindent artisan. He is bound
to Narasimha, a middleman or
‘master-weaver’, his distant

uncle,

Living with Ramulu are his
vounger brother, Laxmayya. a
wastrel and wife-heater, and his
wife Janaki. Janaki feels that enly
when they break away from the
joint family will Laxmayya learn to
be responsible, Then, thers is the
possibility of Chinna being married
to Nagulu, the son of a widowed
neighbour, who has hired a




powerloom sel-up in Bhiwandi (a
small textile town near Bombay).
Bhima, Nagulu's frend, a city
educated weaver, belongs to the
Village Weaving Co-operative. He
is greatly resentful of the corrupt
practices of the Co-operative,
which he fesls functions to the
advantage of the master-weaver
and not the actual weavers.

Ramuly, bonded (o his uncle,
Narasimha, feels o prisoner of the
loom and of the master-weaver.
but is unable to break away as he
knows no alternate ocoupalion:

He prefer that his young son be
spared such a fate and urges him
on to study, Narasimha secures s
prestigious order for an exhibition
of Indian textiles in Paris. Mandira
Rai, the designer of the exhibition,
impressed by Ramulu's work, gives
him the order. Her boylriend, a
textile mill official, is skeptical of
the need for handloom in an
industrialised society.

MNarasimha tries to secure silk for
the order by bamboozling the Co-
operative, but his attempt is foiled

hy Bhima, and he is forced to buy
silk from the markel. Nevertheless,
he manages (o get a beller price
from Mandira. When the silk is
given lo Ruomulu, his wife insists
on keeping aside a little for their
daughter's wedding sari, despita
Ramulu's protests. Laxmayya hires
a couple of live-in wage labhourers,
Gundayya snd his wife. Janaki
resents this as the wife is a flirl
and husband Laxmayya has a
roving eye. The sari made from the
‘stolen’ silk by Bamulu at his
wife's insistence, is discoverad by
Mandira. She thinks that
Narasimha is frying to sell her
exclusive designs. Narasimha
berates Ramulu, who feels very
humiliated.

Meanwhile, Laxmayya's affair with
the labourer's wife leads 1o a storm
of jealous accusations, and
physical violence, It results in
Laxmayyn leaving home,
unaccompanied by his wife despite
her earlier desire 1o do just this
The hired labourers also leave for
the cramped quarters and
industrial squalor of Bhiwandi,




along with Nagulu and Chinna
whose marriage has finally taken
place, o Gauramma's satisfaction.

Nothing cheers Ramulu who sinks
deeper Inlo apathy, Relreating into
humiliated sllence, he reluses 1o
work the loom and complete the
order. Gauramma tries her best—
apologies, tears and ‘angry
recriminations—but Ramuluy
continues his silenl protest.

In Bhiwandi, the tenslon betwesn
the striking textile workers and the
powerloom owners culminates in
violent rioting, Before the riots, the
squalor and enforced idleness of
her existence force Chinna to
return home. Ramulu refuses to
have her in the house.so she goes
ta stay with her mother-in-law.
When the labourers bring news
that Nagulu has been hurt, Chinna
wanls to be with him,

Ramulu is suddently activated inlo
weaving again, and the Paris order
is finally completed. Meanwhile,
Bhima manages to get the carrupl
Co-operative Secretary charge-
sheeted and there is talk of Bhima
becoming the new Secratary

Mandirn invites Ramulu to Paris.
At the exhibition he makes a
definitive statement on what he
feels to be his position in life.
Mandira makes an impassioned
plea on the need to preserve the
traditions of the handloom
craftsman, even In an
industrianlised sogiely

The film is punctuated by Lhe
poetry of the 161h century
weaver—poel Kabir, who used
common terms of weaving and
dyeing 1o explain the larger
meanings of life.

THE DIRECTOR SAYS

“Weavers, in this case of the famed
Pochampalli fabrics, unfortunately
have nol got a fuir deal, The
reasons for exploitation are
many—maybe the inahilily of (he
peaple themselves to cope with the
circumstances is al the root. | have
tried to present lhe two worlds—
the world of industry and of the
artisan: On the other hand, the film
i5 of a very personal and family
situation, interacting with its
environment."

