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1.0 OBJECTIVES

This unit will help the learners:
1. Understand the concept of film as a textual medium and its relationship with written

literature, with special attention to the Indian cinematic tradition.

2. Analyse narrative structures commonly employed in Indian and global cinema and

their literary origins.

3. Examine the process of adapting literary works into films with examples from both

Indian and international cinema.

4. Identify and evaluate visual storytelling techniques that translate textual narratives to

screen.

5. Develop critical skills to compare and contrast literary texts with their cinematic
adaptations, including works in Indian languages.

1.1 INTRODUCTION

If you have ever watched Satyajit Ray’s Pather Panchali and later read the Bibhutibhushan
Bandyopadhyay novel it came from, you probably noticed something curious. The film moved
you in ways the book did not, and the book told you things the film could not. That gap—
between what words do and what images do—is exactly what this unit is about.

Film developed quickly. Within a few decades of the Lumiére brothers' first public screenings

in the 1890s, moving pictures had turned into the most widely consumed storytelling medium
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on the planet. India took to cinema with hunger. From the first Indian feature, Dadasaheb
Phalke’s Raja Harishchandra (1913), to the massive output of Bollywood, Tollywood,
Kollywood and other regional industries today, Indian cinema has drawn heavily from novels,
short stories, plays, epics and folk tales. The Ramayana and Mahabharata, Bankimchandra’s
Anandamath, Premchand’s Godaan, Sarat Chandra’s Devdas, R. K. Narayan’s The Guide- all

have been adapted, some more than once.

What we're after in this unit is specific. How does the language of cinema differ from the
language of a printed novel? What happens when a director sits down with a 300-page book
and must compress it into a two-and-a-half-hour experience? And what can a camera do that
even the best sentence on a page cannot? Along the way, we will look at adaptations such as
Vishal Bhardwaj’s Shakespeare trilogy (Magbool, Omkara, Haider), the multiple versions of
Devdas, the 1965 film Guide, Ang Lee’s Life of Pi and several other Indian and global

examples.

1.2 UNDERSTANDING FILM AS TEXT

The idea that a film can be “read” like a book may seem odd at first. But think about it this
way: when you read a novel, you decode written words arranged according to grammatical
rules. When you watch a film, you decode images and sounds arranged according to cinematic
grammar. Both are systems of meaning-making. Christian Metz and Roland Barthes made this
case in the 1960s and 70s and it stuck. A film, they said, is a text- you can do close reading on

it the same way you would do close reading on a Keats ode or a Premchand short story.

1.2.1 The Language of Cinema
Cinema has a vocabulary and the shot is its basic word. One continuous piece of footage,

however long or short. String shots together through editing (what the Russians called
montage) and you get sequences-which work a bit like sentences and paragraphs do in prose.
The filmmaker’s decisions about camera angle, distance, movement, lighting and shot duration
all produce meaning, much as an author’s choices of diction, syntax and figurative language

do.

Take Satyajit Ray’s Pather Panchali (1955) as an example. Ray opens with lingering wide
shots of the Bengal countryside, then slowly tightens the frame around young Apu and his
sister Durga as they discover the railway tracks. The camera does not rush; it watches, the way
Bandyopadhyay’s prose describes village life in unhurried detail. Both the film and the novel

convey the same emotional truth-the wonder and confinement of childhood in a declining



Brahmin family-but through completely different means. The novel gives you inner thoughts;

the film gives you faces, trees, the sound of rain on a tin roof.

Figure 1: How Literature and Cinema Tell Stories — A Comparison

Element In Literature In Cinema
Basic Unit Word / Sentence Shot / Frame
Syntax, punctuation, Editing, montage, scene
Grammar .
paragraphs transitions
Stvle Diction, tone, figurative Cinematography, lighting,
y language colour
. . First-person, third-person, | Camera angle, voice-over,
Point of View omniscient subjective shots
: . Mise-en-scene: sets,
Setting Description in prose costumes, props
. Internal monologue, . . .
Emotion authorial commentary Music, sound design, acting
. Director controls pace
Time Reader controls pace (editing rhythm)

1.2.2 Intertextuality and Film

Films, like literary texts, exist within webs of reference. Any film you watch carries references
to other films, to paintings, to history, to books—often all at once. Vishal Bhardwaj’s Omkara
(2006) does not merely retell Shakespeare’s Othello in a rural Uttar Pradesh setting. It also
pulls from the Hindi cinema tradition of political bahubalis and small-town strongmen, from
the caste hierarchies of western UP that north Indian viewers recognize immediately and from
the Shakespeare that Indian students encounter in school textbooks and college stages. All these
references pile up. Catching those layers is what 'reading’ a film requires. When we watch Mira
Nair’s The Namesake (2006), adapted from Jhumpa Lahiri’s novel, we encounter a negotiation
between Bengali cultural memory, the American immigrant experience, Nair’s own diasporic
perspective and the accumulated weight of earlier diaspora narratives in both literature and
film. The film becomes a palimpsest- layers of meaning accumulating through its various

textual relationships.

s CHECK YOUR PROGRESS |

Short Answers Questions:

1) Explain the concept of ‘film as text” and how it relates to literary analysis. Use an
Indian film example.

2) What is the classical narrative structure? Illustrate with an example from an Indian
literary adaptation.

3) How does cinema convey narrative point of view differently from literature?



4) What are the main challenges in adapting a novel into a feature film? Give Indian
examples.

5) How does Guide (1965) differ from R. K. Narayan’s novel in its treatment of Raju’s
character?

6) Why is the concept of ‘fidelity’ considered problematic in adaptation studies?

1.3 NARRATIVE STRUCTURE IN CINEMA

How a story arranges its events matters. Cinema developed its own conventions for this, but

many of the foundational ideas came straight from nineteenth-century novels and stage plays.

1.3.1 Classical Narrative Structure

Most commercial films, whether Hollywood or Bollywood, follow a three-part shape that you'll
recognize from school essays: setup, complication, and resolution. A character wants
something. Obstacles get in the way. Things come to a head. Something gets resolved, happily

or otherwise.

Consider the 1965 Hindi film Guide, adapted from R. K. Narayan’s novel of the same name.
The film establishes Raju’s character as a charming, fast-talking tour guide (setup), traces his
involvement with Rosie and her dancing career leading to his downfall (confrontation) and
concludes with his spiritual transformation in a drought-stricken village (resolution). Director
Vijay Anand compressed and significantly restructured Narayan’s plot, which unfolds non-
linearly in the novel, into a more audience-friendly sequential narrative—a common adaptation

strategy in commercial Indian cinema.

1.3.2 Alternative Narrative Structures

Not all films follow the classical model. Some adaptations deliberately use non-linear
structures reflecting modernist literary techniques. Anurag Kashyap’s Dev D (2009), a
contemporary retelling of Sarat Chandra’s Devdas, fractures the timeline and shifts perspective
between multiple characters, borrowing from the fragmented narrative style of graphic novels

and post-punk aesthetics rather than from the novel’s linear tragedy.

Ang Lee’s Life of Pi (2012), adapted from Yann Martel’s novel (whose protagonist Pi Patel is
an Indian boy from Pondicherry), employs a frame narrative structure common in Indian
storytelling- from the Panchatantra to the Kathasaritsagara. The adult Pi recounts his story to
a writer, creating multiple narrative levels that invite viewers to question the boundary between
story and truth. The adaptation preserves this literary architecture while using 3D
cinematography and visual effects to bring the Pacific Ocean survival narrative to life in ways

the printed page could not.



1.3.3 Point of View and Focalisation

Literature has long exploited narrative perspective- from the omniscient narrator of Premchand
to the stream of consciousness techniques of European modernism. Cinema faces challenges
in translating literary point of view, because the camera appears objective in ways that a written
narrator does not. Several cinematic techniques have evolved to convey subjectivity. Voice-
over narration, used in films like Gulzar’s ljaazat (1987) or the English-language adaptation
of To Kill a Mockingbird (1962), directly imports the literary narrator’s voice into the film.
Point-of-view shots, selective focus and subjective editing can approximate the experience of
seeing through a character’s eyes. In Vishal Bhardwaj’s Haider (2014)- his adaptation of
Hamlet set in 1990s Kashmir- the camera frequently positions itself behind Haider’s shoulder
or lingers on his face in close-up, restricting information to what Haider knows, mirroring

Hamlet’s limited and suspicious perspective in the play.

1.4 ADAPTATION FROM LITERATURE TO FILM

Adaptation of literary works into films is among the oldest practices in cinema. In India, this
tradition runs especially deep. The very first Indian films drew from mythology and religious
texts and every decade since has produced adaptations from novels, short stories and plays in

dozens of languages.

1.4.1 The Challenge of Adaptation
Turning a book into a film involves real sacrifices. A novel might take a reader ten or fifteen

hours to finish. A film has two to three hours. This compression forces filmmakers to select,

condense and sometimes eliminate entire subplots and characters.

The multiple adaptations of Sarat Chandra Chattopadhyay’s Devdas illustrate this well. The
original Bengali novel is a relatively slim work, yet its emotional range is wide. Bimal Roy’s
1955 Hindi version, starring Dilip Kumar, keeps the story spare and focused on the
protagonist’s self-destruction. Sanjay Leela Bhansali’s 2002 version, with Shah Rukh Khan,
expands the visual spectacle enormously- adding elaborate sets, dance sequences and a more
lavish Chandramukhi subplot—but compresses some of the novel’s psychological nuance in
the process. Anurag Kashyap’s Dev D (2009) drops the period setting entirely and transplants
the story to contemporary Delhi, changing the ending. Each adaptation is a different
interpretation of the same source, shaped by its era, its director and its intended audience.



1.4.2 Fidelity and Interpretation

How closely should a film stick to its source material? This is the “fidelity debate,” and it has
no settled answer. Linda Hutcheon, whose Theory of Adaptation is probably the most cited
book in this area, puts it bluntly: perfect fidelity to a source novel is impossible and nobody
should want it anyway. The question is not “How faithful is it?”” but “What does this particular

interpretation reveal?”

Vishal Bhardwaj’s Shakespeare trilogy offers a useful case. Magbool (2003) relocates Macbeth
to the Mumbai underworld. Omkara (2006) transplants Othello to rural Uttar Pradesh caste
politics. Haider (2014) sets Hamlet in conflict-era Kashmir of the 1990s. None of these are
“faithful” in the sense of reproducing Shakespeare’s Elizabethan England. But each is faithful
to the emotional and thematic core of its source play. Magbool captures the corroding effect of
ambition; Omkara exposes how jealousy destroys trust; Haider dramatizes the paralysis of a
son torn between grief and revenge. Bhardwaj achieves this by finding Indian social contexts
where Shakespeare’s themes ring true naturally—the patriarchal violence of small-town UP,

the military occupation of Kashmir—rather than by copying period costumes and Elizabethan

dialogue.
Figure 2: Vishal Bhardwaj’s Shakespeare Trilogy -Adaptation Map

Magbool (2003) Omkara (2006) Haider (2014)
Source Play | Macbeth Othello Hamlet
Indl_an Mumbal Rural Uttar Pradesh | 1990s Kashmir
Setting underworld
Central Ambition Jealousy destroys Revenge vs grief
Theme corrupts trust
Lead Actor Irrfan Khan Ajay Devgn Shahid Kapoor
Supernatural | Corrupt cops as Rooh-[_)ar, a

(Absent) mysterious
Element astrologers .
informer

Key Gang loyalty = Caste resentment AFSPA replaces
Localisation | feudal loyalty drives lago figure | court politics

1.4.3 The Adaptation as Original Work

Some theorists insist that an adaptation should be judged on its own terms, not measured
against its source. Stanley Kubrick’s The Shining (1980) significantly altered Stephen King’s
novel. King disliked it. Yet the film stands as a major work of horror cinema. In India, a similar
example is Gulzar’s Maachis (1996), loosely inspired by the Punjab insurgency narratives of
the 1980s. The film does not adapt any single text but draws upon multiple literary and



journalistic sources, filtering them through Gulzar’s poetic sensibility to create something that

belongs entirely to cinema.

The same principle applies to Dibakar Banerjee’s Detective Byomkesh Bakshy! (2015), based
on Sharadindu Bandyopadhyay’s Bengali detective fiction. Banerjee’s visual style and
narrative tone depart so far from the original stories that fans of the Byomkesh series were

divided. But the film found its own identity as a stylized period thriller set in 1940s Calcultta.

% CHECK YOUR PROGRESS II

Long Answer Questions

1) Analyse how Vishal Bhardwaj localises Shakespeare’s themes of jealousy and power
in Omkara. Does the Indian setting enhance or limit the original play’s concerns?

2) Compare the different adaptations of Devdas (1955, 2002, 2009). What do the
differences tell us about how Indian cinema has changed across decades?

3) Compare how Satyajit Ray’s Pather Panchali and the original Bandyopadhyay novel
convey the experience of childhood. What does each medium do that the other cannot?

4) Discuss how Life of Pi uses its frame narrative to engage with questions about truth and
storytelling. What is gained and what is lost in the adaptation from novel to film?

1.5 CASE STUDIES: INDIAN AND GLOBAL LITERARY ADAPTATIONS

1.5.1 Guide (1965) - from R. K. Naravan’s Novel
Vijay Anand’s Guide, starring Dev Anand, is one of the most discussed adaptations in Indian

cinema. Narayan’s novel of the same name tells the story of Raju through alternating timelines-
his present as a reluctant holy man in a drought-stricken village and his past as a tourist guide
in Malgudi. The novel is satirical; Raju is not a straightforward hero. The film, however, gives
Raju a more sympathetic arc, turning his spiritual transformation into a moving climax
complete with songs and a rain sequence. Hindi cinema conventions of the 1960s demanded a

clearer emotional payoff than Narayan’s ironic prose provided.

Narayan himself was reportedly unhappy with the film, feeling that the ambiguity of his novel-
the question of whether Raju’s saintliness is genuine or performed-was resolved too neatly.
This tension between a literary author’s intentions and a filmmaker’s commercial and artistic

choices recurs throughout the history of adaptation.



1.5.2 Vishal Bhardwaj’s Shakespeare Trilogy (2003—2014)

Bhardwaj’s trilogy deserves separate attention because it demonstrates three distinct adaptation

strategies applied to the same playwright. In Magbool, the witches of Macbeth become two
corrupt police inspectors played by Om Puri and Naseeruddin Shah who double as amateur
astrologers- a brilliant localisation of the supernatural into the world of Mumbai’s underworld,
where superstition and power coexist. The film’s Bombay setting lets Bhardwaj explore the
corrupting effect of organised crime and Irrfan Khan’s performance as Magbool catches the

moral disintegration that Shakespeare wrote for Macbeth.

In Omkara, the setting shifts to western UP, where caste hierarchy and political patronage
provide the social scaffolding for Othello’s tragedy of jealousy. Saif Ali Khan’s Langda Tyagi
(the lago figure) is a lower-caste man passed over for promotion. His manipulation of Omkara
(Ajay Devgn) draws its venom from caste resentment as much as from personal envy. The
film’s dialogue is in the Khariboli dialect of the region, grounding Shakespeare in a linguistic
reality that Indian audiences can immediately place.

Haider, set in Kashmir during the Armed Forces Special Powers Act (AFSPA) era of the mid-
1990s, is the most politically charged of the three. The “rotten state of Denmark™ becomes the
militarized landscape of the Kashmir Valley. Shahid Kapoor’s Haider returns home to find his
father disappeared, his mother (Tabu) entangled with his uncle and the entire society fractured
by violence. Bhardwaj uses the political context not as a backdrop but as the engine of the plot-
the state’s violence and surveillance become the forces that drive Haider’s anguish, just as the

political corruption of Elsinore drives Hamlet’s.

1.5.3 Slumdog Millionaire (2008) and Global Adaptations of Indian Narratives

Danny Boyle’s Slumdog Millionaire, adapted from Vikas Swarup’s novel Q & A, uses the game
show format to structure a series of flashbacks. Each question Jamal faces on the show triggers
a memory from his life in the slums of Mumbai. This narrative device, absent in most film
adaptations preserves the novel’s structural conceit while giving the film a built-in pace and

suspense.

The film raised an important question for Indian audiences: who gets to tell Indian stories?
Boyle, a British director, brought a particular visual energy to Mumbai’s landscapes, but critics
in India debated whether his outsider’s gaze exoticised poverty. The adaptation thus becomes

a site for questions not only about medium but about cultural ownership- questions that are



especially alive in the Indian context, where stories travel across languages, regions and

national borders.

1.6 VISUAL STORYTELLING TECHNIQUES

Cinema’s ability to tell stories through images, rather than through words alone, is what makes
it a distinct medium. Understanding these visual techniques helps us appreciate how

adaptations translate literary effects into cinematic terms.

1.6.1 Mise-en-scéne

Mise-en-scéne- a French term meaning “placing on stage” refers to everything visible within
the frame: setting, costume, lighting, colour and the positioning of actors. In cinema, the

director controls not only what appears before the camera but how the camera perceives it.

Consider Sanjay Leela Bhansali’s Devdas (2002). Bhansali’s sets are deliberately extravagant-
the Chandramukhi kotha (dancing hall), the Chakravarti mansion, the massive chandeliers.
This visual excess is not just spectacle for its own sake. It communicates the suffocating
grandeur of a feudal Bengal where social hierarchies are built into the very architecture. Sarat
Chandra’s novel describes these settings in prose; Bhansali renders them as overwhelming
visual environments that trap the characters inside their class obligations. The Merchant-lvory
adaptations of E. M. Forster novels (A Room with a View, Howards End) serve a parallel
function in the English tradition, where costume and interior design communicate class

distinctions more immediately than descriptive prose.

1.6.2 Cinematography and Visual Style

The cinematographer’s choices about camera placement, movement, focus and lighting create
a visual language that parallels literary style. In Satyajit Ray’s films, the camera often sits at
eye level, observing without judgement, a visual equivalent of Ray’s restrained narrative voice.
In Bhardwaj’s Haider, Pankaj Kumar’s cinematography uses cold, desaturated tones to convey
the bleakness of a Kashmir under military siege- the visual equivalent of Shakespeare’s lines

about a “rotten” state.

Colour itself can carry narrative meaning. In Sanjay Leela Bhansali’s films, red and green are
used as motifs tied to desire and jealousy. In The Godfather (1972), Gordon Willis’s
deliberately underexposed cinematography gives the Corleone family scenes a shadowy,
claustrophobic quality that expresses their moral darkness- something Puzo’s novel achieves

through internal monologue.



1.6.3 Editing and Temporal Manipulation
Editing—the selection and arrangement of shots- controls the rhythm and flow of cinematic

narrative. Sergei Eisenstein’s theory of montage proposed that collision between shots creates

meaning beyond what a single image contains.

In Slumdog Millionaire (2008), the editing creates temporal complexity by cross-cutting
between the game show studio, police interrogation and Jamal’s childhood memories. This
structure does not exist in Swarup’s novel in quite the same way; it is a distinctly cinematic
invention that creates suspense by withholding information, then releasing it at precisely timed
intervals. A similar technique appears in Neeraj Pandey’s A Wednesday (2008), where parallel
editing between the police commissioner and the anonymous caller builds tension that a novel

would produce through chapter alternation.

1.6.4 Sound and Music
Sound design and musical score are dimensions of cinema without direct literary equivalent. A

novel can describe sounds and mention music, but a film can immerse the audience in a sonic
environment. Music is especially important in Indian cinema, where songs are often woven
into the narrative rather than existing outside it. In Guide (1965), the songs composed by S. D.
Burman function as emotional commentary and character development- Rosie’s dance
sequences are not interruptions but expressions of her freedom from a repressive marriage. In
Haider, Bhardwaj himself composed the music and the song “Bismil” functions as the
equivalent of Hamlet’s “The Mousetrap”- a public performance that exposes hidden guilt. The
use of Kashmiri folk music alongside Western orchestration creates a sonic landscape that no

staging of Hamlet in English could replicate.

% CHECK YOUR PROGRESS IlI

MULTIPLE CHOICE QUESTIONS

1 The basic unit of film language corresponding to a word in literature is
a) Scene
b) Shot
c) Sequence
d) Frame

2  The first Indian feature film, Raja Harishchandra (1913), was directed
by
a) Satyajit Ray
b) V. Shantaram
c¢) Dadasaheb Phalke
d) Bimal Roy

3 Which technique is commonly used in films to approximate literary first-person
narration?
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a) Flashback

b) Voice-over

¢) Slow motion

d) Split screen

Vishal Bhardwaj’s Omkara is based on which Shakespeare play?

a) Hamlet

b) Macbeth

c) Othello

d) King Lear

Life of Pi employs which narrative structure?

a) Linear chronological

b) Frame narrative

c) Epistolary

d) Stream of consciousness

Which Indian author’s novel was adapted into the 1965 film Guide?
a) Premchand

b) R. K. Narayan

¢) Mulk Raj Anand

d) Sarat Chandra Chattopadhyay

In Vishal Bhardwaj’s Magbool, the witches of Macbeth are reimagined
as :

a) Village elders

b) Corrupt police inspectors

c) Priests

d) Journalists

Slumdog Millionaire was adapted from a novel by
a) Aravind Adiga

b) Vikas Swarup

c¢) Chetan Bhagat

d) Amitav Ghosh

Sanjay Leela Bhansali’s Devdas (2002) was based on a novel by
a) Rabindranath Tagore

b) Bankim Chandra Chattopadhyay

c¢) Sarat Chandra Chattopadhyay

d) Bibhutibhushan Bandyopadhyay

Haider (2014) is set in which region of India?

a) Punjab

b) Kashmir

¢) Rajasthan

d) Uttar Pradesh

1.7 LET US SUM UP

This unit has explored the relationship between film and literature as parallel systems of

meaning-making. We began by understanding film as a text that can be “read” with the same

analytical tools we bring to novels and poems. The language of cinema—shots, editing, mise-

en-scene, sound- was examined as a grammar distinct from but comparable to literary language.
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We studied narrative structures in cinema, from the classical three-act model (illustrated
through Guide) to alternative structures such as the frame narrative of Life of Pi and the
fragmented timeline of Dev D. The challenge of translating literary point of view into cinematic
terms led us to voice-over narration, subjective camera work and selective focalisation, with
Haider as a key Indian example. Our exploration of adaptation theory showed that the
relationship between source text and film is more complicated than a simple question of
fidelity. Every adaptation is an interpretation shaped by medium, creative vision, cultural
moment and audience. The case studies- Guide, Bhardwaj’s Shakespeare trilogy, the Devdas
adaptations, Slumdog Millionaire- illustrated how different filmmakers find different ways of

translating literary material into cinematic form.

We examined the specific visual storytelling techniques that allow cinema to produce narrative
meaning: mise-en-scene, cinematography, editing and sound design. Rather than viewing film
as a lesser version of literature or literature as an outdated form, we can recognize each as a
distinct mode of storytelling with its own strengths and limitations. The conversation between

the two continues to enrich both art forms.

1.8 KEY WORDS

1. Adaptation: The process of transforming a work from one medium to another, particularly

from literature to film.

2. Cinematography: The art of motion-picture photography, including camera placement,

movement and lighting choices.

3. Classical Narrative: A dominant storytelling structure featuring causal plots, goal-oriented
protagonists and clear resolutions.

4. Editing (Montage): The selection and arrangement of shots to create continuity and

meaning.

5. Fidelity: The degree to which an adaptation reproduces its source material; a contested

concept in adaptation studies.

6. Intertextuality: The relationship between texts, including references, allusions and

influences across media.

7. Mise-en-scéne: The arrangement of visual elements within the film frame, including setting,

costume and lighting.
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8. Point of View (Focalisation): The perspective from which a story is told; in film, conveyed

through camera placement, shot selection and narration.

9. Shot: The basic unit of film, a continuous sequence of frames recorded by a single camera

10.

operation.

