
Cultural Calendar for July 2008

Contd. Contd.

(Admission to all programmes is free and on first come first served basis)

July 9

July 15

Hindustani Vocal Music Recital
 by Sangeet Nipun Manjula Seneviratne

Lecture on Yoga as alternative therapy for 
various ailments by Mr. Amarendra Narayan 
Lal and Mr. Roy Biswas Rajiv from 
Vivekananda Kendra, Yoga University, 
Bangalore

Venue & Time: ICC 6.00 p.m.  

Venue & Time: ICC 6.00 p.m.  

July 18

July 22

Lecture “Indo-Lanka relation in the Gam-Madu 
rituals of Pattini amma”
by Mr. Srilal Perera, past pupil of Chitrasena 
Kalayathanaya

An evening of  Carnatic Vocal Music Recital
by Mr. Nishshanka Abeyarathne, Graduate,  PS 
Telugu University, Hyderabad 

Venue & Time: ICC 6.00 p.m.  

Venue & Time: ICC 6.00 p.m.    
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Bollywood, India's very own Hollywood, has cast a lasting spell 
on the Great Indian Middle Class - one that few other influences 
have. Bollywood Nostalgia is a quick journey down the memory 
lane of Hindi cinema which has served as a great unifier and 
shock absorber, as a traditional society has come to terms with 
democratisation and modernisation.

Raja Harishchandra by Dhundiraj Govind Phalke was the first 
totally indigenous feature film. Released on May 3, 1913, the 
film was advertised as 'Raja Harishchandra - a performance 
with 57,000 photographs. A picture two miles long for only three 

annas'. The audience was hooked and Phalke continued to create mythological films propagating 
dharma or right action and heralding the triumph of good over evil- a genre as unique to Hindi cinema as 
the 'Western' is to Hollywood.

Phalke's success fortified the film industry. Mass entertainment and moral edification were 
amalgamated in a way that assured mass appeal. The silent-film period gave us the first social critique 
in Dhiren Ganguli's England Returned (1921), a film about Indians obsessed with Western culture. 
Baburao Painter (1925) in Savkari Pash brought social grievances to the screen; Himanshu Rai 
introduced the first Indo-German co-productions. Western films were imitated in titles like Foolish 
Husband and Forsaken Wives. The Anglo-Indian actress, Sulochana was made up to resemble Pola 
Negri, whereas 'Fearless Nadia' (often referred to as 'Hunterwali') reigned from the '30s to the '50s and 
was a Tarzan, Zorro and John Wayne all rolled into one.

Nationalistic films included patriotic films like Swaraj, Toran, Wrath; historicals like Pukar (1939) and 
Sikandar (1941) from Sohrab Modi; classics like Dr Kotnis ki Amar Kahani (1946) by V. Shantaram. 
The first Indian Talkie, Alam Ara (1931) by Ardeshir M. Irani, was a costume drama full of fantasy; it 
was inspired by the stylistics of Parsi theatre. Songs were used to intensify emotions. The film was a 
stunning success. Thereafter, music and fantasy came to be regarded as indispensable elements in films. 
At times it was overdone: Indersabha (1932) boasted of 71 songs! Successes like Shirin Farhad (1931) 
and Laila Majnu were followed by V. Shantaram's Amrit Mantham (1933) which showcased the horrors 
of human sacrifice, theological dogmatism and ritualistic excesses that pervaded society. In Devdas 
(1935) Kundan Lal Saigal sang his way into the Indian consciousness, representing the angst of the 
unfulfilled dreams of the youth. Aadmi (a policeman's efforts to reform the life of a prostitute), Achhut 
Kanya (on the theme of untouchability) and Duniya na Mane by V. Shantaram made bold statements 
against oppressive social practices. Indian cinema was, till then, heavily influenced by the two great 
epics - the Ramayana and the Mahabharata - Indian classical and folk theatre, the Parsi theatre of the 
19th century, and Hollywood films. Soon after the First World War, the Studio system collapsed as the 
nouveau riche took over as financiers and distributors. Bombay's filmdom came into its own with 
escapist fare and cinema of entertainment, dictated by the latter.

