F

OcCT-E3-260681  Z21:38

BROWN LNIU ANTHROPOLOGY
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THE USE OF MUSICIN POPULAR

EAST AND WEST

Music in Fiim - A Functional Semiotic

Even before the advent of
sound in film late in the 1920s, music
has becn inextricably connected with
film performance. Whether usedas a
backdrop for film action. or asthe prin-
cipal forus for a cinematic scene, movigs
goers have come 1o expect that flm
and musicgo together tothe extent that
the absence of music is considersd a
distiner, stylistic choice on the part of a
film dirscror.

Despite the close association
of music with film, its usé m anematic
tradition is not the same everywhere. In
fact, the use of musical elements in
different film traditions is one of the
clearest ways of distinpuishing these
traditions from cach other, This is
bardly surprising. Although film is an
almost universal artistic form today, it
embodies at base a particular medivm
of expression - and this medium serves
as a conduit for the distnct acstheric

sensibilities of the society for which the -

film is produesd.

In a real senss, the musical
dimension of film is one of the principal
semiotic lavels on which the film-maker
communicates with his audience. Just
as the study line, imagery and cultural
assumptions embodied in the film must
be comprehensible to ths audience, so
must the use of music

Studving the use of musicin
film is thus partially an exercise in
studving the semiotic structure of the
artistic radirions of the sociery in which
the film is produced. As the overall
place of music vis-a-vis the other per-
forming and' plastic arts in sociery is
camprehended the funetion af musie
as part of cinema will become clear,

Dilfgrences berween Indiaand
the Western nations in the use of musie

in popular film are quite marked, just as
the overall structure of popular film in
the twa traditions exhibit marked dif-
ferencas, Although these differeneas
can be explained partially by the
particular historieal deveiopment of
the separate film indusrries, they also
relate directly to the s¢mioric funcrion
of music in the two cultural traditions,

Film Music in the West

In Western tradition, the arts
have been thought of as scparate
entities sinct before the Renaissance.
However integrated dance, music or
drama might be in 2 single instance of
performance, the three were conegived
as separate, and their eco-ocourrence
was thought of as a combmation of
scparaté artistic forms. Even in types
of performance which combied the
arfs—opéra a5 a combination of drama
and music, and ballst as a combina-
tion of music and dance, for example—
one of the modes was always thought of
as being predominant. In the public

William Q. Beeman

mind music dominated drama in opera,
and dance dominated music in batlet,
Thus music in Western tradis
tion existed as a separate and sepa-
rable entity within the overall spectrum
of artistic form—when it co-sccurted
with other fornm, it was a separate ‘track’
for expression, in competition with the
art form with which it was combined;
it could achieve ‘equal weight’ with the
other arts only with great dilficulry,
Music in silent (ilm plavad the
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most subordinate of roles. Several
difficulties faced early enireprencurs
who tried toprovide attractive enrer-
tainment for the public in showing a
film. First of all. early (ilm projectors
were often placed in the same room as
the spectators—there were no projec-
tion booths until some time later. The
projectors were very noisy, and dis-
turbed the movie patrons. The audi-
enc, too, was oftenrestive and noises
from shifting chairs, coughing, earing
food, etc. were distracling enough.
Finally, the very silence of the motion
picnure irself was perhaps the most dis-
tracting element of all In am aurai
world, sllent picmures unaccompanied
by any sound wharsosver had an eerie
quality to them — especially when the
scenes depicted action and viclence.
Thus music was first intiroduced a5 a
solurion (o these problems. The early
results were somewhat crude. As Irwin
HBazslon notes:

Music was introduced [0
cover up the silence and effectively
cambat audience distrbanes, The early
film-makers had no desive to  allow
exernal annoyances to compele for
atteption with the visual product: music
was their panacea for encouraging
audiencs empathy, In their anxiery o
bring abour thisrapport and lessen their
fear of sience, they ofien selecied
marerial bordering on the ridiculous:
note, for cxample, the countless silent
films accompanied by marches, an-
thems, patriotic unes, operatic melo-
dies, and whals sepmenrs of eighi-
eenth- and nineteenth-century svm-
phonic repenoire, inserted without
dramatic motivation to fill any and all
situations. They were nat meant to be
listened to as musicby the audience, but
only to breathe musically across the

1. Irwin Bazelon. Knowing the Score: Notes on Film Music (New York: Van Nostrand Reinhold 1975), pp. 13-14.
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gereen as an aid and comfort to the
mulcd pieture, softly rocking the cradle
in the darkness of the theatre through
quial interiudes. violent action, or infi-
mate moments.'