Voice-over: Narration heard over the visual track, often used to preserve literary

narration in adaptations.
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2.0 Objectives

In this unit we shall

e Discuss the foundational narrative concepts of story, plot, and narration used in film
studies.

e Distinguish between story and plot and how filmmakers manipulate them to shape
viewers’ experience.

e Examine different modes of narration in film.
On completing this unit, you should be able to

e Define story, plot, and narration within the context of film studies.
e Understand the difference between the story and the plot.

¢ Identify the various types of the narrations and narrative techniques in film.

2.1 Introduction

Film, cinema, and motion picture (movie) are three terms that fundamentally refer to the same
thing. Hence, for the sake of convenience, the word film is used frequently in the following
write-up. Like a novel or a drama, film is a narrative genre—a genre that deals with narration.

In other words, it is a medium of storytelling. It tells a story through moving images and serves
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as a fascinating means of narrating experiences, emotions, and ideas. Whether commercial, art-
house, or documentary, film relies on certain arrangements for expressing narrative
information. Understanding how films tell stories is necessary for anyone who wishes to
explore the world of cinema, either academically or for entertainment.

To engage critically with films, it is essential to understand three foundational concepts
in the discourse of film studies: story, plot, and narration. To a common reader, these three
concepts may seem interchangeable, but within the realm of film studies, they represent distinct
functions that together construct narrative experience. Lexically, a story refers to a description
of a connected series of events. Plot refers to the arrangement of these events—beginning,
middle, and end. Likewise, narration signifies the act of telling a story. Taken together, these
concepts suggest that the story is the complete set of events in a narrative; the plot deals with
how these events are selected, arranged, and presented to a viewer; and narration refers to how
these events are communicated.

This chapter aims to elaborate on these three concepts in depth. Each concept is
examined clearly and critically in relation to the others, with appropriate examples from

well-known Indian films.

2.2 Story and Plot

Before we understand the difference between story and plot in the context of film studies, let

us read the following two cases:

1. Two close friends, Ramesh and Suresh, face immense struggle in a small village
because of severe poverty and a lack of work, and move to the city with the hope of a
better future. However, during the Covid 19 lockdown, they decide to return to their

homes, and Ramesh dies on the way due to a heart stroke.

2. (a) Ramesh and Suresh had been close friends since their school days.
(b) They were frequently teased by their fellow students because they came from very
poor families.
(c) They wanted to complete their education and secure good jobs so that they could
earn respect in their village, but this dream proved difficult.
(d) They decided to go to the city and earn well to support their families economically.

(e) They joined a factory as labourers and began earning well.
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(F) But there was an outbreak of Covid 19, and the factory was closed due to the
lockdown.

(9) Finding it difficult to survive in the city under such conditions, both friends decided
to return to their village.

(h) During the night, they successfully ran away from the city and started walking
toward their home, which was very far away.

(i) Ramesh suffered a heart stroke and died on the way.

() Suresh somehow managed to take his friend's dead body back to their village.

Case (1) is an example of a story, while case (2) illustrates a plot. While the story tells what
happened to Ramesh and Suresh, the plot arranges these events in the order in which they must
be disclosed to the viewers. Thus, a story presents the events that a narrative contains, whereas
the plot deals with the structuring of these events. When making a film, the filmmaker may
alter the plot (the arrangement of events) to make it more compelling for the audience, but the

story largely remains the same.

Thus, story refers to "all the events of the narrative as they occur in chronological order from
beginning to end, including not only those that we see and hear, but those we infer" (Sikov 90—
91). We should note that, in film studies, a story includes what we see, what we hear, and what
we infer. In case (1), for example, we may infer that something negative is likely to happen
with the mention of Covid 19. Plot, on the other hand, stands for "the ordering and structuring
of narrative events as they are presented in the film" (Sikov 91). In case (2), the events from

(a) to (j) are arranged to narrate the story compellingly to the viewers.

At this juncture, it is also essential to understand three more terms related to story and plot:
diegesis, fabula, and syuzhet. In film studies, diegesis refers to the world of the story. The
diegesis of a film consists of all the story elements presented by the narrative, whether they are
actually seen or heard onscreen or not (Sikov 91). This concept is important in establishing the
story world or narrative universe that the characters inhabit. Diegesis clearly defines what
characters see and hear, helping the audience immerse themselves in the film by experiencing
what the characters experience. It distinguishes between sounds that characters in the film hear
and sounds meant only for the audience. For example, the sound of a radio heard by a character

in the film is diegetic, while the musical score in the opening or closing credits is non diegetic.
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David Bordwell and Kristin Thompson borrowed the concepts of fabula (story) and syuzhet
(plot) from Russian Formalism. Fabula refers to the events in the story, whereas syuzhet refers
to the presentation of these events to the audience. However, we should remember that the
fabula "is more than simply the story being told; it's the story that each of us constructs as we
watch and hear the syuzhet unfold. It's all the story material presented by the filmmaker, but
it's also the story material and associations we bring to the film as individuals—the stories we
tell ourselves based on the stories we are being told. Just as every story has an unlimited number
of plots that could tell it, so every syuzhet sparks an infinite number of fabulas. Why? Because
every audience member brings his or her own personal experience to the movies we watch, the

stories we're told" (Sikov 91).

Thus, understanding the difference between story and plot, and the related concepts of diegesis,

fabula, and syuzhet, is crucial for critically appreciating a film.

e Check Your Progress — 1

Multiple Choice Questions

1. Which of the following best distinguishes story from plot in film studies?
A. Story deals with characters, while plot deals with settings.
B. Story is what happens, while plot is how those events are arranged for presentation.
C. Story is fictional, while plot is factual.
D. Story concerns visuals, while plot concerns sound.

2. Diegesis includes which of the followings?
A. Only the events shown onscreen.
B. Only the sounds heard by the audience.
C. All story elements, whether seen, heard, or implied.
D. Only non-diegetic sounds and visuals.

3. Which statement best reflects Sikov’s definition of story?
A. The story contains only the events directly visible on screen.
B. The story includes only events narrated by characters.
C. The story comprises all chronological events, including those inferred.
D. The story focuses solely on the filmmaker’s arrangement of events.

4. Why does every syuzhet “spark an infinite number of fabulas”?
A. Because viewers reconstruct the story using personal experience and associations.
B. Because the filmmaker changes the sequence of events repeatedly.
C. Because no film ever reveals its events clearly.
D. Because the plot always remains incomplete.

5. Which of the following correctly differentiates diegetic and non-diegetic sound?
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A. Diegetic sound is heard only by the audience; non-diegetic sound is heard by
characters.

Diegetic sound is background music; non-diegetic sound is dialogue.

Diegetic sound is always louder than non-diegetic sound.

Diegetic sound exists within the story world; non-diegetic sound exists outside it.

Cow

2.3 Components of Story

In film studies, the term story or fabula refers to the complete set of events—both depicted and
implied—that occur within the filmic universe. This means that the term includes events that
are shown, mentioned, or suggested on the screen. It also refers to events that occur outside the
screen but still influence the filmic world. For instance, Satyajit Ray’s Pather Panchali (1955)
is a poignant tale of a poor family’s struggles in rural Bengal and focuses on the childhood of
Apu and his sister Durga amid the harsh realities of life. The story revolves around Durga’s
fragile health and her tragic death, followed by the family’s decision to leave the village in
search of a better life. In this film, seemingly small actions—such as taking fruit from a
neighbour’s orchard—are implied through the villagers’ accusations, Sarbajaya’s frustration,
and Durga’s fearful responses. These episodes further suggest that Durga has been doing this
for years and that prior incidents have shaped the villagers’ hostility. We must remember that
the story is always larger than the film itself. The story is the raw narrative material; the
filmmakers selectively decide how it is to be presented to the audience.
There are four major components of the story: events, characters, setting, and causality. Events
may be explicit, implicit, or hypothetical. Explicit events are those shown clearly through
visuals or dialogue. Implicit events are suggested through clues, backstory, or inference.
Hypothetical events are neither shown nor directly implied but are reasonably inferable from
the film’s world, characters, and circumstances. In film studies, such events are called
hypothetical off-screen events, which could logically exist within the film’s diegesis.
Characters are the central agents of the story world. Their actions drive the narrative forward
and are motivated by goals, emotions, conflicts, or relationships. Through their actions and
dialogues, characters communicate the theme or central idea of the film and create emotional
engagement with the audience. Characters are not merely individuals; they are structural
elements. In films, characters pursue their desires and encounter obstacles. If they achieved
their goals immediately, they would be satisfied, but the audience would lose interest. Thus,
characters’ involvement in conflict makes the film narratively compelling.

Characters in films can be categorised based on their function, their degree of

development, and their symbolic or archetypal roles.
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Based on function within the story structure, characters may be:
e protagonist,
e antagonist,
o deuteragonist (second most important character),
« tritagonist (third most important character),
o foil (a contrasting character—for example, Draco Malfoy serves as a foil to Harry
Potter),
e supporting characters (family members, friends, colleagues),
e minor characters (those with brief appearances).
Based on character development, characters may be:
« dynamic, undergoing significant change by the end of the film through growth,
transformation, or realisation (e.g., Michael Corleone in The Godfather [1972]);
« static, remaining unchanged and representing fixed values (e.g., James Bond in most
films);
« round, complex, layered, and realistic, possessing strengths, flaws, and contradictions
(e.g., Sarbajaya in Pather Panchali);
o flat, simple and one-dimensional while serving a specific function (e.g., Forrest in
Forrest Gump [1994]).
Based on symbolic or archetypal roles, characters may include the hero, mentor, innocent,

caregiver, trickster, villain, antihero, and background characters.

Setting refers to the location, time period, and socio-cultural environment. A film’s story
always unfolds within a specific world—realistic, imaginative, historical, or futuristic. Setting
helps create the film’s diegesis and establish its mood and atmosphere. It reflects characters’
psychology and communicates social and historical contexts. Locations in films may be real
places or artificially constructed sets. Depending on the film’s theme, geographical settings
may be rural, urban, suburban, or exotic. The temporal setting may be historical, contemporary,
futuristic, or timeless. Settings can also be categorised according to physical space (natural,
constructed-urban, closed-interior, open-exterior), realism level (realistic, stylised, abstract),
and narrative function (social, cultural, institutional-political, psychological).

Causality is the most important aspect of classical cinematic storytelling. It ensures coherence,
progression, and meaning. In simple terms, causality refers to the chain of cause and effect

within the story. It answers two basic questions:
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Q) Why does this happen? (cause)

(i)  What happens because of this? (effect)
No events in a film occur randomly; they are interconnected through logical, emotional, or
psychological reasons. Although causality varies depending on genre, director, and narrative
style, it can be categorised into five types:

1. Character-driven or psychological causality, commonly found in classical Hollywood
and realist films, where characters’ desires, goals, and decisions determine events.

2. Situational or plot-driven causality, where events unfold due to external circumstances
rather than character psychology; a coincidence may trigger a chain of events.
Adventure and thriller films often rely on this.

3. Thematic or symbolic causality, in which events are linked by ideas, themes, or
symbolic logic. For example, in a symbolic film, the image of a rose may evoke a
memory or mood rather than a direct action. This is common in art films, surrealist
cinema, and experimental films.

4. Non-linear causality, where events appear out of order but maintain cause-and-effect
relationships through flashbacks, flash-forwards, parallel timelines, or memory
sequences.

5. Broken or minimal causality, found in some modern and postmodern films, where
causal connections are intentionally weakened. Events may seem random, ambiguous,
or disconnected to portray alienation, confusion, or fragmentation in modern life.

It is also important to distinguish between story time and story world. Story time may span
minutes or centuries. For example, Boyhood (2014) depicts twelve years of a boy’s life; Forrest
Gump (1994) spans several decades of American history; and Dunkirk (2017) presents three
distinct time frames—one week, one day, and one hour. Story world refers to the diegesis and
comprises everything that exists within the narrative universe—sounds, events, characters, and

objects.

2.4 Plot as Narrative Construct

Plot, or syuzhet, in films refers to the specific arrangement of story events, including the
duration allotted to each event, the frequency with which events are shown, and the perspective
through which these events are presented. It is the filmmaker who decides the order of these
events to guide the audience through the narrative. Plot determines what the audience sees,

when they see it, and how they interpret it. This means that plot is deliberately controlled—
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manipulated—by the filmmaker to create curiosity, suspense, surprise, or emotional
engagement. For instance, a suspense film never reveals its central mystery until the end; only
the final revelation reframes the events that came before.

The three most important aspects of a film’s plot are order, duration, and frequency.

Plot:

Plot may arrange events chronologically, in reverse order, randomly, or through devices such
as flashbacks, flash-forwards, or parallel timelines. Usually, plots in films fall into two broad
categories: classical and alternative.

A classical plot follows chronological order; events are organised linearly. The majority
of films follow this structure. A classical plot reflects the cause-and-effect logic presented to
the audience in a coherent, linear way. Such a plot typically includes exposition, an inciting
incident (or trigger event), rising action, climax, falling action, and resolution (denouement).

In many contemporary films, we encounter alternative plots, in which filmmakers
experiment with time, perspective, and narrative order. Such films may employ non-linear
structures, circular or cyclic plots (where the story ends where it began), or parallel plots (two
or more storylines running side by side). In other cases, we see plots based on the hero’s journey
(monomyth), the Rashomon structure, or real-time narrative. The monomyth is a universal
narrative pattern that charts a hero’s evolution from an ordinary beginning to an extraordinary
ending. This structure was identified by Joseph Campbell. The Lord of the Rings series and
Star Wars are examples of monomythic plots.
Films using the Rashomon technique narrate the story from multiple perspectives, often
resulting in conflicting accounts; the term comes from Akira Kurosawa’s Rashomon (1950). In
a real-time narrative, the story unfolds within the same duration as the film’s running time.

Alejandro Gonzalez Inarritu’s Birdman (2014) is an example of such a plot.
Duration:
Duration is one of the most important aspects of film and narrative construction. It refers to the

length of time that events occupy within the film. Scholars identify three types of duration:

screen duration, plot duration, and story duration.
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e Screen duration is the actual running time of the film—the time the audience spends
watching it. For example, Titanic (1997) has a screen duration of 3 hours and 14
minutes.

o Plot duration refers to the time covered by the events shown in the film, including all
present-time events. The plot duration of Titanic is four to five days, including
present-day scenes.

o Story duration refers to the total time covered by all events in the story world, including
those shown, remembered, mentioned, implied, or occurring before or after the plot.
The story duration of Titanic exceeds 80 years: Old Rose narrates her story in 1996,
recounts events from 1912, hints at her childhood, and implies aspects of her life after
the sinking.

Duration also affects how fast or slow a film feels. Shorter durations (short takes) create
tight, fast-paced storytelling, whereas longer durations (long takes) are better suited for
character development, thematic depth, and atmosphere.
Action films and thrillers typically employ shorter durations to create urgency, excitement,
confusion, and chaos, while dramas and art films often use longer durations to create intimacy,
realism, and contemplative mood.

Duration affects emotional intensity because emotion arises not only from what is
shown but how long it is shown. Balanced duration keeps the audience engaged; excessive
duration may tire the viewer, and overly brief duration may make the film feel incomplete.
Duration strategies depend on the film’s genre. For example, thrillers require long suspense
shots combined with quick action cuts. Duration also contributes to a filmmaker’s artistic
signature—Andrei Tarkovsky is known for long, meditative shots, while Christopher Nolan is

famous for complex time structures.

Frequency:

The third important aspect of plot is frequency. Frequency refers to how many times an event
in the film is shown or referenced. It can also indicate the repetition of the same event from
different perspectives. Repetition helps the audience understand characters, motivations, and
hidden meanings.
In modern films with alternative or non-linear plots, frequency is often used to create a
puzzle-like atmosphere, invite interpretation, and challenge traditional linear storytelling.

There are three common types of frequency:
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1.
2.

Singulative — an event is shown once. This is the most common type.

Repetitive — the same event is shown multiple times from different angles or with
different narrative layers. For example, in Rashomon (1950), the same event is retold
several times to reveal conflicting viewpoints.

Iterative — multiple similar events are narrated once to imply repetition. A montage in
the 2016 Bollywood film Sultan, showing the protagonist’s “everyday training,” uses
iterative frequency to hint at his long period of preparation for wrestling.

Check Your Progress — 2

Answer the following questions in short in three-four lines.

What does the term “story” or “fabula” mean in film studies?

Distinguish between explicit, implicit, and hypothetical events with reference to film
story.

Why is the story considered “larger than the film itself”?

What role do characters play as structural elements within the story world?

Define static and dynamic characters with one example for each from films mentioned
in the above passages.

How does setting contribute to the creation of a film’s diegesis?

What is meant by causality? List the two questions used to determine cause and effect.

Answer the following questions in short in 300 words.

1.

P ow

Explain the four major components of the story—events, characters, setting, and
causality—with suitable examples from the films you have seen.

Analyse how characters can be categorised based on function, development, and
symbolic roles.

Discuss the concept of plot (syuzhet) as a narrative construct.

Examine the importance of causality in classical cinematic storytelling.

Describe and critically evaluate the three key components of plot—order, duration, and
frequency—and their impact on narrative engagement.

2.5 Film Narration

Film narration refers to the way a film presents and communicates its story to the audience. It

concerns how events are shown, from whose perspective the story is narrated, and how

cinematic techniques shape our understanding of the film. Like plot, a film narrative can be

linear, circular, or episodic, and it offers a unique way to experience and engage with the story.

However, there is an important difference between film narrative and plot. While plot focuses

on the sequence of events that move the story forward, narrative is a broader concept that deals

with the overall craft of storytelling within the film. Film narrative refers “to the strategies,

codes and conventions (including mise-en-scéne and lighting) employed to organize a story”
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(Hayward 256). Its primary goal is to reproduce a ‘real’ world that convinces the audience of
a realm of possibility into which they can enter.

According to the film theorist David Bordwell, narrative is a moment-by-moment
process that regulates the flow of story information. He defines film narrative as the “activity
of selecting, arranging, and rendering story material in order to achieve specific time-bound
effects on a perceiver” (Bordwell xi). Film narration is multimodal in nature, created through
the interplay of moving images, sound, lighting, dialogue, performance, mise-en-scene, and
editing. In short, the significant question in film narration is not “Who speaks?”, but rather
“How does the film as a whole communicate?” Film narration is fluid and dynamic, and it
performs three key functions: (i) integrating visual and auditory storytelling, (ii) shaping
audience expectations through timing and revelation, and (iii) constructing explicit and implicit
meanings through dialogue and cinematic techniques.

There are three types of film narratives: linear, experimental, and non-linear. A linear
narrative shows events progressing logically from beginning to end, with goal-oriented
characters and smooth transitions within a coherent visual space. It generally avoids ambiguity
and ensures that the audience can follow the film effortlessly. Experimental or modernist
narratives, used primarily in art cinema, are marked by ambiguity, open-endedness,
psychological depth, interior conflict, and a loose, episodic structure. Films that use this
narrative style are often self-reflexive, drawing attention to their own form. Events in such
narratives may be symbolic, inviting the audience to interpret and analyse the film. This
narrative mode transforms the film into a site of artistic experimentation. A non-linear
narrative, often associated with postmodern cinema, is widely used in contemporary films. It
is characterized by fragmented timelines, multiple perspectives, multiple narrators, unreliable
narration, and complex story structures. Such narratives require viewers to be active

participants, decoding clues and reconstructing the narrative order.

2.6 Techniques of Film Narration

Film narration is an important aspect of filmmaking. It is realised through multiple cinematic
elements that work together to make a film intelligible to the audience. The major techniques

of film narration include visual narration, editing, sound narration, and performance or acting.

1. Visual Narration:
Visual narration refers to the ways in which a film communicates story, emotion, and meaning

through images rather than dialogue. Its major components include mise-en-scene,
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cinematography, colour, visual editing, and visual metaphors. Mise-en-scéne refers to the
arrangement of everything that appears in front of the camera, including setting and location,
props, lighting, costumes, and actors.
e Setting and location create mood and context by indicating time period, culture, and
socio-economic background.
« Lighting shapes the emotional tone of a film.
o Costumes reveal identity and character traits.
Cinematography is the art of capturing moving images to narrate a story. It includes camera
angles, camera movements, shot sizes, and depth of field.
o Camera angles may be low, high, or Dutch, each used for specific purposes.
« Common camera movements include tracking, panning, tilting, slow push-in, and
handheld shots.
e The most frequently used shot sizes are extreme close-up, medium, and wide shots.
o Depth of field refers to how much of the image is in focus; films often use shallow or
deep focus for expressive effect.
Colour is a powerful storytelling tool. High saturation typically suggests energy or excitement,
while desaturation implies bleakness or realism. Repetitive use of specific colours also hints at

recurring themes.

2. Film Editing:
Film editing is the process of selecting, ordering, and combining shots to construct a
meaningful, continuous, rhythmic, and impactful film narrative. Editing is a significant element
of filmmaking because it determines how the final film appears to the audience, shaping the
narrative structure, emotional response, rhythm, and pace. Since the importance of editing often
goes unnoticed by viewers, it is frequently called the “invisible art.” Editors, following the
director’s creative vision, construct the final narrative from raw footage.
Major editing techniques include continuity editing, montage, jump cut, parallel or
cross-cutting, match cut, and fade—dissolve—wipe transitions.
o Continuity editing (classical or three-dimensional continuity) combines related shots
into a coherent sequence, giving the impression of continuous time and space.
e Montage, derived from the French word meaning “assembly,” places separate images
or video shots together to create the illusion of continuous narration and communicate

a large amount of information in a short time.
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e Jump cuts splice two sequential shots of the same subject from slightly different
positions to create a jarring, fragmented, or discontinuous effect.
o Parallel or cross-cutting alternates between two or more events happening
simultaneously in different locations.
« Match cuts link two different shots by matching shapes, movements, objects, or themes
to create continuity or symbolic meaning.
« Fade, dissolve, and wipe transitions serve various narrative purposes:
= A fade-out gradually darkens the image to black, usually marking the end of a
scene or a long passage of time.
= A fade-in brightens from black to the next image, often indicating the start of a
new scene or chapter.
= A dissolve overlaps a fading-out shot with a fading-in shot, suggesting time
passage, location change, or thematic connection.
= A wipe pushes one shot off the screen with another, using a visible line or shape
(horizontal, vertical, diagonal, star, circle), often employed for dynamic or
stylised transitions.

3. Sound Narration:
Sound narration refers to how sound contributes to storytelling. It concerns not only what we
hear but also how what we hear shapes our understanding of plot, characters, mood, and
meaning. Sound narration includes:

o Dialogue

« Voice-over narration

e Music

e Sound effects (SFX)—artificially created or enhanced sounds

e Silence

« Ambient or natural sound
These elements work together with visual narration to communicate the film’s meaning

effectively.

4. Performance or Acting:
Performance, or acting, refers to the ways actors use body, voice, gestures, facial expressions,
and psychological presence to bring characters to life. Acting creates emotional connection

between actors and audience, drives the narrative forward, and shapes audience interpretation.
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Film acting differs from stage acting because it occurs in front of a camera, which
captures subtle details. Scenes are filmed in fragments, requiring precision and control. Thus,
film performance demands accuracy, restraint, and the ability to communicate emotions

through nuanced gestures.

e Check Your Progress — 3

Answer the following questions in short in three-four lines.

=

What is film narration, and how does it differ from film plot?

According to David Bordwell, what is the primary function of narrative in film?
What are the three key functions performed by film narration?

Define linear narrative with one characteristic mentioned in the passage.

Why are experimental narratives often described as self-reflexive?

List any two features that characterise non-linear narrative.

What is visual narration, and what are its major components?

Define continuity editing and explain its purpose.

What is sound narration, and which elements does it include?

10 Explain why film acting requires precision and control.

©OoN R WD

Answer the following questions in short in 300 words.

