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Citation

The award for the best feature film of
1980 &= given to the Bengali film
Aakaler Sandhane for “brillianthy
recreating the tragedy of the 1943
Bengal famine and {ocussing on the
disturbing continuity of the conditions
which created it, for the cmematic
excellence of the film which explores
human experience at different levels
and for the consummate arfistry with
which the complexity of the socio-
economic situation is lused into a
poignant statement’.

Award for the Best Feature Film

AAKALER SANDHANE

Swaran Kamal and Rs. 50,000 to the producer, Dhiresh Kumar Chakraborty
Swaran Kamal and Rs. 25,000 to the director, Mrinel Sen

Prnmarily a businessman, Dhiresh
HKumar Chakraborty embarked upon
a career in film production and distri-
bution in 1974, He has the distinction
of having distributed films like Sha-
trarj ke Khilari, Shodh, Aakrosh and
Albert Pinto ko Gussa Kvon Aafo
Hai.

With 25 vears of film-making, ninetesn
features and several documentaries
behind him, Mrinal Sen is one of the
most celebrated film directors in the
country. He has made films in various
Indian languages and received several
national and 'international honours
1981 has been a vear of awards for
him: the Silver Bear at the Berln Intar
national Film Festival, the Padmabhu
shan, and now the national award for
the best film, for the fourth time:

N
|




Citation

The award for the second best featiure
film of 1980 is given to the Malayalam
fitlm Oppal for “boldly presenting a
worman s love for her illegitimate child,
tor sensitve handling of complex
situations . and for offering social
acceptability to the mother and child.
thereby giving a new perspective to
the values prevalent today”

Award for the Second Best Feature Film

OPPOL

Rajat Kamal and Rs. 30,000 lo the producer, Rosarmma George
Hajat Kamal and Rs. 15,000 {o the director, K. 5. Sethumadhavan

A journalist for the past fifteen vears,
Rosamma George has made her
debut in the field of film production
with Oppol.

Beginning his career in films as an
assistant 1o the late K. Ramnoth and
T. R Sundaram, K. S. Sethu
madhavan has made about sevenly
films m Sinhalese and several Indian
languages. He has won many national
and state awards,




Citation

The award fo the best feature film on
natiomal integration of 1980 is given to
the Gujarati film Bhouni Bhaoum for
“tracing the history of the socialevil of
untouchability through a popular folk
drama form, for synthesizing diverse
performing arts into socially relevant
communication, for depicting the
untouchables' fight for their rights”

Award for the Best Feature Film on National
Integration

BHAVNI BHAVAI

Rajat Kamal and Rs. 30,000 to the producer, Sanchar Film Cooperative
Sociaty. Lid.
Rajat Kamal and Rs. 15 000 1o the director, Ketan Mehta

& graduate of the Film & TV Institute
of Intlia, Ketan Mehta produced some
prize winning plays in English and
Guiarati and made a couple of docu-
mentary films. He has also worked for
TV as a producer. Bhauni Bhauai is
his first directorial venture in feature

films.




Citation

The award for best direction of a first
film of 1980 is given to Utpalendu
Chakraborty for his wark in the Ben
gali film Maina Tadanta for “depicting
with realistic vigour the exploitation
perpefrated on the tribals and the
landless; for portraying the spirited
fight of the downtrodden and for
showing great maturity in the CONCEp-
tion and presentation of the theme in
his maiden venture."

Award for the Best First Film of a Director

MAINA TADANTA

Hajal Kamal and Rs. 10.000 to the director. Utpalendu Chakraborty

School teacher, short stary writer and
novelist, Utpalendu Chakraborty
worked for marny vears with the tribals
of West Bengal, Bihar and Orissa. His
cantroversial documentary Mukti
Chai on political prisoners aroused a
great deal of interest in India and
abroad.




Citation

The award for the best direction of
1980 is given to Mrinal Sen for his
work in the Bengall film Aagkaler
Sandhane for “exploring the inevita-
ble conflict between urban and rural
cultures, for displaying in almost
every sequence masterly handling
and complete command over the
medium”.

Award for the Best Direction

MRINAL SEN

Rajat Kamal and Rs. 20,000

With 25 vears of film-making, mineteen
features and several documentanes
behind him, Mrinal Sen is one of the
most celebrated film directors in the
country. He has made films in various
Indian languages and received several
national and international honours
1981 has been a year of awards for
him; the Silver Bear at the Berlin Inter-
national Film Festival, the Padmabhu-
shan, and now the national award for
the best film, for the fourth time.




Citation

The award for the bet screenplay of
1980 is given to Mrinal Sen for his
work in the Bengali film Ackaler
Sandhane for "effectively combining
terse and pithy dialogue with the crea
tion of well-defined, lively characters
to convey a pognant story which
leaves a lasting impression”

Award for the Best Screenplay
MRINAL SEN

Rajat Kamal and Rs. 10,000

With 25 years of film-making, ninetean
features and several documentaries
behind him, Mrinal Sen is one of the
most celebrated film directors in the
country, He has made films in various
Indian languages and received several
rational and international honours.
1981 has been a vear of awards for
him: the Sthver Bear at the Berlin Inter-
national Film Festival, the Padmabhu-
shan, and now the national award far
the best film, for the fourth time.




Citation

The award for the best actor of 1980 is
given lo Balan K. Nair for his perfor-
mance in the Malavalam film Oppol
for “an extremely virile and sensitive
portraval of a man who s constantly
puzzled by the behaviour of his wife,
far conveving the flashes of anger and
frustration he suffers and depicting
the ultimate acceptance of his wife's
past with a mellowed tendermess
which reveals the virtuosity of a great
artist.”

Award for the Best Actor
BALAN K. NAIR

Rajal Kamal and Rs. 10,000

Balan K. MNair started his career as a
stage artist and entered films only in
the early seventies, He has acted in
nearly a hundred films.




Citation

The award for the best actress of 1980
is grven to Smita Patil for her perfor-
mance in the Hindi film Chakra for “a
sterling role as a middle-aged woman
from the slums of Bombay, for depict-
irg her stoic acceptance of an unkind
fate and at the same time continuing
to dream of a better future, which
never arrives, with profound expres-
siveness and brilllant dialogue
delivery™,

Award for the Best Actress
SMITA PATIL

Rajat Kamal and RBs. 10,000

Smita Patil made her debut in Shvam
Benegal's Nishant. A talented and
sensitive actress, she has also worked
in Bengall, Gujarati and Marathi films.
Her role in Benegal's Bhumika
brought her the national award for
best actress some years ago




Citation

The award for the best child artist of
1980 is gven to Aravind for his perfor-
mance in the Malayalam film Oppal
for "portraying the complex role of a
leinely child who is a victim of social
gstracization for no fault of his own,
for bringing out the terrible emotional
trauma with little dialogue and a
superb economy of gesture”,

Award for the Best Child Artist

ARAVIND
Rajat Kamal and Rs. 5,000

Aravind is a second standard student
in a Cochin school,




Citation

The asward for the besi cinemato-
graphy (colour) of 1980 is given to
Ashok Kumar for his work in the
Tamil film Nenjathoi Killathe for “bril-
liantly creating the salient features of
each character with the help of superh
camera control and effective use of
lighting and for significantly contribut-
ing to the mood of the film"

Award for the Best Cinematography (Colour)
ASHOK KUMAR

Rajal Kamal and Rs, 10,000

Ashok Kumar holds a diploma in pho-
tography fromm the Allahabad Univer-
sity and a diploma in motion picture
photography from the Institute of Film
Technology, Madras. Having werked
with directors like L. V. Prasad, K.
Vishwanath, P. N. Menon, Bharathan
and: Mahendran and photographed
over sixty films in different South
Indian languages, he has won the Ker.
ala State Award lfor best cameraman
three times.




Citation

The award for the best cinemato-
graphy (black and white) of 1980 is
given to Swan for his work in the
Malayalam film Yagam for "depicting
the grim and tense mood of the film,
admirably depicting mellowed
moments in the film with charm”

Award for the Best Cinematography (Black and
White)

SIVAN

Rajat Kamal and Rs. 10,000

A professional photographer, Sivan's
photographs have been published in
leading national and nternational
journals; including the Times, News-
week and Life. He worked as a still
photographer in Ramu Kariat's
Chemmeen, produced documen-
tares and feature flms and also
directed a documentary. Yagarn is his
first direciorial venture in feature
films,




Citation

The award for best audiography is
given to S. P. Ramanathan for his
wark in the Tamil film Nerjathai Kil-
lathe for “a highly sensitive use of
sound to capture perfectly the rhythm
and mood of each sequence”,

Award for the Best Audiography

S. P. RAMANATHAN
Rajat Kamal and Rs. 7,500

5. P. Ramanathan joined A.V.M. Stu-
dios as an assistanl in the sound
department in 1947 and worked there
till 1964, In 1971 he joined Prasad Stu-
dios as a recording engineer. This is
the third time he is winning national
award for best audiography.




Citation

The award for the best editing of 1980
is given to Gangadhar Naskar for his
workk n the Bengali film Ackaler
Sandhane for “a sensitive use of
inages, for gradually building up the
tempo of the film in 2 well-knit pattern,
for never permitting a slackening of
pace and for underlining the whole
film with a subdued sense of drama”,

Award for the Best Editing

GANGADHAR NASKAR
Rajat Kamal and Rs. 7,500

Gangadhar Nashkar joined the editing
department of Mew Theatres Studios
in 1948 and worked later with noted
editors, including Hrishikesh Mukher-
jee, Starting as asslstant editor in Mri-
nal Sen’s Baishey Sravana, he has
edited all of Sen's subsequent films,
He recemved the national award for
best editing in 1979 and 1980 for Sen's
Parasiuram and Ekdin Pratidin.




Citation

The award lor the best art direction is
given to Meera Lakhia for her wark in
the Gujarati film Bhouni Bhavai for
“perfectly creating the glamour of a
roval palace juxtaposed with the grim
austerity of hutments, for successfully
providing a period touch down to the
smallest detall, for providing a stamp
of authenticity to the film”,

Award for the Best Art Direction
MEERA LAKHIA

Rajat Kamal and Rs. 7,500

Meera Lakhia was trained in gaphics
trom the J. J. School of Arts, Bombay
and 5 working now as a scenic
designer at the Space Application
Centre, Ahmedabad. She writes short
stories in Marathi and has won an
award for poster design from the Lalit
Kala Akadermi, Gujaral. She also
designs sets and costumers for the
theatre.




Citation

The award for best music direction is
given to Satyajit Hay for his work in
the Bengalt film Hirak Rajar Deshe for
“brilliant experimentation with differ-
ent forms and modes of Indian music

and for creating a mood of fantasy in a ; z :
videsinig and harmonios styie”. Award for the Best Music Direction

SATYAJIT RAY
Rajat Kamal and Rs, 10,000

Indisputably one of the major direc-
tors of the world, Satyajit Ray has
directed twenty-twa feature films,
four documentaries and two short
films to date. A complete artist, he
scripts, directs and scores his films,
besides handling the camera, editing
and designing sets, costumes, credit
titles and even the publicity material
on his films. Apart from the niimerous
national and International film
honours ta his credit, he has been
awarded honorary doctorate degress
by the Oxford, Delhi and Jadavpr Und-
versities, In addibon to his contribu.
ion to fim [literature, he writes
reqularly for children and edits a child
ren's journal




Citation

The award for the best male playback
siniger of 1980 is given lo Anup Ghosal
for his singing in the Bengali film Hirak
Rajar Deshe for “awonderful range of
vaice and the sense of rhythm
imparted to ‘the songs sendered, by
him™

Award for the Best Male Playback Singer

ANUP GHOSAL

Hapat Kamal and Rs. 10,000

Trained in classical as well as other
forms of music, Anup Ghosal came
into the melight with his singing for
Satyajit Ray's Goopy Gune Bagho
Byne. He is at present one of the most
popular smgers in Bengal, in films and
otherwise,




Citation

The award for the best fernalke play-
back singer of 1980 is given to 5.
Janali for her singing in the Malaya-
lam film Oppol for “the serenity and
pathos with which each rendering is
imbued and for adding a new dimen-
ston to the theme of the film”,

Award for the Best Female Playback Singer
S. JANAKI

Hajat Kamal and Rs. 10,000

A trained classical singer, 5. Janaki
sang her first Tamil song for the film
Vithivin Villayattu in 1957. She sings
in several South Indian languages.
She alsa won the national award for
playback singing in the Tami film 16
Vyathinile some years ago.




Citation

The award for the best Assamese film
of 1980 is given to Anirban for “depici-
ing man's attachment to life through
the story of an unfortunate married
couple, through severe agony and
funeral pyres, for providing a touch of
realism by a delicate representation of
a piece of lower middle class
existence”

Award for the Best Assamese Film

ANIRBAN

Rajat Kamal and Rs. 15,000 to the producer, Preeti Saikia
Rajat Kamal and Rs. 7,500 to the director, Bhabendra Nath Saikia

Preeti Saikia was associated with the
production of Bhabendra Nath Sai-
kia's Sandhyaroog. Anirban is her
first major production.

Bhabendra Nath Saikia has a docto
rate in physics from London Univer
sity and was until recently a reader a
Gauhati University, An accomplished
short story writer, he wan the Publica-
tion Board Award of Assam as the
best writer of 1970-72 and the Sahitya
Akademi Award in 1976, At present a
member of the Executive Board of the
Sahitya Akademi, the Indian National
Council for Cooperation with
UNESCO and the Advisory Board of
the MNational Book Trust of India, he
was also a member of the Sangeet
MNatak Akademi. His first film Sond-
hyaroog won the national award for
the best Assamesa film in 1978, Anir-
ban is his second film,




Citation

The award for the best Bengali film of
1980 is given 1o Hirak Rajar Deshe [or
“an allegorical representation of the
victory of good over evil, embellished
by Eil.lpl'-_frb acting and haunting
miusic”,

Award for the Best Bengali Film
HIRAK RAJAR DESHE

Rajat Kamal and Rs. 15,000 to the producer, Information & Cultural Affairs
Depariment, Government of West Bengal
Rajat Kamal and Rs. 7,500 to the director, Satyajit Ray

Indisputably one of the major direc-
tars of the world, Satyajit Ray has
directed twenty-two feature films,
four documentaries and two short
films to date. A complete artist, he
scripts, directs and scores his films,
besides handling the camera, editing
and designing sets, costumes, credit
titles and even the publicity material
on his films. Apart from the numerous
national ‘and international film
honours to his credit, be has been
awarded honorary doctorate dearees
by the Oxford, Delhi and Jadavpur
Universities, In addition to his contri-
butions to film literature, he writes
regularly for children and edits a child-
ren’s journal.