The earliest and casiest way of
providing this backgrourd music was
by empioving the talents of a single
pianisi--a one-man orchestra who at-
tempted to match the moods shown on
the screcn with his piano. He often
served as a kind of one-man juke-box
with a repertaire of dozens of snippets
of sheet music at his command, either
printed, or played from memory. Music
that could bz recogmizad from ather
contexts came to be regarded as some-
what unsatisfactory for film accompa-
niment, ac it intruded too much on the
acrion itself—it had ‘too much charac-
ter’, if anvthing. Intime, fiim compa-
nies began to issue suggestions for
accompaniments for their films, and
often provided cue-sheets and music
scores.

Edizon Films issned sugges-
tions for music that could be used with
certain seenes, evenbyasolo pianist.
Two important collections were the
Sam Fox Moving Picrure Music Vol-
umes by I. 8. Zamecenik (1913) and the
Kinobibliothek by Giuseppe Becd
(1919). The former included “Indian
© Music”, "Orieatal Music®, and #Span-
ish ‘or Mexcan Scenes™; there were
also periodical publications of music
for “Pans Fashions”, “Aeroplane or
Regarta Races”, “European Army
Manocuvers”, and “Newsreels”, The
mast popular material was extracted
from sections of these volumes and
labeled “Burglar or Sn=aky Music”,
and the famous “Hurry Sequences.”?

Some of the largest theatres
engaged whole orchestras with spe-
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cially trained conductors who read the
cut-sheets and led the oreisestra (hrouch
the entire {im. The conductor of the
theatre orchestra was of course the only
musician who could actually see the
film. As a consequence. when sound
films were inotroduccd, these early
conductors were able (o find new cs-
reers in writing and conducting film
seores—the essential skills bad already
been deveioped in the orehestra pit of
the silent films,

Music in the Sound Film

The Sound éra was heralded
by Don Juan in August 1926, Ithad a
musical accompaniment provided by
the ‘Vitapbone Symphony Orehestra’,
some snond affects, but no talk The
firsc ‘talkie’ appeared the next year,
and by 1928, the silemt film was
obsolete, It was oot possible to have a
music track perfectly synchronizad
with the picture. Yeat, the conventions
of the uce of music in silent fims lived
om. Just as with the silent film the
music was designed to be subordinare
10 the action on sereen It was desmed
impaortant that the audience should not
potice: the film score=-the role of music
was primarily to enhancs the visual
material on the sareen, and as before,
to shut out rhe distractions of the
thearrical viewing sitnation

Then, m the 19302, a miracu-
lous discovery was mader musicin a
film score could do more than serve as
a mere placebo for the audience—it
could actually help to repair fanlts on
the film itself.

<t was discovered that, acting
in a catalytic way, music could aiter a
viewer's perception of the dramatie lmke
herween words and images; that it could
stimulate feclings and reactions. With
this unconscious revelation arose the
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theorv that if the flm-makers were
unable to [ulfill the dramatic reguisites
of their fiims—because of oversights,
£ITOrs In cinemalic judament, or simpie
lack of taieni—the compeser eould apply
his witcheraft tzcinique to spothe the
sick film's alilments. and in some cases
completely cure it

The result was a series of
sweeping symphonic scores which served
chicily to emphasize the abready
overblown cmotional content of the
film action,

Musical styles have changed
considerably since this period. Duwmitir
Tiomkin’s zcore for the classie film
Lost Horizon drew high praise from
the film's dirgetor, Frank Capra, wha,
upon hearing the score for the first
dme in orchesmal rehearsal wrote:

1 left with stars in my eyes
And after sitting for over thres hours
in that packed projecrion room, 1 sill
bhad starsin my eyes. Tiomkin's music
ot only captured the mood, but i damed
near captured the film ¢