1. Discuss film narration as a multimodal process.

2. Compare and contrast the three major narrative types: linear, experimental, and
non-linear.

3. Analyse the four major techniques of film narration—uvisual narration, editing, sound
narration, and performance.

4. Examine the role of editing techniques in shaping narrative meaning.

5. Explain how cinematography, mise-en-scéne, colour, and visual metaphors operate
within visual narration.

2.7 Let Us Sum Up

To conclude, we can say that understanding film as a text requires seeing how story (fabula)
and plot (syuzhet) work together within a film’s diegesis to create meaning and emotion. Story
and plot are two essential components of a film. The story is the complete set of visually shown
and implied events, whereas the plot is the arrangement of these events. Plot guides the
audience by cultivating curiosity, suspense, surprise, and empathy. Narration is a broader
concept that comprises the communicative process which organizes story material using
strategies, codes, and conventions. Together with the sub-aspects of plot and narration, a film

becomes a complete treat for the audience.
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2.8 Key Words

Ambient Sound: Natural background sounds within the story world that create atmosphere and
realism.

Antihero: A protagonist who lacks traditional heroic qualities but remains central to the
narrative.

Archetypal Roles: Universal character patterns such as hero, mentor, villain, caregiver, or
trickster.

Camera Angles: Positions from which the camera views the subject—Ilow, high, Dutch—used
to shape meaning.

Camera Movements: Techniques like tracking, panning, tilting, and handheld shots that guide
the viewer’s attention.

Causality: The chain of cause and effect that links events and provides narrative logic.
Cinematography: The art of capturing moving images through camera angles, movements, shot
sizes, and lighting.

Colour: A visual narrative tool that conveys symbolism, mood, and emotional tone.

Depth of Field: The range of focus in an image, including shallow and deep focus for expressive
effect.

Diegesis: The story world that includes everything characters can see, hear, or infer.

Dissolve: A transition in which one image fades out while another fades in, briefly overlapping.
Explicit Events: Events clearly depicted through visuals or dialogue.

Fabula (Story): The complete set of depicted and implied events in chronological order.
Mise-en-scene: Everything arranged before the camera: setting, lighting, props, costumes, and
actors.

Montage: A sequence of assembled images or shots that condenses time or conveys complex
meaning.

Narration: The overall strategy by which story information is selected, arranged, and
communicated.

Plot (Syuzhet): The arrangement and presentation of story events in the film.

Props: Objects used within the mise-en-scéne to support storytelling.

Setting: The time, place, and socio-cultural environment of the story.

Shot Size: The framing of the subject—close-up, medium, or wide shot.

Sound Effects (SFX): Artificially produced or enhanced sounds used for narrative impact.
Story World: The entire diegetic universe in which the story takes place.

Wipe: A transition where one shot replaces another using a moving line or shape.
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Unit-3 Characters, Conflict, and Theme

;> STRUCTURE ::

3.0 | Objectives

3.1 Introduction

3.2 | Characters: The Narrative Agents

3.2.1 | Characters in Theoretical Frameworks

* Check Your Progress
3.3 | Conflict in Film
3.4 | Theme in Films

* Check Your Progress

35 Patterns and Variations in the Triad
Understand the Character—Conflict—

3.6
Theme Triad in Film

* | Check Your Progress
3.7 | LetUs Sum Up
3.8 | Key Words

3.9 | Suggested Reading

* ANswers

3.0 Objectives

In this unit we shall —

e Discuss the triad of character, conflict, and theme used in film studies.
¢ Distinguish between different types of character, conflict, and theme.
e Examine the patterns and variations in character, conflict, and theme across the film

genres.
On completing this unit, you should be able to

e Understand character, conflict, and theme within the context of film studies.

¢ Identify the different types of character, conflict, and theme in films.
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e Analyse the films as a text based on character, conflict, and theme.

3.1 Introduction

In a film, the triad of character (the agent), conflict (the problem), and theme (the underlying
idea) plays an important role. These elements of the triad work as the conceptual backbone of
the film. They work interdependently, each element shaping the other. Characters embody
certain values or contradictions; their actions motivate reactions, and finally invite
identification or critique. No film can stand without its characters, either in the form of humans
or non-humans. Characters are the mind and soul of the film. They guide the audience through
their actions and choices and prepare the ground for interpreting the film. As discussed in Unit
2, the characters in films can be categorised based on their function, their degree of
development, and their symbolic or archetypal roles.Conflict is a driving force in the making
of a good film. It arises from oppositional forces and can take many forms, ranging from
individual disagreement to epic-level battle. Conflict causes tension and pressures characters
to make certain choices and thus reveal who they are. Theme is the argument or the insight that
a film offers through characters’ confrontation with conflict. Theme may involve the classical
struggle between good and evil or may deal with the idea of love, justice, revenge, etc.

This triad of character, conflict, and theme operates within all types of film genres,
whether classical Hollywood films, parallel or new wave cinema, Indian film traditions, or
contemporary global cinema. This triad can be conceptualised as a three-way feedback loop —
(i) conflict tests character, (ii) character reframes conflict, and (iii) the resolution of conflict,
or its absence, proposes a thematic stance. This triad matters significantly in film as it creates
coherence in the film, navigates the audience’s interpretations, and leaves a long-lasting impact

on the viewer’s psyche.

3.2 Characters: The Narrative Agents

Characters do not mean just the persons on the screen; they are the structural entities of the
film. Characters are the narrative agents of the film. They serve the specific narrative functions
(the roles they play) assigned to them by the filmmakers. They are the markers of social,
cultural, and economic identities and are characterised by their desires, fears, and emotions.
They embody performance (acting, voice, gesture, posture) and cinematic inscription (costume,
framing, lighting, sound motifs).

In Unit 2, we argued that the characters are the central narrative agents of the film’s

story, and we had a look at three categories of characters:
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Based on function within the story structure, characters may be:

a.
b.
C.

o

protagonist

antagonist

deuteragonist (second most important character)

tritagonist (third most important character)

foil (a contrasting character—for example, Draco Malfoy serves as a foil to Harry
Potter)

supporting characters (family members, friends, colleagues)

minor characters (those with brief appearances)

Based on character development, characters may be:

a.

dynamic, undergoing significant change by the end of the film through growth,
transformation, or realisation (e.g., Michael Corleone in The Godfather [1972])
static, remaining unchanged and representing fixed values (e.g., James Bond in
most films)

round, complex, layered, and realistic, possessing strengths, flaws, and
contradictions (e.g., Sarbajaya in Pather Panchali)

flat, simple, and one-dimensional while serving a specific function (e.g., Forrest in
Forrest Gump [1994])

Based on symbolic or archetypal roles, characters may include

o &

a o

O « o

the hero

mentor

innocent

caregiver

trickster

villain

antihero,

background characters

Characters drive the narrative of the film forward through their actions and motives.

They are symbolic in nature and are motivated by goals, emotions, conflicts, or relationships.

They are pivotal in communicating the theme or the underlying idea of the film through their

motives, dialogues, and actions. They create emotional connection with the audience. In films,

characters want to pursue their desires and ambitions, and they commonly encounter obstacles

on their way to achieving their goals. The more difficult the hurdles on their way, the more
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entertaining the film would be. How effectively the characters encounter these hurdles makes
the film more compelling.

As we discussed in the earlier chapter, the tasks of film actors who perform different
characters are different from those in drama. The actors of films are expected to know essential
film-acting techniques to make their characters livelier and more appealing. The following are
the major acting skills:

1. Stanislavski’s System: This skill focuses on the psychological realism of the actor’s
performance. It is also popularly known as the ‘Magic If* technique. In this technique,
the actor immerses themself in the character’s circumstance by asking the question,
“What would I do if I were in this situation?” This technique helps the actor in exploring
the emotional world of the character and in understanding the character’s aspirations,
motivation, or reactions. This skill was developed by Russian actor, director, and
cofounder of the Moscow Art Theatre, Konstantin Stanislavski. Al Pacino, Marilyn
Monroe, and Sir Alec Guinness are famous actors practising this skill.

2. Method Acting: Lee Strasberg, Stella Adler, and Sanford Meisner developed this
method from Stanislavski’s system. While in Stanislavski’s system the actor enters the
psychological realm of the character, in this technique the actor enters the psychological
realm of the actor themself and performs the actions, often bringing in improvisations.
The actor remains in the psychological realm of the character both on- and off-camera.
Thus, this technique creates a deep emotional connection between the actor and the
character. Marlon Brando, Robert De Niro, Dustin Hoffman, and Daniel Day-Lewis are
famous actors using this technique.

3. Meisner Technique: This technique was developed by American theatre practitioner
Sanford Meisner. It emphasises spontaneous response to the environment and other
actors. In other words, this technique encourages the actor to focus on other characters
and make spontaneous responses. It focuses on three components: emotional
preparation, repetition, and improvisation. Diane Keaton, David Duchovny, and
Gregory Peck are well-known practitioners of this technique.

4. Stella Adler Technique: Developed by Stanislavski’s student Stella Adler, this
technique encourages the actor to live truthfully under imaginary circumstances (not
outside the script). Unlike Stanislavski’s system, this technique requires deep
understanding of the character’s motivation and inspiration through script
interpretation. It centres on five essential components: (i) imagination, (ii) script

analysis, (iii) character development, (iv) emotional recollection, and (v) the reality of

33



10.

doing. Mark Ruffalo, Benicio del Toro, and Salma Hayek are noted for the use of this
technique.

Chekhov Technique: This technique was developed by Michael Chekhov, a student of
Stanislavski. It encourages the actor to focus on the character’s physical action and
psychological state. The actor, in this technique, tries to give physical manifestation to
the character’s psychological condition. Anthony Hopkins, Johnny Depp, and Jack
Nicholson are practitioners of this technique.

Viewpoints: This movement-based acting technique was developed by choreographer
Mary Overlie and was later adapted for theatre by Anne Bogart and Tina Landau. It
emphasises physical performance and spontaneity. This technique has nine
components: space, shape, time, emotion, movement, story, Kkinesthetic response,
repetition, duration, and tempo. It encourages the actor to explore space, time, emotion,
and relationships with other actors. Actors like Mary-Louise Parker and Felicity Jones
are practitioners of this method.

Uta Hagen’s Technique: This technique was developed by celebrated actress and
teacher Uta Hagen. It encourages the actor to dig deep into the character’s
circumstances and his/her own inner life to build authentic, emotive performance.
Hagen’s approach is based on nine questions that the actor should ask themself (these
questions were later trimmed into six steps) and object exercises. Matthew Broderick,
Sigourney Weaver, and Whoopi Goldberg are practitioners of this technique.

Laban Movement Analysis: This technique was developed by Rudolf Laban and is used
by actors, dancers, and choreographers. It helps in analysing and understanding human
movement. This method breaks down human movement into four categories: (i) body,
(ii) effort, (iii) shape, and (iv) space. These categories help actors and filmmakers
decode and rebuild the way people move. Actors use this technique to explore character
through physicality. Famous actors practising this technigue include Cate Blanchett and
Hugh Jackman.

Alexander Technique: This technique is not an acting method per se, yet actors use it
to heighten performance and avoid strain or injury. This technique improves posture,
movement, and breathing to reduce unnecessary tension. This method was developed
by F. M. Alexander and is used by Paul Newman, Juliette Binoche, and Hilary Swank.
Grotowski’s Poor Theatre: This method focuses on the physical and emotional
connection between the actor and the audience, instead of the importance of set,

costumes, and music. This concept was formed by Ludwik Flaszen to describe the
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fundamental characteristics of Grotowski’s performance, which focused on using the
smallest amount of fixed elements (the use of only available things on hand) to obtain
maximum results (or to bring magical transformation). Peter Brook and lan McKellen
are famous actors using this technique.

11. Commedia dell’arte: This ancient technique of Italian theatre is based on improvised
performances around stock characters and scenarios. This technique is centred on the
principles of character archetypes, improvisation, and pantomime. These principles are
adapted and used in modern films. The performances of Roberto Benigni and John
Turturro are influenced by this technique.

12. Suzuki Method: This technique was developed by Tadashi Suzuki and shows the
significant impact of physical body training in acting. This method stresses the
importance of physical exercise to develop strength, concentration, and expressive
power. Willem Dafoe and Anne Bogart are practitioners of this technique.

13. Practical Aesthetics Method: Jointly developed by David Mamet and William H. Macy,
this technique reflects the influence of Stanislavski’s system and the philosophy of
pragmatism. This technique emphasises the importance of action and moment in acting.
It breaks down the process of acting into four steps: literal, want, essential action, and
as if. The well-known practitioners of this technique are William H. Macy, Rose Byrne,

and Felicity Huffman.

3.2.1 Characters in Theoretical Frameworks

Characters are primarily the subject of the normative theories of drama before film became the
dominant medium. These theories have influenced the later ideas on characterisation in recent
media such as film and television serials. Numerous research studies dealing with the concept
of character come from literary, film, and media studies. Other disciplines have contributed to
the theorisation of characterisation by focusing on selected aspects of characters. For example,
philosophy deals with the ontological and ethical significance of characters; art history focuses
on aesthetic appeal; psychology centres on reception and personal experience; and sociology
deals with the social uses and effects of film characters. The frameworks proposed by these
disciplines are often applied by film scholars to understand film characters in a more structured

way.

The earliest framework was proposed by Aristotle in his Poetics. For him, characters

are the second most important component after the plot in a tragedy. He believed that characters
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(ethos) reveal virtue through actions. Their motives, actions, and decisions drive the plot. In
his opinion, the characters should have four essential characteristics: they should have
goodness (serve a moral purpose), appropriateness (suitability for social role), lifelikeness
(resemblance to real human behaviour), and consistency (remain true to their nature).
Aristotle’s disciple Theophrastus also proposed directions for the representation of typical
characters that may be used as illustrations in speeches and artworks. Horace’s Ars Poetica
advises that the characters of drama and poetry should come from familiar archetypes. This
would result in the universal appeal of characters. Horace also suggests that characters’ speech
should reflect their emotional state; their language must sound as troubled as they appear.
Characters must maintain consistency of tone. We should note here that while the fundamental
criteria for characterisation were introduced by Aristotle, later theorists added further aspects
to his ideas. In India, Bharat Muni’s Natya Sastra was the earliest dramaturgical treatise that

dealt with the idea of characters, their adequate representation, and emotional performance.

In the beginning of the eighteenth century, Johann Christoph Gottsched, a German
philosopher and writer, added rules for the representation of characters’ virtues. Until
Gottsched’s time, it was believed that character representation must match social status—tragic
heroes must be from the higher social strata, whereas comic characters must be from the lower
social strata. But in his Hamburgische Dramaturgie, Gotthold Ephraim Lessing opposed this
kind of social-status rule. In Johann Wolfgang von Goethe’s notion of the “general in the

99 ¢

particular” and Friedrich Schiller’s ideas of the “theatrical stage as a moral institution,” “thesis
play,” or “play of ideas,” we find characters becoming mouthpieces of certain thoughts and
ideologies. Jean Paul, in his Vorschule der Asthetik, investigates the ties between characters’

traits and their effects.

In the nineteenth century, Gustav Freytag’s Technik des Dramas (“Technique of the
Drama”) dedicated a chapter to discussing characters and their roles in a play. Friedrich
Spielhagen and Georg Wilhelm Friedrich Hegel are also noted for their engagements with

character traits.

The discourse on characters up to the nineteenth century was led by writers and
philosophers. In the twentieth century, literary scholars, folklorists, sociologists, psychologists,

and film theorists joined the discussion on characters.
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E. M. Forster’s Aspects of the Novel (1927) makes a distinction between “homo
sapiens” (real person) and “homo fictus” (fictional character). Forster’s distinction helped in
understanding fictional characters in a better way. His categorisation of characters into different
types is an important contribution to the discussion of characterisation. Bertolt Brecht,
Northrop Frye, Charles Child Walcutt, William John Harvey, James Phelan, Jorn Stiickrath, A.
C. Bradley, Philippe Hamon, André Gardies, Géran Nieragden, and many others in one way or

another engage in the discussion on characters.

Vladimir Propp, in Morphology of the Folktale (1928), identifies seven types of
characters. His identification is based on his scholarly study of Russian folktales. He observes
that different characters are assigned different functions and act according to those assigned
functions. The seven types of characters according to him are hero, villain, donor, helper,
princess, dispatcher, and false hero. The hero drives action by facing challenges or problems.
The villain is the mischief-maker who creates obstacles for the hero. The donor is the adviser
or magical aid provider. The helper is the loyal sidekick to the hero. The princess is the goal or
reward of the hero. The dispatcher sends the hero on their journey, such as the princess’s father

or relatives. The false hero pretends to be the real hero but is eventually exposed.

Like Propp, Joseph Campbell’s concept of character is rooted in the study of folktales
and storytelling. His The Hero With a Thousand Faces (1949) refined the concept of heroism
as a transformative journey (monomyth) in which the hero leaves familiar settings, faces
challenges and difficulties, and returns with wisdom. This transformation forms an archetypal
path—call to adventure, trials, crisis, return. According to him, this kind of transformative
journey is common across stories worldwide. He identified five archetypes present in any story:
hero, herald, mentor, threshold guardian, and final boss. The hero is the central character who
embarks on a journey to achieve a goal. The herald is the inciting incident that marks the call
to adventure. The mentor provides guidance and support to the hero. The threshold guardian is
the person or thing forming the boundary between the hero’s ordinary life and the adventure.
The final boss is the ultimate challenge the hero must encounter to finish the journey.
Campbell’s ideas have significantly influenced modern storytelling in films. His concepts have
demonstrated that these archetypes resonate with audiences on a psychological level, allowing

them to engage with shared human experiences and emotions.

David Bordwell and Kristin Thompson’s Film Art: An Introduction (1979) identifies
characters as goal-oriented agents who shape the film narrative through the cause—effect chain.
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To Bordwell and Thompson, cause and effect imply change. The protagonist desires to be
different from what he is at the beginning of the film. This desire results in change. Therefore,
the protagonist’s desires and wants are an important source of cause and effect. Sometimes the
inciters for change in films without a protagonist or with a passive protagonist (for example,
Sergei Eisenstein’s 1925 Soviet film Battleship Potemkin) are social, cultural, and economic

forces.

Jens Eder’s Characters in Film and Other Media: Theory, Analysis, Interpretation
(2025) is a foundational book that offers a theory of characters based on the study of characters
in films and other media, discussing the important works dealing with the theorisation of
characters. Anke-Marie Lohmeier’s Hermeneutische Theorie des Films (1996), using the
methods of literary studies for analysing film, deals with the concept of character. Edward
Branigan’s Point of View in the Cinema (1984) discusses the representation of subjectivity in
films with reference to characters. Dario Tomasi’s 1988 book Il personaggio (“The Character™)
offers a survey of strategies of characterisation. Richard Dyer’s Stars (1999) deals with the
semiotic aspects of characters in theatre and film. Laura Mulvey’s “Visual Pleasure and
Narrative Cinema” (1989) offers insight into patriarchal social structures and gender bias in
Hollywood cinema. Hugo Miinsterberg’s The Photoplay: A Psychological Study (1916)
explores the cognitive responses of film viewers to characters. Gregory Currie’s The Nature of
Fiction investigates the ontology of characters and attempts to answer what it means to put
oneself in the position of fictional characters. Murray Smith’s Engaging Characters (1995)
identifies three processes of character reception—recognition, alignment, and allegiance.

There are several studies that analyse different types of characters that appear in certain
film genres. Andrew Tudor’s Monsters and Mad Scientists (1989) and Noél Carroll’s The
Philosophy of Horror: Or Paradoxes of the Heart (1990) deal with the characterisation of
monsters and mad scientists in horror films. J. P. Telotte’s Replications: A Robotic History of
the Science Fiction Film (1995) describes robots and cyborgs in science fiction. Henry M.
Taylor’s Rolle des Lebens: Die Filmbiographie als narratives System (2002) revolves around
the characterisation of real personalities in biopics. James Naremore’s Acting in the Cinema
(1988), Lesley Stern and George Kouvaros’s edited Falling for You (1999), and Johannes Riis’s
essay “Acting” (2008) are important texts on acting and performance in film. Jackie Stacey’s
Star Gazing (1992), Richard Dyer’s Stars (1999), and Sean Redmond and Su Holmes’s edited
Stardom and Celebrity (2007) are important studies on star characters. Murray Smith’s

Engaging Characters (1995), Aaron Taylor’s Theorizing Screen Acting (2012), Kersti
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Grunditz Brennan and Karen Pearlman’s “Creating Character in Editing” (2023), Noa

Steimatsky’s The Face on Film (2017), and Jan Alber’s “The Representation of Character

Interiority in Film” (2017) are some well-known works on film characters from different

aspects.

Check Your Progress — 1

Multiple Choice Questions

1.

In the triad of film narrative, character is defined as:
A. The background setting

B. The agent of the narrative

C. The central theme

D. The visual motif

According to the writing, conflict in films primarily:
A. Creates humour

B. Slows down the plot

C. Reveals the character through choices

D. Eliminates thematic ambiguity

Which of the following is not a category based on character development?
A. Dynamic

B. Round

C. Flat

D. Spectral

The “Magic If” technique is associated with:

A. Uta Hagen

B. Stella Adler

C. Konstantin Stanislavski

D. Tadashi Suzuki

Which theorist demanded that characters resemble real human behaviour
(lifelikeness)?

A. Aristotle

B. Propp

C. Campbell

D. Bordwell

39



6.

In Propp’s categorisation, the false hero is:

A. A helper who guides the protagonist

B. A character who pretends to be the hero

C. A mythical creature

D. An external force of nature

According to the triadic “three-way feedback loop™:
A. Theme creates conflict

B. Character creates genre

C. Conflict tests character

D. Audience shapes narrative

Answer the following questions in short in three-four lines.

N o a s~ wDd e

What role do characters play in shaping the narrative of a film?

Why is conflict essential in a film?

Differentiate between a round and a flat character.

What does the writing suggest about theme?

Why are acting techniques important in films?

How does Propp’s theory contribute to understanding film characters?

What is meant by characters being “symbolic in nature”?

Answer the following questions in short in 300 words.

1.

Explain the triad of character, conflict, and theme. How do these three elements work
interdependently to shape a film narrative?

Analyse the different categories of characters (function, development, archetype) and
explain how they contribute differently to storytelling in films.

Elaborate on the role of acting techniques in character creation, comparing at least

four methods mentioned (e.g., Stanislavski, Method Acting, Meisner, Adler).

3.3 Conflict in Film

Conflict is the central struggle that the protagonist faces in the film. The depiction of conflict

is essential because it empowers the film narrative—it crafts tension, encourages the characters,

and navigates the story by imparting meaning. Without conflict, there cannot be any story.

Conflict in the film is important for several reasons—it creates stakes and hints at what the

characters are going to lose or gain; it shapes the characters by revealing their strengths, flaws,
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and motivations; it drives the plot as each action or decision results in conflict; and it engages

the audience by keeping them emotionally connected and curious.

Conflicts can be internal, external, and metaphysical or existential. Internal conflicts
involve moral dilemmas, trauma, imbalance between desire and duty, and identity crises based
on gender, caste, religion, nationality, or language. External conflicts are caused by
interpersonal relationships with other characters; social forces such as class, caste, or law;
natural phenomena like disasters; bureaucratic systems; and technology. Metaphysical or
existential conflicts are caused by feelings of meaninglessness, fate, time, memory, and

mortality. We can describe these types of conflicts in the following way:

1. Character vs. Self: This kind of conflict may arise from doubt, guilt, fear, moral
dilemma, or identity crisis. For instance, Ishaan’s struggle with self-worth in Taare
Zameen Par (2007) or Mohan’s internal dilemma in Swades (2004). Even films that
have existential or metaphysical themes can be categorised under this conflict.

2. Character vs. Character: This type of conflict may arise from direct struggle between
opposing characters. The most popular form depicted in films is the conflict between
the hero and the villain.

