ANINDYA SENGUPTA

Certain Tendencies of the
Soundtrack in Satyajit Ray’s
Films of the 1970s

The normativemodelsof realist cinemafollowedin
theWest not only suggest aparticular organization of theimageshbut also
atypical arrangement of the soundtrack, designed to draw attention
primarily, and many atime only, to the narration, which again, demands
atentiontowardstheimage-track. Therehad been critical argumentsagaingt
suchahierarchy betweenthevisud andtheaurd® . Many criticshavetried
toarguethat acloser ook at classical cinemamight reveal the opposite;
but asagenera premisethisassumption helpsusto approach the broader
formal particularitiesof realist cinema. Inafluid world of influencesand
exchanges of cinematic forms and ideas, realism in cinema has been
practiced outside the western world too, where one can discern certain
formal shiftsinthe paradigm, and the sound-imagerelationshipsinthose
cinemas al so bear suchinstances of reworking the normative model of
cinematicrealism.

| will focuson thefilmsby Satyajit Ray, one of the most important
filmmakersfromtheThird World, towhomtheredist paradigmincinema
wasan authoria choice, apart frombeing ahistorica drive, opposing other
currents, experienced by theart-world contemporary to hisfilms. Ray not
only imbibed formal ideasfrom the dominant and emerging practices of
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realist cinema, but wasalso informed by other kinds of cinemas. Hecan
certainly becredited for creating amodd of narrativerealismwhichwill
beloosdly followed by the succeeding art-cinemamovementsinndia In
courseof producing such amodular form, the soundtrack in Ray’scinema
becamenaturdidic (particularly inhisuseof ‘voice ,  oeech’ andincidenta
‘noise’), reticent (in hisfamous use of silencesor suspension of speech,
variationsin set themesand motifsof non-diegetic music) and auteuristic
(i.e. it became eminently recognizable), compared to the more ornamental,
generic and over-wrought instances of the mainstream melodramas.

Still, onecan easily discern certain shiftsin thelatter half of hiscareer.
Thefilmsmadeafter 1970 not only sound moreverboseto earshabituated
to hisearlier films, but also haveinstances of voice-overs, amarkedly
increased useof off-voices, whichwerenot particularly evidentinhisearlier
films. Primarily citing examplesfrom his* urbantrilogy’ of the 1970sand
comparing with thosefrom hisearlier phase, one can show that hewas
portrayinganew milieubut not entirely new diegetic Situations, which may
forceoccasiond changesin styles. Onemust aso noticethat these changes
of aural deviceswere not convergent with are-modelling of therealist
paradigm by the auteur; the paradigm hardly changed initsstressesand
tendencies. Thusthey can only becited asinteresting deviationsfromthe
norm.

| will arguethat these symptomatic deviationscan throw light onthe
structure of imagesin thefilmsaswell: aparticul ar orientation of the
soundtrack forcing theimagestowardsparticular registersand arrangements
(sometimestheimage-track dsotriestodisavow it). Thus, theredist process
of critica objectivity in Pratidwandi (1970) isundermined by the structure
of the internal monologue, in which the film ends and which is the
unacknowledged mode of theimage-track too, as| will argue. Similarly,
Seemabaddha (1971) islimited to the structure of amoral confession,
unwittingly started by theintroductory voice-over and thenimmediately
disavowed by theimages, which try to achieve asort of documentary
rigour, but affirmed at the end by the narrative. Finally, in Jana Aranya
(1975) one can see how the structure of gossips, vignettes and loose
anecdotes determinetheimages, the episodic nature of which viewith that
of themorelinear moral dramawhichisthemain narrativestrand. This
‘overdetermination’ of theimage-track by the soundtrack destabilizesa
certain balancewhich classica exercisesof realism awaystry toachieve.
Inother words, it might suggest that redlist cinemaisdependent onacertain
‘contract’ between the soundtrack and theimage-track, in thelapse of
which might erupt symptomsthat cannot beeasily accommodated into the
framing Symbolic. Inretrogpect then, onecanlook at Ray’searlier filmsto
understand how the ‘ contract’ was more well-grounded in them and
thereforewas more stable. Inthelater filmsthis particular contract was
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ather destabilized or thetermsand conditionsof such acontract became
uncertan.

l.