ABOUT THE DIRECTOR

The work of Shyam Benegal has
achieved a rare combination for
Indian cinema— films that don'l
make concessions to popular
appeal and yel pay for themselves:
His achievement is the more
laudable considering he works in
Hindi, the language of ‘Bombiy-
Babylon', onlike the greater
freedom of directors working in
regional languages.

Benegal was born in Hyderabad in
1834, son of a pholographer. His

i ;'|||"|. U




16mm camera was one of young
Benegal's earliest prized
possessions. An invetereate film
goer he remembers pedalling
through a cyclone to catch a
favourite film! He has a Masters
degree in Economics from Osmania
University, Hyderabad, While at
university, Benegal started
Hyderabad's first film club, the
inaugural film of which was Pather
Panchali. Benegal moved to
Bombay for a career in advertising,
starting as a copywriter and flm
assistant at Lintas,

When Ankur was released in 74,
critics were astonished hy
Benegal's control over the medium.
Fourieen years in advertising and
over six hundred commercials
made Benegal that rare bird—the
veteran novitiate. His
apprenticeship also included many
short films and documentaries and
work as an associale producer on
an American TV channel. This lasl
experience as well as study of
children's television at the
Children's Television Workshop in
New York wis made possible by
the prestigious Bhabha Fellowship
which he won for '70-"72,

By the time governmenl honoured
him with a8 Padmashri in '86,
Benegal was a veleran of a much
acclaimed ‘trilogy’ on feudal
exploitation of the rural poor,
Ankur, (‘'74), Nishant '75) and
Manthan ['76). The films have been
honoured by national film awards

and soreened al various foreign
film festivals, Nishant won the
Galden Plague at the Chicago Film
Festival in '78. In ‘77, Benegal
made Bhumika, hased on the
biography of a film hercine of the
'40s. Bhumika won Smita Patil, o
Shyam Benegal discovery, her first
National award for Best

Aclress. Smita Patil, Shabana
Azmi, Naseeruddin Shah, Om Puri
are the best known of the reperiory
of talent discoverad by a perceptive
casting eye. In the same year,
Benegal made Anugraham (Talugu)
and its Hindi version Kondura, a
densely complex study of religious
puritanism and sexual suppression
in a feudal miliew. Then came
Junoon (1878} an interracial love
slory set amidst the turbulence of
the firsl uprising against the
British in 1857; and Kalyug (1981),
a loose re-working of the fratricidal
Mahabharat war in the context of
a modern industrialist fomily,
Arohan (1982} based on the real
life story of & sharecropper’s fight
for his fand, won him yel another
National Award for the Best Hindi
Film, besides others for acting and
editing. In 1983, he made Mandi, a
black comedy sel in a bordello, and
in 1986, Trikal which goes back in
time to a Goa waiting for liberation
from the Portuguese. This film
fetched him an award for Best
Director. Two recent documentaries
were on Nehru (an Indo-Russian
co-production) and Satyajit Ray,
Onge of the projects he is currently
working on is a series hased on
Nehru's Discovery of India.
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UPPU (The Salt)

Col/Maloyalam/ 117 mins 1986

Production/

Slory/Script EMA Ralim

Diirection Pavithrun

Comera Madhu Ambal

Sound Devdas

Editing Venugopal

Music Sarath  Chondro
Muoralle

Cast: Mohammaod [Abu), Vijovan
Kottarothil (Moosa], Sree Roman (Kazi),
Madhovan (Motdubiy), Joyalalithe
[Aminal

Enquiries: KM.A RHahim
Eranadan Filing
281413 Guruvayoor Road
Kunnamkulom 880 503

Trichur, Kerola.

SYNOPSIS

Meleri Moosa was once a
fabulously rich man but he lost all
hiz property—and o good part of
his lile—because of his absession
with endless civil litigation. The
film begins with his journey to the
other shore of the Bharathapuzha
river along with his only daughter
Aming, her hushand Abu (an
orphan who was brought up by
Moosa), and what belongings are
lefl to them

The local kazi (religious head),
helps 1o resettle the Moosa [amily,
since in his younger years. the kaxi
wis @ depondant of the Meleri
House. He introduces Moosa to one
of the richest men on this side of
the shore, Moidutty Mudalali,




Moidutty has heard & lot about the
legendary Monsa and is glad to
give him shelter. Moidutty is
religious and kind of hearl, and
rich to boot, but [or long has been
a frustrated husband. He feels his
wife, a pious lady. does not love
him enough.

