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Digital Mediations and
Bollywood Cities.

Ihi s recent book Ashish Rajadhyaksha has
elaborated on the’ cinema-effects’, and has asked

Withintheuniverseof thecinema, what doesaninclusivedefinition
of the text actually include? Even on its own, as a production
process, itisclear that therepudiation of authenticity in Bollywood
—inthemusic of Bollywood Funk or inthe Jani-Khodaingd lation
a Sdfridges—coincideswith awidespread socid tendency towards
evoking film mainly for purposes of re-presentation, re-
definition...of reprocessing the cinemain order, eventually, to
makeit availablefor numerousand varied uses primarily outside
moviethestre!

While, ‘everything goes asBollywood, what isparticularly absentin
most debates on contemporary Hindi filmsare questions of film form,
contemporary shiftsin modesof narration, and the domestic market for
small budget films, which happensto congtitute about 78% of themarket.?
Thus, whilefilmsare being studied from various positions, particularly
reading of theindustrial structure and reception of Bollywood by the
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diaspora, it becomescrucial for film studiesresearchersto addressthe
umbre laterm, and make meaning of thesame. And, if cinemahasdissolved
into‘ cinemareffects , what doesit do to the cinematic narration? Rather,
from amore personal position one may ask how does one narrate when
cinemaisbasicaly narrativizing itsown narrativesasin Om Shanti Om
(Farah Khan, 2007) 7

Making meaning of Bollywood: What is in the name?
Whileworking on the cinemaof the nineteen thirties, | chanced upon
an article in the American Cinematographer (March, 1932), which
described how the Cal cuttastudioslocated in Tollygunge areacameto be
referred as‘ Tollywood' . Inthisarticle, W E Deming writeshow ‘ Tolly’
wasaproper nameand ‘gunge’ meant locality and that * after studying the
advantages of Hollygunge', they ‘ decided on Tollywood . M Madhava
Prasad writesabout this* derivative’ naming of anindustry and how “[o]nce
Tollywood wasmeade possbleby thefortuitousavailability of ahdf-rhyme,
it was easy to clone new Hollywood babiesby smply replacing thefirst
|etter. Thus, the Tamil industry isreferred toasKollywood...” Interestingly,
anarticle(* Hollywood, Bollywood, Tollywood. ...") by Shanti Kumar refers
tothe Teegufilmindustry and not Bengdi filmindustry as* Tollywood' .°

Indeed, naming of ‘ Tollywood', ‘ Bollywood' and other *woods (SV
Srinivascommentedinaseminar, thenaming of the Karnatakafilmindustry
as' Sandalwood'), doesreved acertainimitativenessand competitiveness
aswell asasense of salf-consciousmockery. Infact, with theformation of
big studiosinthethirties, while Hollywood stood asasignificant model it
was not necessarily seen as the sole paradigm of film production and
perhapsnot exactly imitable either, given theeconomic-palitica conditions
of the period. Therefore, such naming was often done for publicity
purposes, as well as to produce an identity, which was marked with
samenessand difference® For instance, when New TheatresLtd. (1931-
55) used an e ephant onitslogo, it wasknowingly referring totheMGM
lionandyet, trying to produce asymbol that would appear more powerful
than thelion. However, contemporary usage of theterm Bollywood and
itspopularity amongst academicsdo project anew kind of industria shift,
which Rajadhyakshadescribes as* the Bollywoodi zation of the Indian
cinema (2002).
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DayaKishan Thussuin hisessay ‘ The Globalization of “Bollywood”’
showshow Indiabeat USintermsof number of filmsproduced per year.
Thussu al so discusseshow Subhash Ghai’ s Yaadein (2001) was screened
at the British Academy of Filmand TV in London, and entered the UK
TopTenin‘just oneweekend' . Filmslike Kabhi Khushi Kabhi Gham's
(K3G 2001) grosshox officeincomewas 2.5 million poundsand it was
released in 41 theatres, while Vieer Zaara (Yash Chopra, 2004) earned
2.01 million pounds, and wasreleased in 60 theatresacross UK. Note,
either Yash Rg Filmsor Eros|International Ltd.° distributed most of these
films. Indeed* Bollywoodization' doesmean* corporatization’ of theHindi
film industry and attempts to re-integrate finance, production, and
digtribution, dong withthemusicindustry.

Sant Tukaramand Seeta were sent to Veniceinthethirties, and Devika
Rani-Himanshu Ral attempted some Indo-German productionsduring the
same period. Moreover, inthefiftiessomeHindi filmsand starslike Rg
Kapoor and Nargis were extremely popular in the former USSR and
Greece™. The depictions of foreign locales have al so been somewhat
fashionableinthe‘old’ Hindi films, and popular inthe domestic market.
For example, in the second half of Sangam (Raj Kapoor, 1964), the
couplego on an exatic picturesque honeymaoon trip to the West. Thesong
“Main kyakaroon Ram...” underlinesthe pleasures and transgressions
the undefined West seemsto offer. Such localesnot only offered visual
pleasures but also became signsthat chart the differences between the
self and the other. The newly acquired ‘ Technicolour’ encouraged a
colourful representation of theworld. The demands of the technology
intersected with thedemands of postcolonia history to generate’ picture-
postcard’ films. Manoj Kumar’s Purab Aur Pacchim (1970) is a
quintessentia exampleof thiscategory.