Seemabaddha, oneof thethreefilmsmadeby Satygjit Ray inthe 1970s,
now considered by many aspart of atrilogy of sorts, featured for thefirst
timein Ray’soeuvreavoice-over narrationthroughwhichthelead character
introduceshimself and describeshisrisefrom areatively humble small-
town origin to that of acorporate executive. A long collage sequence,
consisting mostly of documentary images, graphs, treesand split-screens,
accompany the narration. The preceding film, Pratidwandi, endedina
long voice-over. The next film set in asimilar urban context, was Jana
Aranya, wherevisual cutawaysfollowing wordswere evident, many a
timefeaturing or following anecdotal gossipsby minor characters. This
drawsthefilmaway fromadtrictly chronologica character-centric narration,
thefluidity and ease of which had already become Ray’shallmark inthe
earlier films. Incidentally, Shatranj ki Khilari (1977), hisonly venture
into big-budget Hindi cinema, a so featured avoice-over narration smilar
to that of Seemabaddha (accompanied thistime by animated footage)
introducing the historical backdrop of thefilm.

The pre-credit sequencein Seemabaddhais particularly successful in
depicting thegrowth of the protagonist through compressed time. Apar ajito
(1956), inaclassc example of compression of timedepictsthe growth of
Apu from his childhood to his late teens, but a voice-over like
Seemabaddha was not deemed necessary in 1956. Memorable minor
charactersare also encountered in Ray’searlier films, their verbal and
vocal idiosyncrasiesand nuanceswere similarly relished, but cutaways
taking cuesfrom the speech of minor characters, asfoundin Jana Aranya,
were never seen before. One can a so notice the absence of shotsin his
earlier filmswherevoicesarenot thoroughly anchored to theimagesfor a
considerableduration, asthey are evident in histrilogy of the’ 70s(in
shots of streets seen through window screens of travelling carsor the
numerousshotswhich arelargely documentary in nature, recording flegting
images of the city). Definitely, the sound-image correspondence was
changing in Ray’ scinemato alarge extent, pointing towardsarevision of
hisrealist mode which he so thoroughly ass milated over thefirst couple of
decades.

One can noticethat even Pratidwandi, thefirst film madein an urban
context inthe 1970s, shows' disturbances in Ray’smethod of usingimages.
Thefilm garted with negative shots, and numerous sequencescan beweskly
described asflash-backs, largely becauseof their oneiric nature. Incidentally,
all of these sequences are mindscreens’ of the protagonist, and Ray
explained that these devices were necessary to portray Siddhartha's
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‘imaginaive mind®. But, one can argue that A pu wasimaginativetoo, but
such cutaways were not considered necessary to portray the cerebral
individud intheApu Trilogy. Inanimportant precursor to such sequences,
Charu’'svisionsin Charulata (1964), before her decisive ventureinto
literary production, came as el aborations portraying aprocess of writing
and wasmoreof an auteurist comment thana“ mindscreen’. Thissequence
was predominantly visual accompanied by non-diegetic music and
‘connotative’ sounds, whilethosein thelatter film are associated with
‘diegetic’ dialoguesand ‘ associative’ sounds, uneasily hovering between
‘memories and‘daydreams’ (unlikethe more conventional and overtly
drameati zed dream-sequences of Nayak, 1966). My contentionisthat these
exercises, pointing towards formal experiments into which Ray was
venturing though keeping himsdlf thoroughly grounded onthebroader redist
paradigm, bear signsof aloosening of the earlier rigour of the sound-
image correspondencewithinthelocal realist cinemaof which hewasone
of theprimary harbingers.

In comparison to thisearlier, much canonical cinema, thefilmsmade
after 1970 not only sound more verbose, but also, for example, throw
instancesof using certain aura deviceswhich werenot particularly evident
inhisearlier films. Thusthey can only becited asinteresting deviations
fromthenorm. Onecan easly explainthesedeviationsasmilder influences
of the French NouvelleVague, but we should alsorecall that thiswasa so
the period when, ironically, he was turning more conservative and
controversial in terms of prescribing atypical mode of cinema, and
denouncing avant-garde exercises which might provoke such stylistic
forays*. Therefore, the standard description of aThird World filmmaker
creatively assimilating First World artistic deviceswon't be particularly
fruitful inthiscase.