3. Character vs. Society: In this type of conflict, the protagonist revolts against social
norms, systems, or institutions for justice. For example, the film Lagaan (2001)
presents the conflict between the protagonist (Bhuvan) and the British colonial system.

4. Character vs. Nature: This conflict presents the natural world as a threat to the
protagonist. It shows attempts at survival against disasters, hostile environments, or
dangerous animals. Life of Pi (2012), which presents the boy against the ocean, storms,
and wild animals, is the best example of this kind of conflict.

5. Character vs. Technology: This type of conflict presents technology or artificial
intelligence as an antagonist. It may involve machines malfunctioning or ethical
dilemmas about technology. Rajinikanth-starred Robot (2010) is an example of this
conflict.

6. Character vs. Supernatural: This type of conflict presents forces beyond the natural

world, often involving ghosts, spirits, curses, or supernatural beings.

Film scholars have identified three levels or scales of conflict: micro, meso, and macro.
The micro level presents beat-by-beat obstacles in the film—for example, a withheld phone

call. The meso level shows conflict between groups, communities, institutions, or social
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subsystems. This conflict is larger than the micro level and smaller than the macro level. The
macro level deals with large-scale, societal, systemic, or collective tensions that shape the

narrative world.

We also find different types of conflict structures in films. These structures are:

1. Classical arc (as seen in films with a well-defined plot)

2. Multiple-plot or Ensemble (films with intersecting conflicts or thematic resonance
across subplots)

3. Open or Art cinema (films with episodic conflict or unresolved endings)

4. Melodrama (films dealing with heightened emotion, moral polarisation, and dramatic
conflicts)

5. Genre-specific (thrillers, horror, sports films, romance, courtroom drama, social drama,

etc.)

It is also important to note here that editing rhythm, shot scale and angles, sound design, colour,

lighting, and spatial design also help in the intensification of conflict in the film.

3.4 Theme in Film

Theme is the central idea, message, argument, or underlying meaning of the film. It is the film’s
propositional core. Let us clarify that there is a difference between message and theme. The
message of the film is often explicit, whereas its theme is interpretive, encrusted, and can be
felt individually. Two viewers of a film can articulate the theme differently yet may refer to
the same formal evidence. Thus, the theme is not the story of the film but the interpretive

meaning behind the film’s story.

Robert McKee, the famous screenwriting teacher, defines the theme in films as the
controlling ideas which are “the purest form of a story’s meaning, the vision of life the audience
members carry away into their lives.” The common themes in films are God and philosophy,

survival, virtue and values, love, society, good vs. evil, and self-discovery.

Films presenting God and philosophy as the major themes deal with issues like faith vs.
doubt, fate vs. self-determination, reason vs. faith, destruction of the soul, and facing an empty
universe. The Coen Brothers’ No Country for Old Men (2007) features such themes.

Films dealing with the theme of survival present topics like human vs. nature, human

vs. human, individual vs. self, preserving or finding strength, resistance to oppression, and
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facing disease, mortality, or addiction. Frank Darabont’s The Shawshank Redemption (1994)
is a fine example of a film dealing with the theme of survival. The takeaway of the film is—no
matter how bad the situation may be, it is the response that one makes to such a situation that
makes the difference.

Films that present the idea of virtue and values as the theme often feature topics dealing
with courage and heroism, honour, loyalty, facing fear, finding bravery, and greed as downfall.

Hayao Miyazaki’s Spirited Away (2001) is an example of this type of theme.

Love is a common theme in many films. Such films also focus on topics like love vs.
loneliness, love vs. social control, self-love, unrequited love, family bonds, and sacrifice for

love. Michael Curtiz’s Casablanca (1942) is the finest example of this kind of theme.

Another common theme in film is society. Films dealing with society often present
topics like class struggle, power and corruption, fight for justice, materialism, real or illusionary
progress, resistance, human vs. technology, change vs. tradition, chaos vs. order, evils of
prejudice, quest for power, and social mobility. Billy Wilder’s The Lost Weekend (1945), Elia
Kazan’s Gentleman’s Agreement (1947) and On the Waterfront (1954), Stanley Kramer’s
Guess Who's Coming to Dinner (1967), and many others can be cited as examples of such

themes.

Good vs. evil is also a dominant theme. As a motif, it can be seen in many films. This
type of film presents the destructive nature of crime and violence, horrors of war, temptation
of sin, ugliness of revenge, and resistance to oppression. Martin Scorsese’s Goodfellas (1990)

is a good example of this theme.

Self-discovery is also an important theme in films. Such films often present topics like
coming of age, shallowness vs. depth, finding empowerment, starting over, learning to live
with mistakes or guilt, disillusionment, loss of innocence, dangers of ignorance, desire to
escape, and finding self-awareness. Amy Heckerling’s Clueless (1995) is an example of such
a theme.

Theme in the film emerges from the character arc (transformation or inner journey of
the characters), conflict outcomes (victory, defeat, compromise), visual or sound motifs, genre
poetics (ideological or non-ideological), and gaps or ambiguity (open-ended movie,

uncertainty).
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Check Your Progress — 2

Answer the following questions in short in three-four lines.

N o g~ w D oE

What makes conflict an essential component of film narrative?
How do internal conflicts differ from external conflicts in films?
What is meant by metaphysical or existential conflict in films?
What is “Character vs. Society” conflict?

How do micro, meso, and macro levels of conflict differ?

What distinguishes theme from message in a film?

How do visual or sound motifs contribute to theme?

Answer the following questions in short in 300 words.

1.

Discuss the importance of conflict in film narrative. Explain how different types of
conflict—internal, external, and existential—shape character development and
audience engagement.

Explain the six major types of conflicts (Character vs. Self, Character vs. Character,
Society, Nature, Technology, Supernatural) with examples. Analyse how each
contributes differently to narrative tension.

Examine the relationship between conflict and theme. How do conflict outcomes—
victory, defeat, compromise, or ambiguity—shape the final thematic message of a

film?

3.5 Patterns and Variations in the Triad

As the viewers of the films, we find following patterns and variations in the triad of character,

conflict, and theme in Indian films.

Genre Character Conflict Theme
Lovers are ethical; | Love vs. social
supported or | code; tradition vs. | The social function of love;
Romance cheated by family | modernity; caste or | compromise; memory and
or friends religious longing
boundaries

Masala Film

Larger than life
heroes; clear-cut | Good vs. evil;
villains; comic | family honour;
side  characters; | social  injustice;
idealised romantic | emotional conflict
interest

Triumph of good; family
values; moral justice; social
harmony; patriotism

44




Ordinary people;
ambiguous or

Class-caste-gender

Social Drama . oppression; Social inequalities; existential
constrained . _ " . .
[Parallel protagonists; psychological struggle; political resistance;
Cinema system as  the tensions; moral | human dignity
. dilemma
antagonists
Ambition VS.
moral cost;
Anth-heroes; code | personal loyalty | Power corrupts; the system
Crime of loyalty; rise and | vs. organisational | manufactures crime;
fall arc logic; state | masculinity
complicity; power
struggle
Gods, avatars, .
- | Cosmic good vs. ) .

. righteous heroes; . ... | Dharma; devotion and
Mythological q q evil; tests of faith; der: | absolutism:
or Devotional emons and | o surrender; moral absolutism;

adharmic  force; fate and cosmic order

devotees and sage

transgression

. Family  honour;
Virtue VS. !
. class-caste divide; . .
necessity; ; . ) Justice through emotion and
. inheritance; . .
Melodrama | patriarchal . . | community; critique  of
; . marriage markets; | . .
figures; righteous . institutions
bureaucratic
rebel AT
injustice
Ordinary people in
exaggerated
situations; Situational . e )
. . .| Social critique; chaos leading
trickster, misunderstanding; . _
Comedy . 2" 1'to  harmony; human folly;
buffoons, social satire; . .
: S social mimicry and parody
mistaken romantic mix-ups
identities;  social
stereotypes
Colonial
. I—_|er0|c. historical oppression, .| Nationalism; cultural identity;
Historical and | figures; religious conflict;

resistance and sacrifice; pride

Period oppressive rulers; polltlcal. struggle; in heritage
collective groups | leadership and
betrayal
Individual
Activist lawyers; conscience Vvs. Ambivalence in judiciary
Courtroomor | whistle-blowers; state or

system; ethics of truth-telling;

Political Drama b_ureaucrats, corporation; legal citizenship
journalists procedures vs.
moral urgency
Vulnerable Survival vs. the
protagonists; uncanny; past | Return of repressed histories;
Horror/Thriller | unreliable trauma recurring; | gender violation; caste cruelty;
witnesses; space as  the | urban precarity
investigators antagonist
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Above table showing the triad of character, conflict, and theme is more suggestive in nature. It
has been observed that many genre-specific films present variation in the character, conflict,

and theme they present.

3.6 Understand the Character—Conflict—=Theme Triad in Film

As viewers, when we watch a film, we should keep in mind the following suggestions:

1. Watch how the film introduces its characters: The way a character makes an entry in
the film—quietly, humorously, or dramatically—signals its thematic role. The
characters are often presented as archetypes. At this point in the film, one should ask
the following questions: What traits does the film highlight first? Is the character shown
through action, dialogue, costume, music, or setting? Does the character represent a
certain archetype (hero, villain) or a psychological complexity?

2. Track what the character wants: Every character has a desire (want) and a need.
Understanding this difference is essential because the theme emerges from the gap
between want and need.

3. Observe how conflict is introduced: Conflict can be external (society, family, caste,
religion, villains), internal (guilt, trauma, fear, identity crisis), or situational (mistaken
identity, misunderstandings, obstacles). Indian cinema prioritises social conflict over
personal conflict. As a viewer, observe how the conflict is introduced and ask these
questions: Who or what stands in the character’s way? Is the conflict emotional, moral,
social, or cultural?

4. Notice how the conflict evolves: How the conflict evolves in a film determines the
theme of the film. It is through the evolving conflict that the theme begins to take shape.
That is why the viewer must look for escalation points, turning points, moral dilemmas,
and the moments that trigger the character to accept the challenge.

5. Observe recurring motifs: Themes often lie hidden inside symbols, repeated camera
shots, recurring dialogue lines, music, cultural rituals, etc. Observing motifs leads to
theme identification.

6. Observe how the resolution takes place: Resolution often suggests whether the film
supports conformity or rebellion, individualism or collectivism, justice or compromise,
and harmony or critique. At this juncture, one should ask the following questions: Does
the protagonist change or remain the same? Is the conflict resolved through force,
negotiation, surrender, or enlightenment? Does the ending affirm tradition or challenge

it?
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7. Reflect on how the film makes the viewer feel: At the end of the film, one should think
about what the film made him/her feel. In films, the theme is more emotional than
textual. Emotion is the thematic compass that guides films. At this point, one should
ask: What emotion does the film repeatedly evoke—sympathy, anger, nostalgia, pride,

guilt? Does the film make the viewer question something or accept something?

Following these suggestions would certainly make the viewers different from the common
audience. Viewed through this lens, a film will turn into an argument about life than a mere

sequence of events.

e Check Your Progress — 3

Answer the following questions in short in three-four lines.

How are characters typically represented in Indian romance films?

What kind of conflicts dominate social drama or parallel cinema?

What should a viewer observe when analysing how conflict is introduced in a film?

How does a film’s resolution help a viewer understand its theme?

o > w0 e

Why is emotional response significant in identifying a film’s theme?

Answer the following questions in short in 300 words.

1. Discuss how the triad of character, conflict, and theme varies across different Indian
film genres, using examples from romance, masala, social drama, mythological,
comedy, and thriller genres.

2. Explain the seven viewer-oriented suggestions for understanding character, conflict,
and theme.

3. Evaluate how viewing a film through the character—conflict-theme lens transforms the

audience’s engagement.

3.7 Let Us Sum Up

To conclude, it can be reiterated that this triad of character, conflict, and theme, across genres
and film traditions, scales from micro beats to meso social tensions and macro historical forces.
Though it may vary in form—classical arcs, ensembles, open endings, melodramas, and genre-
specific patterns, its function remains constant: to create coherence, guide interpretation, and
leave a lasting emotional and intellectual impression. Craft elements—editing rhythm, shot
scale, sound, colour, lighting, and spatial design—amplify conflicts, contour character

perception, and seed motifs that point us toward thematic meaning.
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3.8 Key Words

Archetype: a universal model or pattern (hero, villain, mentor, etc.).
Cause—effect chain: sequence where one action produces another.

Character arc: a character’s transformation or inner journey.

Cinematic inscription: meaning created through visual elements like costume, framing,
lighting.

Editing rhythm: pace created through cutting patterns.

Foil: a character who contrasts another to highlight certain traits.

Motifs: recurring symbols, images, sounds, or phrases that reinforce meaning.
Narrative agents: — characters who drive the story forward.

Resolution: the ending or outcome of the story conflict.

Shot scale: distance of camera from subject (close-up, long shot, etc.).

Sound design: use of sound effects, ambience, and audio motifs.

Spatial design: arrangement of elements within the frame.

Visual motifs: recurring visual elements contributing to theme.
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4.0 OBJECTIVES

This chapter aims to discuss the shaping era of Indian cinema, offering a broad assessment of
its beginnings and progress. It will explore the early films, personalities, technical aspects,
regulatory influences, and predominant themes of the period. It will try to revisit and recognize
the Silent era's influence on Indian cinema’s trail and its constant significance in the films we
watch today. This compilation serves as a brief overview of the key figures and films that
shaped the silent era of Indian cinema. It provides a snapshot of the influential individuals and

milestones that laid the foundation for the flourishing Indian film industry we see today.
After reading this unit, you will be able to:

e understand the origin and development of early Indian cinema
e explain the emergence of feature films in India

e discuss the contribution of pioneers of Indian silent cinema

e analyse the role of the Censor Board in early Indian cinema

e describe the technical aspects of filmmaking during the silent era
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e identify the major themes represented in silent films

4.1 INTRODUCTION

In the vast landscape of global cinema, the Indian film industry, often represented by its most
well-known component, Bollywood, stands as a monument to rich narratives, vibrant visuals,
and a melange of cultures. Indian cinema's roots, however, extend far deeper than the song and
dance sequences often associated with it today. Its genesis lies in the silent era, a period of

nascent creativity and pioneering spirit, shaped by limitations, challenges, and triumphs.

The silent era of Indian cinema, roughly spanning the early 1890s to the early 1930s, was a
time of significant experiments and exploration. It was the art of visual storytelling, free from
the limitations of verbal communication. Filmmakers took the challenge of expressing complex

narratives, emotions, and messages purely through visual means.

In this period, Indian cinema was not merely about entertainment. It was an expression of
prevalent social issues, historical narratives, and mythological tales, thereby establishing a deep

connection with the audience.

The onset of cinema in India began with the arrival of motion pictures, introduced through the
Lumiére Brothers' cinematographic presentations. The early screenings of these foreign films
left a deep impact on the Indian minds, serving as a means for local talents to explore this novel

narrative medium.

The year 1913 evidenced a milestone in Indian cinema with the release of Raja Harishchandra,
the first full-length Indian feature film, produced by Dadasaheb Phalke, the 'Father of Indian

Cinema'.

In the succeeding years, a diverse range of talent developed, both in front of and behind the
camera. They adopted the medium's limitations and potentials, directing technological
limitations, social norms, and controlling limits. As a result, they set the foundation for India's

cinematic culture and narrative style, which evolved over the decades.

4.2 INDIAN CINEMA BEFORE FEATURE FILMS

Before the dawn of feature films, the Indian film industry was still in its budding stage.
However, the country was still not entirely touched by the magic of motion pictures. The
beginning of cinema in India can be tracked back to the late 19th century with the arrival of

motion picture screenings from Europe and America.
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The Lumiere Brothers, pioneers of early cinema, played the vital role in introducing the concept
of cinema to the Indian audience. Their representative, Marius Sestier, did the first publicized
screening of cinematographic films in India on 7th July 1896, at the Watson's Hotel in Bombay.
The event was a significant milestone, marking the first interaction of the Indian masses with
moving pictures. The six short films screened, including Entry of Cinematographe, The Sea
Bath, and A Demolition, though silent and short, held the audience in astonishment and left an

enduring impression.

This event gave way to more frequent screenings of foreign films in India. Traveling cinema
shows became a popular form of entertainment, with tent cinemas, or ‘touring talkies,' setting
up makeshift theatres to screen imported short films and newsreels to eager audiences. These
films were mainly from France, the United States, and the United Kingdom. They were a broad
range of genres, from slapstick comedies to wild west adventures, and from fairy tales to

striking locales.

Despite their foreign origins, these films resonated with the Indian public and inspired Indian
entrepreneurs, entertainers, and technical fanatics to test their skills and potential related to this
new medium. Pioneers such as Harishchandra Sakharam Bhatavdekar (Save Dada), who made
the first Indian short film The Wrestlers in 1899, must not have known that he had created a

history.

These early films and screenings played an important role in moulding the audience’s taste and
expectations. They introduced Indians to the magic of moving images, promoting an interest
that would culminate in the production of India's own films. These foundational years were
integral in defining the path that Indian cinema would eventually tread, serving as both a

template and a challenge for aspiring Indian filmmakers to emulate and innovate.

Slowly, gradually Indian spectators started getting accustomed to watch a one-hour film. But
they were waiting for some Indian themes and Indian characters. This waiting was finally
satisfied on 18" May 1912, with the release of R. G. Torne’s Shri Pundalik at Coronation
Cinematographer, in Bombay. But it was shot by an English Cameraman. However, it was
during this time that the seeds of a future, vibrant film industry were sown, leading to the
production of India’s first feature film, Raja Harishchandra, in 1913. This film, which marked
the beginning of the Indian silent era, was a turning point that shifted Indian cinema from an
era of exhibition to an era of production and laid the foundation of one of the two biggest film

industries of the world.
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4.3 FIRST FEATURE FILM OF INDIAN CINEMA

The year 1913 holds a special place in the history of Indian cinema. It was in this year that the
first Indian feature film, Raja Harishchandra, was released, marking a sound start to the

evolution of Indian cinema.

Raja Harishchandra

This silent film was the brainchild of Dhundiraj Govind Phalke, popularly known as Dadasaheb
Phalke, who is often regarded as the 'Father of Indian Cinema." Inspired by the storytelling
potential of film after viewing a screening of The Life of Christ, Phalke started the great journey
of producing India's first full-length feature film. He once said, “While The Life of Christ was
rolling fast before my physical eyes, | was mentally visualising the Gods, Shri Krishna, Shri

Ramchandra... I was gripped by a strange spell.”

Raja Harishchandra is based on the tale of King Harishchandra from Indian mythology. The
story was well-known to Indian audiences, allowing them to follow the narrative despite the
absence of sound.

The film, around 3000 feet long, running for 60 minutes, was released on 3rd May 1913 at
Mumbai's Coronation Cinema, exciting audiences with its innovative storytelling. The film's
success led to an increased interest in Indian cinema, both among audiences and potential

filmmakers.

Following the Success

The success of Raja Harishchandra was soon followed by other feature films. Phalke himself
made a significant contribution, with notable films like Mohini Bhasmasur (1913), Satyavadi
Raja Harishchandra (1917), and Lanka Dahan (1917). Other filmmakers also emerged during
this period, such as Baburao Painter, who directed Savkari Pash (1925), and Ardeshir Irani,

who would later make India's first talkie, Alam Ara (1931).

In South India, R. Nataraja Mudaliar made the first Tamil silent film, Keechaka Vadham, in

1916, setting the stage for the growth of regional cinema in India.

The creation and success of these early feature films demonstrated the potential of cinema as a
medium of mass communication and entertainment in India. These films laid the foundation
for the narrative styles, themes, and filmmaking techniques that would come to characterize

Indian cinema in the years to follow. They also showed the range of possibilities that the silent
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medium offered, encouraging filmmakers to push boundaries and experiment with diverse

genres and storytelling techniques.

e Check Your Progress-1

Short Answer Questions
1) Which was the first Tamil silent film?

2) Who introduced cinematographic screenings in India?
3) What was the significance of Shri Pundalik?
4) Why Raja Harishchandra is considered a landmark film?

5) Name any two films directed by Dadasaheb Phalke.

4.4 INDIAN ACTORS OF THE SILENT ERA

In the field of silent cinema, actors shouldered the responsibility of conveying stories and
motions without the aid of dialogues. This challenge brought forth an array of actors in Indian
cinema who excelled at this art, leaving an indelible mark on the industry with their pioneering

work. Let us know about a few of them.
Durgabai Kamat and Kamlabai Gokhale

In an era where social norms were orthodox, it was hard to find women willing to perform on
screen. The disgrace associated with acting, especially for women, posed a major challenge.
Breaking this barrier Durgabai Kamat became the first female actress of Indian cinema,

debuting in Phalke's film "Mohini Bhasmasur" in 1913. She played the character of Parvati.

Her daughter, Kamlabai Gokhale, followed in her footsteps, becoming one of the first female
child actors in Indian cinema. She also worked in Mohini Bhasmasur, and later on, had a career

spanning over six decades, paving the way for future generations of female actors.

Master Vithal

Master Vithal, known as the 'Douglas Fairbanks of India," was a popular action star of the silent
era. He was known for his daring stunts in adventure films. His charisma and acting skills made
him a crowd favourite. He starred in successful films like Hunterwali (1935) where he worked
with Nadia, another popular actor known for her stunt roles.

Sulochana (Ruby Myers)
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Ruby Myers, better known by her screen name Sulochana, was one of the highest-paid actors
of her time. An actress of Jewish descent, she became an iconic figure in Indian cinema. She
was renowned for her expressive acting style, grace, and beauty. Her performances in films
like Wildcat of Bombay (1927) where she played eight different roles, showcased her versatility

and won her immense popularity.
Baburao Pendharkar

Baburao Pendharkar was a multifaceted personality who worked as an actor, director, producer,
and writer giving films like Sharshandrii, Sarkari Praser, Seeta Kalyanam etc. He acted in
numerous films during the silent era and later transitioned successfully into talkies. His

contributions to the industry earned him a significant place in the annals of Indian cinema.

These actors, among others, carved a niche for themselves in the Early Indian cinema. They
set the standards for acting during an age where emotive performances were paramount,

shaping the future of Indian cinema through their work.

4.5 THE CENSOR BOARD

With the growing influence of cinema in Indian society during the silent era, there emerged a
need for an oversight mechanism to regulate film content. This need led to the establishment
of the Censor Board, an organization that would have far-reaching effects on the course of

Indian cinema.

The Formation of the Censor Board

The first attempt to regulate cinema in India was made in 1917, with the establishment of the
Indian Cinematograph Committee by the Colonial British Government. The committee was
tasked with studying the potential impact of cinema on the Indian population and

recommending necessary regulation measures.

Following the committee's findings, the Indian Cinematograph Act was passed in 1918. This
act established local censor boards in four major cities: Bombay (now Mumbai), Calcutta (now
Kolkata), Madras (now Chennai), and Rangoon (then a part of British India). The purpose of

these boards was to examine and certify films for public exhibition.

Function and Influence
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The primary responsibility of the censor boards was to ensure that films adhering to the
guidelines of the act were released. They examined the content of films to prevent the depiction

of anything that could be perceived as morally, politically, or socially objectionable.

While these restrictions were intended to maintain social harmony and avoid incitement of
public disorder, they also constrained filmmakers. The limitations imposed on content
influenced the types of themes filmmakers chose to explore, often leading them to opt for safer,

and more universally acceptable narratives.

The Censor Board, despite the criticism it faced for its control over creative freedom, played
an essential role in shaping the course of Indian cinema. It was instrumental in encouraging a

particular form of storytelling, one that turned towards mythology, history, and social themes.

e Check Your Progress -2

Short Answers Questions:
1) Why acting was considered difficult for women during the silent era?
2) Who was the first female actress of Indian cinema?
3) Why was Sulochana important in silent cinema?
4) When was the Indian Cinematograph Act passed?
5) Name any two cities where local censor boards were established.
Long Answers Questions:
1. Discuss the growth of Indian cinema before feature films.