Visiting Moosa. Moidulty meets
Amina, and is immediately
fascinated by her, Uncaring for the
world around, he reveals to kazi

Moidutly is no more. In his chair,
Moosa sits, surrounded by bundles
and bundles of civil cases lost or
won. Amina has twa children, but
ghe is all alone in that huge
mansion where she has everything
except love and happiness. Her son
chases wine and women, and her
daughter, her only solace, elopes
with the car driver.

One nighl, Amina walks-away inlo
the distance...

his intention to marry Amina. The
kazi approves since the givl will be
looked after well. Besides, the
religion is nol against re-marrisge.
Moosa is naturally happy too, tn
hear of the new propasal.

Thus religion and wealth work
hand in hand to push Abu and
Amina aparl, Moidutty marries
Amina. Inspite of all his heartfell
gntreaties, his first wife and his
daughter are taken away by her
family,

Twenty years pass...

THE DIRECTOR SAYS

“Salt is a trifle bitter—the truth
always is. The religious laws are
almost unknowingly misused by
people, leading to the exploitation
of those who succumb or resign
themselves to religious and social
pressures,

QOur Inlention was naot to victimise
ar ridicule the Muslim community.
Why, in the second half of the film,
we also expose a Nair family who
run @ prostitution den—but are
very particular about their prayers!
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It's mot religions that are bad as
those who misuae it,"

K.M.A. Rahim (scripl
wriler/producer)

The villian in the film is the
distorted perception of Muslim
personal law, When 1 wrole the
script. T kepl il in mind that I must
do my best to transalate the reality 1
know onto the screen: That is why
the film does oot spund didactic.
We did not intend to teach—the
reality itsell is thought provoking.

ABOUT THE DIRECTOR

After graduation, Pavithran wanted
io join the Film Institute in Pune.
When he failed two times over. he
joined the Law College—within

calling distance of the FTTI—
instead. Instead of studying law,
he spent his time in the Film

Institute sening world classics and
how films were made,

During the emergency time he
produced Kabani Nadi
Chuvannappal (When the River
Turned Red) on the exiremist
movemenl, which was banned, This
film won a Stale Award [or Best
Direction

In 1978 he directed Yaro Oral.
about the travails of urban life and
identity crisis in the city. This won
State Awards for Best Direction,
Best Editing and Besi
Cinemalography. He has also
composed Lhe music for Krishnan
Kulty, a Malayalam flm, After a
long gap. Pavithran returns io
directing with Uppu.

KMA. Rahim is an advocate hy
profession.




YEH WOH MANZIL TO NAHIN
(DESTINATIONS)

Col/Hindi 133 mins"1886

Sudhir Mialkra
Produclicns

Production

Direction/Story/
Scripl

Camaera

Sound

Sudhir Mishra
Devlin Bose

Inderjit Neogi
Hitepdra Ghash

Editing
Art Direction
Music

Renu Salujo
Robin Dos

Rajol Dholakia

Cast: Manohar Singh (Shomsher Singhl,

Huobhib Tanvir [Akhtor Baigh Murli
Manohar Joshe [B.M. Shah) Pankaj
Kapoor (Rohit, a student [radet),
Naseeruddin Shaly (the industrialist),
Ajit Vachani [police superintendent),
Raju Bundela (the industrialist’s sonl,
Sushmita Mukherfee [the journalist],
Kusum Haider [Ismat).

Enguiries:
Hudhir Mishra

D-818 Inlaks Park Yaarl Road
Versova, Andheri (W), Bambay

SYNOPSIS

Akhtar Baig, Shamsher Singh and
Murli Manchar Joshi are three old
men who live a rather aimless
existence in the large metropolis
thal is Bombay. Retired, not
knowing what to do with their
time, they enfertain themselves
with childish pranks and when
they run out of those, they quarrel.