| will arguethat these symptomatic deviationscan throw light onthe
structure of imagesin thefilmsaswell: aparticul ar orientation of the
soundtrack forcing theimagestowardsparticular registersand arrangements
(inasort of ventrilogquism by the soundtrack, to use Rick Altman’splayful
trope”), and sometimesthe image-track aso triesto disavow it. Therefore,
akind of battleover primacy ensues. Inthe 70sfilmsof Ray thisparticular
contract was either destabilized or the terms and conditions of such a
contract became uncertain. Onecanlook at hisearlier filmsto understand
how the’ contract’” wasthen morewell-grounded and thereforewasmore
sable.

| wish to consider these observationsasasort of platformfromwhere
| can have detoursthrough theoretical observationson the sound-image
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relationship, particularly inredist cinema. | wishto find out accountsof a
kind of ‘stability’ towardswhich such arelationship must veer in the
normativeredist cinemaand of conditionswhen such arelationship might
bedisturbed. Inoneof the earliest attemptsat apoststructuralist account
of the Classic Realist Text and Classical Hollywood Cinema, Colin
M acCabe settled on apredictable binary between the ‘ soundtrack’ and
the‘image-track’ to establish * thedominant specularity’ of conventiona
redig cinemef . MacCabe' sthesis had the generdization which isnecessary
whenaprdiminary modd of critical inquiry isattempted, but unfortunately,
his concept of cinematic ‘ metalanguage’ wasnot further elaborated by
othersor even by him, though it wasthoroughly critiqued by many’ . But
thethesiswasimportant to theextent that MacCabewastalking about the
discursive dimensions of cinemaand how theimage-track isprimarily
designedin Classicd Hollywood Cinemato present themetalinguisticleve
validating thereliability and readability of the soundtrack, and presenting
the co-ordinateswithin which soundisto be placed and judged.

M acCabe' stheorizationsmay help usto further work onthisnotion of
the sound-image contract through the concept of the metalanguage: the
level of the unassigned narrative discourse which posesasthe* histoire’,
to borrow Emile Beneveniste' sterm, commenting on and explaining the
nameeble* discourses (or ‘ object languages , asMacCabedescribesthem)
within thelarger narrative. The equival ence between the MacCabean
‘object language’ and ‘voices incinemaisapparently too easily derived,
sinceheillustratesthis’ language’ with sentencesfrom 19" Century redist
novel swhich arewithin quotation marks®. MacCabe explainsthat the
19th Century realist novelsare structured as hierarchies of discourses
categorized by him as the singular metalanguage on top and ‘ object
languages benegath. Therefore, the' object languages intheclassicredist
novelsaregroundedinameaterial world, contextuaized in adefinite space
and time, articulated by characters with defined regional, gendered,
ideologica or classidentities. The* metdanguage’ behavesinan opposite
way, one cannot namethevoice (therefore, should not be conflated with
the*authoria’ voice) which residesoutside thefictional -diegetic universe
of theworld portrayed, shorn of the above mentioned identities, therefore,
not ‘ material productions’ per se. But thisisthevoicewhich portrays,
explains, connectstheother discoursesinthenovel, anditslack of identity
rendersthisvoiceomniscient, al-pervading, al-knowing. Thus, thisvoice
inthenovel presentsadiscoursewhich cannot be questioned within the
diegetic universe; it presentsaportrait asthe man, areport asthe event,
an interpretation as the fact; in other words, a particular perspective/
interpretation of the world as the truth of the world, where truth
transcendsthe contingency of an interpretation. Inthe process, it cannot
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‘show/reved’ itsstatus as production, therefore the metalanguageis not
made salf-conscious; style, devices, tropesarethingswhich should not be
foregrounded or made self-reflexivein these texts, not to be presented as
historical/material productions. To anAlthusserian Marxist like (thethen)
MacCabe, suchaformal structure of voicesinthe Classic Redlist Textis
authoritarian, conservative and utterly anti-Brechtian. And thisstructureis
replicatedinthenormativeredist cinemawherethemetadinguisticfunction
iscarried throughthiscinema's‘ dominant specularity’, i.e. positioning the
gpectator in such away fromwheretheimage-track will seemtoo obvious
(rather than being a construction, distinct shotsjoining distinct shots
followingaparticular set of rules). A seamlessworld ispresented, where
narration gets primacy viaatypica modeof editingtellingly describedin
common parlanceas* thecontinuity editing’ or ‘theinvisbleediting’, which
doesnot present cinemaasalanguage or aperformance, but asan‘ event’

happening out there, as snatches of other people’slivestowhichweare
privy. Soitisahomogeneousworld of flowingimageswhichincorporates
the‘sounds withinit, sound being thingsthat are happening insidethe
images. Ironicaly, MacCabe' schoice of illustration iscontentious. Klute
happensto be aclassic Neo-noir, and noir was one of the genreswhich
introduced complexitiesat thelevel of ‘voice’ withinthe broader ambit of
Classca Hollywood Cinema.