Citation

The award for the best Hindi film of
1980 is given to Aokrosh for “its
severe indictment of an establishmeni
and a society that permits injustice,
for presenting a bald theme in'a cine-
matic style which makes it both
socially and aesthetically significant™

Award for the Best Hindi Film

AAKROSH

Rajal Kamal and Rs. 15,000 to the producer, Devi Duit
Raiat Kamal and Rs. 7,500 to the director, Govind Nihalani

Starting his career as & sound assist-
ant m his late brother Guru Dutt's
Puaasa, Devi Dutt looked after the
production and distribution of all his
later fitms. He has produced docu:
mentaries and advertising short films
and worked as production controller
in Shyam Benegal's films. Aakrosh is
his first feature production.

Traned in cinematography from the
5. . Polytechnic, Bangalore, Govind
Nihalani worked in Bombay with V. K.
Murthy and Pramod Chakravarty
before he joined Shyam Benegal for
his Ankur. He has since photo-
graphed all of Benegal's films. He has
also photographed and directed docu-
mentaries and advertising short films
and co-produced Satvadev Dubey's
Shantata Court Chaly Ahe. He has
also been in charge of the second unit
in Richard Attenborough's film on
Ganclhi, Aakrosh, his first directorial
vaniure in feature films, won him the
Golden Peacock at the VI Interna-
tional Film Festival of India.




Citation

The award for the best Malayam film
of 1980 is given to Yagam for “pres-
enting the dilemma of a romantic
revolutionary who understands the
futility of his misadventure at the cost
of same rare moments of happiness,
inrwncasamllybum;upﬂwm

Award for the Best Malayalam Film

YAGAM

Rajat Kamal and Rs. 15,000 to the producer, B. Chandramani Bai
Rajat Kamal and Rs. 7,500 to the director, Sivan

B. Chandramani Bai is a managing
partner of a firm which runs a fully
equipped outdoor film unit. Yogam is
her first production.

A professional photographer, Sivan's
photographs have been published in
leading national and international
journals, including the Times, News-
week and Life. He worked as a still
photographer in Ramu Kariat's
Chemmeen, produced documen-
taries and feature films and also
directed a documentary. Yagam is his
first directional venture in feature
films.




Citation

The award lor the best Puriabl film of
1980 is given to Charm Pardesee for
“presenting a story of human passion
in cmematic terms, representing a
departure from the usual trends pre:
valent in Purgabi cinema"

Award for the Best Punjabi Film

CHANN PARDESEE

Rajat Kamal and Rs: 15,000 to the producers, Swarn Sedha, Baldev Gill and

d,'S. Cheema

Rajat Kamal and Rs. 7,500 to the director, Chitrartha Singh

A theatre enthusiast, Swam Sedha
joined hancs with two other theatre
enthusiasts (o produce Chann Parde-
seg, their first venture.

Baldev Gill did a course in dramatics
at the Department of Indian Theatre,
Punjab University and worked for the
Funjab State Drama Repertory as an
actor.

J. 8. Cheema has been associated
with stage production since 1970, He
was also associated with the Depart-
ment of Indian Theatre, Punjab Uni-
versity, and worked for the Punjab
State Drama Repertory,

Chitrartha Singh came o the cinema
via the theatre. He worked in the thea-
tre gromps of B. M. Shah and Om
Shivpuri. After obtaining a diploma in
film direction’ from the Film & TV
Institute of India, be worked as an
assistanl to Lekh Tandon. Chann
Pardeser is his first directorial
venlure,




Citation

The award for the best Tamil film of
1980 is given to Nenjatha Killathe for
“artistically portraying the gradual
development of a girl from adoles-
cence to womanhood, for depictingin
a gentle moving narrative her emo-
tional suffering and how she over
comes them".

Award for the Best Tamil Film

NENJATHAI KILLATHE

Rajat Kamal and Rs. 15,000 to the producer, K. Ralagopal Chetty
Rajat Kamal and Rs. 7.500 to the director, J. Mahendran

K. Rajagopal Chetty, a veteran pro-
ducer, distributor and exhibitor, was
president of the South Indian Film
Chamber of Commerce, Madras, and
member of the working committee of
the Film Federation of India,

J. Mahendran worked as a journalist
and as editor of Tughlak, betore tak-

ing up screenpiay writing. Has also

enjoved considerable success in the

theatre. He divected his first film Mul-

fum Malarum in 1978. Nenjathar Kil-
lathe is his fifth film.




Citation

The award for the best Telugu filim of
1980 s given to Harischendrudu for
“an exposure of the manoeuverings
and misdeeds of politicians and for
contributing significantly to the devel-
opment of political cinema in India",

Award for the Best Telugu Film

HARISCHENDRUDU

Rajat Kamal and Rs. 15,000 to the producer, U, . Mural Krishna
Rajat Kamal and Rs. 7,500 tu the director, U, Visweswar Row

L. D. Murali Krishna is a student of
engineering. Marischendrudu s his
first production.

Playwright, producer and director, L,
Visweswar Row Is secretary of the
Sauth Indian film Chamber of Com

merce and managing director of the
South Indian Film.Export Promaotion
Council. He has also been associated
with a number of film arganizations in
various capacities and government
committees as a member, He has pro-
duced about twenty-five films. He won
the national award for the best Telugu
film last vear for his Nogna Satyam,




Dada Saheb Phalke Award for 1980
P. JAIRAJ

Swaran Kamal, Re. 40,000 @nd a shawl

The Diada Saheb Phalke Award for 1980 is given to P. Jairaj for his outstand-
ing contribution to the cause of Indian cinema. His lorte was portraval of
historical characters like Chandrasekhar Azad, Amar Singh Rathor, Durga.
das Rathor, Prithviraj Chauhan, Rana Pratap and Tipu Sultan, which
inspired generations of cinegoers.

Born an September 28, 1909 in a cultured tamily in Hyderabad, Jairaj grew
up in an.intellectual atmosphere and took a deep interest n art, literature
and miusic.

Hiis debut film was Jagmegati Jawar in 1929 made by Mama Warekar, the
famous Marathi playwright. But the first released film was his secend film,
Raseeli Rani (1930), in which he played the male lead. His first talkie was
Shikari (1932) with Seeta Devi. He was with Bombay Talkies for 2 while and
later moved over to Prakash Productions. He has acted i over two hundred
films and appeared opposite glamorous leading ladies from Devika Rani,
Suraiva, Shobhana Samarth, Nargis, Nirupa Boy to Chand Usmani and
Shakila.

He has been associated with the production ol musical shows for the benefil
of the Army, Navy and Air Force and charities to collect funds for national
causes. He also takes an active interest in (he propagation of classical music
and dance.




Citation

The award for the best information
film of 1980 is given to Daldal for its
"powerful indiciment of a social
malaise—bonded labour—very sensi-
tively handled and well researched”

Award for the Best Information Film

DALDAL

Hajat Kamal and Rs. 5.000/- to the producer,

Krystyna Khote

Rajat Kamal and Rs, 5,000/ to the director,

Pracleep Dixit

Krystyna Khote has been producing
documentary and educational films
for over twenty vears for Films Diy
ision, State Governments and public
and private corporations.

Pradeep Dixit holds a diploma in
screenplay writing from the Film &
TV Institute of India. He has worked
for TV as a script writer and has
directed eight documentary films so
far




Citation

The award for the best educabonal/
instructional film of 1980 is given to
Mariculiure for its “diligent research
and meticulous execution”

Award for the Best
Educational/Instructional Film

MARICULTURE

Rajat Kamal and Rs. 5,000/- to the producer,
Films Dhiision, Government of India

Rajat Kamal ane Rs. 5,000/~ to the director,
C.J. Paulose

C. J. Paulose hoids diplomas in film
divection as well as editing from the
Film & TV Institute of India. He
worked for TV as editor and producer
before joining the Fibms Division, His
films have won a number of national
and international awards.




Citation

The award for the best promotional
film of 1980 is given to Ol Offshore tor
its “wisual excitement and contralled
handling of a difficult subject”.

Award for the Best Promotional Film

OIL OFFSHORE

Rajat Kamal to the producer, Prem Prakash
Rajal Kamal to the director, Satva Prakash

Starting hi= career as a newsresl
cameraman, Premn Prakash movedon
to the production of short films. His
shorts have won him international
recognition and awards. He heads the
bureau in the Indian region for
VISNEWS and is the chairman aof
F'VNF. beth TV news feature
agencies,

Trained in TV documentaries in India
and abroad, Satya Prakash has
produced, directed and photo
graphed a large number of
educational and information TV films




Citation

The award for the best experimental
film of 1980 is given to Arrival for its
“searing imagery and outstanding
sound-track”.

Award for the Best Experimental Film

ARRIVAL

Rajat Kamal and Rs. 5,000/ to the producer,
Films Division, Government of India

Rajat: Kamal and Rs. 5,000/~ to the director,
Mani Kaul

After obtaiming a diploma in screen.
play writing and  direction from the
Film & TV Institute of India, Mani
Kaul has made fovur feature films and
several documentaries, He was
awarded the Jawaharlal Mehru Fel
lowrship in 1974-76. He also teaches al
the Film & TV Institute of India.




Citation

The award for the best newsreel
cameraman of 1980 5 gwen to
Mahesh Pratap Sinha and Rajgopal
Raw for their work in the item Trogdy
of Gendi in the Indian News Review
No. 1657 for “displaving a keen news
sense”,

Award for the Best Newsreel Cameraman

MAHESH PRATAP SINHA and RAJGOPAL RAO

Rajat Kamal and Rs. 5,000/~ "

Prior to joining the Films Division in
1973, Mahesh Pratap Sinha worked at
Filmalaya Pvt. Lid as assistant
CAMEeramar.

Rajgopal Rao holds a diploma in cine-
matography and worked as assistant
cameraman at Premier Studio,
Muysore in 1973-74. He has been with
the Films Division since 1974,




Citation

The award for the best Indian news
review of 1980 is gven to News Moga
zine No. 3 (Dav of the Dark Sun) for
“eapturing the high drama of an his-
toric event—the total solar echpse”

Award for the Best Indian News Review

NEWS MAGAZINE NO. 3 (DAY OF THE DARK SUN)

Rajat Kamal and Rs. 5,000/~ to the producer,
Films Dhvision, Government of India




Special Commendations

The Shart Film Jury specially commends the films The Chola Heritage,
produced and directed by Adoor Gopalakrishnan, for “its outstanding f‘ll'”'
tography of the Chola sculpture” and Pampa, produced by the Films Div-
isiorn, Government of India and directed by P, C. Sharma, for “its sensitive
handling of a purposeful theme, encouraging initiative in a child”

Awards Withheld

The Feature Film Jury has withheld the awards lor the Best Children’s Eifm

and the Special Jury Award as no film was considered suitable for these
» d

swards

The Shart Film dury has also withbeld the award for the Best Animation Film
as no film was considered deserving of an award.




CINEMA OF COMMITMENT

One of the criteria that bedevils assessments of the
clnema is that of “social relevance™—at best, an ambigu-
ous term, Films are often judged for their content, rather
than for their technique. It is doubtful whether such a
criteria is at all tenable, Mo rigorous cntical theory allows
for such a drastic separation of form and content. In a
well mtegrated work, form and content are inseparable,
two sides of the same coin, Content after all, determines
form, and form mediates confent. You cannol have one
without the other, without devaluing the work, without
undermining your basis of judgement. Fortunately, at
least some of the final judgements this year transcend the
limitations of such ill-defined and loose criteria as “social
relevance”

However, it must be acknowledged that this dichotomy
between form and content is sadly very much apart of our
contemporary cinema. Much too often, in our “other”
cinema, social relevance is realised, and judged, in terms
ol narrow ideclogical commitiment—with predictable
results. More often than not, in the “committed” cinema,
ideology takes precedence over art, content over form,
and message over medium. Here, the scripts and screen-
plays are schematic rather than organic, the charachters
stereotypical rathern than typical, and the situations illus-
trative rather than interactive, Whatever kind of ideclogi-
cal commitment, whatever the kind of “ism” professed,
the end result, inevitably, is a reductive cinerna, a cirema
that falsifies life, a cinema of cliches. What | am lalking
about is a failure of craft, of techmgue, in short, of the
failure of art in much of our “socally relevant”™ cinema.
After all, it needs concrete artistic skills to create the
spontaneity, the complesity of fell experience. It needs
artistic imagmation to allow an ideology or vision to grow
arganically out of the skillful and compelling arrangement
of dramatic interactioms. Finally, it needs artistic insight
and imagmation to remain true 1o life, even when this
runs counter to; and modifies a set idenlogical frame-
work. It is much easier to attitudinize and sermonize in
the cinema—and this, entirely to its diminution as a made
of deep and complex communication. The “committed”
cinema like the medieval morality play, tends to begin
with a set ideological scheme, projecis protagonists as
unidimensional representatives of Wrtue and Vice, puts
them through the mill of schematized and simplified
Experience, and winds upwith the Message it had in mind
all along. Chite simply, then, whereas a work of artistic
integrity compels you to look at the world with fresh eves,
the “committed” cinema puts you 10 sleep.