By the' 50s, a formula for popular success in Indian films, consisting of song, dance, spectacle and 
fantasy was forged. Film was recognised also as the significant instrument of social criticism. V. 
Shantaram, Raj Kapoor and Mehboob Khan, amongst others, chose to make films that were a 
significant instrument against social change and captured not only national but international interest. 

Raj Kapoor became a celebrity in Asia, Africa and Eastern 
Europe. Bimal Roy, Guru Dutt and others gained 
considerable recognition throughout the world. Hindi 
cinema rose to new heights with the introduction of colour in 
Aan (1951) and Jhansi Ki Rani (1953), the first 
Technicolour film produced in the country.

Three actors: Raj Kapoor, Dev Anand and Dilip Kumar 
dominated the popular charts in the '50s, each with his own 

distinctive style and image. Raj Kapoor - the Chaplinesque Raju, an Indian tramp, in search of warmth 
and belonging, animated his cinema with romanticism and social comment. Dilip Kumar with his 
deep-set eyes and soulful voice established his image of a doomed lover or tragic hero in the Devdas 
mould, the second man in the love triangle of Andaz (1949), and the blind singer in Deedar (1951). 
Although he proved his talent for comedy and lighter roles in later films like Kohinoor (1960), he is 
best identified with tragic roles. Dev Anand, the casual, urbane hero, with his trademark 'puff' made 
several romantic entertainers like Jaal (1952), Taxi Driver (1954), Munimji (1955), Paying Guest 
(1957) and Guide (1965). These stars fuelled the popular imagination and were worshipped by their 
fans.

They were supported by equally charismatic actresses like Nargis, Meena Kumari, Nutan, Madhubala 
and Waheeda Rehman. Nargis began her career as a child star and became the queen of the Bombay 
screen. The chemistry between Raj Kapoor and her ignited the screen and had the audience clamouring 
for more. Her finest performance, however, was in Mehboob Khan's Mother India for which she won 
the Best Actress award at the Karlovy Vary Festival (Czechoslovakia). The stereotypical mother in 
Hindi cinema carrying the burden of tradition, self-sacrifice and religiosity, was expanded by Nargis, 
the protagonist, who had the courage to live life on her own terms in spite of being deserted by her 
husband.

Meena Kumari was a spontaneous actress who could move the audience with her tragic intensity. Her 
sterling performance in Guru Dutt's Sahib Bibi Aur Ghulam (1962) was unsurpassable as a loveless 

woman drowning her sorrows in drink. Nutan's low-key performance in 
Sujata as an untouchable, made 'silence' speak as never before. And then there 
was Madhubala with the million-dollar smile flirtatious, yet vulnerable - who 
set every male heart aflame. Guru Dutt brought Waheeda Rehman, a talented 
dancer from the south, to Bollywood. She gave her best performances in his 
Pyaasa (1957) and Kaagaz ke Phool (1959) and in Vijay Anand's Guide. 
Although black and white films like Deedar (1951), Baiju Bawra (1952) and 
Pyaasa hit the popularity charts, opulent colour productions like Jhanak 
Jhanak Payal Baje (1955) and Mughal-e-Azam (1960) were indications of 
future trends. 

Meanwhile, a distinctly artistic cinema started taking shape under the 
pioneering efforts of Satyajit Ray. His Pather Panchali (1955) won great 
international recognition and critical acclaim for Indian cinema.

Pyaasa

Achhut Kanya

Mother India



P a s t  E v e n t s

7th May
Programme to mark the 147th birth 
a n n i v e r s a r y  o f  G u r u d e v  
Rabindranath Tagore

The Indian Cultural Centre in association with 
the Tagore Society, Sri Lanka commemorated 
the birth anniversary of Gurudev Rabindranath 
Tagore on the evening of 7th May with a 
programme that brought together several 
Tagore lovers and Shanthiniketan graduates. 
After introductory remarks by the Director of 
the Centre, the key note speech was delivered 
by Kalakeerthi Edwin Ariyadasa, who spoke 
about the universal influence of Gurudev 