Much later, when
Bazelon showed the same fikn to his
class in ‘Music {or Mction Fictures,,
he repovts that the students booad and
hizsed the music—and the film, “In-
credibly schmaltzy to the point of
dripping honey, Tiomkin's mucie wag
about as refreshing as stale ginger
ale', was a typical commenr™
The facr that rhese film scores
seem so dated today s not wholly
explained by ephemeral tastes for mu-
cgic. For a score 10 achieve a desired
unobtrusivenass, it had to be srylisti-
cally ‘unmarked” for the audience. In
other words, the music had to blend
perfectivaor only with the agions of the
film, but alsowith audicnce amticipa-
tons. [If the music was o ‘odd’ or

2. Mark Evans, Soundtrack: The Music of the Movies (New York: Hopkinson and Blake, 1975), p. 8.

3. Bazslon, Knowing the Score, p. 12

4. Frank Capra, The Name Above the Thtle (New York: Bantam Books, 1971), pp. 217-18, cited in Bazelon. Knowing the

Score, p. 25,
5. Barzelon, Knowing the Score, p. 26.
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‘jarring’ it would [ose its function within
the [ilm encrreiy.®

The film scores of bygone days
are thus heavily ‘marked’ for todav's
andienczs. The passage of vears has
had is effect on the pature of the
score. The ‘big-band’ era of the '40s,
‘por’ music of the '50s. and ‘rock’ music
of the '60s and *70s have all contributed
their style ro the music of ilms of the
period, They are able 1o enhaner the
screen images because their sound is
part of the acoustic environment for
sociery in general, and this halps con-
nect the artifical world of the film with
the real world of the flm's viewers.

This is not to say that music in
Amcrican and other Weatcrn countrics
is always designed to be disattended.
Music often plays a prominent rols in
film ac well as a passive role. The
principal acdve roles for music are in
the ‘theme song’ and i the highly
specialized form of the flm Musical

It was not undl the 1940s that
specific songs began 1o be associated
with films as theme songs’ and pro.
moted as such, The identificaton of a
musical theme with a particular film
was an excellent commercial davies,
for it allowed a quick aural identifi-
cation for the film. It also allowed the
film-makers to develop an additional

source of revenuc as the thome’ was

promoted and sold apart from the film.

Some film themes actually became mors
famous than the filmg they were assod-
ated with.

Movie 'themes’ could serve the
seore in other ways. Played under-
peath the action of the film, they
served a5 a kind of lsitmodv for the
film itself. Whenever one of the main
themes ofthe film’s story fine nesded ta
be emphasized, the theme song could
be pulied in under the diaiogue--plaved
fast, slow, in major or minor mode, it
was the one mugical eiement that was
always in place, aiways corract.

The Film Musical is a topic
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that is so vast that ope canoot do it
justi¢c in & short casay such as this, Itis
necessary Lo provide ashort ireatment
of it, however, gince it is the Film
Musisal that is most often vsed as the
point of comparison berween Indian
films and [ilms of Western cultures.
The Film Musical = cleariv identifi-
able asa separate genre and has along
but erratic history, Early sound fims
were often little more than loose piots
against which musical and dance
numbers were played, From the mushy

Busbv Berkeley musicals, which were:

desioned to distracy viewers from the
Depression in the *30s, oMy Fair Lagy,
hies a long trail of inventiveness with the
genre, Bur  although the Musical
eventually developed a great deal of
sophistication, it ncver came [0 totally
dominate the motion piaturs dustry,
Parricntlarly as dnema strove 1o achieve
greater realism, the conventions of the
Musicalite stylized acting and the
‘intermptions’ of songs—came to be
regarded as something that belonged
mare properly to Broadway than to the
sereen. The Musical literally reverses
the role of music and drama in
American film. In the Musieal, music
plays the paramount fole, and acting
and plot become secondary. It is
perhaps for this reason alone that the
Film Musical has oever been univer-
sally accepted in the West, and is only
rarely sezn among contemporary films.

In summary, music has always
bad a function within Westera films a3
a separable elerent, It primary func-
tion i m the underscors of the film,
only occasionally rising to prominence
in the form of a theme song, or as the
fearured element of the film in the
rarely seen Musical, In no sense,
however, is music treated with equal

prominence to the other elements of
the film.
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~Music in Indian Fiim

Tn Indian film, in contrast 1o the Wesr-
ern [ilm, music plavs arole equal o
other cinemalic ¢lements. From the
first sound feature Hlm Alam Ara,
down to the present. musie, song and
dance have always been inseparable
elements of the Indian fiim,

Even before sound films were
introduced to India, early accounts
show that silent films were often
accompanied by ‘variety acts’ which
melnded music

It was fimally with D, G. Phalke's
Raja Harischandra released on 3 May
1913 ai the Curvoacion thar the Indian
feature film came into being in its full-
est sense..And appeal it did to all kinds
of spectators seeing the g succeas it
proved, The whole was aone and a half
hour show, including Miss Irene Del-
mar {dust and danes). The MetCle-
ments (comical sketch), Alexandroff
(foot juggler) and Tip-top comics.”