Even so, the “committed” cinema demonstrates quite a
wide spectrum of standards. Aakrash probably sees it at

its best, The script is about a disturtsinaly authentic situa:
tion, the structure is organic, (as a thrller made to
appeal,) and even though the directonal sivle tends o
revert to the sterectymcal, the issues and resolutions ol
the film make it a compelling event. At the other end of
the spectrum is Maina Tadanta,

Maina Taodania was awarded, the best first feature film
award, a category introduced for the first time this year,
Very much a one-man effort, this Bengali film, credits its
story, script, music and direction to Uipalendu Chakrab-
arty. Perhaps this versatility impressed the jury encugh
1o nudge out competition from ather first Bhms fike Aok
rash, Bhaum Bhowal, Chakra and Sazave Maut,
Briefly, the film is-about a tribal boy who is forced into
bonded labour by a minor infringement, grows into man-
hood as a loyal minion, rebels when he is asked to tum
against his own people, is hounded and framed for his
temerity, develaps ulcers in jall, and finally dies of starva
tion. Fair enough, and moving enough, Such things do
happen in our country. Bui the handling of the subject 15
inept.

There seem to be almost as many episodes as there are
shots m the film—brief, accidentally framed shats with
some vague action throwm in. Besides, the dimly realised

Aakaks Sandhane




episodes are widely disparate in time. One cannot easily
detect the shifts in the time scale, or when the numerous
flashbacks begin or end, orwhy they are there in the first
place. Time-lapses are indicated by the most puzzling
shats—the camera pans hall-heartedly across clouds in
the sky, or tilts haliway up a rock, sometimes simply
because' they are cornvenmently there. Also one often
wonders in the flm whether the cameraman knew what
he was doing or whether the action simply got out of
hand. Because every once in a while you get the feeling
that either the actors straved out of camera and lighting
range, ar thal the camera was ineplhly positioned so as to
obscure the central action. As far as the actors go, they
were either extremely raw or just nol lold whal do do
Too often it looks as i a take bombed, but was kept in for
lack of an option. At the appropriate momenis of “high”
emotion, the actors respond routinely with hystena
nothing like a good qut reaction when the emotion is
unclear. In any case stock emotions dominate the film,
running the full gamut between the maudhn and the
meladramalic,

Yes, a viewing will confirm these excesses of enthusiasm,
or negligence, if vou will. A generous audience might even
celebrate its spiril of amateurism. But one can perhaps
not doubt the fitm maker’s sincerity or engagement with
disturbing social issues.

Mercifully, the other first film to be gwen an award,
Bhaunt Bhauvai,, is bedevilled by none of these ailments
Dhirected by Ketan Mehta, the fitrn was adjuged this year's
best fitm on national integratior. | am not sure how
exactly “national integration” has been interpreted, o
how this films does more for such integration than the
other contenders lor this award, but Bhouni Bhaua has
certainly much to commend it as a film,
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For ome, it 5 a significant breakthrough in Gujarati
cinema, a cinema largely marked lor fts weak imitations
of the Bombay formula film. Secondly, it is a first, suc
cessful venture by the Sanchar Film Cooperative —one
of the few film co-operatives in the country—and will
hopefully give the movement a much-needed boost,
Thirdly, as “committed” cinema, #l demonstraies a
refreshingly different approach to a subject which has
unfortunately become cliched in our "other” cinema,
At a camp of dislodged Harijans, an old man begins to
relate a tale through song; and we are at once trans
ported inte a farcical, fantasy world—the world of a
decadent but all-powerful king, with the mtngues of his
court, the machinations of the high-caste subjects and
the exploitation and humiliation that is inflicted on the
untouchables of the kingdom. The film alternates
between this whimsical but familiar world, and the con-
tempaorary world of the Harijans, and in alternating the
stoury of the fantasy with the choral comment of the songs
n the present, the film appropriates the form of a folk-
theatre idiom—the 'bhavar’, The inspiration s nyvigorat-
ing and Ketan Mehta's film is fully mfected with the zestiul
and comic spirit of the bhavai. Fetsty performances by
Maseeruddin Shah, Benjamin Gilami, Om Puri, Smita
Patil and Suhashini Mulay, to name a few, add ta the
exhuberant, positive feel of the film. In addition, the
stuiing of the sets and decor by Meera Lakhia invest the
film with a rare and refreshmg panache, and the cinema
tography responds by measuing up to it fully,

Cine just wishes that Mehta colld have extended his
range of slapstick and used in with more discrimination
One also wishes that he could have handied his scenes at
the camp fire with more variation, and more realism,
Because it is plainly evident that he is more comfortable
in the comic, fantasy mode than in the naturahstc one—
the latter tending to be diffuse and straining to be earnest




It seems to me that the cone major flaw in the film is the
forced imposition of industrial smoke stacks and the
stock-footage montage of the Mational Movement at the
end of the film. One can see the connections that the
director is trving o make, but it appears too late to be
integral to his film, and it is nof part of the organic whole.
Although the film is not very much the worse for it, the
forced ending is a good example of the negative compul
sion of ideclogical committment in the cinema. This
apart, with the fresh and engaging approach of Bhauni
Bhauai, the committed cinema seems ta have turned a
corner,

However, it i Mrinal Sen's latest film which marks a
watershed -a turning point in Indian cinema. For the first
time, in Akaler Sandhane our commitied cinema furns a
probing light on itself, becomes self-aware, and it does so
in a superbly cinematic way.

Aakoler Sandhane 15 also a personal milestong in Sen's
film career. After 25 years of “committed” film making, it
takes colrage and candour to critically examing, to con-
front that commitiment, o acknowledge its shortcom:
ings and to emerge from the encounter with a chanoed
but more mature, more complex and deeper sense of

committment, And thal s precisely what Sen has done,
He has tested his faith in the crucible of experience, and
he has accepted the verdict.

Aokaler Sandhane ja too complex a film to deseribe in
such a short space. It is much easier to mention some ol
the things the film is about. At the simplest level, it is
about a film crew that arrives on location in a small village
to shoot a feature set in the Bengal famine af 1943, in
which 5 million people starved to death—and it is about
the crew’s premature departure from the village, to com
plete the film in the studios. At another level, the film is
about the disturbing connections between the past and
the present—there are people in the vilage who
remember the famine of 43 and there are people who
relate the recreation of (he past with the present. Ori yet
another level, it is about the planes where village and city
mtersect, the ways in which the visiting lilmmakers alter
and affect the local villagers. At its heart the film is about
the making of a fantasy till reality confronts it head-on.
Lastly, it is about the exciternent and disappointments of
film making, it is a tribute to films.

At the end, there is a sabering vision of what film can and
cannot hope to do, and the resolve to continue, albeit ina




different way, is as strorng as ever

Az a film, both in termis of lorm and content, Aakaler
Sandhane, towers aboul this year's contenders like a
colossiis, and has deservedly swept the major awards
bagging prizes lor the best [kature film; the best divector,
the best scregnplay and the best editing

Howwever, it remains a mool point as o whether Aakaler
Sondharne will have a salutary effect on rends in the
committed cinema or whether i1 will be regarded as plain
heresy

Thal leaves uy with the mward for the second best lealyrd
[iim. Instituted for the first tme this vear, it seems to mae,
fram |he choice of this year’s wirmer, that the: rubric s
little other than a euphimnsme for the award 0 has

replaced —tor the best film with mass appeal wholesome
entertainment and aesthetic  value—whatever that
meant. Oppol is a stickily sentimental family drama cen
tered around the relationship of an illegitimate child with
his young, doting mother. | am not at all sure whether
such lare is manna [or the masses, bul the film certainky
does not et critical attention

In retraspect, 1980 will go dawn in llm history as thi year
of Aakaler Sandhane, of Aakrash, of Bhauni Bhovai, 1t
will @0 down as the year in which some, among the
committed cinema, arbstically came ol age, in separate
and different ways

Siddhartha Basu

Cppol




THE FAMILIAR FORMULA

The seventies were the best years of our regional cinema, a
decade of exploration and a time of high critical standards,
When notions of quality were uncompromised by il
conceived ideas of "wholesomeness', when a film-makers’
work was to be judged on it's intnnsic merit and not it's
avowed purpose. These were it’s guiding principles and it's
major strengths. In these years the ‘other’ cinema actually
developed into an ‘alternate’ cinema. In the forefront of this
‘new wave' were language films of great promise—and the
regional cinema was born,

If one were to go by this vears award winners, then clearly
the new decade is marked by a different set of standards.
The strengths of the past have begun to be regarded as
elitist, effete and too ‘ntellectual’. The new credo of the 80's
is fashioned only to the extent to which it can gather the
crowds. So ring in the old, ring out the new.

The brief summer of the 70's has quietly come to an end,
Melodrama, mush and sentimentality have overwhelmed
our regional cinema once again. And this time the purge
takes place in the name of ‘good’ entertainment. There are
important exceptions like Aakrosh and Hirak Rajar Deshe
butthey are exceptions. For the rest, there is the time
honoured money-spinning formula of the ‘family social',
There are changes in the packaging of this lormula, but only
in the superficial technical gloss. At it's core there remains
cloving sentimentality and tearjerking pathos.

Thus the Malayalam Yagom vacillates between the lyrical
recreation of life in a conservative Brahmom family, and the
by now mandatory political pitch, Consequently both family
drama and the political theme are less than credible.

At the heart ol this tale is a sensitivie young poet whose
restricting environment leads to his growing involvement
with political extremism. The film reveals little concern with
details of motivation—the young rebel could just as well
have turmed extremist from boredom as from any genuine
disillusionment with the sustemn.

To add to our general discomfort the director, Sivan, takes
frequent recourse to the most maudlin sentimentaliy,
meant to embody the hurman face of radical change. What it
dloes s to dilute the intensity and achievement of the sacrifi-
ces (vagam) made by indinduals in the pursuit of their
polincal ideas, and make them seem like costly and wasteful
Blunders.

Arirban (Assamese) is the second film by Bhabendra Nath
Saikia, one of the major creative writers in Assamese. The
film is based on a short story written by the director.and tells
of the trials and tribulations m the life of a middle class
couple. Actually sensitive to the social milieu of a small town,
the film simultaneously tries 1o come to terms with issues of
metaphysical import that are meant (o be taken as the final

concern of all humans.

There is however the problem of a literary mind interacting
with the language of cinema that tends to allow the directar
to indulge himself in a particular fashion. The end product
could best be called a'literary film'. Anirban is one such,
overloaded with symbals, some overt and obtrusive, others
less so. Consequently the film fairly labours under thelr
burden and is unable to speak the language of cinema with
any fluency. This apart, Sailaa's film shines with earmestress
and he extracts compelling performances from actors who
are essentially newcomers to the medium.

Dedicated to the "cause of better Puniabi cinema” Chitrar-
tha Singh's Chanrt Pardesee has gathered together some of
the best acting talent in the country. The story that he
unfolds before us is an old-fashioned one, a blood and
thunder tale of Love, Lust, Dark Secrets and Revenge, In
another context this would be called an “action-packed
family drama”,

On the positive side there are the polished performances by
Kulbhushan Kharbanda, Om Puri and Rama Vij. They bring
to their parts intelligence and understanding, qualities that
are immediately communicated to the audience. The film is
mounted on a scale that would do credit to the grand mogh:
uls of Bombay: songs, stunts and dances abound. Il that can
be counted as an achievement, then Chaonn Pardesee is a
landmark in Punjabi cinema. By any other standards of
evaluation it is a pedestrian effort. The plot winds i’s way
across a familiar and well trodden course, There is rape,
revenge, blackmail—in short, the very stuff of high celluloid
drama. And unfortunately, fittle else

Nevertheless, even the storm and thunder of the drama of
Chann Pardesee is poor preparation lor the bizarre com.
plexity of Harishchendrudu (Telugu), Only here there is an

Mamazha Killathe




attermnpl (o give the 'family drama’ a somewhat contempor
ary flavour. This s done by recourse to =z simple expediont
the villain of the piece is a greedy, lustful politician whose
power-hungry predations bring destruction, destitution and
ruin upon his entire family

Harishchendrudu's is a Manichean world where there is only
biack and white, and grey is a dirty word. If it is meant as a
darmming portrayal of our political system and our politicians,
il is overly simplistic and schematic. The theme politic in fac)
seems only a peg on which director U, Visweswar Row has
hung the weepy sleeve of another family dirama. And this
from a director who has been awarded the national award
the second year running.

Last year Tamil cinema gave us the refreshingly different
Flasi, raising new hopes all around. Mercifully the promise
held out has been sustained, In sharp contrast to the general
trend in Indian cinema, this vear's Tamil flm too has a young
woman at the heart of the film

Neryathai Killathe tells with warmth and feefing the story of a
high-spirited young athelete and follows her through adoles
cence, love and betrayal. Subasini as the yvoung girf brings an
arthess charm and a disarming adolescent freshness that it
heartwarming.

Nemathai Killathe is not a film of greal significance. But it
posseses certam elementary attributes that make it stand
oul in the present circumstances—sensitivity, sophistica-
tom of ideas, and finally, good taste. Director Mahendran
brings a mature hand and refined sensibility to work on this
contemporary story of a young woman's search for idendify,
This he does without crassmess or pathos, and for that alone
we are grateful. If this film is the early offspring of the
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celluloid unton of Art and Commerce that we hear go much
af these days, then it is certamly a welcome one.

Satyajit Ray's most recent film Hirak Rajar Deshe is a whim-
sical tale that essentially works at two levels. At one levelit i
musical film for children. It bubbles with extravagant sels,
resplendent costumes and a musical score that does wand-
ers for the spirit. From his earlier film for children, Ray
resurrects Goopy and Bagha, Armed with a boon of three
magical powers, Goopy the singer and Bagha the drummer,
romp impshly through the film—part "sutradhar’ and part
angels of mercy and justice. At another level the film works
as a political parable.

As satire Hirak Rajar Deshe works much like Chaphin's
‘Great Dictator’, and 8 Ray's most directly palitical flm (o
date. The Raja of Hirak is a ruthlessly exploitative tyrant who
surrounds himself by fawning svcophants whose greed for
money and power helps them to justify even the maost repre-
hensible. Knowledge and learning have been forbidden by
roval dictate, only the Raja's sayings are legitimate. Science
too is a handmaiden of authoritarianism, aiding tryanny in
the fiendish task of brainwashing the populace. The feeling
of familiarity that Kay's film evokes about our recent past is
anything but accidental,

In the ultimate analysis however, Hirak Rajar Deshe fails 1o
wark completely, either as a film for children or as a political
parable. As a film for children the parody of a degenerate
political system malkes the film far too complexand subtle to
be altogether successful And as a political parable Ray's
vision of the struggle against tyranny is too fantastical to be
acceptable. For him the struggle against injustice triumphs
only through the magical intervention of Goopy and Bagha,
albeit aided by the peasants, the workers, the students and
liberal intellectuals. The solution does not emerge from
within the system. It is this falling that finally dilutes the
political message of the film.