Onece they studied together in a
town called Rajpur. But that was &
long time agol A time almost
erhsed from memory! Perhaps by a
subconscious guilt which they
constantly evade. Between them,
nothing is sacrosanct as they know
the most uncomfortable facts about
each other's lives, That Singh's
wife committed suicide by jumping
out of a tepth door window; that
Joshi has never done a spol of
waork in his life; and that Baig has
led a rather mediocre life all in all.




But the conversation becomes
acerbic at times: college lecturer
Baig wonders aloud if selling
brains is any belter or worse than
Singh selling tyres! All This is nol
to say they are nol friends, They
are, in fact, extremely close and
touchingly concerned for each
other. Hearing that the university
in which they studied is
celebrating its hundredth year of
existence, the old men decide to go
back to their home town after o
gap of over 40 years.

Poor old men! They should have
stayed at home! Their town is no
longer the mythical idyll their
memaries have made it out 1o be,
Instead they arve led 1o & dramalic
confrontation with the past. and
their darkest secrets are uncovered,
There's a hint of coming svents in
the train journey itself, as Haig's
sleep is disturbed by a recurring
nightmare. In the train, they meel
and avancularly adopt a young girl,
a journalist, on her way to Rajpur
for & story on the simmering
student unrest there,

As they wander around their
hometown, ather memories awake.
The ethos risks a [eadal servility
now yoked to new masters, The
student protests bring back
memaories of their own past when
they were romantically involved
with the terrorist movemen!
against the British. Their
university, like mos! universities in
the country today, is run by local
hoodlums and petty politicians. But
one boy—Rohit—has the audacity
to stand up and fight. He asserts,
though it could cost him his life,
that the local industrialist's son
had Rohit's roominate killed. The
victim had accused the
industrialist of enginaering the

accident in which ‘difficult
workers were killed,

Rohit becomes the focal point
around whom angry students
gather to protest againg! the take
aver of the university by criminal
elements—but ha has set himself
up as the next target! The
industrialist’s son and his gang
slink into the hostel to bump off
Raohit. but he is nabbed by furious
students who beat him mercilessly
and lock him up. Tension builds as
the industrialist pressurizes the
Vice-Chancellor to call the police
in, The police lathi charge the
students, a policeman is killed by
the indusirialist's hireling. Rohit is
framed for the murder. He runs for
his life and lands up in the ald
men's house, Hred, exhausted and
frightened to death. And the old
men are faced with a moral
dilemma for the second time in
their lives,

In the past, they had handed over
a fellow terrarist to the British in
order 1o save their skins. Now,




they have not only to confrant the
guill bui expiate far their past
cowardice. In a situation fraught
with moral undercurrents, Baig
blurts out the secrel to @ common

friend lsmat—the moment of truth
is upon them. The old men decide
to save Raohit.. and Singh's
nephew, the local Superintendent
of Police becomes the unwilting
decoy for their escape plan
Because, Rohit is now hunled by
the palice as well as the revenge-
bent son of the industrialist. The
fairy tale ending of this film should
be that they manage to save him
and thus stone for their sins. But
that is net how il is..

The film uses lines from Ghalib,
the pre-eminent Urdu poet of the
10th century, as a poetic leil motif.
Two generation of students voice
their aspirations through the ofl-
quoted lines made refreshingly new
here.

THE DIRECTOR S5AYS

"Visually the film is divided into
three sections; The present. Lhe
past and the dreams of the old

men. The present is dealt with
guite realistically. The past
confronis the viewer in spuris and
flashes, and sz incidents
essentially, but not totally recalled,
The dreams are linked by a
common theme but are absolutely
looss, apparently unconnected and
without a narrative flow to them."

“In terms of Indian cinema, the
point in this film is to weave a
gomple, socially urgent thema into
an apparently narrative [ramework.
Withir the coherénce of a
narrative, certain deparfures are
attempted. The complex interaction
of reality, memory and fantasy,
merges into a total audiovisual
experience. 1l is nol true 1o Sa4y
that the Indian viewer only
understands an absolulely linear
structure: As long as the
framework is coherent, and the
attempt is not esoteric; he will
receive it. And as far as | am
concerned,; the atlempt is nol
esoteric, The film attempts 1o l1ackle
a complex theme and || attempts it
in & manner that is dramatin,
humorous and, above all.
audiovisual.”