Jt was the coming of sound
that really launched the Indian film
industry in a big way, and it was largely
the fact that with sound, music could be
included dircetlyin the films, that mads
all the differcncs.

Writing from a Western perspee-
tive, Erik Barmouw and 5. Krish-
naswamy attribute the importance of
music in Indian film to the soucrure of
Indian waditional performance alio-
gether.? The clasest amalogy for West-
ern observers iy, of course, the Film
Musical, but it would be a mistakes to
copsider Indian fim, with song and
danes a5 infegral elements, to be in any
way the Indian equivalent of the West-
ern Musieal:

Alam Ara included about a
dozez songs. Anather early Hindi film
is said to have had about forry sonps.
Anearly Tami hlm 15 5a1d 1o have had
over sixty songs. All the sound [ilms

6. This perhaps explaing why films have been so conservative in using serial (12-tone) and electronic music as parc of
the underscore. The public would have found this kind of music entirely too jarring at the time it was first in vogue on

the coneen, stage.

7. Firoae Rangoonwalla, 75 Years of Indian Cinema (New Delhi: Tadian Book Company, 1975), p. 30.
8 Erik Barmouw and S. Krisnaswamy, Indian Fiim (Mew York: Coiumbia University Preas, 1963).
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produced in India in these early vears
had a profusion of songs, Most also
had dances. Advertisements described
some of these films as “all-talking, all-
sinmng, all-dancing” features. The
Indian sound film, unlike the sound
hlms of any other land, had from its
il mumenl seim eciaively vn music:
drama forms. In doing 50, the fitm had
tapped a powerful current, one that had
given it exrraordinary new impuusT It
was a current that went back some two
thousand years.”

Tradirional performance inIndia
has of course effacted an integration
of music, song and danez from
ancient times. Classical Sanskrir the-
atre made 0o separation berween these
arts—all were required for a perfact
enactment of the performancs themes
whether they be sacred or secular in
pature.,

Ferhaps more relevant for mder-
standing the structure of music in con-
temporary indian film is an understand-
ing of the nature and use of music in
the contemporary folk theatre, From
&asr to west, north to south, all major
folk theatrical forms in India involve
the rotal intepration of musicwith other
performance elements in a manner
thar is totally different rom Wesiern
performance traditions.

Moreover, music as an element
of performance is far lace separate in
India than in the West in terms of its
place withmn the overall structure of
sound gxpression in all areas of the
culture. In Indiap traditional per-
formancs vocal expression takes many
forms, which can be exhibited om a
continuum:

speech-diiogues-poehc recitation
=moned acwech-sang

For Indian spectators the psycho-
logical distance berwesn specch and
song is considerably narrower than for
Western spectators. The  artifiGal
‘break’ which is felt in the West whcn
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an actor bursts into song is thus less
apparen( [0 the indian viewer.

The Indian spacrator, used to
viewing traditional [olk forms with tightly
integrated music and dancr, was
undoubtedly delighted 10 see essen-
ually the same form preserved on the
cnema screed.

“In India the drama, much in
the manncr of the drama of andent
Greees, had originally developed from
dances performed at religious festivals.
As thegs added siements of parrative
and dialogue, they became a kind of
folk drama, The jeem, a form of folk
drama long popular in Bengal and
surrounding  areas, apparently stems
from this andient penod. Jera means
festival, but in Bengali the world also
came 10 be applied to playsperformed
atfestivals, Songs were always a central
feature of the jatra_.