Perhaps the single most impressive film amongst the
regional award winners this wvear is Aokrosh, cinemato-
grapher Govind Nihalani's first leature film. As a film Aok
rosh works for many reasons, not the least of which s Vijay




Tendulkar’s story and screenplay. Tendulkar's sty has an
intrinsic strenagth and he tells it with a lelt conviction, He has
no gualms about his stance, which never descends to the
ampty posturing of a fashionable radical. The scenana is
realistic, and one that suggests an awareness of the com-
plexities of axistence, and evinces a passionate response 1o
evenly that are plaved gut all 160 aftenin the daily drama thal

urdolds in our rural areas
Hirak Rapr Deshe

& world of imustice and esploitation, where words like dig-
ity and practical
stgrificance —this s the world of Lahanya Adivast, Tendul-
har does well to locate these n a framework thal pays equal
attention to the sacial, pohtical, econontc and moral dimen-
sions. This 5 what makes the film both credible as well as
meaningtul. Even the portraval of wlliany brmgs home to us
the very banality of the evil inour lives. The rapists here wear
noharms, they are ordnany people, although members of a
certain exploitative class.

MNihalani's treatment of & powerful theme is couched in the

salf-respect  are develd of any

idiom of & suspense thriller This 18 an effective skeleton on

Aadarsh

which the director 15 able to flesh out his concems, without
‘.‘.13:_':13_'\L‘il11'r|', resortmg 1o tiity r'r|=,i1'|'|'|‘l1T|g.] puverstatement. Atthe
gl

same time this strength s also {1's weakness, The thrill
Aalkrosh finally detracts from the intensily of the experience
of Lahkanya Adivasi, leaving us with the somewhat dissatis
fied feeling that the director is shying away Irom laking the

issues into the open, Bul this apart Aakrash is certainhy the

most powerful filmin this year's selection of regional awards
and is the one film that leaves one both satished and
prosoked

Mevertheless our genulne satisfacion at seemng
can hardly compensate for the fact (hat 1981 has been

a good filn

poor vear far our reglonal cinema, What is éven
tening is that the films do not even allow us the luxury ol
hape. At least five of the films are firmily
familiar trap of our commercial cmema, and consequently
share afl it's worst leatures. While one cannot deny these
films their existence
them the benefit ol criical acelam
providing an impetus to “good films, with mass appeal
Sarjay Kal

embedded m the

we can cerfamly absialin from giving

even m the name of




AAKALER SANDHANE

teergaky Conomr/ 1980

Direction & Screenplay Mrinal Sen/Production Company D K. Filns
Enterprise/Producer - Dhiresh  Kumar  Chadoaborny) Story - Amalindu
Chaksaberne Phojography K. K. Mahagan/Art Direction Suresh Chan
dra/Erfiting Gangaadhar Maskar Music Salil Chenedbhan' Leading Plajeims
hntenan Chatlones, Smits Patil, Seeets Magutndir, Gita Ser, Dipankar
[y, Hown Toralder. Radhamohon Bhattachens

A film crew comes to a village to make a film about a
farmine which killed five million people in 1943, It was a
man-rade faming, a side product of the war, and the flm
crew will create the tragedy ol those millions who died of
Starvation

The film documents the convivial ife amongst the film
crow and the hazards, problems and 1ensions of film
making an location. The actors five a double-life and the

villagers, both ssmple and not-so-simple folk, watch thefr
work with wonder and amusement,

But, as the film progresses, the recreated past beqins to
confront the present. The uneasy co-existence of 1943
and 1980 reveals a bizarre connection, invalving a village
woman whase visions add a lurther dimension of tme-
that of the future. A disturhing situation, indeed, for the
famine-seekers




AAKROSH

Hindly Colour/ 1980

Direction & Phatography Govind MNikalaniy Produc fion Compamy Freana
Mowden Ensberprise; Prodiscer Devi Dutt/Story & Scresnplmy Vijay Ten
dulkar/Editng Keshay Maxhu/Audiogrophy Hitendra GhoshyMussc At
Varman/Leoding Ployers Om Purl, Smita Paril, Nasesruddin Shat,
Amwish Pun, Bhagyasn Kotne, Anand Deshpande, Mohan Agashe,
Achal Potdar, Mara Palsilcar

In the ominous silence of & dark moonless night, Lahanya
Bhiku, a young tribal, ights the pyre of his wife, Magi,
whose dead body was found in an abdandoned well mear
the village. As the flarmes nse, Lahanya iz handeutfed and
led away 1o the district prison; his old father and young
teenage sister watch m sience. He is charoed with the
murder of his wife

Bhaskar Kulkami, a young middle-class lewyer at the
threshold of his career, has been appoited by the State
to defend Lahanya. This s Bhaskar's first important inde-
pendeont assignment and naturally he is anxious 1o win
He beging his investigations in right earnest, but is faced
with a very strange situation right from the start. Lahanya

does not speak. He does not answer any of s questions.
Bhaskar visits Lahanya's father, his sister, the villagers
gveryone is silent,

Unknown to him, Bhaskar 5 being constz
and lollowed, Apparently unconcemed, the power elite
af this district town continue to play ther game of cards

Adter a series ohinexplicable inomdents, Bhaskar comes to
Know the real story, In a shattering climax, he witnessesa
unique gesture of protest by Lahanya For Bhaskar itisa
moment of truth




ANIRBAN

Assamene/ B & W/ L1980

[hrechon, Siory & Screenploy Bhabendra Math Sakia Producer Smit

Preutt Sailtia/Photogrophy Indukalpa Hazarika) Editesy Nebiura Bhatta:

charmwn/Audiogrophy Piush Kanti Roy/Music Akbviar Bhanl eading
r ol Motokiy, Runu Dewi, Sangests Salkeas, Line Chakravorny

v Bragawali, Bab e Barwa

el
Ananda

Rajani is a teacher in a primary school. He and Bhagya-
bati have been married a lew wyears; but they hawve
remained childless. The first baby was still-born and twao
children born later did not survive long after birth, They
are now resigned (o their fate

Az Rajani had beery absenting himself from school due to
nis wile's poor health, the unsympathetic authorities give
him the sack. He is forced to sell the land left by his father
o a lawyer in the town. The lawver also asks Rajani to
tiitor his young son, Things beain to look up somewhat
for Rajani and his wife.

Bhagyabati is once more withchild and this time {he child
survives. The balwy, Misha, s a source of great jou to them
while she grows into her adolescence

Raiani Is getting old. One day, unable to salve an anith

metical problem, he seeks help from Dibakar, his ald
pumi now studyving in a college, Dibakar calls at his house
when he s out and is received by Nisha, She feels drawn
1o the young and handsome bay, Dibakar begins to pay
regular visits, quiding her in her studies, Soon people
start talking about them and Rajani asks Dibakar 1o stop
his visits,

Misha is no longer her fermer merry self, She has lost the
urge to go on fiving. She falls il and dies. Rajani and
Bhagyabati are. childless again. In their desolation
Dibakar is the only tangible, meaningful fink to the
memiory of MNisha,

A few years laler [hbakar oets married. The last scence
shows old Rajani as a tutor to the five-vears-old son  of
Dnabaliar




BHAVNI BHAVAI

Gigarat) Colour/ | 980

Direction & Scrennpsny Setan, Mehta Producion Conpany Sanchia
Film Cooperathar Sdckety Lid /Photogrphy Frishmahant "Purrmy”™/ Edir:
iy Rarmesh AsherdAnt Diroction Meera Labhia Muse Gagrang Vyas
[Lesaching Plovers Neseercddm Shah, Smita Fatil, Mohan Gokhale, Om
Pusri, Dina Pathak, Subasin Mulay, Bengmim Gillan

The ‘Bhavat', a dwng form of folk drama in Gujarat,
synthesizes diverse performing arts into socially relevant
communiciiorn. The hlm & based on one such ancent
‘Bhavai' tale which tells of the exploitation of the
untouchables,

A large group of the untouchables are migrating, Their
holses were burat down the previous maht. An old man
siarts a-stroy to console the restless children.

Long ago when the caste systemwas deeply entrenched,
the lowest of the castes ware dibbed untouchables. The
upper castes enforced all kinds ol restrictons and the
untouchables were lorced to wear a particular garb: a
troarm-ike tail to wipe off their footprints, a clay spittoon
around their neck, a third sieeve as & symbaol of submis:
sion and only unwouen yarn as a headdress

The narrator sings: Once upon a time there was a King
who had two wives, but no children. The people were
poor and hungry. The King is jubilant when the Old
Queen gives birth toa son. But the New Queen conspires
with the astrologer and the new borm prince is declared
unlucky and certain to bring death to the King. Two

soldiers put him in 2 box and durnp it in the river. The
child is found byan untouchable called Malo, who adipts
him and calls him Jivo. Male's house is burmt down in
caste feuds. He migrates to the town and starts worlong
on a waell that the King is getting constructed to propitiate
the planets. Jivo arows up into a handsome young man
He is spotted by the two soldiers and recognised, The
news reaches the Mew Queen, She conspires with the
astrologer again. The astrologer announces the need for
a himan sacrifice 1o bring water into the well and pro
claims Jivo 1o be the right choice. Jivo surprises the King
by setting some conditions. He demands that the gark of
the untouchables be removed or else hewill kill himself
before the sacrifice. The King has to agree. Jwvo 18
brought for the sacrifice. The two soldiers arrive on lime
and save Jivo by revealing the conspiracy. The narrator
rounds up the story with a happy ending

But the narrator’s son intervenes at this paint and pro-
poses an alternative ending; Jivo is brought for the sacri
fice. The soldiers da not come on fime. Jivo 1s beheaded.
The water still does not sprout. Malo, enraged at the
mhumanity of it all, jumps mto the well and dies. Before
duing he curses the King




CHAKRA

el Cabesnr/ 1980

Dhirection & Scrovnploy Rabindrs Dbarmaral/Produe ten Campany Neo
Film&Producers  Manmobhan Shetty, Pradeep  Lippoor Prdosrapivy
Barun Middherioe/Arr Direction Bansi Chancraguptn) Ecbiting Bhanidas
Music Hridayomath Manges hhar/Leading Players Smita Patil, Maseerur

din Shah, Kulbhushan Kharbanda, Ranin Chowdhry, Anjsl Pakasonior
Caiip Dhavan, Sevita Bajal, Subas Bhalekar

Young Benwa and his mother, Amma, Inve in a decrepit
hut en & Bombay pavernent. Amma dreams of escape
from this miserable existence, of a shack of her awn
Benwa's hero s Looka, the slum averlord—a god 1o his
urchin admirers.

The film beging with a flashback. Amma is seen happily
married 1o Sunka and they lead a peaceful life in a remote
village, But the local money-lender has an eve on her anel
one day, while Sunka is away, attempts to rape her
Arnving on the scene, Sunka kills the money-lender in a
fit of rage. They flee the village with their child and arrive
in Bombay penniless. They start working as labourers on
a road building site. Sunka s caught stealing tin sheets
from @ railway goods vard to bulld a shack for bus family
He attempts to escape but is shot dead.

Timwe passes. Amma 15 now living in a slum off a busy
highway m Bomaby, She ts helped by Looka, who s also
her lover Amma's other lover is a truck driver, Anna,
wh staps by occasionally bebween trips and with whom
she plans o settle down

Looka wants Benwa 10 join up with him, but Ammais 6ol
willing. Looka is externed from Bombay, Benwa gets a
job shining shoes, Amma gets pregnant by Anna, B
their life 15 disrupted again when Looka reappears. His
style of living has taken iis toll and ke s now reduced 1o a
shadow of his former self. He needs drugs to alleviate the
pain, bul has na money to buy them. This keads kim to kil
a chemsl, The police track him down to Amma's hut
Both Looka and Benwa are i_.'ul_H!. beaten up- and
artested. Duting the sculfle, Amma has a miscarriage
Meanwhile the slum where they live is condemned. A
bulldozer arrives 1o raze ther dwellings to the ground




CHANN PARDESEE

Purgai Colour 1980

Direction’ Chitrartha Singhy Produchon Campary G.G, Widescroens/
Producers, Smit. Swarm Sedha, Baldew Gil, d.5. Cheema/Screenplay
Ravrder Penpat/Phonogrophy Manmehan Sirghy/ Ediriig -Subbash Seh
gal/ Audiography Bhanu Guepta/Music Sarnndue Kahl/Leoding Playvers
Rai Babbar, Rama Vi, Kulbbushan Kharbanda, Amnsh Pori, Om P,
Haini Shanma, Sushma Seth

Nek and Kammo, two lovers, work on the land of a
jagirdar. The jagirdar’s evil eve fall on Kamme. He sends
hig man, Tulsi, with & proposal to make her his mistress
When she reluses, the jagrdar rapes her, while Nek is
away, with the commivance of Tulsi and she conceives
Kammo decides to commit suicide, but Tulsi dissuades
her

On his retum Nek is granted some land by the jagirdar in
order to matry and setthe down, An overjoved Nek does
not give Rammo a chance 1o speak hill they are married.
In due course Kammo bears a son.

On a lestive right Nek overhears Dayala talking loosely
about Kammao, When he questicons Kamn, she has no
alternative bul to tell the truth. Enraged, Nek goes to
attack the jagirdar, but is beaten up and thrown in the
canal. He is saved by a geng of dacoits. He returns to kill
the jagirdar, but it % Dayala who gets killed. Nek is
arrested and senfenced to life imprisonment.