Rabindranath Tagore. 
This was followed by a 
Rabindra Sangeet recital 
b y S a n g e e t  
Shasthrapathi Thilini 
Priyankari Rodrigo and 
a flute recital by Sangeet 
Shas thrapa th i  Ani l  
Mihiripenne.
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27th May

30th May

Vi o l i n  r e c i t a l  b y  S a n g e e t  
Shasthrapathi Mr. Ashoke Indunil

Sangeet Shasthrapathi Ashoke Indunil 
presented a captivating violin recital on 27th 
May at the Centre. Mr. Ashoke Indunil 
obtained his Masters Degree in music from the 
Benaras Hindu University and at present he is 
the head of the Department of North Indian 
Classical Music at the faculty of music of 
University of Visual & Performing Arts. He 
commenced his recital with raag Shuddha 
Kalyan, Vilambit Kheyal & Madhya Thri taal 
and concluded with a recital of Kajri, a North 
Indian folk song. The evening was very well 
enjoyed by the audience gathered at the 
Centre.

Sitar recital by Sangeet Visharadh 
Mr. Jagath Chaminda Mapalagama

Sangeet Visharadh Mr. 
J a g a t h  C h a m i n d a  
Mapalagam, disciple of 
Dr. Nirmala Kumari 
Rodrigo, presented a sitar 
recital at the Centre. 
Jagath commenced his 
recital with raag Yaman 
Kalyaan, an evening raga, 
and concluded with a folk 
melody based on baul. 
The evening was very 

well enjoyed by the audience gathered at the 
Centre.

Inspired, talented directors like Mrinal Sen, who made Bhuvan Shome (1969) in Hindi, Shyam 
Benegal, Mani Kaul, Kumar Shahani, Buddhadeb Dasgupta, Gautam Ghose, Ketan Mehta, Aparna 
Sen, Govind Nihalani and Vijaya Mehta emerged soon after as able expositors of artistic cinema. Their 
body of work came to be referred to as the parallel or art cinema, as opposed to the mainstream, popular 
cinema.

Hindi cinema in the '60s became still more escapist. Junglee introduced romance and comedy of 
Shammi Kapoor's Yahoo variety. The zest for life and youthful energy took shape in the simple boy-
meets-girl, innocent hill-station romances of the period. Asha Parekh personified the typical girl one 
would be proud to bring home to Mother; Sadhana's fringe in Mere Mehboob became a craze among 
countless teenage girls; Saira Banu was the persona of Indian and Western sophistication, while 
Sharmila Tagore's hipster saris and Mumtaz's tight salwar kameez became fashion statements. Dancing 
stars from the south like Padmini and Vyjayanthimala broke the monopoly of the north in Bollywood. 
The heroes of the period, Rajinder Kumar, Sunil Dutt, Manoj Kumar, (whose two most popular films, 
Purab aur Paschim (1966) and Upkar (1967) were made after the war with China), found stardom.

The release of Aradhana at the beginning of the '70s gave birth to the country's first superstar Rajesh 
Khanna, who became more popular than any star before him. Anand (1970) and Amar Prem (1972) 
were two of the many memorable hits from him. The stars of the' 70s personified a distinct urban 
temperament, confident yet vulnerable.

The 'angry young man' hit the screen in the persona of Amitabh 
Bachchan in Zanjeer (1973) and Sholay (1975). The use of violence 
was justified to protect hearth and home and to extract justice from 
society. A veneer of comedy later disguised this aesthetisation of 
violence with characters like Ajit and side-kicks making their entry 
as mafia men. Gabbar Singh, the villain in Sholay, urged us to re-
examine the inability of society to contain evil within the accepted 
scheme of moral social order. Sholay became the biggest box-office 
hit and started the trend for multistarrers in Hindi cinema. Popular 
cinema in the '70s directed the ambitious, talented individual to 
reject social values and created an anti-hero with an incurable 

wound, who believed that the good and right could only be protected by violent action and a ruthless 
settling of scores.