There is no doubt that the
Jjatra, ernde and naive as theymay have
been, had a powerful hold over large
audiences.  Some jara-wallay were
idolized ., )

‘Corresponding to  the jara of
Bcogal and adjoining areas, other
forms of musicai folk drama persisted
through the cenruries in other parts of
India, There were the gjapadi of As-
sim, the jashr of Kashmir, the kathalozf
of Kerala, the leela of Orissa, the swang
of Punjab, Whext 2 new Indian thearre
began to develop in the ninetsenth
cenmry, these folk-drama forms ex-
erted an immediare influsnes: 2 vast
tradition of song and dance was
available to the new theatre. When the
sound film appeared, this same reser-
voir pressed strongly upon it

*Thus rhe Indian sound film of 1931
was not oniy the heir of the siient fikm:
it aiso inherited something more pow-
erful and broad-based. Into the new
medinm came a river of musie, that had
fowed through unbroken miliennia of
dramatic tradition™®

Music in indian flm did
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more than just enhanes cinematic pro-
ductions and respond (o popular tastes.
It became a cuitural foree on its gwn,
escaped its celluloid boundaries, and
was unleashed (0 compierely alter the
faex of the Indian musical scene. It
served as the principal imperus for
rapid musical coange aswell, Western
influences were most sasiiy introduced
into Indian music through the medium
of film, Film was modern—an impor-
tation from the West Thersfors the
music used in fim could cur ioose
from the bounds of both folk and
clacsieal tradition.

Some commentators tended to
look on this new music as 3 *hybrid’
abominarion. For a period between
1952-1957, All India Radio greacly
reduced the air dme given to fim music,
while trying 1o effect a revival of classia
cal musie. Dr, B, V. Keskar, the Mimis-
ter of Information and Broadeagting

-during this period, was widely praised

for his support of the classical tradi-
not ignore the fact that the vast major-
uynfhstenmhad‘tunedout' They

Ceylon, which reguiarly blanketed the
subeontinent with *hirs’ from the latest
Hind; flma, ,

Many observers iried to explain
the preference of the mass population

, for film music over dastical music by

analyzing film music a5 a genuine con-
tiouation of folk radifion. Naushad
Ali, 2 leading composar for films, con-
trasted Alm music to classkical music,
pointing ont that the masses could
have no deep appreciaton for ciassi-
cal forms that belonged more to the
exciusive environments of the courts of
Mabarajas and Nawabs. He saw film
music, with its vitaliry andhvalyd:vel
opment, as the genuine successor to
the rural folk musical traditions: the
e folk-music of modern India "
Naushad 15 probably mot correct
in saying that fiim music is 'a genuing
wonunuaton of folk uadiim’, f b

10. Barnouw and Krisnaswamy, /ndian Film, pp. 67-3; for their information on these and other folk drama forms they
acknowiedge Ingian Drama (New Delhi; Ministry of Information and Broadeasung, 1959), 36, 75, 79, 95, 97.
11, ‘Indian Talkie, 1931-1936', p. 204, see also pp. 196-204 for an excelient discussion of this important topic.
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means thar there is a diredt inspira-
tional iink berwesn the two. True,
there are *hir’ songs based on recogmiz-
able folk tunes and dhuns, But a great
many are also modeied on simplified
classical rapa strucrures. And imereas-
ingly, film music hag shown an amazing
eciecriciem in borrowing or adaptng
from other non-Indian musical tradi-
tions as well, Indian flm music appears
10 ShOW nO Teal preference for it sourcrs-
If we musi look for its parentage,
a more likely source is the urban Parsi
Theatre~Comprty Natak-of the lac
ninerecnih century, Culminagng as a
counrrywide operatic tradition by
1900, it is the Parsi Theatre that ap-
pears (o have invented all the recipes
for popular appeal which are now
associated with Bombay's film indus-
try. The institution of the Musie Direc-
tor, apd his important place in flm
credits, derive from Parsi Theatre,
and in many other respects there ap-
pears to have taken place a remark-
able wholcsale transfer of the forms
and conventions of musical drama di-
rectly from Parsi Theatre to the sereen.
It is useful to remember that the
Indian film did not have 1o find irs form
byan exratic procsssof trial and discov-
ery and adapration. Parsi Theatre was
a dircct progenitar, and the relations
ship between cinema and rural folk
performance traditions is more iz the
nature of an axtended family tras,
What film music does share with
@rtain forms of eommunal folk-music
is a set of ‘strategies’ designed to aliow
a meiodic line (o be remembeted and
reproduced without too much effort by
an unskilled audience. In this preciss
sense, it <an be oppossed to classical
music and coriain other folk forins,
particuiarivthose associated with highly
skilied professionai casres of bards and
rirasis. The oppasition is between an
‘easy’, epernve, musical souciure, one
that is simpie enough fo De whisted
with same deoree of Bdelity by a chapars
bicvciing to officc-and an esoferic
‘dilficult’, wadidon that @ wcuded
primariiy for passive listening