An innocent Kammo suffers for twenty long vears. Her
son, Lali, is grown up now. Nimmo, the lively daughter of
a hawaldar, is in love with Lali. Bul e s attracted to agirl
in his college. The girl, Channi, is no other than the
jagirdar’s daughter. So Kammo has to tell Lali that he
cannot marry Charini as she ts his sister

MNek, Iree now after completing his term, attacks the
jagirdar’s house and isshot by the police. He issaved by a
girl who comes nto his ife as an angei

The jagirdar is left with no money to marry off his daugh-
ter. Lall selis his land and comes forward with the money
for Channi's marriage: Tulsi tries to run away with the
marey, The jagirdar kills him, is arrested and sent to jail

Channi's ‘doli* is going out. Nek strikes for the fast time,
when he realises that Channi s the girl who saved his life.
Shattered, he & about to leave, when he is confronted by
Kammo and Lali Finally, Nek accepts both of them




HARISCHENDRUDU

Telequ & W/1980

Directon & Scremmplay U, Visweswar How/ Production Campany Vewa
Santhi MoviesProducer U, [ Murali Krishna Photograpiy: Maoban
Krishouy Editing R, Hanumaniha Rao/Music T, Chalapathi Baa/leoding
Players M. Prabhakars Reddy, Jayachita, Krishnan Rau, Rajsaopal, N
V. 5 Prosada Rao, Baby Poorsiing

Parameswara Rao, an unscrupulous politician, hankers
aiter sex, power and possession. He has no considera
tian for his friend Harischendrudu, his ailing wife Bhanu
mathi, and his enly daughter Vijaya. He does nat even
spare the maid-servant, Manikkam

Parameswara Rao morigages his property to stand far
election. Harischendrudu sponsors a young leader,
Suresh Kumar, against him. Suresh Kumar wins and
Parameswara Rao takes revenge on Harischendrudu by
setting fire lo his house. Harischendrudu's daughter
Malathi dies, his son Chiranjeevi and wile Satyavathi are
geverely burmt

Harschendrudu starts operating a cremalorium on lease
o earn a living. He starts by cremating an unclaimed
dead body

One day he is shocked to see Vijaya's dead bady brought
to his crematorium, and he also learns of the death of his
own son, They were engaged to gel married and now
their bodies are buried in the same pit,

Parameswara Rac is hard pressed for money. To
appease his creditors, he sends the maid-servant Manik-
kamn to his bed. She escapes and now she wants to lsave
Parameswara Rao, He begs her to stay and she relents

He is then evicted by the creditor and takes shelter in i
dilapidated temple with Manilkkam. There he repents of
his misdeeds and, finally, dies.

Mobady comes forward to help Manikkam to perform the
last rites, Ultimately she drags the dead body 1o Har
schendrudii’s crematorium, But even he refuses tocrem
ate him. He throws the dead body into the sea




HIRAK RAJAR DESHE

Bemaal/ Codaur, 1980

Drreciion, Story, Screenplay, Costurmes & Music Satyajd Rab/Producer
Infiormmaion & Culbtural Affairs Deparmment, Governmeant of West Benpgal
Flvotogropiy Soumendiu Ray/ Edibing Dl DuttsdSrt Earecifan Satyalit
Ray, Ashok Bose/Leadwmg Ployers Tapan Chattimer, Rols Ghaosh, Uipa
Dhutt, Santosh Dhatt, Soumidra Chattes

Granted three wishes by the beragn King of the Goblins,
Goopy and Bagha can get food and clothes for the ask
ing, hold peaple spelibound with their singing and drum
ming, and trave! o any place in the twinkling of an eve by
puthing on their TT A ';|||11.'|EJ'5.

Married 1o the-two daudhiers of the King ol Shundi,
Goopy and Bagha have been leading an uneventiul life
when they receive an mvitation from the King of Hirak
who {5 celebrating his accession to the throne.

Mamed after the diamand mine that is its main source of
waalth, Hirak is a police state ruled by a tyrant king. A
crazy inventor has just buill & brainwashing machine
which turns dissenters inte loval subjects by having
rhymied couplets fed into their brains:

The king his also ordered the closure of the only school
in Hirak, run by an idealist teacher named Udayan

Learning helps one to distinguish between righl and
wrong, and this the kng doesn't want, Sensing that he
may be captured and brainwashed top, Udayan goesinto
hiding and plots 1o dethrone the king

Singing their way arcund the country, Goopy and Bagha
chance upon Udayan in a mountain cave. Udayan learns
that Goopy and Bagha have been invited to Hirak, and
tells them the real story about Hirak and its ruler

The three decide to team up and bring about the downfall
of the tyrani

The planned uprising nearly fails when Udayan is cap
tured by the palice, but Goopy and Baghaaded by their
magical music-making, finally succeed in freeing Udayan
and thwarting the king. Victory is achieved by them with
the help of the peasants, the mine workers and Udayan’s
young pupils




MAINA TADANTA

Bengaly/B & W/ 1980

Dyraction, Production, Stoery, Screenpiay, Art Direction & Musi: Uipa
tndu Chalorabortyy Proeuction Compeany A bbbk Prodin fons Photo
graphy Pantu Nag/Editing Bulu Ghosh/Leodg Plovers Nillantha Sen
Gupta, Heba Hay Chovedhury, Mansd Mitra, Malabib Clukt vhorny
Rutraprasad Sen Ciupta

Bhola Shabar, the unruly son ol a poor tribal widow,
enjoys roaming in the reserved forest with his girl friend,
Chinta, daughter of a clay-modeller, One day he is beaten
up by the forest quard and brought before the: local
landlord for justice. With a view (o tame (he little savage,
the landlord employs him as a servant. Estranged from
his mother and his girliriend, he feels lonely, but wins the
confidence of his master for his services,

The landlard trains him up to serve all his interests, He
even teaches him how to handle a rifle and one dav ashs
him to use It in order to evict the Santhals who plough the
land that the landlard has taken on lease from the fores
department. Bhola refuses to obey his master; for one
thing, he is & friend of the poor Santhals, for another,

Bhola has decided 1o elope with Chinta wha is about 1o be
miarnied off to a man of her own caste: Bul when Chinta
comes, Bhola loses courage, He gives vent to his anger by
beating up the forest guard who is caught in the act of
making mdecent advances to a Santhal girl. This Jands
him in jail. Released, he comes back to his village, a ghiost
ol his former self, suftering fram gastnic ulcer. Because he
i5 jobless, he has to depend on his old mother who
frantically searches for food. When finally she mManages 1o
aet some rice, she finds her son lying dead in the lorest
The forest quard and the village counseller send the dead
body 1o the police station, suspecting it 1o be a case o
suicide. The post-mortem report confirms that it is really
a case of death due 10 starvaton




NENJATHAI KILLATHE

Tl Coleaur /1980

Diraction, Stong & Screenpiey J. Malendran, Produc mon Catmmaomy Dew
Fibms . Privale Lid /Producer K Haiagopal Chetty) Photogrmphi Ashok
Kumar/Edring A Paud Durasinghy Audiogrophy 5P Ramanathan/Ar
Direciion A Romaswarmy Music Raparajs/Leoding Fiegers  Sahasind,
Pratap, Mahan, Saral Habu

Wi, an athlete, practices daily in the early hours, unaware
of ‘Ram. also a keen athlete, who keeps following her
Viil's brother, Chandrasekhar, makes fun of her enthusi-
asm for sports, Her sister-n-law dislikes her

The friendship between Vil and Ram soon lurns inlo love
and, though Bam is not well off, Vil readily agrees to
marry him

Pratap, a close relative of Vijl, vearns in silence for her
When Ham's parents ask for Vii's hand for ther son,
Chandrasekhar's wile sullies Viji's name. A weak-kneed
Ram also believes the stany.

Vij s forced by her brother to marmy Fratap, but this
umiomn 15 a falure. Pratap fails to get her love and atfection,
Ram marries a rich girl and comes to liveina flal next to
Pratap’s, Viji Is pealous of Ram's new found happiness,

Despite his love for her, Pratap gets no response from
Viii. Broken-hearted, he decides (o leave for Calcutia
Whern Bam learns this, he invites Viji to her fiat and she
finds that his wife is an mwahd. Vij realses her {olly and
rushes to the airport.




OPPOL

Matayalarn Ciodour,/ 1980

Direction K.5. Sethumadhagn Producer Smit. Resamma Geroge! Siory
& ScrevnpioyM. T, Vasudevan MNair/ Phodograpin Madhu Arnbat Editivgg
TR Seinkasshy'Art Directin  Kitho/Music MB. Srnhvasary/l sading
Pionyerd Balan K. Mard, Sankaradi;, Jos Praksah, Mensha, Kavivur Pon
rinma, Master Aravind, Master Shvaprasad, Mastar Joshi

Oppol ts the story of six-year-old Appy—his dreams,
aspirations and disappointments. For him his Oppol
(elder sister) Maluis the embodiment of everuthing that is
good and his grandmother, Naravani Amma, just the
opposite. A source of happiness to him is Thami, the
cowherd boy, Kunjan MNair, a regular visitor to the house,
i5 the only person who takes him oul

Lots of things the arown-ups talk about and do are quite
puzzling 1o Appu. He is also scared of his grand uncle,
whi always stands outside the gate and never enters the
hiolse

Returming home one day after school he finds that Malu s
missing. He learns from Thami that she left with Kurgan
Mair. He runs to the temple, where he finds Malu standing
beside a tough looking man, both garlanded. Everyhady
is surprised to see Appu there. Kunjan Nair saves the
situation saying that Appu is the child of Malu's deceased
elder sister and it is Malu who brought him up after her
death,

Gaovindan Kutty, the groom, volunteers to take Appu
with them. Appu wonders what hold this stranger has on
Malu and he never lets her oul of sighl. The boy inirudes
on the intimale moments of the couple. Govindan Kutty
i5 irritated; Malu is in a dilemma.

Appu learns how to shoot arrows from Nambi, a tribal
bay. He tries to use it on Govindan Kutty as Rama did, to
eliminate the demons, with disastrous results. Malu is
very crass with him and tums her full attention ta Gowvin

dan Kutty.

Appu feels neglected and runs away, Malu starts a frantic
search for him. Finally Nambi fmds him ina delirious state
Ina cave:

Now Malu has to make a crucial decision-whether 1o stay
with her Husband or leave him, The truth comes out
Appu is Malu’s som. Malu leaves the house with Appu




YAGAM

Malavalam/B & W/ 19680

Diéirectio & Photogrophy Shvan/Produc ion Compony Saritha Films/Pro
ducer B, Chandraman Bay Srary N, Mohan Screemploy K5, Namboaot
hiti/Editing  Suresh/Arr Direction Surendran/Music M.G
Racthakrshnan/Leoding Plavers Babu  MNamboother, Premp, fohn
Samuel, dolajs, Kalpana, Sreelatha

Unni, a middle-class Namboodin vouth, is more of a poet
than a revolutionary, Disillusioned with the socal set-up
and frustrated at the madequacies of the political move
ment of which he |s apart, he is slowly drawn lowards an
extremist group which has taken to viclence. He discon
tinues his studies, much to the disappointment of his
widowed mother and other members of his famiy;

Unni obeys all party mandates inspite of his owr misgiv:
mas about therm. Even the cold-blooded lhqudation ol a
fellow-worker accused of vacillation does not deter hirm

A motonous landlord of the locality s the victim of the
group’s first “action”. Hs comrades help Unni to escape
as he is in charge of the second “action”, while mast of the
activists are nabbed by the police.

Linni reaches Madurar, the scene of the next "action”, He
stays in the house ol Muniswamy, a poor factory worker.

He picks up a friendship with Momiswarmy's little daugh-
ter, Kannamma, who reminds him of his own sister

The plan of the “action” is lo blow up the raitway bridge
the momenl the train, aboard which the minister is travel
ling, enters the bridae. He leaves behind a comrade Lo set
off the explosion, because he must make good higescape
from the city before the news ol the sabolage spreads.

It is thee mght of the Karthika celebration—the Festval of
Lights. Back at Munswamy's house to ek up his things,
he finds little Kannamma at the foot of the stairs eagerly
waiting for her [ather to return from the suburban
factory

Then he learns that Muniswamy is connng by the same
train they have arranged to blow up He goes back ina
desperate bid to stave off the explosion. But it is too late,




The Year of the Two-Reelers

Togo by the awards, it has been a year of rather longish
short films, supported in turn by strong corporate finan
cral backing. This bespeaks an extremely welcome sign of
creative commitment for endeavours that have little or
fio motivation in commercial gain, in sofar a5 the exaercise
s not in support of consumer crusades. The award
winring films, with the honourable exception of Mani
Kaul's ascerbic exposition in motion, alas gue little e
dence of such a backing having led to a more daring
approach, it concept and form

In the context of the Indian flm scene, specially in the
commercial screeming of films, the short Glm s nol a
paving proposition for anyone, not even for the soft-
drink, toothpaste and whitening-cream manufaciurers,
who have never gone further than including ad films as
unly part of the major package campaign which s haavily
dependent on the static made, the words of o printec
page and the ubigquitous hoarding. At another level,
government has discovered thal the anly way 1o ensure
that its own short films are screened 15 by mvoking jts
rile-making powers and making it mandatory [or theatre
owners (o donate & certain amount of time before a
feature film to them, Even this does not guarantee that
the film will be seen by the people wh have learnl 1o pay
attention lo the sereaen only when the credits of the mam
picture flash on the white expanse, and ther favouriie
stars pirouette in the sivle they have paid to see

1t wiould almost seem that short films are being produced
as a symbol of defiance against the fotal lack otinterest m
therm. In the straight jacket fhal these factors impose. it s
nial 1o surprising thal the vear’s films show liftle nnova
tion. Perhaps we really need an organisation on the lines
of the Mational Film Board of Canada to elevate the shord
fitm mito an end mitsell, not a mere rader or o hean
rending proof that the film maker wanted to continue, but
ran out of cash and raw stock.