Argument againgt thebinary opposition hinted intheessay isunnecessary
and an establishment of itsinverseisnow irrelevant. Cinematicrealism’s
general emphasisonthevisuascan beeasly established. Onecanreadily
citeexamplesof Italian Neorealism wheretheliberation of the camera
was conditioned by the sacrifice of indexicality in the soundtrack. The
absence of the appendages of sound-equipment facilitated the mobility of
theNeoredlist camera, taking it to placeshitherto unreachable. Thefamous
exampleof LaTerra Trema (Luchino Visconti, 1948) illustrateshow Itaian
cinemahad to be dubbed into the Northern I talian dia ect to makeit more
accessi bleto urban viewers. The presence of ahuge dubbing personnd in
post-war Italianfilmindustry a so forced thedissociation of thevoicefrom
the body, while theimage was popul ated by the famousinflux of non-
professional sthe soundtrack was defined synthetically, insdethe studio,
by killed professonds. Therefore, instead of atheoretica argument against
MacCabe' sthesisone may probeinto the sound-image contractswhich
made acertain stability of therealist mode viable: namely the thorough
grounding of the soundtrack within diegesis, a regimentation of the
possibilities of voices, a narrative conditioning where sound will be
harmonious, if not sometimes complementary, to theimage-track. An
analogy to music might be helpful: in classical redism, the sound-image
relationship can accommodatethe* contrapunta’ if it can veer towardsa
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‘resolution’ of the‘ sound-image chordal structure’; aninstability inthe
realist modecanresultinaseriesof ‘discords or atonality givingrisetoa
sort of unstableequilibriumwithin the structure.

One can el aborate on MacCabeto state that themetalinguisticlevel is
achieved not only through classical cinema svisual narration, itsact of
showinginstead of telling, as proposed by MacCabe, but also at the level
of the constant striking of aconsistent ‘ contract’ between soundsandthe
image, maintaining aregulated chordal structure, defining each other’s
possihilities. A lapsewould occur if the* object language’ determinesthe
metalinguistic, if thelatter is pushed towardsashift of stylefor thetime
being; if thespectre-likemetdinguisticleve, by the process, getsreveded.
The enunciatory nature of the discourseisrevealed oncethis contract
lapses, and instead of ahorizontal resolution of thediscord the contractis
re-established viaavertical recursion to the earlier paradigm of sound-
imagecontract. In other words, the crissoccurswhenthelawsof horizontal
syntax are weakened and we notice distinct shifts between different
paradigmsof sound-imagerelationships. Satygjit Ray’s‘ urbantrilogy’, |
will argue, brings such aninstance of acrisisinto view, becausethe usage
of visua and aura deviceswhich aredifferent fromthose of thenormative
authoria modd , did not actudly rewritethemodd through suchanexercise,
i.e. after usng such devicesinflashes, thefilmsagainregressto theearlier
normativemode.

1.

In Ray’searlier filmsthis contract was maintained through a strict
avoidanceof the*freeindirect speech’ or the subjective, theintrusion of
whichmay resultinastylistic shift, and areadinessof adiscoursewhichis
finalized. Onemay cite Aparajito in thiscontext, recalling the famous
refrain of Pather Panchali which appearsoncethetrain from Benaras
carrying Sarbgjayaand Apu entersBengd.. Therefrain, usngthememory
of theearlier film of thetrilogy, beginsadiscourse, viathe soundtrack,
about aplenitudind relationshipwith therura land which hasbeen dready
severed or loosened. It isfollowed by Apu’ssincererecitation of awell-
known nationalist eulogy to theland in the school. Thisshot startsthe
sequence of ‘education’, through which the previously mentioned
compression of timeisachieved. It may be recalled that the sequence
doesnot resort to aconventional temporal collage of Apu’sgrowth, but
maintainsathematic uniformity regarding the broadening of hismental
horizon a ong theyearsthrough education, stressing the child’sincreasing
awareness of geography, natural sciencesand astronomy. The paternal
approval of the school ingpector on hearing the recitation isaccompanied
againwiththePather Panchali refrain, immediately followed by another
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paternal comment, now from the headmaster, that one’s consciousness
must not be confined within the “remote corner(s)” of Bengal. The