Right up to the mid-eighties Amitabh Bachchan's name itself could sell a project. His films Sholay 
(1975), Deewar (1975), Muqaddar ka Sikandar (1978) figured on the list of top blockbusters. He was 
the highest-paid star and had a larger-than-life image that overshadowed the careers of his 
contemporaries like Vinod Khanna, Shatrughan Sinha and even Sanjeev Kumar. Female leads were 
relegated to the sidelines. Hema Malini was widely recognized as the Number One actress because her 
films were money-spinners. Rekha grew out of Amitabh's shadow to give assured performances in 
Hrishikesh Mukherjee's Khubsoorat (1980), and walked away with the National Award for the best 
actress in Muzaffar Ali's Umrao Jaan (1981). After the success of Qyrbani (1980) and Insaf ka Tarazu 
(1980), Zeenat Aman established a place for herself as the non-traditional, Westernised heroine. Along 
with Parveen Babi, she made cabaret dancers and vamps redundant. Established actresses from the art 
cinema, Shabana Azmi and Smita Patil made their presence felt in Mandi (1983) by Shyam Benegal 
and in Arth (1982), a film by Mahesh Bhatt.

The trend of violence flowed into the '90s. The rise of Shah Rukh Khan in Baazigar as a crazed man, 
cold-heartedly revelling in violence and later in Dar (1993), metamorphised into the later success of 
Satya which legitimized the existence of terrorism and violence as the metaphor of revolt against 
injustice. By the midnineties, however, Bollywood began looking for Order once again. The time for 
feel-good movies had arrived! With the success of Hum Aapke Hain Kaun (1994) by Sooraj R. 

Barjatya, followed by Dilwale Dulhania Le Jayenge (Aditya Chopra), Kuch Kuch Hota Hai (Karan 
Johar) and Taal (Subhash Ghai), Hindi cinema seemed to have come full circle. These movies 
recreated a sense of security through the lost value-systems of Indian culture and family tradition.

Kya Kehna's (2000) unconventional storyline of a daughter - an unwed mother being welcomed back 
into the family fold - has heralded the advent of directors who are breaking out of watertight 
compartments of family values and expanding their boundaries to meet the challenges of modern 
society. Besides the success of family dramas, Mani Ratnam has successfully woven romantic tales 
within the matrix of socia-political themes. Both Roja and Bombay were box-office hits. David 
Dhawan in Biwi No.1 has also revived comedy of the slapstick variety. The dominance of the Khans - 
Aamir Khan (Safarosh), Salman Khan (Hum Dil De Chuke Sanam) and Shah Rukh Khan (Dil Se) is 
now threatened by a new phenomenon, Hrithik Roshan. The look today is high-tech; the dances 
choreographed MTV style, the music energised in A.R. Rehman's fusion.

Till now the relationship between cinema success at the box-office has remained an unpredictable one. 
Over the decades, Bollywood films have become slicker but in the absence of new storylines, have 
often lost their way. Despite the hi-fi recording techniques and fusion music of today, people still call 
the '50s-'60s, the golden era of film music. Cinegoers still look for appealing tunes, while music 
directors delve once again into folk and ethnic sources for inspiration. The stars of yesteryears have 
given way to the idols of today, but their pervasive influence remains. This timeless quality of 
Bollywood cinema may contribute to some of its weaknesses - but it is also its main strength and will 
keep it going through this millennium.

Source: Pocket Art Series, Malti Sahai
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The Word is Sacred 
Sacred is the Word
The Indian Manuscript Tradition
Goswamy, B.N
New Delhi,Niyogi Books,2007,pp.203

The Ultimate Indian Cookbook
[Over 150 great curries from India and Asia]
Baljekar, Mridula
New Delhi,OM Books,2002,pp.256

The Survivors
Singh, Gurdial
New Delhi,Katha Books,2005,pp.242

Selected Short Stories : Rabindranath 
Tagore
Ed. Sukanta Chaudhuri
New Delhi,Oxford University 
Press,2007,pp.322

Salangai Chadangu
Tamil Translation by Iraiyadiyan
New Delhi,Sahitya Akademi,1999,pp.206

Porattam
Tamil Translation by N.Dass
New Delhi,Sahitya Akademi,2003,pp.378

Paruvam Thappiya Vasantham
Tamil Translation by R. Banumathi
New Delhi,Sahitya Akademi,1994,pp.378
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