2. Explain the significance of Raja Harishchandra in Indian cinema.

3. Evaluate the contribution of silent-era actors to Indian cinema.

4.6 TECHNICAL ASPECTS OF FILM MAKING

Technical elements are the backbone of filmmaking. They bring the director's vision to life and
facilitate the storytelling process. The silent era, despite its technological limitations, saw
filmmakers’ experiment and innovate with the available resources to create compelling
narratives. Let us see the technical aspects such as camera work, music, and editing that defined

this era.
Camera

The cameras used in the silent era were rudimentary compared to today's advanced equipment.

It started with Save Dada’s Lumiere Camera. They were hand-cranked, with the
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cameraperson’'s manual control determining the speed of shooting. The film's visual quality,

shot consistency, and speed were largely dependent on the cameraperson's skill and precision.

The silent era was characterized by static long shots, with the camera often placed at a distance
to capture the entire scene, resembling a stage play. Close-ups were used only for dramatic

emphasis.

Over time, filmmakers began to experiment with camera movements and angles. Panning shots
and tracking shots were introduced, providing a dynamic perspective. Techniques like soft

focus and double exposure were used for creative and narrative purposes.
Music

Music played a crucial role in silent films. As dialogues were absent, music was the primary
tool for conveying the film's emotional tone and supplementing the narrative. Live orchestras
or solo instrumentalists often accompanied screenings, playing scores that matched the on-

screen action.

Different musical themes were used to represent different characters or situations, helping
audiences understand the unfolding narrative. As films began to be distributed more widely,
specific music scores were composed and sent to theatres along with the film reels.

Editing
Editing techniques were fundamental to the silent era, contributing to the storytelling process.
Basic techniques like cross-cutting (alternating between different sequences of events to

suggest parallel action) and continuity editing (ensuring a sense of continuous time and space

across shots) were used.

The lack of sound led editors to rely on visual transitions such as fades, dissolves, and wipes
to denote changes in time or location. Title cards were used to provide necessary dialogue or
exposition to aid the narrative.

Despite the technological constraints, filmmakers of the silent era utilized these technical

elements innovatively to enhance storytelling.

4.7 PREDOMINANT THEMES IN INDIAN SILENT ERA FILMS

The silent era of Indian cinema was marked by a rich variety of themes that reflected the social,

cultural, and political climate of the times. The films of this era often used mythology, social
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issues and history as their dominant themes. Let us see these themes and their representation

in silent era films.

Mythology and Epic Narratives

Mythological narratives were a mainstay of silent era Indian films. Given the familiarity of
these stories among the Indian populace and their moral, ethical, and spiritual overtones,
filmmakers often turned to Indian epics like the Mahabharata and Ramayana, or tales of gods

and goddesses from the Puranas.

The first Indian feature film, Raja Harishchandra (1913), was based on the mythological tale
of a king renowned for his truthfulness and righteousness. The successful reception of this film
set the precedent for numerous other mythological films like Mohini Bhasmasur, Kaliya

Mardan, Lanka Dahan, etc.
Social Themes

Filmmakers also sought to address societal issues through their films. Themes related to caste
discrimination, child marriage, women's rights, and education were portrayed. Such films often
carried a moral message or a call for reform. For instance, Prem Sanyas (Light of Asia) (1925)
directed by Franz Osten and Himanshu Rai portrayed the life of Buddha and his message of
peace and non-violence. One more film is Savkari Pash (1921), directed by Baburao Painter,

which was a Parallel Cinema of early times.
Historical Films

Historical figures and events also served as inspiration for films during the silent era. These
films dramatized the lives of historical personalities or retold historical events, often with an
undercurrent of patriotism. Films like Sinhagad (1923) by Baburao Painter and Shiraz (1928)

by Franz Osten can be categorized in this theme.

These themes, despite being bound by the limitations of the silent film format, allowed

filmmakers to explore a variety of narratives.

Check your progress-3

Short Answers Questions
1) Why was music important in silent films?
2) What is cross-cutting in editing?
3) Name two mythological films of the silent era.
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4) Which social issues were portrayed in silent films?

5) Name one historical film of the silent era.

4.8 LEGACY OF THE SILENT ERA

The silent era was a defining period in the history of Indian cinema. It saw the birth of India's
film industry and laid the groundwork for its future. Despite the constraints of the era, the films
produced during this time reflected a high degree of creativity and ingenuity. The pioneering
techniques and narratives developed during this period became a part of the fabric of Indian

cinema.
Influence on Narratives and Themes

The narratives and themes of the silent era continue to influence Indian cinema. The
mythological and social narratives that were popular during the silent era remain prevalent in
contemporary cinema, although they are explored in more complex ways. The tradition of using
cinema as a medium for social commentary, initiated during the silent era, continues to this

day.
Influence on Filmmaking Techniques

The filmmaking techniques developed during the silent era served as the foundation for future
developments in Indian cinema. The camera techniques, editing styles, and the use of music
introduced during this period continue to be integral elements of filmmaking. The advent of
sound in the 1930s marked the end of the silent era. This transition brought new changes and
challenges to the industry. However, the silent era's legacy lived on, influencing the direction
of sound films. The first Indian talkie, Alam Ara (1931), borrowed heavily from the narrative
style of silent films.

Preservation and Study

Unfortunately, many films from the silent era have been lost due to the lack of proper
preservation techniques and facilities at that time. However, the surviving films and records

offer invaluable insights into this era, enabling us to appreciate the journey of Indian cinema.
Raja Harishchandra (1913): A Pioneer of Indian Cinema

Raja Harishchandra holds a special place in Indian cinematic history as it was the first full-
length Indian feature film. Released in 1913, this silent film was directed and produced by

Dadasaheb Phalke, widely considered the "Father of Indian Cinema".
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Story and Theme

Raja Harishchandra is based on the legendary tale of a noble king from ancient Indian
scriptures. The king, known for his unwavering adherence to truth and righteousness, goes
through severe trials and tribulations but does not waver from his path of truth.

It starts with the king Harishchandra teaching his son archery in a forest. He is accompanied
by his wife Taramati and other courtiers. While hunting by mistake, he releases the Triguna
Shakti of Yajna captivated by the legendary sage Vishvamitra. He hands over his kingdom to
the sage as the repentance and accepts exile with his wife and son Rohitashva and starts living
the life of a pauper. His son dies and he is ordered to behead his wife. In the end it all turns up

to be his test, which he passes successfully.

The film emphasizes the virtues of truth, morality, and duty, themes that resonated deeply with
Indian audiences. Phalke's choice of a well-known mythological tale for his first film ensured

it had broad appeal.
Production and Reception

Making Raja Harishchandra was an overwhelming task with the technical limitations and
logistical challenges of the time. Phalke faced difficulties in casting, filming, and even in the
basic task of processing and printing the film. Yet, his determination and creativity helped him

overcome these hurdles.

Producing Raja Harishchandra was a remarkable task. The chief Cinematographer was
Tryambak B. Telang. It took around seven months for the film to reach the public. Phalke had
to face numerous challenges, from fundraising and sourcing film equipment to finding suitable
actors and locations for filming. Significantly, the orthodox norms of the time made it difficult
for Phalke to find women willing to perform on screen, forcing him to cast male actors in
female roles. He had to rest his choice for Taramati on a cute looking hotel waiter, Anna Saluke.
Similarly, no parents were ready to let their children come on screen. So, Phalke’s eldest son,

Bhalchandra, was finalized for the role of Rohitashwa, Harishchandra’s son.

Working in a film at that time was considered a taboo. As a way out, Phalke asked his team to
tell the world that they worked in a factory for a man named Harishchandra.

A noteworthy thing about this film is that Phalke played trick photography to shoot the scenes

where the God appears and disappears from behind the smoke of the altar.
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The film was a commercial success on one hand and on the other hand, the foundation stone
for the Indian Film Industry. It received widespread acclaim and marked the beginning of

public enthusiasm for films in India.
Legacy

Raja Harishchandra established the viability of cinema as a medium of storytelling in India.
Its success proved that films could be a commercial venture, encouraging other filmmakers to
endeavour into the domain. The film is also significant for setting the trend of mythological

narratives in Indian cinema, a theme that has endured over the years.

Despite the loss of the complete film with only the first and last reels currently available, "Raja
Harishchandra" continues to be celebrated as a cornerstone of Indian cinema, remembered for

its pioneering role in shaping the country's film industry.
Kaliya Mardan (1919): An Important Film of the Silent Era

Kaliya Mardan, also known as "The Childhood of Krishna," is an important silent film.
Released in 1919, it was directed by the pioneering filmmaker Dadasaheb Phalke. This film

marked a significant moment in the development of Indian cinema for various reasons.
Story and Theme

Kaliya Mardan is a mythological film that depicts the childhood of Lord Krishna, one of the
most loved deities in Hindu mythology. The narrative focuses on young Krishna's miraculous
exploits and adventures, concluding in the dramatic episode where he subdues Kaliya, a
venomous serpent causing chaos in the Yamuna River. The film exemplifies the charm and

appeal of mythological narratives.
Production and Reception

Creating Kaliya Mardan was a significant task due to the limitations of early cinema
technology. However, Phalke was able to successfully employ innovative filming techniques
and special effects, bringing the mythical story to life. He employed "trick photography" to

depict scenes such as Krishna's divine enlargement during the Kaliya subduing episode.

One notable aspect of the film was the casting of Phalke's own daughter, Mandakini Phalke, in
the role of young Krishna. At a time when social stigmas restricted women's participation in
cinema, this was a significant move. Mandakini's performance was widely appreciated, making

her one of the first recognized child actors of Indian cinema.

61



The film was well-received by audiences and critics alike, contributing to the increasing

popularity and acceptance of cinema as a medium of entertainment in India.
Legacy

Kaliya Mardan left a lasting impression on Indian cinema. The film is celebrated for its
innovative use of special effects and narrative techniques, which demonstrated the potential of
cinema as a medium for depicting India's rich mythological narratives. Additionally, the film's
successful reception reinforced the popularity of mythological films. Despite the absence of
the complete film, Kaliya Mardan remains an important milestone in the history of Indian

cinema.

4.9 CHALLENGES AND INNOVATIONS OF THE SILENT ERA

The silent era of Indian cinema was not without its fair share of challenges. From technical
limitations to societal restrictions, filmmakers of the era had to overcome several hurdles to
bring their vision to the silver screen. However, these challenges also spurred innovations that

defined this era and laid the groundwork for future advancements in Indian cinema.
Technical Challenges

The technical limitations of the period posed significant challenges for filmmakers. Early
cameras were rudimentary, requiring manual operation and offering limited scope for visual
creativity. Film stock was expensive and hard to come by. The absence of synchronized sound
meant that narrative delivery rested solely on visual elements and live musical
accompaniments. Filmmakers had to come up with innovative solutions to convey their

narratives effectively within these constraints.
Societal Challenges

The societal perception of cinema during the silent era also posed challenges. Acting was not
seen as a respectable profession, particularly for women. This dishonour made casting difficult,
often resulting in men playing women's roles in the early years. It was only when pioneers like
Durgabai Kamat and her daughter Kamlabai Gokhale stepped forward that the trend began to

change.

Innovations and Advancements

The challenges of the silent era led to a range of innovations in Indian cinema. Filmmakers

began experimenting with different film genres, narratives, and technical elements to engage

62



their audiences. For example, varied camera techniques, creative editing styles, and the use of

music to complement visual storytelling were innovations of this era.
Towards Talkies

The transition to sound films or "talkies" was one of the most significant advancements of this
period. The advent of sound revolutionized Indian cinema, opening up new possibilities for
narrative and artistic expression. The first Indian talkie, Alam Ara (1931), marked the end of

the silent era, ushering in a new phase in the evolution of Indian cinema.

Despite the challenges, the silent era was a time of pioneering creativity and innovation. It
remains a testament to the indomitable spirit of the early filmmakers who laid the foundation

for one of the world's largest film industries.

Check your progress-4

Answer the following questions in brief:

Why are many silent films unavailable today?
How did silent cinema influence modern filmmaking?
What technical difficulties did early filmmakers face?

Why male actors were often cast in female roles?

a M . poE

Which film marked the beginning of talkies in India?

4.10 FINAL REFLECTIONS ON THE EARLY INDIAN CINEMA

The early Indian cinema, spanning from the release of Raja Harishchandra in 1913 to the
arrival of the talkies in the early 1930s, was a ground-breaking period that shaped the course
of Indian cinema. Despite its relatively short duration, the silent era's influence is far-reaching

and continues to echo in the films and filmmakers of today.
The Dawn of a New Art Form

Silent films marked the birth of a new form of art and entertainment in India. The industry
witnessed the creation of hundreds of films across a variety of themes, from social issues and
mythological tales to historical dramas and fantasy. Through innovative storytelling and
technical advancements, filmmakers found ways to captivate audiences, using the universal

language of visuals and music.

Pioneers and Icons
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The era was defined by its pioneering figures, such as Dadasaheb Phalke, followed by Ardeshir
Irani, Baburao Painter, Dadasaheb Torne, J. J. Madan and many more who brought Indian
cinema into existence and set the stage for its future evolution. It was also the era that saw the
emergence of India's first film stars. Despite societal taboos, actors like Durgabai Kamat,

Kamlabai Gokhale, and others paved the way for future generations of actors.
The Transition to Sound

The arrival of sound marked the end of the silent era, transforming the cinematic landscape.
While this shift brought forth new challenges, it also opened up new avenues for narrative

expression and artistic creativity.

4.11 SILENT ERA OF EARLY INDIAN CINEMA AND MODERN INDIAN FILM INDUSTRY

The silent era set the stage for the modern Indian film industry, shaping its thematic landscape,
narrative styles, and technical practices. While cinema has evolved significantly since the early

20th century, the influence of the silent era is still felt in contemporary Indian films.
Thematic Continuities

The silent era established a preference for certain genres that continue to dominate Indian
cinema. Mythological films, historical dramas, social narratives, and fantasy tales introduced
during the silent era are still prevalent. The practice of using cinema as a platform to discuss
social issues and moral messages, started during the silent era, is a tradition that continues in

contemporary Indian cinema.
Narrative Styles and Cinematic Techniques

The narrative styles developed during the silent era laid the groundwork for future cinematic
storytelling. The importance of visual narrative, a necessity in silent cinema, remains a key
aspect of filmmaking. Similarly, the use of music to supplement on-screen action, developed
in response to the absence of dialogues in silent films, has now become a defining characteristic

of Indian cinema.
Technological Legacy

The technical challenges faced during the silent era led to innovations in camera work, editing,
and special effects that remain relevant. As technology advanced, the techniques invented
during the silent era were refined and built upon. Today, while the technology used in
filmmaking has evolved beyond recognition, the fundamental principles established during the

silent era are still in practice.
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Inspiration for Contemporary Filmmakers

Many contemporary Indian filmmakers draw inspiration from the silent era, either by recreating
its aesthetic in their works or by referencing its themes and styles. They acknowledge the period
as a formative time in Indian cinema that has greatly influenced the trajectory of their film

industry.

The silent era of Indian cinema was not merely a preliminary phase but a dynamic and creative
period that has significantly influenced the course of Indian cinema. The films, personalities,
and techniques of the Early Indian Cinema have left an enduring legacy that continues to shape

the Indian film industry today and will likely continue to do so in the future.

As we look back at this era of Indian cinema, it's important to recognize that this period was
more than just a steppingstone to the advent of sound films. It was a vibrant and dynamic era
of innovation, exploration, and creativity that laid the foundations for the growth and

development of one of the world's largest film industries.
Lost but Not Forgotten

While a significant number of films from the silent era are lost, their impact is not. The films
that have survived offer a glimpse into the era's creative richness and diversity. They serve as

a testament to the bold vision and enduring spirit of the silent era filmmakers.

4.12 CONCLUSION: THE SILENT ERA:AN UNFINISHED SYMPHONY

The silent era, the nascent period of Indian Cinema, offers a rich tapestry of experiences that
were instrumental in the evolution of one of the world's most prolific film industries. This era
bore witness to the birth of a new medium of storytelling that would go on to deeply permeate

the cultural psyche of the nation.

From the earliest short films to the first full-length feature, Raja Harishchandra and beyond,
this period saw filmmakers breaking new ground despite numerous obstacles. They pioneered
techniques, developed narrative styles, and explored themes that continue to resonate in

contemporary Indian cinema.

4.13Let Us Sum Up

The silent era was not silent in its impact. It was during this era that Indian cinema found its
unique language, one that relies heavily on the visual and the musical. While the technology
and techniques have evolved, this underlying language remains intact, a reminder of the

indelible imprint left by the silent era.
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The stories from this era were brought to life by the first generation of Indian film actors. Their
performances laid the groundwork for the role of the actor in Indian cinema and set precedents

that would shape the industry's future.

While most films from the silent era are lost, the legacy of this period endures, evident in the
thematic continuities, narrative styles, and technical innovations seen in contemporary Indian
films. The period serves as a foundation on which the grand edifice of Indian cinema stands

today.

In the grand symphony of Indian cinema, the silent era strikes the first notes. They are notes of
creativity, of innovation, of courage, and of a cultural revolution. As we continue our journey
into the cinematic future, these notes from the past continue to echo, a testament to a bygone
era that still speaks volumes. The silent era, though silent in name, continues to resound through

the annals of Indian cinema, reminding us of where we started and how far we have come.

Check your progress-5

Short Answer Questions

Why is the silent era considered foundational to Indian cinema?
Name any two pioneers of Indian cinema.

How did music become central to Indian films?

Which themes from silent cinema remain popular today?

How do modern filmmakers draw inspiration from silent cinema?
How did cinema enter India?

What inspired Dadasaheb Phalke to make films?

Who was the first female actor of Indian cinema?

© 0 N o g bk~ w DR

Why was Sulochana important in silent cinema?

[EEN
o

. What were the functions of the Censor Board?

[EEY
[EE

. What technical challenges did silent filmmakers face?

[EN
N

Discuss the importance of music in silent films.

[EEN
w

. What themes dominated silent-era Indian films?

[EEN
IS

. Why is Raja Harishchandra considered a landmark film?

[EN
o

How did the silent era influence modern Indian cinema?

[EN
(2]

. Who was Baburao Pendharkar?

[EEN
~

In which cities were the Indian Cinematograph Act first established?

[EEN
(o]

. What were the problems faced in the making of Raja Harishchandra?
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Long Answer Questions
1. Discuss the role of the Censor Board in early Indian cinema.
2. Explain the technical aspects of filmmaking during the silent era.
3. Analyse the major themes represented in silent-era Indian films.

4. Write a detailed note on Kaliya Mardan.

Multiple Choice Questions

1) Who is known as the ‘Father of Indian Cinema’?
a. Baburao Painter
b. Dadasaheb Phalke
c. Ardeshir Irani
d. V. Shantaram

2) Which was the first full-length Indian feature film?
a. Alam Ara
b. Kaliya Mardan
c. Raja Harishchandra
d. Savkari Pash

3) In which year was Raja Harishchandra released?

a. 1911
b. 1913
c. 1917
d. 1931

4) Who introduced cinematographic screenings in India?
a. Dadasaheb Phalke
b. Save Dada
c. Lumiére Brothers
d. Baburao Painter

5) Which was one of the earliest Indian short films?
a. The Wrestlers
b. Alam Ara
c. Shiraz
d. Lanka Dahan

6) Who became the first female actress of Indian cinema?
a. Fatema Begum
b. Sulochana
c. Durgabai Kamat
d. Kamlabai Gokhale

7) Which film is regarded as the first Indian talkie?
a. Raja Harishchandra
b. Alam Ara
c. Prem Sanyas
d. Mohini Bhasmasur

8) The Indian Cinematograph Act was passed in:
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9) Which theme was most popular in silent-era Indian films?

a. Science Fiction
b. Mythology
c. Horror
d. Detective Fiction
10) Which silent film portrayed the childhood of Lord Krishna?
a. Savkari Pash
b. Shiraz
c. Kaliya Mardan
d. Alam Ara

11) What was commonly used to explain dialogues in silent films?

oo o

1896
1913
1918
1931

a. Radio commentary

b. Subtitles
c. Title cards
d. Narrators
12) Which technique was widely used in silent film editing?
a. CGlI
b. Cross-cutting
c. Animation
d. Voice dubbing
13) Who directed Savkari Pash?
a. Baburao Painter
b. Dadasaheb Phalke
c. Ardeshir Irani

d.

Franz Osten

14) Why was music important in silent cinema?

a. Toreplace visuals
b. To provide dialogues
C.

To express emotions and support storytelling

d. To advertise films
15) Which city hosted the first public screening of films in India?
a. Calcutta
b. Madras
c. Bombay
d. Delhi

4.14 Key Words

Silent Era Dadasaheb Phalke Raja Harishchandra
Editing Censor Board Mythological Films
Talkies Cinematography Visual Storytelling
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KEY PERSONALITIES AND FILMS

This appendix presents a brief list of significant figures and films of the silent era, providing a

quick reference for readers and film enthusiasts.

Harishchandra

Name Brief Detail

Dadasaheb (30-04-1870 to 16-02-1944)_ Kno_wn as the "F_ather of In_dian_Cinema,"

Phalke Phalke was a pioneer of Indian cinema and directed India's first full-length
feature film, "Raja Harishchandra” (1913).

Durgabai (1879-1997) She was the first female actress of Indian cinema, breaking

Kamat societal norms and paving the way for women in the industry.

Kamlabai (1900-1998) Daughter of Durgaba_li Kamat, she followed in her mqther's
footsteps and became one of the first popular female actors in Indian

Gokhale cinema.

Baburao (03-06-1890 to 16701-1954) A renovyned filmmake_r, Paintgr cq-founded

. the Maharashtra Film Company and is known for his contributions to set

Painter . . - . - .
design and the introduction of colour processing in Indian cinema.
Harishchandra Sakharam Bhatavdekar (15-03-1868 to 20-02-1958), also

Save Dada known as Save Dada, was the first Indian to make a Motion Picture in
India.

Fatema (1892-1983) First female film director of India.

Begum

Ardeshar (1886-1969) Director of India’s first Sound Film, Alam Ara.

Irani

v (1901-1990) An Indian Filmmaker, Actor, who started his carrier with

SHantaram Silent films and reached a great height in making of Indian feature films
till the modern time period.

Films Brief Detail
Raja

The first full-length feature film of India, directed by Dadasaheb

(1913) Phalke.
Mohini Bhasmasur | The first Indian film to feature dance, directed by Dadasaheb
(1913) Phalke.

Kaliya Mardan
(1919)

A significant silent film directed by Dadasaheb Phalke, noteworthy
for its use of special effects and the performance of Mandakini
Phalke as young Krishna.

Lanka Dahan
(1917)

Written and Directed by Dadasaheb Phalke, the film was based on
events from Ramayan. It collected around 32,000Rs.in just ten days
at West End Theatre.

Prem Sanyas
(1925)

Known as "The Light of Asia" in English, the film directed by
Franz Osten and Himanshu Rai is one of the successful Indo-
European collaborations of the silent era.

Shiraz (1928)

Directed by Franz Osten, the film narrates a fictional tale around the
creation of the Taj Mahal.
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Savkari Pash
(1925)

directed by Baburao Painter, this film was the first social
melodrama in Indian Cinema. It was the debut film of great Indian
film personality, V. Shantaram.

Alam Ara (1931) Directed by Ardeshar Irani, it is the first sound film of India.

Self-Study:

e Watch the Marathi film Harishchandrachi Factory.
e Search the details related to Short Films made before the advent of Feature Films

in India.