In Love in Tokyo (Pramod Chakravorty, 1966), the spectators get
glimpsesof ropeways, entertainment parks, bridges, monorail, Japanese
theatre, geisha dances and sake, along with fragments of Japanese
expressonslike’ Sayonara . Theprotagonistinthisfilmisaliketraveller,
gathering mementos, and photographswithout actually befriending the
people. Thisisparticularly evident inthe comic situations played out by
the actor Mehmood, who not only *flies’ across Tokyo, but it isthrough
his POV or the ‘bird’s eye view’ that the viewers get to see Tokyo.
Alternatively, in An Evening in Paris(Shakti Samanta, 1967), theheroine
Deepacomesto Parisin search of love. She meets Sam/Shyam, whoisan
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Indian from Lucknow but introduces himself as French. It isthrough
Deepa sand Sam’sexperiencesand thesinging (“ Dekho, Dekho...”)
that the spectators experience odd juxtapositioning of traditional dances
of Switzerland, women water skiing, and fightsaround Niagarafallsas
well asdisparate spacesliketheVirgin Girl Mountainsof Jungfraw, Beirut,
romantic scenesin the Eiffel Tower, etc.! Moreover, filmslikethe Dev
Anand starrer PremPujari (Dev Anand, 1970) or theAmitabh Bachchan
film Great Gambler (Shakti Samanta, 1979) project nationalist agendas,
and trandl ate European images, metaphors and expressionsinto Hindi.
For instance, the hit song “Dolafzonki...,” shot in Venice, attemptsto
interpret the senseltalian romanceinto Hindi cinema. Thesefilmspresent
theWest asalluring, €lusive, dangerousand exciting. Hence, inthefilm,
inspector Vijay’'sexperiencesareintertwined in curiouswayswith the
exploitsof thegreat gambler Jay (both played by Bachchan).

However, theearlier phenomenaneed to be set gpart from the popul arity
of contemporary Hindi films, especidly intheUSand UK. Contemporary
filmsareabout thebranding of acertainkind of aestheticsand visua designs
intermsof colours, framing, movement, settingsand the overall mise-en-
scene, which can now betransformedintolifestyle productslike T-shirts,
caps, bags, coffee mugs and other accessories. Prasad (2008, 49) for
ingancesays, “ successful commodification of Indian cinemaasBollywood
intheInternational market isbased ontheideaof an unchanging essence
that distinguishesit fromHollywood.” Thus, Bollywoodisnolonger about
any plot asitwere, it Sgnifiesaseriesof cultura productsand practices; in
short, ‘ Brand Bollywood' isacultureindustry.

Kaarsholam (2002), Kaur and Sinha(2005)*2 aswell asRgjadhyaksha
(2009) refer tothe* Indian Summer’ festival in London heldin 2002, as
animportant point from which Bollywood becomes acceptableglobally,
andisrepresented assomethingwhichis‘kitschy and cool’. The*Indian
Summer’ festival showcased arange of Hindi popular films, dlongwith
Satygjit Ray’sfilms. It alsolaunched music-composer A R Rahman’sand
Andrew Llyod Weber’smusical Bombay Dreamsin London’shighbrow
theatres, just asVictoriaand Albert Museum presented Hindi film posters
intheir exhibitiontitled Cinema India: The Art of Bollywood.** Perhaps
it wasa so theway inwhich Moulin Rouge (Baz L uhrmann, 2001) quoted
apopular Hindi film song (* Chamma, Chamma. ..”) that gave Bollywood
thisgloba appedl. Likewise, Lagaan’s (Ashutosh Gowariker, 2001) Oscar
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nomination® |ocated | ndian popular cinemaon theinternationa map.

Nevertheless, not dl Hindi filmsproduced form Bombay are Bollywood
films, or for that matter, Bollywood isnot merely adiasporaphenomenon.
It does not simply comprise of films made by Mira Nair (Monsoon
Wedding, 2001) or Gurinder Chadha (Bend it like Beckham, 2002) or
filmslike The Mistress of Spices (Paul MayedaBerges, 2005), despite
their global successand theroleplayed by thesein popularising ‘ Brand
Bollywood' .** Among other films, it was Taal (Subhash Ghai, 1999) which
wasonthechart of USTop 20,'” and equally popular at home, particularly
inthebig citiesof India. Arguably, Taal ushered inwhat wenow understand
asBollywood. It featured AishwariyaRai and A R Rahman’smusic (both
mixed and re-mixed versonsof the same song) which becameglobd icons.
Then Dil Se(Mani Ratnam, 1998) al so appeared on the Top 10 British
filmlist. Certainfilmslike Dilwale Dulhania Le Jayenge (DDLJ, Aditya
Chopra 1995), Kuch Kuch Hota Hai (KKHH, Karan Johar, 1998),
etc., have been studied by A shish Rgjadhyaksha'® and othersas crucial
pointsthrough which thetrademark Bollywood emerges. Moreover, if we
went tothe* cinemas earlier, ‘ cinema hasnow arrived in our homes(via
TV and DV D cultures), and merged with audio-visual advertisements,
hoardings, large LCD projectorsat the
crossing etc., and re-congtituted our way's
of seeing.

The Post World War [1*° period
| experienced mass exodus from South
| Asian countries to the West and the
| North, andthiseventually produced new
kind of publics, spaces, and culturesin
those countries. Indiansor SouthAsians
moved to the North and West of the
world, to countrieslike US, Canada, and
| UK as well as to southern and east

African counties, andto Fiji, Mauritius,
= Guyana, Maaysia, Singaporeand other
* East Asian countries for livelihood.
Kaarsholam (2002) and Kaur and Sinha
(2005) deal with the phenomena of
reception of Bollywood by the Indian

Salam Namaste
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diasporain the countries mentioned above.” Interestingly, afilmlike
Salaam Namaste (Siddharth Anand, 2005) in the beginning shows how
both the hero and heroine and other characterswho belong to suburban
Indiahave moved away fromit culturaly, to performtheir global selvesin
Australia.® They live together outside marriage, which may not be
acceptable back home, and have a lifestyle which was somewhat
unavailableinIndiaat least at thetimewhen thefilm wasmade. More
recently, afilmlike Chandni Chowk to China (CC2C, Nikhil Advani,
2009) also chartssuch travelsin South Asia, just asWarner Bros. invests
inaBollywood filmand demarcatesitsmarket quitelitera ly through the
name of the film. Moreover, the stupendous success of Sumdog
Millionaire (Danny Boyle, 2008) underlineshow Bollywood now isabig
thing, and how certain sereotypica themes(likebrothersand loversbeing
separated, and later united etc.) and narrative styles(like abrupt song and
dance sequences, and “ Jay Ho” intheend, or episodic narration) may be
appropriated by amore powerful canon.