To dwell on the truism of the genre, a short Him s ool
merely a limitation of length. The lmit of tme mposes a
rew set of rules, a new languaoce allogether with s own
grammar and syntax. i1s own idioms, and even its awn
chiches. Il s a heady set of restrictions that have broughi
put, in the past, a rare excellence in Indian filrn makers
Twer memerable instances from the past have besn the
searing verite of Burning Srone, a Films Division award
wirmner of vesteryear that jolted the intellect with its ruth
less, urvarnished insight into the soul-traps of the coal
lhelds, and the intermationally honoured instructional filim
on pisci-culture which made the artificial fertilization ol
fish roe and nuriuring of the fishimags nto a thing of
exquisite visual beauty. The present ot of shorts do not

match these two, bul i their own wal, speak mmacil
lately of the brave Indian short film maker

As a group, Deldal, Arrival and Tragedy of Gendi share a
coumriion thematic endeavour in social comment, but the
treatment that each director or creator has brought to
bear on ihe subect proves an index more of his motiva
tion than of his talent. In addition, Gendi provokes sitong
guestions on the ethics of photo-journalism in the con
text of existing laws of junsprudence. Bul within this, the
three films also give a very wholésome example of the
range of approaches that can be brough! (o bear on a
sublect that can soeasily lull the artist into nane philcso
phisma, with platitudes and cliches ourmanouverg ong
mality and integrity

Daldlal gives-a wistal summary of the crus of the Gandh
Peace Foundation's disturbsng research on the con
tinued existence and profliferation of bonded labour n
this country, even after 34 years ol independence. It
reflects a happy menage a lras of cmema vente, the
classical “socthradhar” of the nailya-shastra and the
dramatisation of the neo-realistic feature, But for certain
oftences by the sound track and a ivpical blandness in the
cinematography, which tries its damndest 1o make space
two-dimensional, Daoldal 15 & potent and effective
denouncement withoul many platitudes, with a mim
tmum of sirvplification and fortunatel, without a trace of
patromising  sellcongratulation on behall of the
ﬂv_l'..'l_"r“l'l'm:‘l il

The sharp commentary has a stariling and refreshing
crispniess that cover up lor lapses in the cinematography
and the amateur cast of the reenacted incidents
“India .. this two faced land —where Independence s




celebrated, and bonded labour too” are the opening
words. It goes to divector Dixit's credil thal he manages
this contrast throughout the film. In' a series of quick
cameos {in the opening scene, the words are State: Guia
rat. The Accused: Chandu. The offence: hs desire to be
Iree, as images flash of a man tied at a stake and flogaed
close lo death) Dixil presents a shattering montage on
the fife and limes of 27 lakh helpless latter-day slaves,
their lves not their ouwn, their labour their chain of bon-
dage and their children not-so-fatted calls destined [or
sacrifice af 1he same altar of the same primeval god of
poverty

The government etforts, the passma of laws; do nint seem
to-have any eflect, and the bnight ravs of occcasional
crisades—which are honestly presemted—become the
exceptions proving the strength of the rule. A manwants
to sefl his son (o gel money to bury ks dead mother. The
child whimpers, The narion asks: why not borrow from 4
nationalsesd bank? “Will they give me the money jusi
naw?" “No. But the landlord will”. The rays of hope are
merttarious 1 ther awn right, like Amasingh, a former
honded labourer and now a member of parliament. But
all the Chandus overshadow his achievement, They still
remain m bondage:

Diit's dexterity comes to the fore in the conception of
the commuentalor, the reporter an the spol, the nation’s
conscience. =0 tospeak. But he s nol an intruder, and his
presence perhapsis the factor that brings a jolting realism
to the reienactmenis thal dramatise the reallife
mcidenrs

The Trogedy of Gend: dwells on another national
malmse-currently known as bride-killing. The two news
cameramen, 3inha and Rao, re.create a murder that took
place 'm Samodh, a village 12 km from Jaipur, on 12
February this vear. A man came and reported that his
wile and miant son had fallen into 2 well and were dead
The police recoverad the bodies, lound they had been
murdered; and logically arrested the man; his father and

Arrval

mather for kiling her because she did not bring an ade.
quate dowry. The re-enattment is dramatic as it goes_an
illustrated magazine article which contains forensic infor-
mation, social comment and food for thought. It howeve
raises a very senous gquestion of journakistic integrity and
ethics. It is not made clear, but the ilm's endeavour leads
ong fo believe that the two cameramen want to highlight
the ‘realism’ in the situation, that the dramatis persoren
the film are the actual personsinvalved in the crime. Two
aspects need to be guestiored. I these are the main
suspects, whal is the propriety of making them re-enact
the alleged crime? If theyv are not, then the entire exercise
becomes one af ;Ilﬁ'iul!ir_!ll-l_._a the case on };Uh\jq mtorma:
tion even before a court of law has held them: quily
beyvond the shadow of a doubr. |s this a trial by the public
and not by the law? Who gave the film makers rhe right to
be judge, whatever rthe provocation and however heinous
the crime? And lastly, have the rights of the suspects (and
evenn comvicled criminals have basic rights) been wo-
lated? This is extremely tricky ground, and needs think

ing over belore eager and enterprising film makers make
a mockery of justice under the crusading quise of expose

Mani Kaul's Arrival makes its soclal comment incinemi's
own language, borrowing litthe from the grammar of 1he
written word, Produced by Mushir Ahmad with Purush
Backar at the camera and M. J), Baburao at the sound
controls, Arrival finds Kaul in a dazzling display of brav

ura cimematography. Kaul—perhaps ane of India's only
two or three experimentors who are trvmg to create lor
cinema a language and vacabulary all its own, withoi
roots and bindings in the more established art formes af
theatre and prose—has so far led the lonely existence
that is the fate of men who are the first of their kind. In
Arrival, Kaul establishes for his critics that he is a supes

for and refined craftsman steeped in the classics of cur

rently known concepis of (orm, and if he dares venture
into the abstracts of the beyvend, it s not o escape [he
rigours of the traditional.

In-a honed collage, superbly rounded off with 2 compati

ble soundirack, Mani Kaul machineguns the audience
with a series of images that highlight the contradictions af
the urban ethes of our times. [t s a contrast and a
one-ness that Kaul establishes between the metaphors of
hungry men moving the city for food, and of the vegeta-
bles, the condemned goals and sheep-in the abbatoir

Mechanisation, repetition that numbs and deadens
awareness, on a remmarkable wrn-about become stinging
adjectives that carry Kaul's angry blast at the reduction of
the human fnto a commodity

The images are full of colour, ironically even full of life
though hé is filming the macabre routineness of death in a
slaughterhouse. Kaul experiments with mation and
movenent, both of the camera and within the frame

Perhaps to the fans of his alter-ego, of the wconockistc
alchemist seeking the secrets of cinema, this s not agree




able. but Kaul has nontheless made his point,

The Day of the Dark Sun, by the Films Division, records
the sensation ol an extraterrestrial drama of hiblical
magnitude—the total solar eclipse seen in lndia after
many a decade. As wils said when the eclipse was a day
awmy “Indians will kake o holy dip and shut their eves in
[ear as the world enjoys the most beautiful phenomenon
open 1o man's oye”. Very few Indians could really see the
fully eclipsed sun displaying its wonderous luminous cor
ona-and the rare diamond rng effect as the moon disk
passed across the lace of the white ball of fire Using
mary carmeras, the Films Division team give a fair picture
of the sclentific actvity thal followed the eclipse, and a
rear complete record of the eclipse itsell, from first con-
tact through totality and onto the end. The high drarma
comes through, as does mwch of the awe and the sus-
pense and the cultural impact, But the film has its flaws;
unfortunately in the one aspect which canmot be cor
rected Bl the next eclipse is seen many years from now
The faull may lie in the lens or the raw stock, but the
corona itsell comes out very pale, and the diamand ring
less than sparkling. One has seen better seqgments on the
same eclipse

Mariculture reminds one of the milormation-packed
beauly of an eartier film aimost on {he samme silbyect
Director Paulose obwvioushy has done considerable
research m the manilold activities that have been
launched 1o harvest the riches of the seas and the nvers
ftr better advantage, he brings 1o his job an eyve lor defail
and a sensitiviny for colours, shapes, fexture and move
menit, The film is really engrossing as it details exoticafor
the expert and the layman (whose contact with sea food
i only at the table) beginning with how ta ‘grow’ fish ina
pond, on (o the breeding and care of prawns and the
harvesting of seaweeds m an iniriguing process that
comes clasest to the idler's dream of growing rich domng
nothing, The tediiim i the film resulls [rom the film
maker’s desire to encompass evervthing in one shor

Mancuihure

film. Too ambitious a project, the over-view is grand, but
leaves one hungering fur more of each separate morsel,
Ol Offshore is the story of oil, a fascinating subject in
itsell, and the story of the national search for more of it
This s of interest to anvone who hights a stove, or (ravels
by & bus, for oil s getting scarce and its mport threatens
banckrupicy. Director Satya Prakash documents the
national search for oil and gives a cragh course in the
technology of this search, as culminating in an off-share
rig in the Mahanadi basm on the Orissa coast. He lakes
the viewer o the air, and on (o the rig, buifered by high
winds and dangerous waves, conveving much of the
exciternent, some of the rigours and much of the hope
that ‘moves the men in their sirange machines. It s a
travelogue of a nation's journey into self-sutficiency. And
that 15 heady.
The Chola Hertage by Malayam cinema’s pathiinder,
Adoor Gopalkrishnan, is an academician’s lecture-hall
talk for laymen, profusely illusirated with shdes. That is
thi danger when dealing with the static lines of history,
specially of architecture. It is spell-binding |l vou are
interested n history, particularly: the: history: of south
India. It is postvely encylopaedic for thase interested m
the Chola ermpire; Bur 1o the layman, who does not know
that the Nataraja statue that decorates his drawing room
is perhaps the finest of bronzes on earth, the film pram
ses an eveopening introduction 16 the roots af Indian
civibsation
Pampa on the other hand is a tivily, frisky film with the
camsera h::]’l-ﬁ-!u‘.p-ﬁlu‘] jumping Lo |i-‘:i.-]1 pace with the
energelic voung heroine a5 she takes brush to hand and
paints with mspiced frenzy. The young girl is.a charming
personality and even when the oft-screen narmation chs
phays adult predelictions and weaknesses in pomposity,
aur herotne does not. This s a girl so easy to identify with,
even if only in wish [ulfiment. Director Sharma and
cameraman H. R Doreswamy obvioushy love children
John Dayal
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ARRIVAL

English/Colour

Direction Manl Kaul/Production Flime Dwvision, Gowvi of  India/
Photography Purush Bookar, Editing K. M. Nayaly/Sotsed M. . Baburao/
Music Rashunath Seth/Words Lalitn Kaul/Vodee Luky Samal

A candid study of the bustling metrapolis of Bombay and
the faceless crowds that constitute its labour force,

DALDAL

Hindi/B & W
Direcrion & Screenploy Pradeep Dixit/Produces Knystyna Khote/ Photo-
graphy Rem Aganwal/Editing Seyeed Jawed/Music Sodhiz Moghe

A commentary on the malatse of bonded labour, hased
an incidents reported in “A National Survey of Bonded
Labour” by the Gandhi Peace Foundation.




MARICULTURE

English/ Cobouy

Direciion C. J. Paulose/Produchon Films Crasion, Govt, of Indiay Scr
B. K. Bhan'Phatography 5. H. Naidu/Editing 1. M. Valal'Sound [, 5
Sami/Mumc Satwh Bhats/Waords MNeeth: Ravindran/ Vowe Homesh
Thapar

The film stresses the need to augment the dwindling
resources of the sea—to shilt from mindless explottation
ter scientific culture. [t underlines the role plaved by the
Ceniral Marine Fisheries Research Institute in this field.

| 4

OIL OFFSHORE

English Coéour
Direction & Editmg Satya Prakash/Prockcer Prem Prakash/ Phom:
graphy B, K. Bose/Muse Cedrc Narsimharal

The film 15 on ofishore ol exploration on the eastern
coast—in the Bay of Bengal, off Ornssa-—undertaken by
Ol India Limited. It covers the different stages of the
project and underlines the magnitude of the task.




INDIAN NEWS REVIEW NO. 1657
(Tragedv of Gendi)

Enalsh/B & W
Production Fims Divsion, Gowt. ol India'Photogrophy M. P. Smha,

Rapgopal Rao/Cheef Editor V, D). More/Recordist A, W, Bhashyam/Music
K. Marapanan/Werds & Volee Zul Vellani

The newsreel covers a dowry murder in the village of
Samocdh in Rajasthan.

NEWS MAGAZINE NO. 3 (DAY
OF THE DARK SUN)

Ersalish/ Codour

Produchion Filrms Division, Govt. of India/Maode by N, 5. Thapa, M. 5
Penduthar, C. K Madhew Rao, © Ramani B 5 V. Morthy. B K
Parthasarathy, Saped Ahmad, M. A. Narveiar. M. 5. P Haran, B G
Chendhwankar, K., Narayanan

The fitm covers the total solar eclipse on the 16th Febru
ary, 1980 and the relimous ntuals and scentific mvestica-
tions performed on that day.




THE TALKING, SINGING

“You ain't heard nothin' yet”, said Al Jolson in the world's
first talking feature film The Jazz Singer, premiered in
New Yaork in October 1927, Throughout 1928, Bombay's
film trade press hungrily reported accounts of Holly-
wood's experiments with sound. The end of the silent film
seemed at hand, but this may nat have caused too much
distress at a time when the Indian film, despite some
impressive achievements, always ran a poor second to
foreign films in Inchia. (Only 15% of the features released in
India in 1926-27 were Indian.)