4.15 Suggested Reading

1) Barnouw, Erik and Krishnaswamy, S. Indian Film. Oxford University Press.
2) Gokulsing, K. Moti and Dissanayake, Wimal. Indian Popular Cinema. Trentham
Books.
3) Rangoonwalla, Firoze. 75 Years of Indian Cinema. Indian Book Company.
4) Thoraval, Yves. The Cinemas of India. Macmillan India.
Vasudevan, Ravi. Making Meaning in Indian Cinema. Oxford University Press.
5) Rajadhyaksha, Ashish and Willemen, Paul. Encyclopaedia of Indian Cinema. Oxford
University Press.
Answers of MCQs.
Question | Answer | Question | Answer
1 B 9 B
2 C 10 C
3 B 11 C
4 C 12 B
5 A 13 A
6 C 14 C
7 B 15 C
8 C
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UNIT-5 THE MYTHOLOGICAL FILMS

:: STRUCTURE ::

5.0 Objectives
5.1 Introduction to Mythological Films
5.2 History of Adaptations of Myths into Films

<> Check Your Progress |
5.3 Features of Mythological Films
5.4 A Case Study: Raja Harishchandra (1913)

<> Check Your Progress 11
55 Technological Advancements and Artistic Approaches in Mythological Films
5.6 A Case Study: Troy (2004)

X Check Your Progress 111
5.7 Let Us Sum Up
5.8 Key Words
5.9 Suggested Reading

> References

5.0 Objectives

At the end of this unit, the learner will be able to

» Understand cultural and historical narratives

« Examine cultural adaptations and reinterpretations

» Explore themes of heroism and morality

« Critique visual storytelling and special effects

« Gain appreciation for diverse mythologies across the globe

5.1 Introduction to Mythological Films

enthralling exploration of cinematic tales inspired by the myths and legends of ancient
civilizations. Within the silver screen, ancient gods wield their powers, valiant heroes embark
on epic quests, and fantastical creatures roam around enchanted landscapes. This unit invites

you to uncover the magic and cultural significance that mythological films bring to

Let us read this interesting unit on the Mythological Films, where we embark on an

contemporary movie making.
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Mythological films have a timeless allure that continues to mesmerize audiences across
generations. These cinematic wonders draw inspiration from the myths, folklore, and religious
narratives of various cultures, weaving together a tapestry of extraordinary stories that
transcend the boundaries of time and geography. From the heroic exploits of Hercules in Greek
mythology to the divine avatars of Hindu epics, from the Norse gods' epic battles to the
enchanting tales of Chinese mythology, each civilization has bestowed upon the world a

treasure trove of stories waiting to be immortalized on the silver screen.

In this unit, we will delve into the origins and evolution of mythological films, tracing
their roots back to the early days of cinema and observing how they have grown and how they
have been adapted over the years. By studying landmark productions and influential directors,
the aim is to discern the transformative impact of these films on popular culture and cinematic

techniques.

The mythological films serve as mirrors that reflect the values, beliefs, and aspirations
of the societies that produced them. In this unit, we will also examine the underlying themes
and archetypal characters prevalent in mythological storytelling. By analysing how filmmakers
creatively reinterpret and breathe new life into ancient tales, we seek to gain a deeper
understanding of the human condition and the collective psyche that resonates across cultures.

We will also investigate how these films have expanded our appreciation for diverse
mythologies and fostered cross-cultural exchange, nurturing a deeper sense of global

interconnectedness.

So, join us as we embark on this cinematic odyssey, where the boundless realms of imagination
converge with the profound wisdom of ancient myths. Throughout this unit, let us unravel the
enigmatic allure of mythological films and celebrate their lasting impact on the art of
storytelling. As we journey through the magical and mystical dimensions of these extraordinary
narratives, may we uncover the enduring truths that continue to resonate in the hearts and minds

of humanity!

5.1.1 Definition

Mythological films can be defined as cinematic works that adapt and depict mythologies,

legends, and ancient narratives from various cultures and civilizations. They bring these stories
to life on the screen, utilizing visual effects, production design, and narrative structures to
create immersive worlds filled with gods, heroes, monsters, and epic quests. Mythological

films often draw from rich mythological traditions such as Greek, Norse, Egyptian, Indian,
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Chinese, and African myths, among others.

5.2 History of Adaptations of Myth into Films

The historical background and development of mythological films reflect a rich tapestry of
cultural, technological, and artistic influences. From the early pioneers of cinema to the
contemporary visionaries, filmmakers have continuously explored the timeless allure of
ancient myths and legends. The evolution of special effects, production design, and storytelling
techniques has allowed mythological films to transport audiences to breath-taking worlds filled

with gods, heroes, and fantastical creatures.

5.2.1. The Birth of Mythological Films

The seeds of mythological films were sown in the early days of cinema, when filmmakers

recognized the narrative and visual potential of ancient myths and legends. In the late 19th and
early 20th centuries, pioneers such as Georges Molies and D.W. Griffith experimented with
fantasy and historical themes, often drawing inspiration from mythology. Méliés' ground-
breaking film, A Trip to the Moon (1902), exemplified the early use of special effects and

imaginative storytelling, setting the stage for future mythological cinematic endeavours.

5.2.2 The Silent Era and Early Adaptations

The silent film era witnessed the emergence of several notable mythological
adaptations. In 1914, Giovanni Pastrone's epic Cabiria brought ancient Roman mythology to
the big screen, showcasing grandiose sets and ambitious production design. It laid the
foundation for the depiction of mythological worlds and epic narratives in cinema. Around the
same time, filmmakers like Siegfried Lubin and Sidney Olcott explored ancient Egyptian and

Biblical themes, further expanding the scope of mythological storytelling.

These early silent mythological films laid the foundation for Indian cinema and showcased the
potential of storytelling through visual media. They adapted well-known mythological
narratives, often drawing from ancient Indian epics like the Ramayana and the Mahabharata,
and introduced audiences to the magic of cinema in India. Films like Raja Harishchandra
(1913), Lanka Dahan (1917), Kaliya Mardan (1919), and Satyavan Savitri (1923) laid the
foundation for mythological films for Indian cinema.

5.2.3 The Golden Age of Mythological Films

The 1950s and 1960s marked a significant period of growth and artistic exploration in
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mythological films. Hollywood studios, including MGM and Warner Bros., produced lavish
spectacles that showcased mythological tales on an unprecedented scale. These films, such as
Hercules (1958) and Jason and the Argonauts (1963), embraced the advancements in special
effects, costume design, and production values, creating visually stunning mythological

worlds.

In India, the Hindi film industry, known as Bollywood, produced iconic mythological films,
with actors like Raj Kapoor and N.T. Rama Rao portrays revered Hindu deities such as Lord
Krishna and Lord Rama. These films, such as Krishna Janmashtami (1956) and Seeta Rama

Kalyanam (1961), held immense cultural and religious significance for Indian audiences.

5.2.4 Technological Advancements

The late 20th century witnessed significant advancements in filmmaking technology,
revolutionizing the portrayal of mythological narratives. Filmmakers had access to
sophisticated visual effects, including computer-generated imagery (CGI) and animatronics,
allowing them to create more realistic and immersive mythological worlds. This period also
saw the rise of notable directors who reimagined mythological tales with visionary flair.

Films such as Clash of the Titans (1981), directed by Desmond Davis, and Excalibur (1981),
directed by John Boorman, and embraced the technological advancements of their time,
incorporating elaborate special effects to bring ancient myths to life. In India, films such as Jai
Santoshi Ma (1975), Krishna (1996) and Asoka (2001) have captivated audiences with their
epic scale and heightened visual spectacle.

5.2.5 Contemporary Mythological Films

In recent years, mythological films continue to thrive, captivating audiences worldwide
and pushing the boundaries of storytelling and visual effects. Contemporary directors, such as
Zack Snyder with his films 300 (2006) and Wonder Woman (2017), and Taika Waititi with
Thor: Ragnarok (2017), have breathed new life into the genre, infusing it with fresh
perspectives and stylistic innovations.

Additionally, the globalization of cinema has led to a greater diversity in mythological
films. Filmmakers from different cultures and regions, including China, South Korea, and
Nigeria, have brought their unique mythological narratives to the forefront. In India, films like
Raavan (2010), Arjun: The Warrior Prince (2017) and Brahmastra: Part One-Shiva (2022) are

a few examples in the same genre.
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Hence, the historical background and development of mythological films trace a captivating
journey through the evolution of cinema and the enduring fascination with ancient myths and
legends. From the early days of silent films to the technologically advanced spectacles of

modern cinema, mythological films have captured the imagination of audiences worldwide.

% Check Your Progress |

Short Answer Questions
1) How do mythological films draw inspiration from ancient stories and legends to create

modern cinematic narratives?
2) How have advancements in technology impacted the making of mythological films?
3) Write about various artistic approaches adopted in the making of mythological films.
4) According to the text, what specific role did Hollywood studios play during the "Golden
Age" of mythological filmmaking?
5) How has the globalization of cinema altered the diversity of mythological films in

recent years?

5.3 Features of Mythological Films

There are certain prominent features of the mythological films that clearly set them
apart from other genres in the cinematic landscape. Mythological films intertwine the timeless
threads of ancient tales with modern cinematic artistry. These epics delve into the realms of
gods, heroes, and fantastical creatures, immersing audiences in rich narratives where mortals
clash with divine forces. Characterized by grandeur and spectacle, these films employ stunning
visuals and imaginative worlds to retell myths, capturing the essence of cultural heritage.
Mythological films bridge the gap between imagination and tradition, offering a captivating
exploration of human beliefs, values, and the eternal struggle between good and evil. Through
these enchanting sagas, audiences are transported to extraordinary realms where myths come

alive on the silver screen.

5.3.1 Mythological Adaptations

While other genres may draw inspiration from myths, mythological films directly adapt or
reinterpret these stories. They may add modern twists, but their core essence remains rooted in
the mythic tales. These films frequently incorporate gods, demigods, monsters, and
supernatural phenomena. They transport viewers into fantastical worlds, blurring the lines

between reality and the mystical.
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5.3.2 Historical and Cultural Context

Mythological films draw inspiration from ancient stories, often rooted in specific cultural,
religious, or historical contexts. They aim to preserve and retell these tales while exploring
their impact on societies and individuals. Mythological films often provide a window into the
cultural and historical beliefs of a particular society or civilization. Learning about
mythological films can help us explore the rich tapestry of human stories and understand the

values, traditions, and ideologies that shaped different cultures.

5.3.3 Epic Scale and Grandeur

Mythological films often feature epic narratives with sweeping landscapes, large-scale battles,
and awe-inspiring visuals. They aim to capture the grandeur of the myths and legends they
depict. Protagonists embark on quests or journeys that take them through treacherous
landscapes, encountering formidable challenges and supernatural beings along the way. These
quests serve as metaphors for personal growth, self-discovery, and the pursuit of wisdom or

enlightenment.

5.3.4 Archetypal Characters

Mythological films frequently feature archetypal characters that embody universal traits and
represent fundamental aspects of the human psyche. Heroes, villains, mentors, and tricksters
are often depicted in mythological narratives, offering viewers relatable figures and exploring

timeless themes of heroism, sacrifice, redemption, and the human struggle.

5.3.5 Symbolism and Allegory

Mythological films employ symbolism and allegory to convey deeper meanings and explore
universal truths. The use of symbolic imagery, motifs, and objects imbues the narratives with
layers of interpretation, allowing audiences to delve into profound philosophical, moral, or

spiritual concepts.

5.3.6 Visual Spectacle

Mythological films often feature breath-taking visual effects and production design. With
advancements in technology, filmmakers can create awe-inspiring mythical realms, larger-
than-life creatures, and fantastical landscapes. These visually stunning elements contribute to

the immersive experience and transport audiences to extraordinary worlds beyond reality.
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5.3.7 Moral and ethical themes

Mythological films often grapple with moral ambiguity, showcasing flawed characters and
ethical dilemmas. The protagonists face decisions that challenge their values, blurring the line
between right and wrong. These narratives prompt viewers to contemplate the complexities of

human nature and the consequences of choices made.

5.4 A Case Study: Raja Harishchandra (1913)

Indian mythology, with its rich tapestry of epics, legends, and folklore, has been a source of
inspiration for various forms of art and literature. One of the earliest cinematic representations
of Indian mythology can be traced back to the silent film era with Raja Harishchandra. Directed
by Dadasaheb Phalke in 1913, this film marks the birth of Indian cinema and the beginning of
its enduring love affair with mythological themes. Raja Harishchandra not only set the
foundation for Indian cinema but also established the profound influence of Indian mythology

on the cinematic landscape.

Before Raja Harishchandra, Indian cinema was still in its nascent stage, heavily influenced by
Western films and themes. However, Dadasaheb Phalke, a visionary filmmaker, recognized the
potential of Indian mythology as a powerful narrative tool that could resonate deeply with the

Indian masses.

5.4.1 Plot and Characters of Raja Harishchandra

Film Raja Harishchandra is based on the legend of King Harishchandra, known for his
unwavering dedication to truth and righteousness. The film portrays the life of Harishchandra,
his downfall, and eventual redemption. Phalke used simple yet compelling storytelling
techniques to narrate the tale of the virtuous king, depicting his trials and tribulations with a

mix of drama and emotion.

The film featured Anna Salunke as Raja Harishchandra, a male actor playing the role of the
king, as women were not allowed on the stage in that era. The rest of the cast was also male,
further highlighting the cultural norms of the time. Despite these limitations, Phalke’s direction
and the performances of the actors managed to captivate the audience, laying the foundation
for mythological films in Indian cinema.

5.4.2 Mythological Symbolism and Cultural Impact
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Raja Harishchandra not only presented a fascinating narrative but also incorporated
mythological symbolism. The themes of truth, sacrifice, and the triumph of good over evil
struck a chord with the Indian audience, who were familiar with these values through their

cultural upbringing and exposure to ancient texts.

The portrayal of the protagonist, Raja Harishchandra, as the epitome of righteousness, courage,
and sacrifice, evoked admiration and reverence among viewers. His unwavering commitment
to truth, even in the face of tremendous challenges, served as a moral compass for the audience,

inspiring them to uphold similar values in their own lives.

The film's portrayal of female characters, despite being played by male actors, is noteworthy
for its celebration of femininity and strength. The depiction of Taramati, Harishchandra’s wife,
showcased her unwavering support and loyalty to her husband, even during times of adversity.
Such portrayals, though limited by the social norms of the era, contributed to the gradual

transformation of gender representations in Indian cinema.

Raja Harishchandra also introduced innovative techniques and visual effects to create
mythological elements like divine beings, celestial realms, and epic battles. Phalke's pioneering
use of special effects, like stop-motion animation and double exposure, added a fantastical

dimension to the storytelling, leaving the audience in awe.
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5.4.3 The Success and Legacy of Raja Harishchandra

Raja Harishchandra gained an overwhelmingly positive response from audiences and
critics alike. The success of this film encouraged Phalke to continue making mythological
films, such as Mohini Bhasmasur (1913) and Satyavan Savitri (1914). These films further
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solidified his position as a pioneer in Indian cinema and continued to emphasize the importance

of Indian mythology in storytelling.

s Check Your Progress 11

Long Answer Questions

1) Describe the historical development of mythological films from the silent era to
contemporary times.

2) What are some common themes and archetypes found in mythological films across
different cultures?

3) In what ways do mythological films contribute to the preservation and propagation of
cultural myths and legends across generations?

4) Analyse how early Indian silent cinema utilized native epics to lay the foundation for
the domestic film industry.

5) Discuss the statement that “mythological films serve as mirrors that reflect the values,
beliefs, and aspirations of the societies that produced them,” using examples from the
text.

5.5 Technological Advancements and Artistic Approaches in Mythological Films

The portrayal of mythology on the screen has been influenced by both technological
advancements and artistic approaches throughout the history of cinema. From the early days
of silent films to the modern era of digital effects, filmmakers have continuously pushed the
boundaries of visual storytelling to bring ancient myths and legends to life. Let us explore the
technological advancements and artistic approaches that have shaped the portrayal of
mythology on screen, examining the evolution of special effects, production design,

cinematography, and narrative techniques.

5.5.1 Technological Advancements
A. Special Effects
Technological advancements in special effects have played a pivotal role in portraying

mythology on screen. In the early days of cinema, techniques such as stop-motion animation,
hand-painted colour, and miniatures were used to create magical and fantastical elements. The
pioneering work of filmmakers like Georges Mélies, who utilized these techniques in films

such as A Trip to the Moon (1902), laid the foundation for future advancements.

As technology progressed, filmmakers embraced new methods like matte paintings,
rear projection, and optical effects. These techniques allowed for the creation of larger-than
life mythological worlds and creatures, as seen in films like Jason and the Argonauts (1963),

which showcased the iconic stop-motion animation work of Ray Harryhausen.
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In the digital age, computer-generated imagery (CGI) has revolutionized the portrayal
of mythology. Films like Clash of the Titans (2010) and Thor (2011) employ CGI to create
visually stunning mythical creatures, epic battles, and immersive environments. CGI has

enabled filmmakers to realize mythological elements with unprecedented realism and detail.

B. Digital Restoration and Remastering

Technological advancements in digital restoration and remastering have allowed for
the preservation and enhancement of classic mythological films. These techniques have
breathed new life into older films, allowing audiences to experience them in their intended
glory. The restoration of films like Metropolis (1927) and The Thief of Bagdad (1940) has
brought forth the intricate production design, elaborate costumes, and enchanting visuals that

define these cinematic treasures.

5.5.2 Artistic Approaches

Production Design and Set Construction

Acrtistic approaches to production design and set construction have been crucial in
shaping the portrayal of mythology on screen. Filmmakers have strived to create immersive
and visually striking worlds that reflect the grandeur and mythology of ancient tales. Elaborate
sets, meticulous attention to detail, and the use of iconic architectural motifs have helped
transport audiences to mythological realms.

Films like Ben-Hur (1959) and Cleopatra (1963) employed lavish production design to
recreate ancient civilizations, featuring monumental structures, opulent palaces, and intricate
costumes. These visually impressive sets not only enhanced the cinematic experience but also
emphasized the mythological and historical context of the narratives.

5.5.2.1 Cinematography and Lighting

Cinematography and lighting techniques have played a vital role in capturing the
essence of mythology on screen. Filmmakers have utilized various approaches to convey the
otherworldly and mystical nature of mythological stories. From chiaroscuro lighting in films
like Nosferatu (1922) to sweeping camera movements in epics like Lawrence of Arabia (1962),
cinematography has been used to evoke emotions, create a sense of awe, and transport viewers
into the realm of mythology.

In the portrayal of mythology, filmmakers often employ high contrast lighting, bold
colour palettes, and dramatic framing to convey the larger-than-life nature of the tales. The use
of light and shadow can emphasize the supernatural elements, while dynamic camera angles

and compositions can enhance the epic and fantastical nature of the narratives.
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5.5.3 Narrative Approaches

The narrative approaches to portraying mythology have evolved over time. Filmmakers
have experimented with different storytelling techniques to engage audiences and present
ancient tales in fresh and compelling ways. Some films adopt a faithful retelling of
mythological stories, such as Troy (2004), while others take a more interpretive approach,
reimagining the narratives with modern sensibilities.

Films like O Brother, Where Art Thou? (2000) and Oh My Gods! (2015) incorporate
mythology into contemporary settings, exploring the enduring relevance of ancient myths.
These films utilize humour, satire, and intertextuality to bring mythology into the modern
consciousness.

Thus, technological advancements and artistic approaches have shaped the portrayal of
mythology on screen, enhancing the visual and narrative aspects of these ancient tales. From
early techniques like stop-motion animation and hand-painted colour to the revolutionary
impact of CGI, special effects have allowed filmmakers to create visually stunning
mythological worlds.

Avrtistic approaches in production design, cinematography, and storytelling techniques
have brought depth, authenticity, and emotional resonance to mythological narratives. As
technology continues to advance and artistic vision evolves, the portrayal of mythology on
screen will continue to push boundaries, immersing audiences in ancient tales, and breathing

new life into these timeless stories.

5.6 A Case Study: Troy (2004)

The ancient tale of Troy, a legendary city embroiled in a decade-long war, has captivated
audiences for centuries. One notable adaptation of this myth is the 2004 film Troy, directed by
Wolfgang Petersen. Based on Homer's Iliad, the movie weaves together history, mythology,
and Hollywood storytelling to bring the ancient epic to life.

Film Troy introduces viewers to an array of characters, both mythical and historical. Achilles,
portrayed by Brad Pitt, stands at the center as the iconic Greek hero. Hector (Eric Bana), the
Trojan prince, is depicted as a noble warrior torn between his duty to his city and his love for
his family. The movie also incorporates gods and goddesses, such as Zeus and Apollo, who
meddle with mortals' lives, influencing the outcome of the war. These mythical elements serve

to heighten the grandeur of the story and emphasize the interplay between gods and men.
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Troy explores profound themes inherent in the mythological tale mainly the themes of war,
honour and fate. The destructive nature of war takes centre stage, shedding light on the human
cost and moral dilemmas it presents. The opposing sides, Greece and Troy, are driven by their
pride, honour, and pursuit of glory. The film raises questions about the blurred lines between
heroism and arrogance, exposing the consequences of unchecked ambition. Additionally, Troy
contemplates the role of fate and destiny in human lives. The characters grapple with their
predetermined paths, challenging the notion of free will in the face of overwhelming

circumstances.

Historical accuracy and creative liberties are the key aspects of any mythological film. While
Troy takes inspiration from the lliad, it is important to note that the film does not adhere strictly
to historical accuracy. The screenplay amalgamates various events and characters, streamlining
the complex narrative of the Trojan War. Some notable deviations include the absence of the
gods in the final battle, the omission of the famous Trojan horse, and alterations to the
characters' motivations. Despite these creative liberties, the movie succeeds in capturing the
essence of the myth and conveying the timeless themes at its core.

[Google Image — Open Source]

With its fantastic cinematic presentation and visual spectacle, Troy dazzles with its epic
scale and impressive production design. The movie recreates the grandeur of ancient Troy, with
meticulous attention to detail in costumes, architecture, and battle scenes. The stunning visuals,
combined with intense action sequences, enhance the immersive experience for viewers. The
climactic battle scenes, such as the duel between Hector and Achilles, are particularly
memorable, showcasing the raw power and brutality of ancient warfare. The film's evocative
score, composed by James Horner, heightens the emotional impact of key moments and

complements the narrative's dramatic tension.

The adaptation of the myth of Troy in a movie exemplifies the enduring appeal and
adaptability of ancient legends. While the film takes creative liberties and simplifies the

complexities of the original story, it successfully captures the spirit and essence of the ancient
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epic. Through its portrayal of characters, exploration of themes, and cinematic presentation,

Troy immerses audiences in a world of heroism, tragedy, and the timeless struggle between

mortals and gods.

% Check Your Progress 111

1)

2)

3)

4)

5)

Which pioneering filmmaker utilized stop-motion animation, hand-painted color,
and miniatures in the early 1902 film A Trip to the Moon?

a. Wolfgang Petersen

b. Georges Mélies

c. Ray Harryhausen

d. John Boorman
The classic stop-motion animation work of Ray Harryhausen brought larger-
than-life mythical creatures to the screen in which 1963 film?

a. Jason and the Argonauts

b. Clash of the Titans

c. The Thief of Bagdad

d. Ben-Hur
According to the text, what has revolutionized the portrayal of mythology in the
digital age by enabling unprecedented realism and detail?

a. Matte paintings

b. Rear projection

c. Computer-generated imagery (CGI)

d. Optical effects
Digital restoration and remastering techniques have been specifically used to
preserve the intricate production design and visuals of which 1927 classic film?

a. Nosferatu

b. Metropolis

c. Troy

d. Cleopatra
Which film is cited in the text as an example of employing lavish production design
to recreate ancient civilizations with monumental structures and opulent palaces?

a. O Brother, Where Art Thou?

b. Thor

c. Cleopatra (1963)
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d.

Lawrence of Arabia

6) Filmmakers often employ high contrast lighting, dramatic framing, and bold color

palettes to convey what aspect of mythological tales?

a.
b.
C.
d.