Meandering trajectories of Bombay cinema

In his oft-quoted work Ideology of Hindi Film, A Historical
Construction, M Madhava Prasad (1998) has categorized mainstream
Hindi filmsinto feuda-family romancesof thesixties, theAmitabh Bachchen
movies, and middle-classcinemaof the seventies. Onemay arguethat the
way inwhich Ranjani Majumdar (2007) dividesthe representations of
Bombay in contemporary Hindi films(that isthe‘ panoramicinteriors and
the ‘gangland Bombay’) perhaps stem out of what Prasad had earlier
described as* feudal-family romances and* Amitabh Bachchan movies'.
Writing about the Hindi middle-classcinemaof the seventies, Prasad had
also considered the neo-realistic mode, which had played asignificant
roleintheformation of such aesthetics. Heargued that the‘ feuda space’
isrelocated ‘in the space of modernity’; at the same time asthe class
learnsto addressitsalf beyond thecommunity grid. Whilewomen'sissues
became crucial, problemsof urban spaces, housing, jobsetc., that isthe
entiremiddle-classexperienceof thecity withitsuncertaintiesand prospects
becamecrucid inthesefilms.

Certainrecent filmsreferred to as* multiplex films' or filmsfromthe
‘edge’ (because of their production strategies) may actualy be described
as the neo middle-class cinema. New urban spaces (particularly the
shopping mal) and new corporatejobsaswell asnew commercial ethics

JOURNAL OF THE MOVING IMAGE 55



come up in films by Madhur Bhandarkar (Page3 (2005), Corporate
(2006), or Fashion (2008) etc.). Most of these films borrow TV
aesthetics®. For examplethe borrowing of thenewsmode, in Black Friday
(Anurag Kashyap, 2007) or the TV soap narrative mode aswell asTV
aestheticsasin LifeinaMetro (Arurag Basu, 2007), Wake Up Sd (Ayan
Mukerji, 2009), the sport telecast mode asin Chakde! India(ShimitAmin,
2007) or the MTV musical mode in certain sequences of Rock On
(Abhishek Kapoor, 2008).

Prasad suggested that middle-classHindi cinemaof the seventieswas
predominantly about urban spaces and the class. | would liketo argue
that, the middle-classnow returnsasthe‘ upwardly mobile neo-middle
class', with notions of new city spacesand urban culturesthat include
viewing filmswithin multiplexes, which arelocated in shopping mallsor
watching them on DV Ds, which are supported by thehomevideo and 5.1
sound system. Whileathorough study of theindustrial meaning of home
videos, and/or themultiplexes, intermsof itsdistributions networks, and
associated profits, aswell asitsaesthetics, isoutsidethe purview of this
paper, the narratives of filmslike Hyderabad Blues (Nagesh Kukunoor,
1998), Hazaar Khawise Aise (Sudhir Misra, 2005), Being Cyrus(Homi
Adgania, 2005), Johnny Gaddar (Sriram Raghavan, 2007), No Smoking
(Anurag Kashyap, 2007), or Bheja Fry (Sagar Ballary, 2007),
Honeymoon Travels (Reema Kagti, 2007), Mithya (Rajat Kapoor,
2008), Amir (Raj Kumar Gupta, 2008) Mumbai Meri Jaan (Nishikant
Kamat, 2008), A Wednesday (Neergj Pandey,2008) etc., represent an
urban middle-classwhich hasdifferent viewing and consumption habits.>

| wishto arguethat, as opposed to the hyper-reality of glossy interiors
and what may be described asthe super-reality of gangland Bombay, a
‘reality-effect’ in terms of characterization, settings, plotting, and an
excessiveinterest in everyday detailsisproduced here. What remains
outsidetheanaysesof most of the scholarly discussionsisthe category of
B-movies. Certain B-movies working within comic mode (largely
Priyadarshan’sfilms) aswell asthe grim Noir form (from the Mahesh
Bhatt camp) seemtoaso succeed‘ locally’ despitethefact that Bollywood
now isaglobal product.

Travels in hyper-reality. From feudal family romances to scenic
interiors
Theglobal-local dialoguesin the ninetieshave prompted new Hindi
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filmstoincludeadiagporicimaginaireto ded withitsburgeoningworldwide
market. Initsnew avataar Bollywood often|ocatesits narrativesin the
West (as in Kabhi Alvidha Na Kehena/KANK, Karan Johar, 2006 ,
Kal Ho Naa Ho/KHNH, Nikhil Advani, 2003 and Salaam Namaste,
etc. ), and the protagonist isfrequently adiasporic youth who comesto
represent the Resident Indian. In KANK Shah Rukh Khan playstheNRI
whoiscaught upinan‘extra-marital’ relationship, whilein KHNH he
travelsto USfor thecureof hisownterminal disease. Inboth thefilmshe
manages to hold up amirror to both the NRI and the Resident Urban
Indian (RUI).