PANORAMA SHORTS

A B SEE
Col/35mm/3mina/English

Director : Arun Gongade Camera : M. S,

Patwari  Enguiries Films
Bombay

This animated short film is sbout

the tragic reality of blindness, and
makes a fervent appeal to donate

oy es,

BODH VRIKSHA
(The Wisdom Trea)
BAW/IE mmids mine/English

Direction: Rajan Khosa Seript Kajri Jain,
Raojan Khoso, Camern ; Pivush Shah Cust :
Kaushalya Gidvani, Yoshwant Das, Smi
Vidya Gouri Bokhle. Enguiries : Film &
TV Instifute of Indid, Pune,

The film attempts with visual and
sound to capture the growing
stream of consciousness of young
woman groping for meaning as she
nurses her B0-year old
grandmother, This formalistic work
won the top award at the
Dberhausen film festival

Divisiom.

CHAU DANCES OF
MAYURBHANJA

Col/36mmia5 mins/English
Direction : Nirad N, Mohopairs Camera

: Asil Padhi Enquiries : Films Division,
Govt of Indio, Bombay

DHAKIA
Col/35mm 2 4minaindi

DHrection | Shankar Nog Soript : Ronjit
Chowdhury Camera : S, Remochandra
Enquiries ; Podom Hog TV
Intornational, Bongolore,

An episode [rom Malgudi Days, the
TV serial based on R.K. Narayan's
novels and short stories. Dhakia
evokes memories of the fast-
vanishing tribe of pastmen in the
days when they were nol mere
mail-deliverers but almost a part of
a family's hopes, dreams, and
aspiratinns




FLOWERING OF S0IL

Col/35mm/33 mins/English

Direction/Script : Marinal Gupta
Enguirias : Director. Film Dept. of
Information and Broadcasting, Govl of
West Bongal, Caleutia,

On nine traditional crafts of West
Bengal. and their relation to the
artisans' social beliefs and
customs, heritage and the
challenges of modern technology.

GOLDEN APREGGIO: Brocades of
Varanasi

Col'1mm blown up to 35mm/20
mins/English

Direction : Paresh Mehto Subject
Consultant : Mostond Singh Camera :
Darshan Dove Enguiries : Paresh
Mehia Cio Chitradhwani, [yoli Studios,
Bombay 400 007

The film attempts to weave
together spirally the ethos of
Varanasi with the ancient craft of
handloom, using on the sound
track the metaphorical poems of
the Sufi saint Kabir, who was a
weaver of Varanasi.

HIGH ADVENTURES ON WHITE
WATERS
Col!38mmsa33 mins/English

Direction/Script : C.I. Koul Camera :
Mahesh Komble Enguiries | Films
Division, Bombay

An introduction to the high
adventure sport of white water
running in the country.

THE ILLUSTRATED
MANUSCRIPTS OF AS5AM

Col/38mm/16 mina/Englinh

Direction/Script : Ardhendu
Bhattacharya Camers : Girish Padhair

Enguiries : Bicthen Rey, Global Film
Assgooiotes, Thomas Building,
Chendmari, Guwalotl 781 003

The myths, legends and history of
the Brahmaputra valley remain
enshrined in the illustrated
manuscripts of the ‘Khanikars’, a
traditional sect of artists in Assam
centuries ago,

LOOKING BACK

BAW/AEmm/30 mins/English

Directon/Scripl : Ravi Deshpande

Camern : Sudesh Pande Cast : Zutsh
(Anil), Sudir Gupta (Sudhir] Enquiries :
Film & TV Institute of India, Pune.

The film attempis to analytically
recreate the events of 24 hours in
a small city, following the
announcement of the assassination
of Prime Minister Indira Gandhi,
on the morning of October 31,
1984.