‘broadening’ starts with a series of names: places are named, which
immediately expandsthelocal maptoaglobal idea, effectlvely [ n|t| ati ng
theauraof explorationsand expeditions,
culminatingintheshot of Apuintroducing
aCopernican world to hismother. The |
imageof theglobenow staysasthevisud
motif of ametalinguistic discoursewhich
started in the soundtrack. Apur Sansar
will carry forward this contract through
severd means. visudly, it beginswiththe
close-upof thetitleof Apu’sfirst published
work — Matir Manush (People of the
Land). Asthecharmingly new urban self
of Apurba Kumar Roy is established
leading onto hisfriend Pulu’svery urban
paradeof clichessketchingtherural and
Apu’smore urbane amusement.® This
scene in a restaurant cuts to the two
friendsstrolling by arailroad when Apu
isheard reciting apoem?® which actualy
isabout the alienation of thesonfromthe

maternal land. Moments later, as the & Y ) 3
setting changesfromtheurbantotherurd, R ek
we hear Apu playing Amar sonar BE=— »
Bangla (Rabindranath Tagore's song
eulogizing the motherland which will be
the anthem of Bangladesh after adecade
and hdf) onhisflute Thestrainsof riverine
folk-songswill emergetwiceinthefilm:
in the bridal night and later when Apu |
meetshisestranged soninthesameroom.
The imagetrack will complete the
discourseabout theman andthelandina
Vlsual Creg:endo Of the bereaved Apu ' 1 1 .but'that does not mean) that:
roa’n| ng a'n|d§foras, mounta nsa']d by — our'outiook should'be narrow
the sea, signifying a geographical EE=IHES —
everywhere and regional nowhere, a Aparajito
being rudderlessand did ocated.

Thelaying down of thisthoroughly consistent thesisispoised ona
stabl e rel ationship between the soundtrack and theimagetrack, which|
amdescribing asthe* sound-image contract’. Themetalinguistic discourse
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isalways'ready’; inother words, it doesnot need to bediegetically evoked
primarily through characters speech. Thiscontract maintainsthenovelistic
obj ect|V|ty of the narration and avoidsthe'freeindirect speech’ or its

Aparajito: “You will stay like a frog-in-the-well,

even if you get the chance!”

e
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Apur Sansar: Apu’s first published story: ‘Matir
Manush’.

Apur Sansar: The picturesque rural Bengal.
earliest filmsmadeby Ray whichisstructured around (but importantly, not
by) conversations (Aranyer Din Ratri, Ghare Baire, Shakha Prasakha

cinematic equivalents. In other words, a
classcal redismismaintained wherethe
discourses are not to be ‘named’ or
‘assigned’ or ‘articulated’, rather the
dominant discoursesprovidethesructurd
base of narration. Thediscourse doesnot
get framed within quotation marks—

| recdling MacCabe, as’ object languages .

Theimage-track and the soundtrack do
not merely present elements in
counterpoint but thereisaconsstent and
complex rapport between the aural and
thevisud. Theready authorial discourse

| Sructuresthemetdinguisticarrangemen;

the metalanguage maintainsthe concerted
raly betweenthevisua andtheaura. A
lapse of this contract would have
necessitated the articulations of the
characters’ ‘inner speeches’ or
conversations to present the authorial
discourse; intrusonsof * object languages
would have to be contained and
conditioned further by themetainguitic.

At thispoint one may alsorecall the
ornithologist uncle's speech regarding
environmenta disastersin Kanchenjunga
(1962). | am not citing thisasan instance
of alapsewhereadiscourseisarticulated
via a character’s speech: the film's
structure as an ensemble alows such

| articulations not to be qualified by the

metainguigtic(thefilm canhardly becdled
a meditation on environment). The
ensemblemantainsathematicsof harmony
and marriage which is structured via
visuasof flowing inand fading away of
the fog. Kanchenjunga is one of the
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and Agantuk being the other instances) Visudly, thisstructureisestablished
by circular walksand framingswhere depth-of-field and lack of depthis
sressed rhythmicaly.