Bollywood filmsare now dominated by urban settings, and lessthan 5
per cent of films now haverural stories as opposed to 15-20 per cent
someyearsback,?* moreover, western cities seamlessly mergeinto urban
India. For instance, the heroin DDL Jjourneysthrough the continent (in
Euro Rail with the heroine) before hereachesthe mustard fiel dsof Punjab.
Thesetwo disparatejourneys seem to mirror each other effortlessly. In
Rahena Hai Tere Dil Mein (RHTDM, Gautam Menon, 2001) whichis
setin Bombay, the exteriorswerelargely shot in European cities. Infact,
during the promotion of thefilm, themakersexplainedinaTV interview
how they took an autorikshaw to Europeto establish that it wasindeed
Bombay, thoughthey actualy shotin Europebecausethey ‘liked thestreets .
Art Director SharmisthaRoy, during the making of Mohabatein (Aditya
Chopra, 2000) said on TV that sheliked shooting in Europe because she
‘didn’tlikethecolour of thesky’ inIndia. Moreover, in Jnoom Barabar
Jhoom (Shaad Ali, 2007) the NRI charactersvisit Tgg Mahal inadream
sequence, in an opposing way to the erstwhile Hindi melodramawhere
characterslivingin Indiawould often break into song and dance sequences,
and then be shifted to Europe. As | have discussed earlier (with Ray,
2002, 137) such new *troping of thehomeand theworld’, allowsustodo
away with binariesand havethe West very much inscribed in our hearts.
With consumption acquiring anew dimension and emerging asaway of
being recent Bollywood films offer itsaudience acatal ogue of ‘ western-
gyle glamour, clothes, locations, wedth and liberty, but withinthestructures
of itsneo-traditional views.

Oneof thebiggest hitinthelast decade, KKHH, traversesthe East/
West cycleby not going abroad at all; instead, it createsa‘ virtual west’
within India. Hencein KKHH we have the urbanized and globalized
(basketball playing, baseba | cap wearing) fema e protagonist. Similarly,
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theother femaedtar of thefilm, the Oxford returned, guitar-strumming girl
can also quickly switch to singing bhajans. Sheisnot thegirl who has
been spailt by ‘western’ influences, but aloving and lovely young woman
who simply happensto wear sexy clothesbecausethat ishow clothesare
or should be.® She has accepted the Indian imaginary not as someone
who representsthe West, but assomeonewho haslived intheWest. Such
Bollywood representations establish the diasporacommunity asnationd
aswell aslocal communitiesasglobal.

Whileinaglobal context, onecan go to theWest without travelling as
inKKHH etc, in certain filmslike Bachna AeHashino (Siddharth Anand,
2008), Dhoom2 (Sanjay Gadhvi, 2006), the charactersdo not ‘ return’ to
Indiato ‘recover’ the self asin DDLJ. Since, the dichotomies between
the self and other appear diffused through the production of what may be
described as* transnational’ identities; these categoriesdo not functionin
opposition anymore, but intandem. Whilethediasporic Indianisnow the
primary addressee, | would liketo suggest herethat the RUI isnot any
secondary receiver. Infact, ghefixestheimage of theglobal self inthese
films, and thus such filmsbecome amanifestation of itsown globalized
ideal self. Asamatter of fact, many Bollywood filmstry to project the
‘diasporicimaginaire’, asareflection of the aspirations of the emergent
Indian middleclass’ consumer.

During the making of KKHH Karan Johar had declared that his
referencesweretheArchie’'scomicsand in aself-consciousfashion he
had reproduced the Betty-Veronicabinary inthefilm. Infact, the college
campus, classrooms, basketball courts, summer camps, or Betty-
Veronica srooms haveacomic strip quality about it, which foreground
certain fluorescent colours and flatten out the depth of field through its
lighting. T-shirtsworn by Shah Rukh Khan, capsby Kgol and mini skirts
by Rani Mukherjee becamethe style statement of the youth. In arecent
TV interview Johar ins sted that he contemplated for two dayswhether to
buy the 75 pounds T-shirt Shah Rukh Khan had worninthefilm. Thefilm
had 10,000 poundsbudget for clothes, which by hisown admissionwas
first of itskindinIndian cinema Whileitisnot unusud for afilmtolaunch
that season’sfashion, KKHH established asense of urbanlifestyle, which
wasunparaleled then. Smilarly, besdesstructuringitssongslikeaseries
of musicvideos, theinteriorsof Dil to Pagal Hai (DTPH, Yash Chopra,
1997) presented a string of lifestyle products that included soft toys,
hammocks, or consumable productslike Coke etc. Lifestyle products
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becomeanintegra part of the mise-en-scenein such Bollywood films. In
fact, DTPH aso popularized Valentines Day celebration onamassscae
inIndia.® However, such films, are also significant instanceswhere the
traditiona patriarchal moral order isre-worked?®.

Thisinfact, holdstruefor afilmlike Dil ChahataHai, (DCH, Farhan
Akhtar, 2001). Despiterdocatingitsnarrativein Austrdia, and showcasing
it asaland of consumption, thefilmresolvesitscrissinamarriagehouse,
and later inahospital inthewaysinwhicha‘typical’ Hindi melodrama
alwaysdid. A story of threeyoung men, thefirst half of DCH isshot in
Bombay and inthe exotic landscape of Goa, whilethe second half shows
urbanand metalic cityscapeof Sydney withitsflyovers, undergroundtrains,
restaurants, cinemas, parksand so on. According to Ranjani Mgumdar

Air travel, car travel, leisure, art, discos, music fashion, style
attitude, grace, love, and desire-DCH isacombination of all these,
perfected through aplay with theinterior 2

Afteritsrdease, DCH becameacult film and prefigured certainfashions
patterns, which included notionsof leisure, friendship, love, work, living
spaces, clothes, hairstylesand so on.? In short, such filmsrepresent a
hyper-reality that can only befathomed in termsof images.