BROLM UHIL AMTHROPOLOGY

In trying to realize its
potential as a new mass media, the
Indian cinema sought popuiariry on a
countrywide scale that 0o local, re-
gional form could have attained. Tae
cpema was notinterested in challang-
ing the conventions of folk theatre on
any level, and it co-opted its most
consistant featurs—the use of music
and dance as clements of dramatic
narTauve. )

So dominant wasmusicanddance
in the Indian flm that it became
commercially disadvantageous w ¢om-
piete 2 film without wilinng the
characteristic formula: sir songs, three
daness, Indeed, no separate musical
‘genre’ can be said to have deveioped in
Indian film, because music was a
constant factor im all productions.

Nothing could demonstrate this
more clearly than the stark contrast
offered by the modern Bengali film,
starring with Satyajit Ray's remarkable
Pather Panehali, which, of course, had
no singng and dancog. This stark
formal contrast with the mainstream
of Indian film was atfirst a shack  Later,
however, the absence of music as an
cqual performancs clement within the
film came to be almosta criterion of
avenigerde cinema  Indeed, even
such obscrvers of Indian cincmatic art
at Firoze Rangoonwalla can hardly
contain their disappomntment at sceing
poteatially excellent “serious’ subjects
treated within the traditional musie-
dance framework:

“Guru Dutt tried to follow the
triumph of Pyaasa with astll more
gloomy film Kaagar ke Phool on the
frusrations of a Alm director and the
urter mstability of everything pertain.
ing to the film world, It was the first
Indian film to be made in Cinemas-
cope (black and white) and was shot
very lovingly, But the subject and the
trearment made it a dismal fafiure.
The extrancous elements of comedy,
songs, cte. hardly suited it and wers to
affect its sature for postcncy.™
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Flim Music Comparative Dimensions

Comparing the use of music in
film in India and the West we see that
as a communicational and semiotic
device, music has been used in very
different ways in the two traditions,

Music in Western [ilm began as
an element separate from the film
itself, and was employed in a suppor-
tive role from the start, Musichad a
very concrete function as a support
mechanrem for film action, and was
designed 1o axert gn ingrrumental effect
on movicgoers. o this regard, the
unconsdously perceived effects of music
were of primary value in film.

Because 50 much of musie nsed in
frlmis in the West was not designad to
be heard directly, but rather only per-
ceived in a manner subordinate to the
film action, it was unusually sensitive 1o
changes in musical styles external to the
film mdustry. This aeated a curious
role for film music: active inits effects
on viewers, it could only fulfl its func-
tions wiren it was bland and predicrable
enough to be disattended.

When music departed from this
rolein film in the Musical, tis use was
50 specialized that it quickly concre-
tizedinto an idendhable genre within
the Blm indusry. Likewise, “theme
songs' for films weve placed In 2 ‘marked”
position within the film, and consti-
tuted 2 special use of musie

In contrast, music In Indtan flm
was, from the very beginning, de-
sigred 10 appeal directly to public tastes,
It was placed in the film to be peard.
In this role, it oczupied a position
equal or superior to all other ¢lements
of the fiim,

Unlike the underseores of films in
the West, which passivelyresponded to
curreat musical tastes imposed from
without, Indian film music was one of
the mast active clements in shaping
public musical tasies. For the West,
symphonic music — indeed, music writ-
ren ina classical style, however pale —
was the brcad and butter of film
scoring for years. Thus a sbarp distinc-

12 I am greacly indebted to Mr. Pradip Knishen for information contained in this section.
13. Rangoonwalla, Indian Cinema, p. 130,

Page 12

SYA NEWSLETTER



OCT-E3-2881

21:42 BROLIM

tion berween the classical music tradi-
tion aud ‘music o films’ pover oc-
eurred. Inlindia, film music provided a
divect challenge tothe classicai tradi-
tions, and was aven actively apposed
by culturai reformers.