Onemay asorecall thegothic visuasof Devi (1960) and itsbaroque
use of language wheretheiconicity of Dayamoyeeisunderlinedinthe
opening sequencesby therecursiveuseof thewordMa, capturing amost
al of itsnuancesinthe Bengdi language. Thiscontract enablesthedevotiond
Shyamasangeet not to appear asan intrusion. A self-conscious paradigm
of imageslaysthe ground of the oneiric-expressionist and pre-rational
pivoting around Dayamoyee' sfather-in-law, ultimately leading to the
counterpointsof liberd-rationalism of thewestern-educated husband. Thus,
the sequences before Kalikinkar’s dream would, in retrospect, appear
aurally over-wrought, playing onthemotif of the*Ma. . It hastheeffect of
theapparatuslaying down, primarily through the sound, the substance of
Kalikinkar’shallucinations. Therefore, once again, the discourse of the
affectivestructurestheinitial sequencesinstead of being merely presented
by characters, presented in reported speech, etc. Now the soundtrack
and theimage-track can smultaneoudly present therational-liberal and
thefeudal -conservative as contending registers. Thusan apt instance of
what | amtrying to describeasthereadinessof themetdinguistic discourse
isprovided here.

V.

But thesound-imagerdationshipintheurban filmsof the 1970sindicates
shiftswhich aretoo broad to be subtle. The density of elementsinthe
images of the city, thefeel of ajostling crowd and thewider distractions
whichissue, now forcethedirector todefinethe‘individuad’ through means
which thereticence of Ray’sstyle avoided earlier. Theuncertainty of the
contract renders primacy to the soundtrack not merely by making the
filmsverbosebut dso by structuring theimage-track intermsof theverbal.
| amusingtheterm‘verbd’ instead of ‘ aural’ because now the soundtrack
will be primarily defined and determined by human speech. Theimages
will now faceacrisisof sorts: the previousnovelistic objectivity of vison
will succumbto subjectivevisonsinthefirs film, thesecond will deny the
overwhelming verbal structure of amoral confession; and whilethelast
filmwill turn out to be more heterogenousinitsregisters, theimage-track
will suffer aninability to accommodate such heterogeneity: asin ascene
which | will try to describe at the end of thisessay. Inthe process, certain
momentsof breakdown will occur in both of thetracks.

Pratidwandi (1970) islargely structured like an internal monologue.
Thefilmendsin onesuch monologue, and it isthe unacknowledged mode
of theimage-track too, | will argue. Theflashbacks, dreams, negative-
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shots, etc., that crowd Pratidwandi were necessary to portray the
protagonist’sinteriority (or, inother words, hiscerebra nature), according
to Ray™. Thefilm endsin alongish voice-over, which aimost literally
summarizesthefilm’sdepiction of therift between Sddharthaand thecity.

My contention is, this enhanced use of the ‘ voice-over’ isasort of
contingent strategy. Whileintheearlier filmstheindividua wasthe object
of inquiry, inachanged political scenario, theindividual hasbecomea
contingency whichisto bere-defined and re-asserted. The penultimate
sceneof Pratidwandi isaclassicexampleof theassertion of anindividud’s
actionintimesof collectivepolitical programs, asort of nervousand velled
political statement. Therefore, thisassertion shapestheform of thefilm.
The*voice-overs becomethe primary meansto underlinetheindividual
whoisnow not objectively and criticaly studied—likeinthe* Apu Trilogy’
— but is posited by the text as a ‘ pre-given position’ from where the
auteuristic discourse would be discernible. The ‘interior monologue’
gructuresthevisuasof thefilmaswell. Theflashbacks, dreams, negative-
shots, etc. are visual equivalents to aural devices, namely, interior
monologues, dramatic asides, etc. Theseinstancesintheimage-track are
rendition of thecharacter’s‘inner voice', paying heed to which becomes
necessary to digtinguish Siddharthafromthecity (hisistheonly mindwhich
we can seeand hear). Ray’ sfilm sticksto thenormative* histoire’ mode of
conventiond realism, but the pressureof ‘naming’ discursive statements
(in other words, the political discourses) and stances starts becoming
evident.