Passages through super-reality: From Amitabh Bachchan moviesto
gangland Bombay

Whilenew aestheticsof the city and urban culturesemergethroughthe
filmsdiscussed earlier, surely, the biggest Indian star Amitabh Bachchan
wastruly thefirst urban hero. Hisearly films Zanjeer (Prakash Mehra,
1974), Deewar (Yash Chopra, 1975), Mugadaar ka Skandar (Prakash
Mehra, 1978), Kala Patthar (Yash Chopra, 1979) and Shakti (Ramesh
Sippy, 1982) brought up issues of theworking classand conflictswithin
the modern nation-state. While helargely played asocial outsider, it was
through hisfilmsthat problemsof urban existence were split wide open.
Streets, docks, railways stations, police stations, courtrooms, dums, red-
light areas recurred in these films. While Mugadaar ka Skandar has
been described asamodern-day Devdas, Agneepath (Mukul SAnand,
1990) addressed problems of urbanization and ghetto formationinthe
postcolonial state. Itisaround him that theindustry reorganized itself,
redefining production strategies and narrative patterns.* City spacesas
represented in such filmshave often been described as sitesand sights,
where multipleaspirationsand anxietieswere played out. Whileoneof the
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key issuesin popular Hindi cinemahasbeenthetransitionfromtherura
areastothecity, thistransition can beread asadiabolic journey of the
nationinto and through modernity. Thecity Sometimesgppearsmetephoricd,
andwitnessesthistrangtion* on behdf of the Big Other, theNation” (Prasad,
2002). Prasad suggests
[t]he seventies and eighties were a period in which Bombay
inscribeditself intothecinematic registrar of urbanlifeinitsown
right, coming out of the city-country equation where the
concretenessof urban existence tended to be smothered under a
symbolic representation of opposed val ues™
Thenew Hindi filmsof the Bollywood kind havereconstituted in the
minds of the masses animage of anew city. If Baudrillard arguesthat
American citiesgrow out of Hollywood films* thewaysinwhich severd
citiesinIndiahavetransformed intherecent past intermsof theflyovers
and multi-storeyed complexes being built, or neon lights, digital
advertisementsand shopping malls, thereisthismystifying sensethat some
of our citiesmay havere-emerged through filmslike DCH or KKHH.
Ranjani Mgumdar (2007) writesabout the*interiority’ of theconsuming
family, while she al so writes about the architecture of emergent cities. In
thefilmsdiscussed above, the*city’ of thefiftiesand seventies- thefilm
noir streets, slums, working-class crowds- has vanished. Majumdar
suggeststhat scenicinteriorswhich arethe” of pleasure, desire, anxiety,
and eroticism” (2007, 115) gainimportance, just asshearguesthat anew
‘surfaceculture’ hasemerged. Shesuggests
Surface here refers to the expressive forms of architecture,
advertising, print, television, film, and fashion....The new
sensoriumof urban life®
Neverthdess, the' other’ kind of city filmslike Satya (Ram Gopd Varma,
1998), Company (Ram Gopal Varma, 2002) (or morerecently Sarkar
(Ram Gopal Varma, 2005) Johnny Gadaar, Shootout at Lokhandwala
(Apoorval akhia, 2007)) are described by Maumdar as* gangland’ films.
However, thesefilmsarenot ‘ classical realist’ texts, despitethelocation
shootingandadisplay of ‘ redlism’. Throughtheimagesof thecity underbelly
(comprising of theslums, railway tracks, dance barsetc.), anotion of a
‘masculinecity’ isprojected. Men with gunsand gaalis (abuses) move
fredy withinthecity, killing and exuding an uncontrollable sense of physica
power. Inthese gangster-films, themes of * masculinity and brotherhood’
overlap (Mgumdar, 2007, 153). Asopposed to the glassy shopping malls
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aparalld city seemsto exist, which is perhaps only visible under the
microscope or through excessive super-real Close Ups. Thedisplay of
theeveryday asopposed tothe specia occasions(likethemarriage) present
the city asdisintegrating, as opposed to the ‘ good life/feel good’ factor
projectedinthe other category. Thesefilmsseem to demolish theideaof
the organi zed and designer city. The spectacular global city isthreatened
by the city of violence, ruins, and sadness. A film like Company in fact,
bringsthisup withinitsown narrative asa‘Karan Johar’ like film set
suddenly transforms into a violent scene, and the happy dancers or
participants now raisetheir handsdisplaying thearmsthey were aready
carrying. Thisscene becomes an ironic comment on thefilm industry,
processesof filmmaking, and itsown plots.®

Reality effects and other realities: Neo-middle class and working-
classcinemas

The neo-liberal economic policies of the Indian Government are
projected through what Appadurai (1990)* described as the play of
ethnoscapes (spaces produced through inflow of people, likeimmigrants
etc.,), technoscapes (inflow of technology etc.,), finanscapes (flow of
global capital etc.,) mediascapes (the ‘repertoires of images and
information’), and ideoscapes (ideological shiftsconnected to western
world-views). Certainly, theupwardly mobileneo middle-class(specificdly
the doubleincomegroup), their spending power and needs, seemto have
played acrucia roleinthewaysinwhich big citiesare changing, and the
manner inwhich hous ing complexes, shopping malsand multiplex cinemas
arebeaing built. Thegrowth of multiplexesisconnected to thenew economic
policiesthat encourageneo middle-classlifestyles. Theneo-liberd economic
policiesof the Government are gpparent through the connections between
gpatid transformationsof urban spaces, inflow of multinationa investments,
the shiftsin everyday living, and consumption habits®.