173




MUNI
Coltifmmi28mins/Hindl & English

Direction : Shankar Nog Seript ; Hanjit
Chowdhury Camera : 5. Romachandrag
Cast : Kanti Wadia, Teddy White, B
Vijoyo Shres, Somu ond Krisliag
Gowde Enqulries | Padum Hog TV
International, Bangalore

An episode from Malgudi Days, the
TV seria] based on E.K. Narayan's
novels and shor! stories. Muni
features the unlikely and amusing
confrontation between a pennileéss
goatherd who speaks only Hindi,
and an only-Engligh-speaking
American tourist in search of the
real India,

PARAMPARA
ColA8mm/107mins/English

Direction : Prokash [ho Camera : Haion
Kothari Enguiries
Rombioy

Filma [Yvision

The film deals primarily with the
tradition of Guru Shishya
Parampara, including various styles
of Indian dance—Bharat Natyam,
Kuchipudi, Odissi eto

THE RACGING SNAKES
Colfafmmi10mins/English

Direction/Script | KR Mohanan
Camern : Marcirs Bartley |r. Enguiries
Keralo State Film Development
Corporation, Trivandrum 14

Boal races are held in all parts of
Kerala but the major water
lestivals are celebrated in
Kuttanad, a land shimmering with
rivers and lakes. The snake boats,
low lying, swift and highly
manosuvrable, have a 300-year-ald
history behind them.

THE SEER WHO WALKS ALONE
Col/aSmmSomins/English

Direction : . Arovindan Camern
Shail Engquiries : Films Division,
Bombay

An altempl 1o present the great
seer of pur times, |, Krishnamurthi
The film won the National Award
for Best Documentary.

SIKKIM CULTURE AND
PFROGRESS
Col3smmiamine English

Direction : Bankim Kapadio Camera
Muadhu Palwarl Enguiries - Filmes
Division, Bombuay,

On the history. life and goliure of
the Sikkimese people. The problem
of deforestation is also woven in.




BAW/35mm/52mins/English

Direction/Scrip! : Sogar Sangam Sorkar
Camera : Michoel M Cast : Hekho
Sabnis and Zutshi Enguiries : Film &
TV Institute of India, Pune.

The siory of an unusual love-
relationship—between a young

mar of 22 and & lady much older.

THROUGH A DIFFERENT
LENS

Colrasmmi2Emins/English

Direction/Script : 5.

Krishnoswamy Enquiries
Krishnoswamy Asucciotes Pyl

Ltd, Modros.

A compilation film tracing the
contribution of Indian Cinema to
India’s freedom struggale, with
extracts from films of the pre-
independence era chosen from all
regions of India.

ColM1Bowm/ 37 mins/English

Direction/Camera : Gautam Ghosh
Performed by : Gury Kelucharan
Mohopatra, [lleana Chitoresti and
Cotipuas of Orissa Narration : Aparna
Sen Enquiries : Swapan Sorkar, Orchid
Films Pvt Lid. Calculla 18,

A Tribute to Odissi is filmmaker
Gautam Ghosh's tribute 1o this
enchanting dance form of
Orissa.."a tree which grew in the
gastarn region, put out many fresh
leaves, then decayed, almost
collapsed’ with the ill-winds thai
blew, but which is now resurgent
with new shoots upon its tender
branches.”

WARLI PAINTINGS
Colfakmm/1 7mins/English

Direction : V. K. Wankhode Camera : 5.
Khnsla, M. 5. Cangadhar Enguiries
Films Bivizgion, Hombay.

On the exuberant paintings of the
Warli tribals from Thane district,
Maharashirs —which have found a
place in art galleries today, The
flm won the Silver Lotus at the
MNational Film Festival, 1966




SISTER ALPHONSA OF

BHARANANGANAM
Colj35mwm| 28minsEnglish

Direction : Rajiv Wjay Raghavan
Production : Dejo Kappen, George
Sebastian Camern : Venugopal
Editor : Bina Paul Music 1 Isaac
Themas Kottukapally Enquirkes ;
"Divva Chaithanya®, Flat MF{IV
224, Brindavan Housing Colony,
Pattam, Trivandrum.

The film traces the life of Sister
Alphonsa (1910-1946), a simple
Catholic nun {from India who, in
her short and outwardly uneventful
life, cloistered within the four walls
of a convent and racked by
illnesses, showed great fortitude
thraugh all her trials and
tribulations. It uses elements of her
own words in the form of a
monologue, visual recreations of
spirtitual momenis in her life,
interviews with people who knew
her intimately, painting and music
10 cvoke the beauty and sanctity of
her soul