In Pratidwandi the problem is somehow resolved by assigning the
‘voice' totheleading character: anarrative structure which goesthrough
Siddharthalsmindscreensculminatinginalong |l etter read by himinvoice-
over, ending inthevisual equivaent of the naming of thediscourse (‘Iti
Siddhartha'). This* structure of interior monologue’ wasnecessary so that
political discoursesneed not be named in thefilm; weare not withinthe
world here but inside a mind which refuses to name the discourses.
Unfortunately, thefilm was being madein acontext wheresuch anaming
was also necessary; the liberal humanism of Ray’s turning out to be
problematic in that moment, and Ray’s famous stance of novelistic
objectivity facing acontradiction: he cannot take sides, but he must name
discourses.

Here we can recall T. G Alea's Memories of Underdevel opment
(1968), another film about one man and the city during timesof political
trouble (and afilm, one can specul ate, which inspired many filmslike
Pratidwandi). Thisfilm exploitsthefiction/non-fiction dualismwhere
voice-oversand‘ mindscreens of thefictiona character and itscontrgpuntal
juxtapositionwith ‘ historical’ voice-recordings, veer towardsirony, and
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reveal layers of named discourses, giving the historical viewer the
coordinateswithin which theindividua and hisviewscan beplaced. The
politicized viewer isgiven the scopc to becomejudgementd. | would like
to mention certain symptomatic sequences, evidentinal threeof thetrilogy
films, wheretheauthoria apparatusreachesacriss, comestotheverge of
breskdown. Just after thefamousclimeactic protest by Sddhartha, travelling
shotsshow blurring of political graffitti and wall-writings, obvioudy shown
from his point-of-view. These shots can be cited as symptoms of the
breaking down of theimage-sound contract. Thewritingsonthewalls
whichwould have beenreadily recognized by contemporary viewerscould
place Siddhartha'sact of individual protestswithin the coordinates of
contemporary political discourse. But that al so necessitatesthe presence
of aural equivaents, naming of political voices, whichisavoidedinthe
film'?, maintaining a sort of ‘unity’ where we remain trapped within
Sddhartha, auraly or visualy. Therefore, these blurring shotsof thegraffitti
mutatefromindexica documentary shotsto the previousseriesof oneiric
images, subjectivevisuds, completingaseriesof devices, deviantinRay's
registers. And sound, more particularly, speech, comes to rescue, as
Siddhartha's‘ voice-over’ emergesto sum up, asasort of explanatory
captiontothevisuas, themessage of hisrefusd of and dienationfromthe
aity.

Similarly, Seemabaddha (1971) islimited to the structure of amoral
confession, unwittingly started by theintroductory voice-over and then
immediately disavowed by theimages, which triesto achieve asort of
documentary rigour. But the confessiona structureisaffirmed at theend
of the narrative. Seemabaddha starts where Pratidwandi ended: in a
first person narration. But importantly, it istheindividua which facesthe
critiqueinthisfilm, unliketheearlier onewheretheindividua assartshimsdlf.
Memories.., to compare again, achievesthe sameeffect: the off-voices
and voice-oversby the protagonist continuoudly explain things; but his
discourseisrendered weak and unrdliable as* documentary footage' and
‘non-fictiona voices gain dominanceinthefilm. Butin Seemabaddha
thisinitiating structureisamost immediately abandoned (somethingthatis
cong stently maintained in Pratidwandi) and thefilm takesrecoursetothe
dominant third-person narration. Moreover, a historically grounded
perspective contrgpunta to Shyamadendu’ sismissing. Inanother sgnificant
lapse, asort of crisisinimage-sound contract isevident again. Tutul, the
female protagonist, whois positioned asthe fulcrum of alargely moral
drama, receivesaletter from hisboyfriend, supposedly aradical young
man. Itisimplicit that her viewsarelargely shaped through interactions
with this unnamed man. But contrary to the expectation raised by the
narrative, wenever ‘ hear’ theletter, @ther in Tutul’ svoiceor inananonymous
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maevoice. Thisexclusioninthesound-track eliminatesthe naming of a
discoursewhich hasadi stinct perspective onthe corporateworld of which
thefilm presentsacritique. Thisillustratesprecisaly what | earlier triedto
describeas ‘avertical recursiontotheearlier paradigm of sound-image
contract’ instead of ‘ahorizonta resolution of thediscord’ . A chanceto
usethedeviceof ‘voice-over’ ismissed here, though thisfilm makesother
kinds of use of the sound track, namely, conversation or adda about
contemporary politics, something which was absol utely necessary in
Pratidwandi, or the Tutul -Shyamal endu conversations (“Isit good or
bad?’) which underlinesthe semi-documentary sequences about the upper
crust of thecity. Therefore, afresh use of the soundtrack isattempted, but
it collapsesat some point.