Within the framework of urban developments and emergent
consumption economy, new mechanismsfor leisure grow for the urban
middle-classes. For instance, the shopping mallsa so include multiplex
cinemastoincrease‘footfals . The policiesto permit the multiplexesto
deploy ‘flexibleticket pricing’ outsidethetermsset for singlethesatres, as
well aslow or even zero degree of taxation during thefirst fiveyears, posit
themultiplexesinan advantageous position compared to thesinglethestre
with sometimesblurred projections, unregul ated sound, seatswith bugs,
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dirty toiletsand stale popcorns.® Thus, arguably, multiplexesare producing
new kinds of cinema cultures and cinematic formsfor the audiences.
Beyond the mainstream blockbuster mould (popularised by Dharma
Productions, Yash Rgj et al, aswell asRG Varmaand company) anew
form of cinemawith relatively smaller budgets, anda’‘redigtic’ narrative
mode seem to become popular particularly with thisneo middle-class.
Political filmsor palitical thrillerslike Hazaar Khawise Aise, Mumbai
Meri Jaan, A Wednesday, Amir or self-reflexive comedieslike Bheja
Fry, Honeymoon Travels, Mithya, etc., or even truly post modern
narratives|like No Smoking portray another trgjectory, whichis beyond
any poss blebinary between‘ panoramicinteriors and ‘ gangland Bombay'.

Besides such films, another category of filmsreferred to asthe‘ B-
movies withmeagrebudgetsand ‘lesser’ starsare al so successful intheir
ownrights. ‘B-movies have moreor less 1/10" of thebudget, aswell as
_ number of released prints, compared to

| the A-movies. These films are largely
releasedinthesingletheatres. Evenwhen
thereare multiplex releases such films
mostly get onenon-primetimedot. Much
of the profits of such films are earned
back through Intellectua Property Rights
asthesefilmsget telecast rightson TV.
Such returns are slow, and profits are
garnered over a period of eight to ten

E

Limited comic book edition of the film Don

years. Comedy remainsone of the most successful genresfor such B-
movies
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However, recent filmslike No Entry (Anees Bazmee, 2005), el come
(AneesBazmee, 2007),Phir Heera Pheri (Neerg Vora,2006), Gol Maal
Returns (Rohit Shetty 2008), etc., earned unexpected profits, which
relocate the A-movies/B-moviesdistinctions. Interestingly, most of these
filmsarespoofsonthe‘gang’ films, which areinfact derivativesof the
Godfather series. Asamatter of fact, if the ‘ gangland Bombay’ films
seemto destroy theimage of the glossy-glassy designer city, and areanti-
thesestothe’ scenicinteriors of theneo-traditiond * Dharmaproductions,
such B-movies seem to demolish the seriousness of the action genrewith
itsown gags and spectacular action sequences, garish colour schemes,
flat lighting, song and dance sequences, asopposed to thegreyish-brownish
deekness, sweeping cameramovements and razor-edged cutsof action

Ghajini, The Game

flicks

Infact, writing about the neo-middle class cinemasand multiplexesitis
important to understand that, the multiplex/single theatre distinction may
not beasirrefutableasitismadeout to be. For instance, ‘ NavinaCinema,,
intheTollygunge areain Kolkatahasticket pricesthat are onefourth of
multiplex cinemas, nevertheless, it screensmoreor lessthe samefilms. In
additiontothis, their distributors (like Shree Venkatesh Films) are mostly
the same. Moreover, sometimesA-movieslikethe Munna Bhai series,
Tashan (Vijay KrishnaAcharya, 2008), Kambakkht | shq (Sabbir Khan,
2009) or even aBollywood blockbuster like Om Shanti Om (Farah Khan,
2007) pick upaB-movieplot, characters, comic Situations, gags, dialogue
patterns, its colour schemes, then rehash it, and re-present it to the
international market. For instance, Don (Farhan Akhtar, 2006) takesa
seventies plot, transportsit to Malaysia, and twiststhe ending. Or the
Satish Kaushik Karzzz (2008) rel ocates the plot in Miami though one
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may arguethat, Karzzz actually isaB-version of an earlier blockbuster.
Briefly, such transactions between A movie-B movie, are complex and
fluid.

Digital after effects and Photoshop landscapes

Inmost of the contemporary films, colours appear to bevery saturated,
rich, and ripe, and each object asit were, seemsto beweighed down by
itsown colours. Thecolour correction (and Digitd Intermediate) in Kaante
(Sanjay Gupta, 2002, with added greenish tint), or the Sarkar Series
(withapaebrownishtint) create unreal spaces despite or because of the
imposing Close Ups. The colours and the surface are so luminousand
overwhelming that one beginsto questionsone' sability to seebeyond the
surface, or read itsimplications, since neither the saturated colours nor
gpaces shot inwideanglescan betheimageof redlity. Therefore, it forces
on usnew perceptions, thewaysin which perhaps our eyeshave not yet
beentrained. Theseappear like pureimages, or imagination and yearnings.
Anextraordinary and super-real space becomesdominant, wherecolours
seemto haveatactilequality about it. New colour codes suggesting new
reditiesemergeinthiscontext.