In the end however, perhaps the
simplest way of epitomizing the difier-
ences that have developed in the uriliza-
tion of music in India and the West is
the simpia observation that in the West
there really is no such thing as ‘film
music’ a5 a distind category of music,
InIndia, of course, ‘fm mugic’ 15 read-
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ily recognizable as such. Popular songs
are always idenufied (cven on radio
announeements) with the films in wnich
they ocerred, The somgs appear to
have no identiry independent of the
{ilms and it maywell be that the appre-
ciation of a song has a jot to do with the
viewer's recall of the eontext in which it
was sung on the screen. Fiim music is
a conspicuous if aot  predominant
faarure of India's popular coinire and
whoether ong has a rasee for it or not,
it has become conererized as one of the
most durable features of Indian cul-

481 853 TS89
tural Life.

Dr. William (). Beeman

Department of Anthropology
Brown Universty.

This articlefirst appeared infndia Irirer-
nagonal Centre Quanerty Vol 8 No. 1
(1981) (Special Voiume: Indian Popu-
lar Cinema, Myth, Meaning and
Metaphor. Pradip Krishen, ed) it is
reprinted with the kind permission of
both the editor and the author.

Independent Documentary in India:
A Preliminary Report

Thomas Waugh

In 1985, the distinguished
American visual antiropologisr Robert
Gardoer released Forest of Bliss, a
feature-length documentary om India’s
holy dty Varanasi (Benares), garner-
ing critical acclaim and several festival
prizes. ‘To me however, the film was
simply one more Mondo Carne India,
" ‘an ethaographic variang of the recent

plut of Indian imagery m the Western
media marketplacs. Qur reliance on
colonized images of India such agrthese
-in the past has greatly hampered our
Imowiedee of, and our solidarity with,
this vital and changing society. The
continuing imbaiance in the exchange
of information, culture and media
betwesn first world and third is now
being challeoged in part by a new
generation of indspendent documen-
tarists in India, 'This nerwork of
committed artsts, by no means a ni-
fied movement, have emerged over the
last decade and are worth getting to
know.

Many Indiamists may already
be [amiliar with the work of Mira Nawr
and Anand Patwardhan, but these two
Bombaywallahs are only the best known
of a nationai network of young inde-
pendent artists bearing audio-visual
Wilness to——and mfErvening in--a whole
spectrum  of soco-poliucal dvoanaies.
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Politically, the independsnt documens
tarises have acquired a kind of opposi-
tional statns.  Culturally, the ensemble
of their work constitorey alind of
“third” cinema, or “coun{ér-cmema”,
a dissonant counrerpoint to both the
Bombay/Madras fearure ndusiry, and
to the state-promoted “art” fietion
cnema lavishly peddled abroad through
the “Festival of India’ apparatus, which
marksts culture as tourist bait and
political clout.

The; mdependents, born for the
most part sinet Independence, are fre-
quently engaged in battles with the
censors in the courts, when they are not
raising a nckus at the natdonal film
festival and the nationsl film awards
(whgre they ordinarily run off with a
good share of the prizes, thanks to the
relative objectivity of the jury system).

The production and distribu-
tion infrastrucrure for 16mm inde-
pendent  Olmmaking is chronically
underdeveloped, and state support at
home and promotion abroad are virtu-
ally noncmistent. Neverthsless the
independent documentary scene is ac-
tivein the major regional film culture
centers and is siowly ouilding a con-
stituency borh at home and aoroad.
In some cases the flmmakers have
strong Gies to the Indizn diaspora,

tics originating during the Emcrgency
(1975.7T7), when the exile network was
an important locns of dissidence. At
home, many practiioners have had to
re-invent grags.roots financing and
distribution, the latter for the most
part being carried out through exist-
g astworks of community and polid-
cal groups, unions, goverament and
non-government agencics, and film dhbes.
Occazionaily there—arebmahhmughs

large not avaiiable, whether the state-
conrolied television or the traditional
documentary niche in the commercial
thearres. Fimancing is thus  always
tennous: though occasionally foreign
teievision sales make the difference
between breaking even or not for some
of the group, others Mand anr.indple
for a strictly domestic constituency.
Themaneally speaking, the
discourse of ¢iags and casie cxoloita-
tion, as might be expected, is high on
the list of prionges. Feminism aico
has an important profie, with the
“third” cnema unsumnmyy offer-
mg a morc s:lgm.l.u:d.nt woucenration
of women flmmakers than the other

Mwo sirafa, speaking out nod onfy oo

gender polities but on the whole
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