In 1929, Madan Theatres of Calcutta premiered the
American Melody of Love, the first talking feature to be
shown in India. Seon afterwards, the vasi resources of
Madan Theatres were pressed into building a soundproof
stage on the cutskirts of Calcutta, thus initiating the race
to be the first Indlan film production company to make a
sound film, Madan Theatres did indeed win the race by
producing the first sound short early n February 1931
(though according lo some accounts, this honour was
shared with a rival company, Krishna Movietone, who
premiered its talking shorts on the same day). But the
more substantial achievemnent of making the first talking
feature belongs 1o Ardeshir Irani and another film com-
pany, Imperial of Bombay. On March 14, 1931, as Madan
Theatres was regaling a Calcutta audience with a new
programme of 31 talkie shorts (including such items as
Lady worshippers at the temple of Shiva, a dance by The
Corinthian Girls, and a speech by the physicist and nobel
laureate C. V., Raman), Imperial released Alam Ara in
Bombay. Madan Theatres lollowed with Jarnai Sasthi in
Bengali five weeks later. The sound era had arrived.
For afilm industry that had to struggle against the compe-
tition of imported films in the 1920s, the coming of sound
brought several important results. Chiefly, the use of an
Indian language offered a natural protection against the
foreian film, and brought about a phenomenal growth in
production. In the year of Alam Ara, 22 other Hindi films
were made, but also 3 in Bengali and one each in Tamil
and Telugu. The next year, in 1932, the production of
sound features continued to grow (though the silent film
was siill far from extinct), and Marathi and Gujarati films
had joined the babel of tongues, By 1933, the number of
Hindi talkies alone had grown 1o 75, and in the last year of
the decade, the total number of films produced was 171.
In these nine years, the Indian film industry had made
films in 17 different languages, including Burmese,
Arabic, Persian and even Malay. In the conditions of
unbounded optimism that characterised the Indian film
industry in the 30=, “You ain't heard nothin’ yet” seemed
almost an understatement.

THIRTIES

The coming of sound and the consequent rise of rexjonal
cinema compietely altered the production structure of
Indian films. In the heady, pioneering days of the 1920s,
little production companies had sprouted in the unlikel-
est places, even in Gaya and Nasercoil. Inevitably, lack-
mg technical facilies and experience, many of these
ventures were fly-by-night operations, and many per-
ished as quickly as they had sprung up. The recording
and synchronising of a sound track, however, called for
greater technical skills and resources, and probably dis-
couraged many would-be investors who might have been
inclined, inan earlier time, to have a bash at makinga film.
As the '30s ground on, the production of talkies came
mcreasmgly 1o be concentrated in the hands of the “big"
studios in Calcutta, Bombay, and later in Madras, each
one with its own language specialisation (though the
Hindi market remaimed a prime target and accounted for
the fact that most movies were made in double, or even
triple, language versions).

In order to understand the ethos of film making in the
“30s, it is useful to get to know some of the personalities
who manned the three major studios during this period.
The premier production house for Eastern India was Mew
Theatres, founded in 1930 by B. M. Sircar. A building
engineer by prolession, and the son of the Advocate
General of Bengal, Sircar soon discovered an aptitude for
the role of a cinema mpresario. Two nol very distin-
guished sitent films notwithstanding, by 1931 Sircar had
built and equipped a sound studio and laboratory in




Calcutta, and began recruiting a nucleus of talent thal
would soon propel New Theatres to the forefront of the
sound cinema industry. Perhaps because Sircar was con-
tent to be an impresario and did not direct oract himself,
he was better able to attract men of exceptional talent
and ambtion to work with him. One of the first to jotn was
Debaki Bose—he too had a not very remarkable begin-
ning directing slent films, but working with sound, he
found his metier almost immediately. His first venture
was Chandidas in Bengali which, released in 1932,
caused a sensahon throughout Bengal. Seeing Chandi-
- das today, the ecstatic response of 1932 is a little difficult
to understand but it does; | suppose, take a feat of the
imagination to put onesell in the position of a spectator of
that period. In any event, by the mid-1930s, when the
practice of makng double-language versions had become
more general, Debaki Bose had emerged as a director of
allIndia standing.

The real star of the New Theatres stable was an endear-
ingly flamboyvant character called “Prince” (P.C.) Barua.
Like Sircar and Bose, he too had dabbled in the silent film
with no notable success, but he was catapulted to fame
with Devdas, which he directed in both its Bengali and
Hindi versions. Once again, the phenomenal success nf
the Hindi Devdas (in which Saigal played the title role} is
today somewhat difficult to comprehend; it appears
maudiin and sentimental to a faull, and Saigal's perfor-
mance {this was his first film) s simply dreadful. Yet, itisa
sobering thought that the ingredients of Devdas—the
romantic-tragic hero, the languorous tones of unrequited
love, the hera’s slow decline to dissipation, and death—
seemed to have fulfilled the expectations of its middle
class audience at the time to perfection.

Prince Barua went an to make a number of other popular
successes, mast of which he not only directed but wrole

Admi

and played the lead in as well. Both on screen and in the
popular versions of his private lite, Barua lved up to the
heroic image which he had done so much to create. In
Calcutta he lived to the hilt the role of a salf-indulgent
prince—he would be seen driving around the city in a
custom-built Fascinni with a tame leopard on the back
seat! He was reputed 1o be a crack shot, with over fiffy
tigers in his "bag’. On one occasion, he wanted Lo shbol a
rhine; upon being told that rhino-shooting was prohibited
and carried a fine of five hundred rupees, he promptly
paid the fine first, and then went out and bagged his rhinol
Mare than any other single person, it was Prince Barua
who gave shape to the screen image of the doomed hero
it its standard Indian version, and Barua himself, with his
broad forehead, his slight build and consumptive chest,
and not least, his hard drinking (which eventually killed
him), expressed the romantic-tragic ideal to perfection.
Barua died in 1951, but his best work was already
accomplished by 1940, so that like all the other great
names of this period (except Shantaram), he belongs
solely to the distinctive decade of the 30s,

Meanwhile, in Bombay, Himansu Rai had founded Bom-
bay Talkies in 1934, Rai had embarked on a film career a
decade earlier by persuading the Emelka Film Company
of Munich to collaborate on a (silent) film about the
Buddha's life. Rai raised funds {or location shoating in
India, and Emelka agreed todo the rest. The Light of Asia
eventually opened to a grand reception all over Europe,
but it failed to recoup ils Indian investment from the
Jndian market, and Rai tumned increasmaly to Europe
both for inspiration and funds. Twa further Inde German
films followed, both successful Then, m 1930, Rai
launched his first sound film, Karma, this tme with Bt
ish money and crew. Starring Devika Rani (who was by
now his wife) and himself Karma was begun on location in
Partapgarh, and completed in Hindi and English versions
on sound stages in England. | hesitate to say this, but




Karma seems trivial and utterly devoid of merit today —
vet, the success of its Hindi version attracted Indian
imvestors and catapulted Devika Rani to stardom and
fame, More important, it allowed Bombay Talkies to be
launched the following year

By 1935, Bombay Talkies was the best equipped studio in
the country. Franz Osten, the German director who had
worked on three of Rai's previous films (though not
Karma) joined the stall, along with a few others from
Germany (notably, the cameraman Josef Wirsching)and
England, and over four hundred Indian artists and techni-
cians. The next year, Bombay Talkies premiered Achut
Kanya, beautifully photographed by Wirsching and Jow-
maly directed by Osten, and this was only the beginning
of a string of successes. For a decade, Bombay Talkies'
output (roughly three films a vear) set standards of tech.
nical values and a gentle, fluid treatment of theme that
were the envy of film makers everywhere else in the
country. | am tempted to befieve that Osten and his
technicians had a lot to do with setting the technical
standards, bul most accounts of this period have tended
to say very fittle of their role

Himansu Rai died in 1940, and Devika Rani carried on in
his place till she retired in 1945. With the post-war vears,
Bombay Talkies changed bevond recognition, and
though the company lingered on untl 1952, it had
already, a decade earlier, lost its creative impetus, Inone
respect, however, Bombay Talkies lived on through the
results of its training programme —Ashok Kumar, Raj
Hapoor, Dilip Kumar and K. A. Abbas had all started
their careers unpretentiously with Bormbay Talkies in the
a0s.

The Prabhat Film Company, founded in Kolhapur m
1929, started out with none of the advantages of New
Theatres or Bombay Talkies. It began unceremoniously
in a tin shack, with no capital resources and no facilities of
any kind. Shantaram had learried his craft the hard way,
as an apprentice and odd-job boy on the studio floor.
Together with Damle and Fatehlal, he was determined to
make up in spirt and determination what they lacked in
material resources. The safest subject for any film com-
pany to tackle in those days was mythological and devo-
tional themes, and Prabhat's first few silent films, if not
particularly noteworthy, nevertheless encouraged their
makers to further efforts. In 1932, Shantaram made
Aypodhvacha Raje in Marathi and then in Hindi, and
mmmediately won wide recognition. The following vear,
Prabhat moved to Poona, and could now afford to build
its oun spacicus studios, complete with a zoo that
housed tigers and elephants!

In 1936, Damle and Fatehlal made Sant Tukaram which
won an award at Venice. Shantaram followed with a
number of bold, innovative 'social' films, whose thrust
seemed to be a forceful rebuttal of the New Theatres
brand of 'pessimism’. Prabhat had come to represent a

very distinctive genre of filln making by the end of the
decade.

Shantaram eventually broke with Damle and Fatehlal
and left Prabhat to form his own production company in
1941. Like Bombay Talkies and New Theatres, Prabhat
too appears to have reserved its best years for the 30s
Yet, of all the towering figures who emerged in this
period, Shantaram alone went on to confinue his suc-
cesses in another age, another climate of film miaking,
after the war.

It is worth noticing a lew other aspects of the Indian filmm n
the 30s : we have already noted that the arrival of the
talkie had brought about a drastic change of personnal
and -a new production structure m the industry. The
change was besl exemplified by the new faces who were
recruited fo play the female leads. Because of the tradi-
tional stigma attached to the performing arts in India, i
had always been very difficult to persuade 'decent’ Hindu
girls |0 appear on stage or the screen; The Parsi Theatre
had merely adopted the convention of folk drama and
used men dressed up as women, but this could not be a
salisiactory solution for the early silent screen. As a
result, the cinema recruited Anglo-Indian and Christian
girls, who did not share the prefudices attached to the
performing arts. The best known names among the
actresses of the silent era, even though they were made
to sound Hindu, were really Christian—Sita Devi (Rence
Smith), Sulochana (Ruby Mevers), Madhur {Beryl
Claessen), Lalita Devi (Bonnie Bird), Indira Devi (Effie
Hippolet)—such was the nature of the charade. But this
solution ceased to work with the talkie, when an ability to
speak with the right accent inan Indian language became
important, and most of these names disappeared.
{Sulochana—Ruby Meyers—was one notable SUTVIVOE, )




Furthermore, an actress’ abilitv to sing became of para-
mount importance, and the serch for new talent led
naturally to the red-hght district and nautch-houses of the
major Indian towns. Here, the talent scouts were on the
look out for a pleasing face {and figure), an acceplable
Hindi-Urdu accent, but above all, singing talent, and it is
from these places that the majority of talkie films found
their heroines. Two women, above all, stood out as
exceptions to this pattern—Devika Rani of Bombay Tal-
kies and Durga Khote of Prabhat, both Brahmins, both
urbane, sophisticated and westernised; and both of them
went on to fashion a completely new image of the screen
heroine, complete with all the familiar ingredients of star-
aloss.

Druring the 30s, however, the star system had not quite
developed yet, The producer and director were the domi:
nant figures, the real stars, and they appeared thus to the

public as well. Debaki Bose and Barua, Shantaram, Irani
and Himansu Rai were all, in their own right, alwavs in the
public eye. The lead roles were played by men and
wamen who were employees of a studio, and the real star
system as we know it today, did not begin to emerge until
the big studios broke up in the 1940s, and actors and
actresses became freelancing talents, highly-paid, bul
inevitably, insecure, temperamental and blown up out of
all proportions to their real waorth.
Lastiy, 1t is a useful corrective to any critical judgement of
these films to recall the conditions, particularly with
regard to sound recording, in which they were made, The
usual practice was to shool in a (partially) sound-proofed
studio and to record the sound track directly. While a
player delivered his lines in a carefully circumseribed
position, a four-man orchestra would be perched on a
raised wooden platform above camera range but aligned
with a microphone suspended over the actors' heads.
This ‘live’ mixing of the sound track while shooting
imposed collossal restraints on the filmed action—even
the "natural’ sounds of the outdoors would be provided
on an indoors stage by lour or five defi ‘effects-men’
crouching just out of sight of the camera, and making a
distinctly human cacophany of bird whistles.
The camera too lost some ol its mobility by having o be
draped with blankets to damp the motor noise, and what
with the cocing of pigeons in the studio loft, the rumbling
of distant trains, and the inherent difficulties of executing
a perfect sound ‘take’, it was often much more than a
mere technical feat to produce a full-length talkie.
By the end of the first decade of the talkie, a whole
production culture had passed into oblivion. Already,
immediately after the Second World War, it was almost
as difficult as it is now to recapture the sense of optimism,
the heady adventure of pioneering a new art form in the
30s, as it is today.