Their historical and chronological accuracy
Their contemporary political relevance
Their humorous and satirical nature

Their larger-than-life and supernatural nature

7) Which film is mentioned as an interpretive narrative approach that incorporates

ancient mythology into a contemporary setting using humor and satire?

a.
b.
C.
d.

Troy (2004)

O Brother, Where Art Thou? (2000)
Ben-Hur (1959)

Thor (2011)

8) The 2004 epic film Troy, directed by Wolfgang Petersen, is a cinematic adaptation

based on which ancient literary work?

a.
b.
C.
d.

Homer's lliad
Virgil's Aeneid
The Mahabharata

Sophocles’ Antigone

9) According to the text's analysis of Troy (2004), what core themes are explored

through the moral dilemmas and predetermined paths of its characters?

a.
b.
C.
d.

Globalization, trade, and colonial expansion
Romance, comedy, and divine intervention
War, honor, and fate

Satire, intertextuality, and modern sensibilities

10) What major narrative deviation from the original myth does the film Troy (2004)
take, as highlighted in the text?

a.
b.
C.
d.

The complete omission of the Trojan Prince Hector
The absence of the gods in the final battle
Shifting the entire setting to a contemporary timeline

Changing Achilles into a historical Roman general

5.12 Let Us Sum Up
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In this unit, the historical evolution and cultural significance of movies centred on mythological
themes are explored. These films draw from ancient narratives and religious beliefs to create
compelling cinematic experiences. The unit delves into the distinct features of mythological
films, their influence on modern storytelling techniques, and the impact of cultural contexts on
their interpretation. It also highlights notable examples of mythological films within the epic
and fantasy genres, discussing how they utilize advanced special effects to bring ancient tales
to life. Ultimately, the integration of mythological motifs in contemporary cinema reflects the

enduring power of these narratives to mesmerize audiences and shape cultural conversations.

5.13 Key Words

A universally recognized symbol, character, or theme that recurs in
Archetype myths and literature, representing fundamental human experiences and

emotions.

A climactic confrontation between cosmic forces, such as gods or
Cosmic Battle | primordial beings, often representing the struggle between good and

evil.

A revered figure in a specific culture's mythology, embodying qualities
Cultural Hero ) S
that define that culture's values and identity.

The blending or merging of different cultural elements, often seen in

Cultural
) mythological films that combine elements from multiple mythologies or
Syncretism ) )
time periods.
Dei A god or goddess, often possessing supernatural powers and qualities,
eity
central to many mythological stories.
Divine The direct involvement of gods or supernatural forces in mortal affairs,
Intervention often steering the course of events in mythological films.
. The anger or punishment inflicted by gods upon mortals who defy or
Divine Wrath o o ) ]
offend them, driving key elements of conflict in mythological stories.
A grand, sweeping narrative that often involves heroic deeds, larger-
Epic than-life characters, and significant events, typically spanning vast
distances and time periods.
_ _ A story explaining the origins of specific customs, rituals, or natural
Etiological _ _ o )
Mvth phenomena, often integrated into mythological films to provide cultural
yt

context.
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Fate

The predetermined course of events in a mythological narrative, often

influenced by divine forces or supernatural beings.

Hero's Journey

A narrative structure outlined by Joseph Campbell, involving a hero
who embarks on an adventure, faces challenges, undergoes

transformation, and returns home changed.

Legendary A fantastical being, often a mix of human and animal traits, which plays
Creature a significant role in mythological narratives.

A concept by Joseph Campbell, suggesting that myths from different
Monomyth cultures share a common underlying structure, reinforcing the idea of

universal human experiences.

Moral Allegory

A mythological film that conveys ethical or philosophical lessons

through its characters and plot, providing insights into human behavior

and values.
) Cinematic productions that adapt or reinterpret myths and legends from
Mythological ) ) ) ] )
- various cultures, often featuring epic narratives, heroic quests, and the
ilms

clash between mortals and immortals.

A collection of traditional stories, beliefs, and cultural practices that

often explain the origins of the world, natural phenomena, and human
Mythology

behavior through the actions of gods, goddesses, heroes, and

supernatural beings.

Oral Tradition

The passing down of myths and stories through spoken word, song, and
performance, contributing to the preservation and evolution of

mythological narratives.

Quest

A journey undertaken by a hero to achieve a specific goal, often
involving challenges, trials, and personal growth.

Resurrection

A theme in mythological films where characters experience death and

rebirth, symbolizing renewal and transformation.

Supernatural A powerful object imbued with magical or divine properties, often
Artefact sought after by heroes in mythological films.

The use of objects, actions, or characters to represent abstract ideas,
Symbolism emotions, or concepts within mythological films, adding layers of

meaning.
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1 B 7 B
2 8 A
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6.0 Objectives
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6.2 Cinema as the most popular art form
6.3 Cinema as an Industry
*  Check Your Progress-1
6.4 Cinema: Ideology and Aesthetics
6.5 Censorship
6.6 LetUsSum Up
*  Check Your Progress-2
6.7 Suggested Reading

*  Answers

6.0 OBJECTIVES

This unit will help the learners:
e To have a historical understanding about cinema as a popular art form.
e To get an overview of the impact of cinema as a culture industry on society
e To develop a basic understanding about how social beliefs and attitudes influence the

production of cinema and how cinema, in its turn, influences social beliefs and attitudes.

6.1 INTRODUCTION

Cinema is the most popular art form in the world today. With more than a century of history
behind it, it is much more accessible today to people than it was in its early days. Apart from
the conventional movie theatre, cinema is available today on television and in several
platforms and sites on the net. In fact, it is quite common today for many films to be released
on OTT (Over the Top) platforms rather than in movie theatres. With High-Definition
television sets and Home Theatre settings it is even possible to get a viewing experience
comparable to what one gets in movie theatres.

Film production is an industry with huge capital investment. The success of a film
depends upon the appeal it makes to general popular taste. To make an impact on the box
office a film has to appear attractive to at least a sizable part of the audience. On the other
hand, by using popular ingredients films can influence public taste too. There are also
filmmakers who work outside the parameters of the industry, producing low-budget films and
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unmindful of box office success. Films which are more committed to artistic perfection rather
than commercial success are termed ‘art films’, as opposed to ‘commercial films’ Quite often
such filmmakers come out with films which challenge established social codes and attitudes.
There are also proclaimed activist films which aim at reform or subversion.

Censorship is a form of restrictive practice whereby the state or its agencies control the
content of films, to make sure that they do not violate established socio-cultural and political
norms. Peer associations of filmmakers also sometimes perform this function. Quite often
filmmakers resort to self-censorship, one or more editors going through the content to

eliminate ‘politically incorrect’ elements.

6.2 CINEMA AS THE MOST POPULAR ART FORM

Cinema is the most popular art form today. Its arrival at the turn of the Twentieth Century
marked the audio-visual media forging ahead of the print media. It represented the oral-aural
interaction with the world as opposed to the interaction through the printed word. It will not
be an exaggeration to say that there are millions of people in the world today who haven’t
read a single novel, but have seen dozens of films. The power of cinema as a medium was
recognized early by educationists, business houses and political movements. Unlike a book
the appeal of a film is direct. A film can both entertain and enlighten its audience. There
have been hundreds of documentaries which have made their mark in the history of cinema.
Although there have been formal experiments in cinema which required more advanced visual
literacy from the viewers, the general trend of cinema is realist. The fantasies and apparently
improbable story lines seen on the screen are already familiar to the audience, either through
popular fiction or through oral narratives. Again, unlike a book, a film is easy on the eye.
The availability of cinema on electronic media since the middle of the Twentieth Century and
on cyber media for the last three decades, and now premiering on selected sites have increased
both its accessibility and popularity.

6.3 CINEMA AS AN INDUSTRY

Cinema is one of the largest industries in the world. Cinema hubs like Hollywood and
Bollywood have a turnover that exceeds those of many corporate companies. The earnings
from cinema were more than Rupees 15000 crores in Bollywood during the financial year that
ended March 2022, while it was a whopping 7.4 billion dollars or Rupees 60680 Crores in
Hollywood during the same year. This excludes earnings in overseas markets, television rights

and revenue from OTT platforms, which might reach astounding figures. The inventors of
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various devices which ultimately led to the development of cinema as a full-fledged art form
were not amateur scientists but entrepreneurs who sought to make money out of their
inventions. William Dickinson, Thomas Alva Edison’s Assistant, the Lumiere Brothers and
George Melies, the first special effects expert in the history of cinema were all entrepreneurs
who set up their own production companies. That was before movie giants like Twentieth
Century Fox and Metro-Goldwyn Meir appeared on the scene. All the technological
developments in producing and exhibiting cinema in the more than hundred years of its
existence starting with the deployment of loud speakers in movie theatres have come under
heavy capital investment.

Linda Hutcheon has pointed out that films in a language in a period of time are often
found to follow the same kind of plots or formulas. She compares this to investment in a
business venture with proven success. At the same time, as in business, there are filmmakers
who dare to take the risk to invest in films with a new theme or paradigm. Again, as in other
businesses, sometimes they click, sometimes they fail. Amateur filmmakers whose objective
is artistic perfection rather than returns at the box office are outside the parameters of the film
Industry. Committed filmmakers who serve a particular cause also belong to this category.
Such films are often made on a slender budget and, in recent times, sourced by crowd funding.
Rarely, as in the case of a great filmmaker like Charlie Chaplin the twin objectives of
commercial success and artistic perfection are attained.

Creation of a fan culture is part of the mechanics of the film industry. Fan clubs for
popular actors often play an important part in the box office success of a film. Which is why

such clubs are often promoted by film companies and sometimes by the actors themselves.

e Check Your Progress-1

Long Answer Questions

1. Discuss cinema as the most popular art form in the modern world. Explain the reasons behind

its popularity and accessibility.

2. Examine cinema as an industry with reference to Hollywood and Bollywood. How does capital

investment influence film production?

3. Explain the relationship between cinema, ideology, and aesthetics. How does cinema reflect

social beliefs and attitudes?

Short Answer Questions

1. Why is cinema considered an audio-visual medium?
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2. What are OTT platforms?

3. Define “art cinema.”

Multiple Choice Questions

1. Cinema emerged as the most popular art form during the:
a) Eighteenth Century
b) Nineteenth Century
c) Twentieth Century
d) Twenty-First Century

2. Films released directly on digital platforms are commonly available on:
a) Newspapers
b) OTT platforms
¢) Radio
d) Magazines

3. Films that focus more on artistic perfection than commercial success are called:
a) Documentary films
b) Commercial films
c) Art films

d) Historical films

4. Which film industry is associated with the United States?
a) Bollywood
b) Tollywood
¢) Hollywood
d) Kollywood

6.4 CINEMA: IDEOLOGY AND AESTHETICS

As a popular medium, cinema generally works with the predominant ideology and aesthetics
of a given culture. It does not have an ideology or aesthetics of its own. What is commonly
called ‘popular taste’ is the predominant aesthetics, while the basic beliefs and guiding
principles that prevail in a society constitute its ideology. The predominance of neither
ideology nor aesthetics is complete. There are subversive counter-currents or movements in
both ideology and aesthetics in every culture. As an industry, cinema has to cater to the
predominant ideology and aesthetics for commercial success. Often in discussions on popular
taste, it is assumed that it is by nature bad and ‘immoral’ and that cinema as an art form, instead

of correcting it, panders to it. Generally, this is said about such things like too descriptive
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treatment of violence and sex, the legitimization of corruption and political machination etc.
But public taste can be ‘public consciousness’ (or rather ‘unconscious’ because the sentiments
are often taken in unconsciously) on racism, communalism, casteism and other such attitudes
which are considered ‘antisocial’ by ‘enlightened thinking’, which also exists in society.
Commercial cinema only capitalizes on this ‘public consciousness’

One of the first classics in World Cinema, D W Griffith’s Birth of a Nation is about the
American civil war of 1860-65. It projects White supremacy as an ideal and glorifies slavery.
There were widespread protests from African Americans when it was released in 1913. It is
no longer available for public viewing, except for academic purposes. Films which
intentionally portray women, minorities or marginalized sections of society in a bad light have
been produced in many societies and have met with disapproval by the enlightened sections in
such societies. Sometimes totalitarian governments appoint official film makers to propagate
their ideology. Leni Riefenstahl, who made two technically perfect films Triumph of the Will
and Olympia, was Hitler’s official film maker.

It is quite common for commercial films to adapt to popular literary texts by drastically altering
the plot and narration to make them appeal to popular taste. In an incredible instance, an
adaptation of Thomas Hardy’s Tess by Marshal Neilan in 1924 was given a happy ending at
the insistence of the producers Metro Goldwyn-Mayer.

There are film makers who are not prepared to make any compromise on their artistic
principles. These are often principles which do not jell with popular taste. The films produced
by such film makers are collectively called ‘art cinema’. Such films are often produced with
slender budgets and sometimes through crowd funding. They do not aim for success at the box
office. Some of them scrape through with the support of the academia and of television
channels which telecast art films.

There are also committed film makers who use cinema as a medium to project their
ideological positions or fight for social justice. Their films often challenge predominant
ideologies and aesthetic paradigms. There was a Movement called Third Cinema active in
Latin America in the 1970s which was a movement of committed film makers who rejected
both the commercial cinema of film industries like Hollywood and the highly individualistic
high art cinema. They treated contemporary social and political issues in their films, espousing
the causes of the underprivileged sections of society.

Not uncommonly, the film industry is also forced to observe certain social norms in
certain countries. There are directions as to how social menaces like the use of drugs are to be

depicted in cinema. The industry also performs some obligations like including captions for
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the aurally challenged in films and producing audio-described versions of films for the visually

challenged.

6.5 CENSORSHIP

Censorship represents the imposition of social control over the content and narrative form of
cinema. Apart from taboo issues like sex and violence, religion and politics are the two
domains in which filmmakers come into conflict with official censors. It was big news when
Italy abolished film censorship in 2021. Italy had one of the most stringent sets of censorship
laws among the countries of the world. Almost all the countries in the world today have varying
degrees of film censorship in force. In the history of cinema several classics including D W
Griffith’s Birth of a Nation, Eisenstein’s Battleship Potemkin, Charlie Chaplin’s The Great
Dictator and Martin Scorsese’s Last Temptation of Christ were banned in countries across the
world.

But it was not governments or government agencies who formally began censorship.
In Hollywood, the first major film industry in history was the Motion Pictures Producers and
Distributors of America (MPPDA) who framed a code of conduct for film makers. Among the
things the filmmakers were asked to keep away from were nudity, profanity and ridiculing the
clergy. Of course, this code of conduct was extremely conservative by today’s standards. Later
adherence to ‘correct’ social standards and respect to the law were added to the things the

filmmakers were advised to stick to.

The MPDDA'’s code of conduct was an attempt at self-censorship. Although no official
censoring authority was ever set up, various American states enacted laws which facilitated the
intervention of the governments on the exhibition of films which were considered ‘unfit’ for
public viewing. Some of these laws are still in force. Although a ruling by the American
supreme court upheld the validity of the First Amendment of the American constitution on
freedom of expression for exhibition of films too, it did not strike off any existing censorship
laws.

In India the Central Bureau of Film Certification (CBFC) was set up under the
Cinematography Act of 1952. It has a complicated set of rules for regulating the exhibition of
films. For instance, a U certificate allows unrestricted exhibition of the film, a U/A certificate
restricts the exhibition to adults and children above the age of 12, an A certificate to adults and
an S certificate to specified class of people. When the Board denies a certificate, the film cannot

be exhibited at all. There have been controversies about the Board’s decisions. The denial of
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a certificate to certain films have drawn protests, while the wrong kind of certification, for
instance a U certificate for films with large doses of violence, or the granting of certificates for

films which espouse antisocial causes has also been criticized.

6.6 LET US SUM UP

Cinema is the most popular art form today. There are few people in the world who are not in
the habit of watching films. It is also a very influential art form in people’s lives. Cinema is
also one of the largest industries in the world. There are film industries like Hollywood and
Bollywood which invest huge capital, employ hundreds of thousands of people, produce
thousands of films and gross billions of rupees in profits every year. Cinema is both an
entertaining and enlightening medium. There have been documentaries which have made
significant contributions to the medium. Some of them have been popular too. Technology
has widened the reach of cinema. It is today available on the electronic media and new media
too.

Like other art forms cinema too is influenced by the aesthetics and ideology of the
society or culture from which it springs. As in other arts, there are films which go along with
the predominant aesthetics and ideologies and those which try to subvert them. There are films
which cater to popular taste and aim at success in the box office. There are also films which
refuse to compromise on artistic principles and do not aim for commercial success. Their films
are collectively called art cinema. There are also committed or activist film makers who use
their medium for a cause.

As with other art forms there are restrictions on the distribution of films. Almost all the
countries in the world have censorship in one form or the other. Sometimes there is an official
government certifying body; sometimes there are just general laws of restriction which are
enforced by the authorities; in a few cases there are associations of film producers who have
set up a code of conduct which is imposed on the members.

Check Your Progress

Answer the following questions in detail:
1. Differentiate between commercial cinema and art cinema with suitable examples from the unit.
2. Analyze the role of committed and activist filmmakers in challenging dominant ideologies and
social norms.
3. Discuss the concept of “popular taste” in cinema. How do films both influence and respond to

public consciousness?

94



What is censorship in cinema? Explain the different forms of censorship with examples from
world cinema.

Describe the role and functions of the Central Board of Film Certification (CBFC) in India.
What controversies are associated with film certification?

Explain the emergence of fan culture in cinema and discuss its impact on the success of popular
films.

Discuss how technological developments such as OTT platforms, television, and cyber media

have transformed cinema viewing experiences.

Answer the following guestions in brief:

1.

2.

3.

7.

What is meant by commercial cinema?

Who were the Lumiere Brothers?

What is fan culture in cinema?

What is meant by self-censorship?

Name any two films that faced censorship controversies.
What is Third Cinema?

What do the certificates U, U/A, A, and S signify in Indian cinema?

Choose the Correct option (MCQs)

1) The filmmaker associated with Triumph of the Will was:

a)
b)
c)

d)

Charlie Chaplin
D. W. Griffith
¢) Leni Riefenstahl

d) Martin Scorsese

2) “Birth of a Nation” was criticized mainly for promoting:

a)
b)
c)
d)

Democracy
White supremacy
Gender equality

Socialism

3) Which movement in Latin America focused on social and political issues?

95



a) New Wave Cinema
b) Parallel Cinema
c) Third Cinema
d) Neo-realism
4) The CBFC in India was established under the:
a) Press Act
b) Cinematography Act of 1952
c) Constitution Act
d) Film Regulation Act
5) AU certificate in India means:
a) Restricted to adults
b) Only for children
c) Unrestricted exhibition
d) Only for specialists
6) Which of the following is an example of self-censorship?
a) Government banning a film
b) Filmmakers removing controversial scenes themselves
c¢) Audience protests

d) Theatre closure

6.7 Suggested Reading

e Someswar Bhowmik. Cinema and Censorship: The Politics of Control in India. Orient
Blackswan. 2009.

e Linda Hutcheon. Theory of Adaptation. Routledge. 2006

e Geoffrey Novel-Smith. The Oxford History of World Cinema. Oxford University
Press,1997.

e Maria Pramaggiore and Tom Wallis. Film: A Critical Introduction. Pearson. 2008.

e Ed Sikov. Film Studies: An Introduction. Columbia University Press, 2011.
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s ANSWERS

Multiple Choice Questions

Check Your Progress | Check Your Progress Il
Question Answer Question Answer
1 C 1 C
2 B 2 B
3 C 3 C
4 C 4 B
5 C
6 B
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l UNIT-7 Il ELEMENTS OF CINEMA: SOUND I

:: STRUCTURE ::

7.0 Objectives
7.1 Introduction
7.2 Synchronizing Sight and Sound
7.3 Sound on Disk
* Check Your Progress-1
7.4 Sound on Film
7.5 Sound Recording: Basic Modes
* Check Your Progress-2
7.6 Advances in Sound Recording
7.7 Types of Sound in Cinema
* Check Your Progress-3
7.8 Sounds and their relation to Visuals
7.9 Properties of Sound: Amplitude, Pitch and Timbre
* Check your progress-4
7.10 Manipulation and Artificial Synthesis of Speech
7.11 Sound and Cinematic Imagery

7.12 LetUsSum Up

* Check your progress-5

7.13 Suggested Reading
*  Answers

7.0 OBJECTIVES

This unit will help the learners:
e To have a historical understanding about the use of sound in cinema.
e To be familiar with various types of sound used in cinema
e To understand the role of sound in the structure of cinema

7.1 INTRODUCTION

Cinema had a humble beginning. It was silent. There was no way the actors could be made to
speak, or background music played, or the sounds of a street made audible to the audience.
Interestingly Thomas Alva Edison, the inventor of the phonograph was also instrumental in the
launching of cinema as a visual medium. It was with his encouragement that his assistant
William Dickson put together both the kinetograph, a movie camera which could record motion
pictures and kinetoscope, a contraption which enabled people to watch these motion pictures
through a hole. The problem was how to sync these inventions. There were early attempts to
enliven movie shows with music played on a phonograph. Crucial dialogues were
communicated through intertitles which interrupted the action. In Japan a narrator called Benshi
sat near the screen and, accompanied by musicians, explained the film, narrating the plot and

filling in even the dialogues of the characters. Early success in syncing sounds with motion
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pictures came with sound on disc. The sounds including conversations were played on a
phonograph while the movie was running. It was a little later, with the recording of sound on
the film itself that movies really became talkies. The first talking film or talkie was Alan
Crosland’s The Jazz Singer, released in 1927, more than a quarter of a century after the Lumiere

brothers launched the public screening of movies.

In more than a century after the advent of cinema, sound recording has changed
tremendously. The use of sound for particular effects has also gone through several
innovations. So much so that, even though the films are still simply called ‘movies’ it is
impossible to think of a film without sound. Even the word ‘talkie’ that emerged with the
introduction of sound in cinema seems inadequate to describe the art form, as a contemporary
film does not merely ‘talk’, but also sings, laughs, cries, screams and produces a number of
other sounds, not to mention the ways in which sounds, including sounds for special effects,

contribute in innumerable ways to the structure of films.

7.2 SYNCHRONIZING SIGHT AND SOUND

Attempts to introduce sound into movies was made as early as 1895 by Thomas Edison who is
credited with the invention of both the phonograph and kinetoscope. Some cinema exhibitors
introduced orchestras and performers who produced natural or artificial sounds with various

objects

7.3 SOUND ON DISK

Thomas Edison succeeded in syncing sound with image as early as 1895. The appropriate
sounds including music would be recorded and the disc would be played as the film ran. But
the sound had to be amplified for large audiences, for which no devices were available. In fact,
at least for music, the earlier practice of hiring orchestras to accompany the screening of the

film made the sound more accessible to large audiences.

e Check Your Progress-1

Short Answers Questions:

1. What is meant by “sound-on-disc” technology in cinema?

2. Who was the narrator called “Benshi” in Japanese cinema?

3. Why was live recording difficult in early talkies?

7.4 SOUND ON FILM
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By 1930 proper sight-sound sync became widely established. Instead of playing discs on which
sound was recorded, it became possible to record sound on the film itself. Sound was converted
into electronic signals and recorded on the film in the form of light impulses which showed as
wavy lines on the edge of the film. These were read by a photoelectric cell on the projector
and re-converted into sound. By this time amplifiers or loudspeakers which could be placed in

convenient spots in movie theatres to carry sound to the audience had also been developed.

7.5 SOUND RECORDING: BASIC MODES

Sound recording for cinema has always been of two basic modes: live recording and studio
recording.