Often landscapes merge with fantasy, memory and images, asinthe
case of No Smoking. While aspect ratios have altered drastically from
4:3 to 16:9, the compositions and what it can encompass have been
stretched too. Extremelong shots bereft of celluloid’ ssilver grains, its
natural structuring, and details thus appear devastatingly desolate.
Moreover, thereisno hierarchy of depth. Or the* depth of field’ hasbeen
now replaced by a“ glossy surface’ . Digital medium sometimes becomes
itsown message. Unlike celluloid images, which have acertain depth of
field, grains, scratches, and noises, the corrected digital images mostly
foreground apureimage. With fewer details, colours appear likeblocks
(or pixels) shinning beyond the screen image.® Diffused, multifaceted
imageswith conflicting facets, juxtaposed withinthesameframe seemto
encapsulate our senses. We can nolonger talk intermsof binaries, butin
termsof differences. Itindeedisamoment of ‘trans’ something or the
other; of transnational conditions, wheretherecan benofixedidentitiesor
images. Thus, theimagesare now shrunk and stretched; just asaDolby
soundsccape surroundsthe viewer reworking psychoanalytical readings
of the screen-spectator relationships. Perhaps we no longer ook and
identify with theimage; weare surrounded by it, or located at the centre of
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Ravi Vasudevan hasdescribed the narrative strategies of Indian cinema
as
amelodramatic one, displaying the characteristic ensembl e of
manichaeism, bipolarity, the privileging of the moral over the
psychologicd, and the deployment of coincidencein plot structures.
And therelationship between narrative, performance sequence,
and action spectacleisloosdly structured inthefashion of acinema
of attractions®
Inaway contemporary Hindi filmsare now predominantly ‘ cinemaof
attractions , though the earlier sense of linear progressiontime, narrative
logicsand the question of closure have somewhat changed. For instance,

Dhoom 2 & ‘Super-bikes’ game

the chronology of filmslike Bluffmaster (Rohan Sippy, 2005),* Dhoom
1 and Dhoom 2 (Sanjay Gadhvi, 2004 and 2006) Race (Abbas- Mastan,
2008), Cash (Anubabh Sinha, 2007) etc., are fragmented and uneven.
Thenarrativeisnon-linear, and thefilms appear likeaseriesof imagesand
sunts. Infact, thesefilmsdo not eventry totell acoherent story asit were.
InLifeinaMetro (Arurag Basu, 2007) narrativesof four couplesintersect
with each other, or in Yuva (Mani Ratman, 2004) the same story istold
thricefrom different perspectives. Infact, with digital technologiesthe
movement of time hasbecomefluid, it can moveeffortlesdy backward or
forward, and can begin at any point , and quiteeasily so.

For instance, Dhoom 2 does not try to narrate at al. Thereare comic
book characterslikethesmart cop and asmarter thief, themoleand others.
Theplotisbareand smple. Thefilmisachase-game, involving aseriesof
events. Thus, thethief (“A”) takeson multipledisguises, and each theftis
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like asegparate section, which can in fact be viewed without watching the
entirefilm. Visually structured like avideo game, through movementsin
highways, tunnels, and of bikes, cars, helicopters, thefilm becomesapure
spectacle, which isabout awe-inspiring stuntsand stunning bodies. This
holds true for afilm like Ghajini (Murgugasdoos, 2008), which was
released a ong with Ghajini, The Game, itsown animated gameversion.
Amir Khan'sexcessvely scul pted body, and staccato actions, fit perfectly
well into thiscomic book images. A certain kind of technology seemsto
facilitate certain kinds of images, aswell asalife dominated by visual
sgns

In fact, the Race DVD comes with the Race Video Game and the
narrative of the film is rather close to the idea of navigation in the
cyberspace. To present the convol uted plot in the same manner, we see
that A and B arebrothers. A'sfiancéeisC, and B’sfiancéeisD. Eventualy
CismarriedtoB, and D ismarriedto A, because A and B are plotting
againgt each other. WhileA wantstokill B, and thinks he has successfully
done so; B infact, allowsthisbecause he wishesto appear dead in order
to claim insurance. The movement of the plot iszigzag, and since the
charactersare continuoudy being watched through aspy-cam, andthey in
asdf-consciousway perform beforeit, the plot and the narration appear
complicated. Thereisavertica movement of the narration, integrating
disparateelementsof thrillers, musicasetc. Multiplemediationstake place
intermsof thewaysinwhichthe plot isstructured, and narrated through
different POV's. Filmsnow cometo sharethe r territorieswith comic strips,
video games, and so on, disregarding mel odramatic plotsand resol utions.

A recent film Rang De Basanti (Rakesh Omprakash Mehra, 2006)
producesa‘visua culture’ for political protests. A film about agroup of
college students, who kill aminister to protest, became acult after its
release. It becamethereference point for methodsinwhichtheyouth may
stage political protestswith candles. Interestingly, within the plot, the
charactersget involved withahigtoricd film (shot onvideo), anditisthrough
this filming process that they get politically motivated. Political
consciousnessisachieved through cinemaand sepiatinted imageswhere
ahistorical past istransformed into visual mirages, stereotypes, and the
persona memory of the colonizers. Even when thefilm hasapolitical
agenda the characters seem to participate in a video game, which is
dominated by digitally enhanced colours, fast movementsand cuts, and
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digitally produced sharp sounds. _
Om Shanti Omisastory of thefilm § :

industry. Thefirst half elaborately works |
torepresent the‘look’ of theindustry in
the sixtiesand seventiesin termsof the
sets (Bollywood kitsch), makeup (big
hair), costumes (big prints and bell-
bottoms), dance numbers, acting styles
(loud and stylized) etc. It d'sorefersto
popular mythsof how Sunil Dutt rescued
Nargis during the shooting of Mother
India ( Mehboob Khan, 1957), and |
reworksthe plot of Madhumati (Bimay |
Roy,1958) to addressadedicated Hindi  §
filmviewership. Whileitisastory of re-
birth and revenge, Shah Rukh Khanwas
made to work on his body to acquire a
more contemporary sleek look as
opposed tothe (supposedly) bulky figures
of theseventies. Thefilmessentidizesand |
typifiescertain notionsregarding Hindi
popular cinema, whichincludesitsold
sonic qualities (as opposed to digitally
clear sounds). Even when it is self- |
reflexiveand funny, thefilm re-presents
Shah Rukh Khan's* natural’ body inan
amost mannequin likeway inthesecond
half. Thesecond half of thefilmdisplays 950 & Sawariva