—Pradip Krishen
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CHANDIDAS

Baraal/B & W, 1912

Bt ey
Lid. Profogropdy. Nitin® Bose/Sound  Mukul Bose/Musie Rai Chand
B Durgades Banerjee, Limasashs, Acrow Multick
Munoranjan Bhattacharyn, B C Disy

Direc tuor - Eebaki Kurmar Bose/Production Coampany New, The

omnding Flloy

The film is the story of a Vaishnavite poelsaint of the
sixteenth century. Chandidas, the disciple of a strict
Brahmin priest, falls m fove with an untouc hable girl. As n
result; the untouchable community 15 terronsed by 1he
hghcaste villagers, The lovers also sufler emotional cor
flicts. Bul somehow they r

1am undaunted m then
resolve o stay together, Chandidas finally breaks all
class barriers and goes away with his love to begin a new
and free life of his own,

Retrospective

KRISHNAKANTER WILL

Bamoalt/B & W g2

Chrechon  Jyois

Lt P

bl B e Product

Covrmpany  Madan  Thesatres

Mt Diss/Levding Flovers Ahmdra Chowdhiary| Mir

ahin. g Bhattacharga, Sesubala, Santi Gupta

gk |

Knshnakanta, a rich zamindar, disinherits his wavware
son, Haralal, and leaves his fort
dalal, in bus will. Robuni, a girl widowed in her childhood, i
persuaced by Haralal to substitute a take will 0 his

urie to his‘nephew, Gobin

favaur. In exchange he promises to mar my her. But when
e refuses to honour his promise, Rohini tries 1o put the
real will back mto the safe and gels |'.-}gg:'l' Gobindalal

he finds
himsell attracted to her and starts neglecting his loving
wife, Bhramar. When Kroshnakanta learns (his, he

changes his mind and makes Bhramar the inheritor. His

pride hurt, Gobindalal deserts his wife and goes away
with Rohim. Bhramar's misery is now complate: Har
father looks for Gobindalal and sends emissaries to find
him. MNisalar, one of them, traces them in a far off place
Rohini, meanwhile bored by the life they are fiving, chan
cesupon Nisakar who soduces her. She is done 1o deaih
il for her unfaithfulness. Bhramer fnlls il
Gobindalal's conscience finally gets the better of him. He

oy Gobind:

comes -hack—but only to reunite with his wite an He
death. The film is based on a novel by Bankm Chandra
Chalterjes




Retrospeciive

KARMA

Enghsh/B - W 1533

Direction . L F Hum/Production Compary Himomsural Indo
Intecrational Talkies Lid, Bombay, Indias & British Productions Lid,,
L el Prohues Hirmarss: Rl S Dewars Sharary Sc rprenlony & Lic
logue  Hupert Dieaming Photogrnphy Desmand C Dickinson,  Emi
&ehunermann Edifing Challls Sanderson Mesic Emst Broadburt/ Leod
i Ployers Devika Band, Himansw Fa, Davwan Sharar, Sodba Hani

A Young gueen of one state 1s i love wil h the prince of a
nenghbouring kingdorm whose king has evil destans on the
gueen's territory. While the two lovers pine and sigh,
mtrigues are sel m mation, en he one hand to usurp the
Maharani's kingdom and on the other to finish off the
]_-|-|-i,r|,"-+: Alsointerwoven in the story are exonc and pop-
lar scenes of tiger-hunts, cobras, snake-charmers, rell
gioiss rituals, el

Retrospectve

DEVDAS

Hindi/B & W/ 1535

*Diiroctnw & Scriersplins Pramathes Choandra Barun/ Produciicn Codr

poany Mew Theatrs L1d /Photogropin Himal Boy Eglifing Subssdh Matter
Musa- Tietie Baran/ Locdivng Plovers K. L. Salaa|, damona. Raguman, A
H Shere. Raju. Mo, Biswanath Bhadur, K. G B

Devdas, son of a rich zaminder, is in love with his child-
arhatl, daughter of a poor neghbour
Dievidas has to leave home o g0 to Caleutta to study. He
and Parbatl feel the pariing ternibly. Parbalis [ather
arranges a marrage or her toa u.'t-'-hhr'.l_.' zamimdar of a
riearby district: The RaiSabib s elderly and has grown-up
sons and daughters by an earber marriage. Devdas
comis back from Calcutta for the wedding and returns
broken hearted, while Parbati goes wath her husband (o

hood playmate,

hie hame to suffer in silence and try ta atlain the Hindo
icleal of a dutiful wife. A frustrated Devdas is infroduced
io drink by his friend Chunilal who also: takes him 1o
Chandra, a woman of easy virtue. She koves him, an
unrequited love, and is puribed through her sullering
Time passes. Parbari hears of Devdas’ 1uin and comes to
try to wean him away from drink. He promises that
before he dies, he will seek her out for her help. She goes
i‘..:j:;i-i 1o the '\:,LIL'||J5-_|4 w1 of her honme andd "'\hL'lJ-b hitter tears,
while sarving her husband anel his family with a selfless
devotion which wins her the admiration ol everyone.
Mornings come and ‘g0 in her peaceful willage until the
body of a man s found: It s Davdas, who had travelled
there all night and broken down. & lew pieces of wood, a
flame and Devdas in no more; his maral remains con
sumed on the funeral pyre. Behind the high surrounding
walls of her home, Parbati also hears the news of his
death
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ACHUT KANYA

Hindi'B & W 1936

Dhrection Frane Ogten/Production Cormparny Bombay Tatkies Lid. Pro
ducer Himinsu Rai/Diakgue & Somgs ), 5 Casshyaps Phatography
dosel Wirsching Socnd Savak Macha/Mussc Saraswati DeviLeading
Fiayers Ashok Kimar, Devika Ran, P F. Pithawals Mushiadjus Hussin
Pramila

Kasturi, an untouchable girl is in love with a Brahmin
youth. Caste barners and religious bigotry stand in the
way ol their union. They boy is forced into marriage 10 a
wile he cannat love and the girl to one of her own class
Wisely, afraid of their love, they keep out of each others
way, till chance throws them together at a village [air
Inflamed by jealousy and egged on by neighbours, the
agirl’s hushand misunderstands this meeting and a ferce
encounter ensues between the Brahmin vouth and the
untouchable husband ol a level crossing, A train comes
on. The girl, in an effor! to part the combalants. |g Tun
over and killed, a human sacrifice at the aliar of bigotry

Retrospective

MISS FRONTIER MAIL

Himcli/ B & W/ 1636

Drection & Editing Homi Wadin/ Broduchon Crwripary Wadia Mouieto
ey Shary & Screenpdap J B H Wadia/Phatograptiy Vasant B lagag
Sound Khurshed M./ Musse Mastir Mohammad)/| enichieny Players Nadia,
Sarclar Manseoor, John Caves, Savanl Atish - Mastor Maoharmmad, Jaidey
Giudshan

A qang of thisves kill a railway emploves. The station
master is charged with murder as people find him on the
scene of the crime with the murder weapon in his hand,
His daughter, Sarita, receives an ANOTYMOUS Message |6
meet someone &l a specified time and place whao could
divilge to her the identity of the reai culprit, the myste
rinus Signal X. But the man is shot dead before he ean
pronounce the culprit's name. Sunder, a senior railway
officer’s son, comes to her aid and they together give the
gang of crooks a sound thrashing. There are many twists
and turmnsin the plot which give Sarita and her beny friend
ampie scope to display their fighting skills. Evertually
Signal X is. unmasked and gets killed in a plane crash,
Sarita’s father is freed and Sarita and Sunder fall inia
each other's arms, The vamp also gets her lover
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SANT TUKARAM

Marstha/B & W) 1238

Direction V. Déamie, 'S Fatehial/Producrion Compony Prabhar Film
Co/PhotographyV, Ausdhoot/Music Keshavrao Bhole/ Linsding Ployers
\ishurpant Pagrad, Misi Gouri, Pandit Damie, Kosum Bhagouwal, Shree
Bhagawat, Master Chhatil, B, Nandrekar, Shankar Kl

The village of Dehu listens enraptured to the devotional
songs of the Marathi poet:samt Tukaram. This evokes
the enwy of the priest, Salomalo, who copies Tukaram’s
original verses and passes themn off as his own, Tukaram
is a poor man, lives with his two children and a wife whe
scolds him for his other-worldliness

Tukaram begins to work on the land, much tohas family's
jov. Salomalo lets wild cattle loose in his fields to destroy
{he crops and the owrer of the land demands compensa
tion. However, when the harvest is brought n, it is found
to be several times the normal vield. Salomalo next plots
with the beautiful singer, Sundara, to seduce him But
instead Sundara’s thoughts are turned to God and she
repents of her mmoral ways. Salomalo then accuses
Tukaram before the learned Rameshwar Shastri for
unorthodoxy in his preaching The Shastri orders the
destruction of his verses in the river. Alfter thirteen days’
vigil Tukaram is astonished to see the river goddess rising
from the waters with his manuscripts unharmed in her
hands. The great Marathi hero, Shivaji, hearsof Tukaram
and comes in all humility to sit at his feet. Hearing of
Shivaji's presence, his epemy, the Moghul Sardar,
atiacks the place. But everyone in the audience al that
moment looks like Shivaii and he Is eonfused. Shivaji
escapes. When the day of Nirvana for Tukaram arrives,
he invites his wife to go with him, but she is happy in her
homa with her children and her buffalo and decides to
stay on earth. Tukaram preaches his last sermen and 2
heavenly bird takes him up into the heavens,
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SAVITRI

MarathiB & W/ 1936

Direction & Screenploy Bhalfi  Pendharkar Production Campany
Sarnnunt| Cinetone Co./Photogrophy Madhusudan Purabit/Editin BS
Raut/Sowsd Dadasaheb Torme/Muse Swresh Babu/Leading Ployers
Lisela, Madhay Hale, Saraswati, Dinlist Kamanna, Vasant Phaehaan
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ALIBABA

BaengaliB & W/ 1937

Lrroction Modhu Bose/Production Company Shree Braratlasms Piciu
ros Phatograpdy Bilhul Dias/Music Franco Palo and Mr Magar /i eod
ng Flayers Sadhona Bose, Modhy Bose, Suprasa Mukheries, Inadirn Riowy,
Bibivatl Ganguly, Kamal Biswes, Prith Mafumedar

A musical in the fruest sense of the term, Alibaba depicts
the popular tale of Alibaba and the Forty Thieves, Alib
aba, a poor lumberjack, discovers the secret word 1o
open the door ol a cave where the forty thieves have
amassed a fabulous fortune and becomes rich over night.,
Kassem, his greedy half-brother, learns the secret from
him-and goes to the cave, In his excitermnent he foragets the
secret word which will let him out and is caught by the
thieves, They kill him and chop his body into pieces,
Alibaba recovers the body, gets it stitched by an old
cobbler, Mustapha, with the help of Mariina. the slave
girl, and buries the body, The thieves learn about this and
the lesder, disquised as a merchant, armives at Alibaba's
house and begs shelter for the night. He hides his com
panions in big earthen jars for a surprise attack later in
the night. But clever Marfina discovers the plot. She arnd
Abduliah, a fellow-slave; kill the thiewves by potiring boiling
ol ‘on them. She also stabs the leader to death while
dancing for him. Alibaba rewards Marjina by marrying
her to his son Hussein.
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AMBIKAPATHY

Tamml/B & Wi 1913

Direction & Editing Efls B Puncan/Production Campony  Salem
shanker Filme Ltd, Screenplay T.R:S  Mani Photography
irinthnagopal/Sound J D lran| Legdinyg . Players M. K
Thayegerajabhagavatar, MH Sanihanalakshrei, TS5 Palsah, NS
Kreshnan, P.B. Ramgachird, T A, Matharam
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KUNKU

Warnthe B & W |17

Direction V' Shantiram- Prodection . Compuiy Prabhat Film Co./Pro
discers-S, Fatehlal. V. Damde’ Sig Flari Apbey/Lpnecs Shantaram
Athale; Phosograpiy Y Avadboor Ar Drecten 5 Fatehlal Music 1
Bholsd/ Lavsing Ploners Shanily Ante. K Eratar, Wasant, Master Chbon,
R Nerw, Ve Vaslhist ha, Shaburtials Pramags) Gown

Neera, a young airl, s marmed olf to an old widower by
her fosrer-parents, an uncle and his orthodox wife. The
deal s obviously motivated by cansiderations of money
The shock of the marrage is too much fon the girl, but the
hravely tries 1o adapt herself. The widower deceives
himsedl into believing that he i still not old enough to haie
lvst his manhood His college-guing son tries to fiirt with
his young step-mother, while 8 widowed daughter of s
syripathises with her in her woe. The marriage does nof
work, Some cheer is added to Neera's life through the
company of a teenaged girl belonging to the household
However, When the old mar realises the implications of
his actien, he commits suicide, leaving the girl he has
married free (0 oo her ouwn way.
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MUKTI

Bongali /B & W17

Derociion & Sereenpliy Prampthes Chandea Barie Productice Ceans
ey MNew Theatres Lid./Photograptny Bimal oM usse Parsog Mulbcs
L enedirg Bopers Pramathes Chenelra Baris, Kanan e, Minakn
Mawab, dnodish Sethi, Béran Kapur, Panday Mullck

Prasanta, an ariist, loves s arl a8 rmuch as his wife
Chitra. She loves fum enough o havé married him des
pite social disapproval. People start gossiping about Pra-
santa and his favounie model. Infuriated, Chitra wanis
freedom from the mantal bondage. He lets her go, des
trovs all his works-and goes away toasecluded existence
in the jungles of Assam. The years pass. He has recon
ciled himsell to a fife of drink, 1 the company of a tavern
keeper and his girl. The girl [alls in love with him but he
pays 1o heed. Chitra misses Prasanta. She s now wooed
b a rich man, Bipul, Onone occasion when they all go on
ahunt they shoot by chance at an elephant belonging to
Prasanta. This leads to an angry meetmg. Bipul rells
Prasanta not totry and-see Chitra, Prasanta has read the
news of the new match, He-withdraws. Butl awly trader
having recognised Chitra, tells her aboul Prasanta and
then kidnaps her. When Prasanta hearsof this he decides
to rescue her. His pistol does away with all the gaondas,
but he purposely permifs the trader’s dagger 1o plerce
him. Prasanta wanted to give Chitra the ultimate freedom
that she desired or dic she?
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KACHA DEVAYANI

Nelugue B & W) 1938

Ehrection Drosameaju/Production Comparty Radha Filn Ca, Froduces
& Screenploy BV, Ramanandam Photography Probodh Dass Editing
AN, Chatterii/Sound. BN,  GhosthyMusic N Brshnamarchamasl
Muriswany/ Leackng Plawers S P Ladshmanaswary, Krzhmaven ¥
R, K. Raghavoswa, Takasi
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AADMI

Flirhi/H & W L5

Dvegron V. Shantarany Production Campany Prabhal Film Co Photor
grophy V. Avadhoot/ Soind 5. D/ Art Direction 5. Fad

Flmams Shahu Modak, Shanta Hubdikir, Ram Marathe, ©
Rprmeda, Ganpatean, Paranipe

L Lneirm

urt, Manjy

Aadmr depicts the life of a dancing girl from the infamots
localities of the city. She is a lively person, dancing and
fhrting for the benefit of customers drawn from all com
munities, when love in the form of a gentle, strici police
man comes into her life and completely shakes it up. She
sees [ him the first remote sign of a home and famiby. But
the way tewards the achievement of that goal is difficult
Her own conscience also shakes her confidence and
eventuilly she decides to keep away from him. Finally,
when she gets involved in a murder (for his sake) and is
sentenced for life, the message she sends him is not 1o
ruin his life for the sake of love,