Incidentally, voice-oversand off-voicesdid appear in Nayak (1966)
much before Pratidwandi and Seemabaddha, but hardly asadeviceto
portray theindividud’sinteriority. | would arguethat Nayak isnot sructured
asathird-person rendition of afirst-person confessional account. Itisa
variation of theensemblemotif of Kanchenjunga, ajourney providing the
bedrock of the structurelikethat of tourismintheearlier film. In Nayak
the superstar is to be seen as one among many, flanked by numerous
characters, anecdotes, stories and sketches which fail to provide
supplementsto the hero’sstory. The portrayal of oneman’sinteriority is
not at issue here, heisjust onemanwith an eagerness(a beit beinginjected
by the heroine asthe conscience-keeper) totell hisstory. Therefore, the
flashbacks, dwaysconventionally initiated by avoice-over, arejust audio-
visud sdlectionsof oneamong many storiescarried by themen and women
onthetran.

Findly, in Jana Aranya (1975) one can see how thestructure of gossip,
vignettesand anecdotes determinetheimages, theepisodic natureof which
viewiththemorelinear mora dramawhichthemain narrativecarries. As
Somnath goesthrough acontingent education on the urban underbdlly, the
Calcuttawithin Calcutta, the film compl etes a sort of trajectory from
Pratidwandi, wherethe*individual’ wasredefined and affirmed, through
Seemabaddha, where heiscritically looked at, to Jana Aranya, where
heisrendered redundant and peripheral. Asthe story of Somnath gets
reduced to amoralist, sentimental and woeful tale, agallery of characters
emergefromthenetherworld of theenlightened zone of theerstwhile’ Bengd
Renaissance, of which Ray issaidto bethelast figure—from thosedarker
placesof Calcuttawherethe Enlightenment never reached. These people
ridicule, jest with theweak remainsof the bhadral ok. Whereasinthefirst
filmthevisud cutawayscong sted of the protagonist’ smindscreens, inthe
find part of thetrilogy they project aworld beyond hisvision, twisted and
acerbic. Imagesnow follow the speech of periphera characters. A certain
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contract between the soundtrack and the image-track seemsto bere-
established. Wemeet numerouscharacters, numerousregistersof language,
and many waysof speaking. Asthelanguagesturn moreand morestrange
theimagesturn out to be denser. Theindexicality of the photographic
image exploreswith anew-found relish anew world inthe marketplace.
But inaclimactic moment thereisagain asort of collapsein theimage-
track.

Inthefinal sequencesof thefilm, thefdl of the Somnathisnarrativized
through adesperate search for a‘woman’ for aprospectiveclient. The
camera, dong with Somnath and‘ public relationsofficer’ Natabar Mitter,
hurtlesthrough the nocturnd city, and dso downthescaeof thequality of
saleablewomen. Ultimately, as Natabar Mitter’stimerunsout, heleaves
Somnath at the disposal of a cheap pimp who procures a sex-worker
who turnsout to bethe sister of Somnath’sclosefriend.

But just before Natabar Mitter leaves, he disapproves of a few
‘gpecimens’ offered by the same pimp. Thisapparently inconsequential
scenethrowsintorelief astrange crissof Ray’sapparatus. Mitter entersa
deserted room of aschool and shrugshisdisapproval withirritation: the
girlsarenot up to the mark. But strangely, Ray’s cameradoes not show
thegirls. Whiletherest of thefilm meticulously documentsimagesand
soundsof another city withinthe capital, the camerafailsto show certain
bodies marked with poverty and hunger and possibly camouflaged under
garish make-up. Lack of representative non-professionals? Lack of
available extras during a busy day of shooting, or self-censorship in
visualizing the lurid underside of the market? A *truth of the bodies
represented’, which Ray inherited from Italian Neorealism, comesto a
hating stutter inthisscene. Thisistheonly instancein Satygit Ray’ soeuvre
whichdaborately ‘talks about thebody of woman asameansof exchange,
but Ray falsto visudizethis‘ non-fictionaized body’, something whichhe
thoroughly fabricated in abody-painted Simi Garewal in Aranyer Din
Ratri.
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