contemporary Bollywood not through the shiftsin plots(infactitisthe
story of aremake, whilethefilmitself isaremake), or eventhe sets, but
predominantly throughtheshiftsinmusica sructures andthroughthequality
of sound that can be achieved only through digital recording. Thus, to
acquirethe‘feel’ of the seventiesthe makers apparently recorded one
particular songintheold studios, just asit digitally juxtaposed old films
garswiththenew heroine. It appearslikewhat Fredric Jameson describes
as “nogtalgiafilms’, which “restructurethewholeissueof pastiche’. He

say's

the nostalgia film was never a matter of some old-fashioned
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“representation” of historical content, but approached the* past”
through stylistic connotation, conveying “ pastness’ by theglossy
qualitiesof theimage, and “1930s-ness’ or “1950s-ness’ by the
attributesof fashion....[with] apseudo-historical depth, in which
thehistory of aesthetic stylesdisplaces“red” history.**
Hence'eterna’ thirties, fifties, or seventiesare produced, while art-
deco settings, clothes, acting styles, even voice and body type cometo
represent acertain period. Several filmsare copies of dead stylesand
become* pop histories . Suchfilmsasit were, try to present nothing novel;
but re-present certain nostal gicideasof thepast. Or what Fredric Jameson
describesasa’ schizophrenic’ structure (2006, 26), wherewereceive
random and vast “ collections[or catal ogue] of images’. Asmatter of fact,
OSO digitally producesaunique opportunity for theviewersto participate
inthefilming of the famous song sequence from Karz, and createsan
uneasy excitement by bringing Farah Khan and Subhash Ghai together.
Besdessuch‘nogagia films, Sawariya (Sanjay LedaBhansdi, 2007)
isperhapswhat Baudrillard (1994) describesas* simulacrum,” where
“smulacrumistrue” and “not representation” .*2 Simulacrumisa’ pure
image,” anditsreferencesarepurely other images. Thefilmbeginswitha
voice - the voice of the sex worker - saying “thisismy city”. We see
something likeapainted canvas/or a‘ Photoshop’ imageinblue, with dark
blue skies, bluish-grey magjids, far off railway tracks. Thiscity may be
described as‘ many-spaces-whatever’ ,* and is presented asfloating and
timel essimageswhich mergeinto oneanother. At thecity centre, thereisa
bluelake, Venetian bridges, abar called RK and ahandful of characters
who are mostly women. Whilethefilm conscioudly triesto makeit appear
assomethingwhichiscontemporary (through theuseof English, mentioning
‘Jeans and old Hindi films), itsgpaceisunabashedly fantastic. Theobvious
referencesare other Hindi filmsor aseriesof cannedimages. Thefilm
refersto the eminent actor-director Rgj Kapoor (who isRanbir Kapoor’s
or thehero’sgrandfather), tothe RK (film company) logo, to therumours
of thelove affair between Rg) Kapoor and Nargis, toimagesof thefilm
Shree 420 (Raj Kapoor, 1955) to Guru Dutt’s Pyasaa (1957, where
Gulabo traversesthe streets), to the sixties costume and hair style, to
European paintings (like DaVinci’sMonalisa or Monet’s\Water Lilies),
to Indian miniatures, to Pakeezah (Kamal Amrohi, 1972), itsmise-en-
scene, and red-light area, even to Raampur Ka Lakshman (Manmohan
Desal, 1972), wheretheheroine‘sings aloveletter tothe hero, to DDLJ
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as Ranbir danceswith atowel, to Mughal-e-Azam (K .Asif, 1960)* as
the blind grandmother watcheg/listensto thefilm, and soon. Thefilmis
somewhat bare of human characters. Thus, the mise-en-scene becomes
itsprimary character, whiletheimages of thefilm arere-productions of
other films. The absence of human figures excepting asex worker, three
elderly women, the heroine, agroup of dancers, two heroes (oneof them
absent), and pimps (in one scene) make this city appear hyper-real.
However, the absences of * masculine’' characters, and the presence of
women belonging to different Strata, givethefilman exceptiond dreamlike
qudity. Onewonders, whosecity isit anyway? To quote Baudrillard from
aninterview
It'snolonger thetraditional space, nolonger the critical space
wheretherewould beahistorical contradiction, acontradiction of
meaning. Thishyper-real spacewhich hasno depth—whichis
therefore superficia —it'snolonger amirror: it' sascreen. It' sthe
space of the screen. And themassesthemselvesareascreen. ...
It'sascreen-spacewe aretalking about, | can’'t put it any other
way. A screenisapuresurfaceand at the sametimeit’saspace.

So of coursethereisnolonger any possibility of evauation®

Sawariya, dominated by its own mise-en-scene, transportsusto an
imaginary city, wherethesenseof ‘red’ timeisincludedinthenarrative (a
story of few nights) and dial ogues, even though the sense of the* passage
of time' istotally diffused. Thereissense of both physical movement
(through the elaborate dances) and stilIness, asthe mise-en-sceneand the
lightsremain samelikethe painted backdrops of popular stage. Bhansali
not only frames overpowering images, heframestimeaswell. Sawariya,
works so much on its surface, that it becomesa‘thing initself’, and
producesasense of (post-modern) ‘ sublimity’ after which all historical
analysesseemimprobable.
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