7.5.1 Live Recording

In the early days of ‘talkies’ live recording, the simultaneous recording of moving images and
sound appeared to be the preferred mode, the ‘real thing’, but it was often found that the
required quality could not be obtained from live recording. Unnecessary surround sound
intruded into the recording. The conversations of the characters could not get the required
clarity. Movie cameras needed to be encased in soundproof material so that the sound of their
motor was not caught by the recording device. The movement of the camera and the actors

had to be severely restricted to facilitate effective recording.

7.5.2 Studio Recording

The controlled conditions of the studio ensured the required perfection for sound recording.
Apart from recording conversation and music, technology made it possible, over the years, to
synthesize ‘natural’ sounds like those of vehicles on the street, the wind blowing or the roar of
a waterfall in the studio. Technicians who were called Foley artists in Hollywood were able to
produce sounds artificially. For example, waving a bunch of sheets of paper would give a good
imitation of waves on the seashore. Sound on film also ensured proper sync of sound with

image.

s CHECK YOUR PROGRESS

Long Answer Questions

1. Trace the historical development of sound in cinema from the silent era to digital sound
technology.

2. Explain the process of synchronizing sight and sound in cinema. Discuss the significance of
sound-on-disc and sound-on-film systems.
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3. Discuss the two basic modes of sound recording in cinema: live recording and studio recording.

Compare their advantages and limitations.

7.6 ADVANCES IN SOUND RECORDING AND SOUND RECEPTION

Since the first unsteady steps in sound recording and sound reception in the early years of
cinema, recording and reception of sound has seen tremendous advances facilitated by
technological innovations. The development of amplifiers, recording on magnetic tape,
multichannel recording, multi-track recordings and Dolby systems represented the advances
made in the pre-digital era, while the use of special software and audio systems for recording
and receiving sound and storage of audio-tracks as files were the chief advances made in the
digital era.

7.6.1 Recording on Magnetic Tape and Multi-channel Recording

In the 1950s the optical soundtracks made on film were replaced by magnetic tapes. Magnetic
tapes, like the tapes used in tape recorders were pasted on the film and sound was recorded on
them. The magnetic tapes facilitated multi-channel recording and the recording of surround
sound, and also improved the quality of the sound. It was possible to record different

soundtracks on the same tape which occupied different portions of its width.

7.6.2 Dolby System

The advent of the Dolby system marked the next important stage in sound recording and sound
reception in cinema. Introduced in the 1970s it provided for quality reception of sound,
removal of surround sound where necessary and reception of differentiated sound.

The Dolby system required amplifiers and woofers placed at strategic points in the movie
theatre for its high-quality reception. We owe Dolby the experience of listening to crystal clear
conversations of characters without the disturbances of surround sound, or the illusion of
sounds appearing to come, not from the screen, but from behind our back or the walls of the

theatre.

7.6.3 Digital Sound
Digital audio recording was introduced in the 1970s. Sound tracks in digital form can be stored

in CDs or DVDs or Computer hard discs as files. Pre-digital recording, as on film or tape, is
called analogue recording to distinguish it from digital recording. Unlike in analogue recording
and copying there is no generation loss or degradation of signal quality in recording or copying

digital files. An infinite number of copies can be made without loss of quality.
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7.7 TYPES OF SOUND IN CINEMA

The types of sounds that are found in cinema can be classified according to their nature and

their relationship to the visuals.

Basic Types
These are sounds which are classified according to their intrinsic nature.

7.7.1. Dialogue

One of the biggest problems of silent cinema was the inability to reproduce dialogues of
characters. Directors generally tried to compensate for it by intertitles and gestures and body

language of the actors, and sometimes by deploying highly communicative visuals.

Dialogues give a natural feel to cinema, although there have been several classics in  world
cinema even after the silent era which did not have any dialogue. One can also include songs
and linguistic material in surround sound (muffled or indistinct conversations which are not

foregrounded) in this category of sound.

7.7.2 Music

Background music has been identified as an essential ingredient of cinema from the earliest
days. In the days of silent cinema, many directors and movie exhibitors employed musicians,
sometimes a whole orchestra to play music while the movie was shown. Many of the classics
of the silent era by such masters like Eisenstein, Griffith and Chaplin are today shown with

music added.

7.7.3 Sound Effects
Sound effects are all sound that is not dialogue or music. The cry of a baby, the boom of

thunder, the rustle of leaves in the wind or any of the other hundreds of sounds which are
familiar to the viewers. Some of these sounds are surround sounds or ambient sounds that are
heard in the background of the scene’s environment. Such sounds may or may not be
significant to the narrative. Often, they just produce an effect of reality. Sometimes ambient

sounds are edited out of scenes to enhance the effect of dialogue, background music etc.

% CHECK YOUR PROGRESS 3

Long Answer Questions

1) Explain the major advances in sound recording and reception in cinema with special reference
to magnetic tape recording, multichannel recording, Dolby system, and digital sound.
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2) What are the basic types of sound used in cinema? Explain dialogue, music, and sound effects
with suitable examples.

7.8 SOUNDS AND THEIR RELATIONSHIP TO THE VISUALS

Sounds are also classified according to the way they are related to the visuals.

7.8.1 Diegetic and Non-diegetic Sounds

Diegetic sounds are sounds that are intrinsic to the narrative, sounds that occur within it.

Dialogues are diegetic. So are ambient sounds. But background music and sounds which are
used for special effect, to heighten emotional appeal etc. are non-diegetic. They do not form
part of the narrative and are simply added for effect. A voice-over which introduces the film or
comments on the action is non-diegetic. In some films one of the actors will appear on the
screen and give a brief description about the film. Such a self-reflexive description is also

considered non-diegetic.

7.8.2 Synchronous and Non-synchronous Sounds

Synchronous sounds are sounds which occur at the same time, which means that we hear the
sound at the same time we see the source producing the sound on the screen. We hear a baby’s
cry at the same time we see it crying on the screen. Non-synchronous sounds are heard from a
different source or a different time than what we see on the screen. For instance, we may hear
the explosion of a bomb, not when we see one explode on the screen, but when one of the
characters recollects a bomb blast which she had seen. Flashback sequences can be constructed
from sound as they can be from visuals. Directors and editors sometimes use non-synchronous
sounds which are called sound-bridges to anticipate the transition from one scene to another.
We see a boy or girl walking to school. Even before the scene is cut to the classroom, we hear
the teacher’s voice. Sounds can be non-synchronous by accident too, as when we hear, in a

badly dubbed film, an actor speaking even when his lips have stopped moving on the screen.

7.8.3 Onscreen Sounds and Off-screen Sounds

This is a classification purely based on whether you can see the source of the sound or not.

The sources of a variety of sounds, including dialogues, the notes of a musical instrument (not
as background music, but someone actually playing it), vehicles passing in the street or a plane
flying overhead, are not visible to the viewers, although the viewers may know where the sounds
are coming from. Such sounds are called off-screen sounds or asynchronous sounds. Onscreen

sounds are those whose sources are visible on the screen.
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7.8.4 \oice-over

A Voice-over is a stretch of speech in which a narrator or one of the characters speaks directly
to the audience without appearing onscreen. \oice-over is a common narrative method in
documentaries. In feature films the director/narrator sometimes comments on the action as a
disembodied voice. Voice-over is also used to communicate a character’s thoughts which are
not expressed. When one of the characters on the screen says something which another does
not like, the second character does not actually say anything. But we may hear a voice-over

expressing his displeasure.

7.9 PROPERTIES OF SOUND: AMPLITUDE, PITCH, AND TIMBRE

Properties of Sound are used for various effects in cinema. Amplitude refers to the volume of
sound, its loudness or softness. Sometimes we hear the amplitude of background music or
ambient sounds lowered to enable us to hear the conversation between two characters.
Sometimes the volume of sound is raised or lowered for dramatic effect. Pitch is a sound’s
frequency. One can understand what is meant by the word by comparing men’s voices which
are generally low-pitched to women’s voices which are generally high-pitched. The notes of a
musical instrument, a scream or the screeching of a vehicle’s brake can be high-pitched sounds.
Sounds of varying pitch are used for special effects in films. Timbre, or tone quality refers to
various aspects of sound that we recognize: dull, thin, flowing, shrill etc. We describe a person’s
voice as ‘husky’ ‘falsetto’ ‘ringing’, ‘grating’ ‘soft” etc. Dubbing artists are able to produce

these voices for particular characters in films.

% CHECK YOUR PROGRESS 4

Short Answer Questions

1. What is timbre in sound studies?

2. Define voice-over in cinema

3. What is meant by synchronous sound?
4, What are non-diegetic sounds?

5. Define diegetic sound with an example.

7.10 MANIPULATION AND ARTIFICIAL SYNTHESIS OF SPEECH

The accent of a character may play an important part in the action of a film. There are actors
who are comfortable with a variety of accents. When such versatile actors are not available
dubbing artists called upon to speak for the actors. Sometimes a particular type of voice —
shrill, falsetto etc. — may reflect a character’s identity. In animated cartoon films in which

animals and birds speak like humans there will be culture-specific associations for the type of
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voice that fits an animal or bird. Trained dubbing artists can produce such voices effortlessly.
Sound engineers, using computers, can modify or synthesize voices as required by

manipulating their amplitude, pitch or timbre.

7.11 SOUND AND CINEMATIC IMAGERY

Sounds contribute in a variety of ways to cinematic imagery. A particular kind of background
music can be used to depict an emotional conflict, for example. Voices, snatches of music and
other non-linguistic sounds which are not part of the action can be introduced to depict the
thoughts of a character. Asynchronous sounds, like the playing of a funeral band during a
wedding on the screen, can anticipate a tragic event, like a death, that would follow. When a
prisoner of war is shown on the screen, the national anthem of his country can be played in the
background to indicate his reveries about his homeland. When a person running at high speed
suddenly stops, a non-diegetic sound like the screech of a car’s brake being applied can be
introduced to create humour. We have already seen how non-synchronous sounds can act as a

bridge between the running scene and the one that is to come next.

712 LET US SUM UP

We have had a brief, but comprehensive look at how sound is used in cinema. A thumbnail
history of the development of sound-recording techniques has been given. The basic types of
sound, dialogue, music and sound effects, and their defining characteristics have been
identified. The ways in which these types of sound are deployed in cinema have been
discussed. Sounds have also been classified according to the way they relate to the images on
the screen. The properties of sound, amplitude, pitch, timbre, have been described as they apply
to their use in cinema. The work of Foley artists, dubbing artists and sound engineers in

producing artificial sounds/voices for cinema has also been briefly described.

s CHECK YOUR PROGRESS 5

Long Answer Question

What are the basic types of sound used in cinema?

Trace the development of sound-recording techniques in cinema.

How did directors manage the absence of sound in films in the silent era?
How are sounds classified according to the way they relate to the images
on the screen?

How do Foley artists, dubbing artists and sound engineers contribute to the
use of sound in cinema?
6. How do sounds contribute to cinematic imagery?

o~ bk

Multiple Choice Questions
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Which film is regarded as the first talkie film?

a) Modern Times

b) The Kid

c) The Jazz Singer

d) Metropolis

Who invented the phonograph?

a) Lumiere Brothers

b) Thomas Alva Edison

c) Charlie Chaplin

d) Griffith

What was used in silent cinema to communicate dialogues?
a) Voice-over

b) Dubbing

c) Intertitles

d) Dolby system

What is the simultaneous recording of image and sound called?
a) Digital recording

b) Studio recording

c) Live recording

d) Foley recording

Which professionals artificially create natural sounds in films?
a) Editors

b) Foley artists

¢) Cameramen

d) Producers

In which decade was the Dolby system introduced?

a) 1930s

b) 1950s

c) 1970s
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10

11

12

d) 1990s

Which type of sound is not part of the narrative?

a) Diegetic sound

b) Dialogue

¢) Ambient sound

d) Non-diegetic sound

A sound heard at the same time as its visual source is called:
a) Offscreen sound

b) Non-synchronous sound

¢) Synchronous sound

d) Voice-over

Which property of sound refers to loudness or softness?

a) Pitch

b) Timbre

c) Frequency

d) Amplitude

Which property distinguishes a husky voice from a shrill voice?
a) Timbre

b) Amplitude

c) Dialogue

d) Editing

Background music in cinema is generally:

a) Diegetic

b) Non-diegetic

¢) Synchronous

d) Onscreen

Which recording system replaced optical soundtracks in the 1950s?
a) Vinyl discs

b) Magnetic tapes
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c) CDs
d) DVDs
13 What is a voice-over?
a) A song sung by actors
b) A speech delivered offscreen
c) A dialogue between characters
d) A background sound effect
14  Which of the following is an example of sound effect?
a) Background score
b) Dialogue
¢) Thunder sound
d) Narration
15 Which technology allows multiple copies without loss of sound quality?
a) Analogue recording
b) Optical soundtrack
c) Digital recording

d) Sound-on-disc

% ANSWERS

Check Your Progress 5 (Multiple Choice Questions)
Question Answer Question Answer
1 C 9 D
2 B 10 A
3 C 11 B
4 C 12 B
5 B 13 B
6 C 14 C
7 D 15 C

8 C
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8.3 Romance Films
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<> Check Your Progress Il
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8.10 Other Genres
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<> Check Your Progress 111
8.12 Let Us Sum Up
8.13 Key Words
8.14 Suggested Reading

< Answers

8.0 Objectives

This unit will help learners
o Develop a clear understanding of genre distinctions in cinema
o Get an overview of the socio-cultural and aesthetic basis of genre distinctions and their

function in influencing viewership
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8.1 Introduction

Genre distinctions in cinema are quite varied and complex. Genre description of a film
simply tells you what type the film belongs to. Genres in cinema, as in literature, have been
distinguished by formal and thematic criteria. A film genre can be described as a category of
film based on plot/theme, aesthetics/technique, intended audience and the intended emotional
response. Some of the factors that distinguish one genre from another are theme, acting style,

character types, narrative techniques, cinematography, music and location.

Probably the first distinction made in the history of cinema was between documentaries
and feature films. Documentaries have been considered as films meant to enlighten, educate
or inform the audience. Feature films on the other hand were made to entertain the audience.
Documentaries were considered factual, while feature films had fictional content and often
narrated an interesting story. In the early days of cinema, it was easy to go along with this
division. The first film, Train Arriving at the Station by Lumiere brothers (1895) was clearly
a documentary, while a very short film of less than a minute they made in the same year, The
Waterer Watered can be considered a feature film because of its ‘story’, a young boy playing
a trick on a gardener. Edwin S Porter’s ten-minute-long The Great Train Robbery (1903) is a
more symptomatic feature film in its plot and narrative structure. However, in the later history
of cinema this distinction has become problematic. There have been hundreds of highly
entertaining documentaries, some of which have been laced with details which the directors
have imagined. The emergence of the biopic as a genre is the most telling instance of this
problematisation. Apart from using narrative techniques normal for feature films, many of the
details from the subject’s life are constructed by the film maker on the basis of circumstantial
evidence. There have been historical films and docu-fiction of other types which have been
intended to both enlighten and entertain viewers.

Genre is an important aspect of storytelling. One of the things a filmmaker has to decide
before making the film is which genre it fits into. It tells the audience what to expect from the
film. In cinema one can think of genres and sub-genres. In the age of late capitalism one can
think of the proliferation of sub-genres as the outcome of the desire to create unique brands.
Genres set up audience expectations and provide a roadmap for story-tellers. Audiences are
familiar with genres. They are well-versed in the characters and elements of genres. Failure to
satisfy expectations can create a frustrated audience and adverse reactions. Every genre has a

recipe. If filmmakers follow the basic recipe they can fulfill expectations.
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There are stereotyped plots and characters for particular genres. They are sometimes
described as formulas. Films which look for success at the box office tend to follow one
formula or the other. Quite often a genre or formula which has a proven track record will be
repeatedly used by directors. There are also experimental films, often described as ‘art films’,
which go beyond formulas or genres, or reject genre conventions altogether. There are also
‘spoofs’, films which appear to follow genre conventions, but actually ridicule them or subvert
them. Ketan Mehta’s Hero Hiralal and Mirch Masala which use the ‘accomplishing-hero’ and

‘good-versus-evil’ formulas respectively, only to ridicule or subvert them, are good examples.

Genres can transcend cultural boundaries. There are genres like musicals or biopics in
cultures which are quite distant from each other. But there are also culture-specific genres.
Westerns in Hollywood, the devotionals in Indian film industries and Samurai films in Japanese
cinema are examples. Certain genres like ‘family drama’ or ‘thrillers’, while retaining some
of the fundamental aspects generally associated with them, show varied characteristics in
different cultures. Even the same genres have evolved differently at different times in different
cultures. A semantic approach to genre distinctions in cinema looks at genres as entities with
fixed characteristics. A syntactic approach, on the other hand, looks at film genres as evolving
and changing historically according to spatial and temporal locations through a process of
interaction with other genres. A syntactic approach also accepts that genre distinctions may be
blurred.

Some of Shakespeare’s contemporary scholars and dramatists attacked him for mixing
dramatic genres. Shakespeare’s tragi-comedies were instances of genre-mixing. For
contemporary popular cinema too, mixed or hybrid genres are the rule, rather than the
exception. So one comes across mixed genres like family drama, action drama, comedy
thriller, family musical etc. Many of these have evolved in the peculiar characteristics of the
socio-cultural milieu where the film industries are located. It should also be noted that the
genre descriptions given to films by filmmakers need not be very exact. A ‘family musical’
can also be a comedy, a ‘devotional’ movie may also be a ‘family drama’ etc. Film distributors
including the now popular OTT platforms give genre descriptions of the films they offer as

helpful guidance to prospective viewers.

8.2 Documentaries

We saw that documentaries can constitute a broad genre of cinema. But documentaries can

be of different types. In 1991, American film critic and theoretician Bill Nichols divided
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documentaries into six different categories: poetic, expository, reflexive, observational,
performative and participatory. Although there may be some overlap, defining characteristics
of these types can be described.

A poetic documentary does not follow a linear trajectory of narration. In fact there is
no narrative content. The content is a set of images which the director uses to create a mood,
a tone or a point of view. One can also describe such a documentary as a story without verbal
content. There have been many powerful poetic documentaries. Olympia, a documentary on
the Berlin Summer Olympics of 1936, directed by Leni Riefenstahl, the official filmmaker of
the Nazis is a good example.

Expository documentaries present a point of view or argument about a subject. Many
such documentaries are on social issues. Normally the images on the screen are backed up by
a strong voice-over. The director uses archival material including footage in support of the
argument presented. David Attenborough’s Blue Planet, an American documentary on the
destruction of our natural habitat is an example for an expository documentary. Hush Hush,
an Indian documentary on child abuse, directed by Farzana Gafoor is a more recent example.

Participatory documentaries depict interaction between the subject and the
filmmaker. It presents both the filmmaker’s and the subject’s points of view. Quite often these
two coincide. But there are also participatory documentaries in which the filmmaker and the
subject are shown to disagree drastically on issues. The camera switches between the
interviewer and the interviewee. The director also intervenes by inserting images or footage
while the subject is speaking to supplement or counterpoint her statements. Shyam Benegal’s
Satyajit Ray (1982) is a typical participatory documentary.

Observational documentaries try to observe the reality behind appearance by filming
the subjects in positions in which they are not aware of the camera’s presence. The Cinema
Verite movement (‘truthful cinema’) launched by Edgar Morin and Jean Rouch in the 1950s
marked the beginning of observational documentaries. There is no narration or overt authorial
presence. Hoop Dreams (1994), an American film about two African American boys who
wanted to make it big in basketball is a memorable observational documentary.

In reflexive documentaries the subject is the process of documentary making itself, as
the name indicates. The cinematographer will shoot the entire process of film making including
editing and other post-production processes. Dziga Vertov’s The Man with the Movie Camera
(1929), an all-time classic, which depicts scenes from Soviet urban life is a representative

reflexive documentary.
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Performative documentaries show the personal involvement of the filmmaker with
their subject. It is the document of the filmmaker’s journey or exploration to unravel the facts
about a topic or an issue. The relationships or experience of the filmmaker is invested to reveal
the subjective truths in a domain or discourse. Shivendra Singh Durgapur’s The Celluloid Man
(2012) is a deeply personal tribute to R K Nair, the legendary archivist and also a brief historical

account of Indian cinema.

8.3 Romance Films

Romance films constitute the largest genre in terms of number in almost all film industries of
the world. Romantic love is in fact the staple of cinema. Even when the plot of the film is not
woven around a love story, films more often than not, have a ‘love interest’. D W Griffith’s
True Heart Susie (1919) is probably the first full length romance film. Bilat Ferat (1921), a
silent film directed by N C Lahiri is the first Indian romance film. In Hollywood as well as in
India several classic and popular works of fiction with romantic plots have been adapted to
cinema. Gone with the Wind (1939), Victor Fleming’s adaptation of the novel with the same
name by Margaret Mitchell is one of the most celebrated adaptations. Saratchandra
Chattopadhyay’s novel Devadas has been adapted over and over again in Indian cinema in
many languages, the first time as a silent film directed by Naresh Mitra in 1928.

Not all romance films follow one of the two normal plot structures, one in which the lovers
unite and the other in which there is a tragic end. There is a sub-genre called romantic comedy
in which the interest lies, not in the conclusion, but in the progress of the action which evokes

humour.

8.4 Biographical Films (Biopics)

A Biographical film or Biopic features the life of a non-fictional historic personality, giving a
full or partial account of the person’s life, using the real name. It differs from a documentary
in that biopics depict not only incidents which have been clearly established as facts or
documented as such in other texts. Quite often incidents in a biopic are reconstructed from
accounts, mostly memoirs, which are considered credible. Others are imagined out of
probability. Rarely, a biopic depicts the life of a living person who acts his character in the
film. The first biopic in the history of cinema is George Melies’ Joan of Arc (1900), which
features the life of Joan of Arc, the Fourteenth Century girl-soldier who led the French against
the English in the battle of Orleans. Richard Attenborough’s Gandhi (1981) and Jabbar Patel’s

Ambedkar (2000) are two memorable biopics about Indian historical figures. Schindler’s List
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(1993), directed by Steven Spielberg, based on the life of Oscar Schindler, a businessman who

saved a large number of lives during the Nazi Holocaust is one of the most successful biopics

at the box office. The boxing champion Muhammad Ali plays himself in The Greatest (1977),

a biopic directed by Tom Gries.

Check Your Progress |

Short Answer Questions

1)

2)

3)

4)

5)

6)

7)

8)

9)

What are the four main criteria or factors upon which a film genre category can be
based?

In the early history of cinema, how were documentaries and feature films fundamentally
distinguished from one another in terms of their intended purpose and content?

What is the difference between a semantic approach and a syntactic approach to
analysing film genres?

What are "spoofs" in cinema, and what specific examples from Indian filmmaking are
cited as illustrations?

American film critic Bill Nichols classified documentaries into six distinct categories.
What are these six types?

How does a poetic documentary differ from an expository documentary regarding
narrative structure and verbal content?

What are the defining characteristics of a reflexive documentary, and what classic 1929
Soviet film is used to illustrate it?

In what specific way does a biographical film (biopic) differ from a standard factual
documentary when depicting the life of a real person?

Which 1977 biographical film is noted in the text for featuring a living historical figure

who actually plays themselves in the movie?

10) How does a participatory documentary handle the interaction and potential

disagreement between the filmmaker and the subject?

8.5 Musical Films

In Hollywood musical films are defined as films in which the film narrative is interwoven

with music, sometimes accompanied by dancing. Songs are not an integral part of Hollywood

cinema. The only music one hears in most films is the background score. However musicals

have been popular ever since sound became a part of films. Singing in the Rain (1952), Sound

of Music (1965) and Grease (1978) are among the most popular Hollywood musicals.
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However, in Indian cinema songs, and sometimes dancing too, are integral parts of most films.
Which is why there are large repertoires of film songs in all Indian films. In Indian cinema a
musical can be defined as a film in which there are a large number of songs, sometimes
accompanying dancing sequences, which may or may not be integrated to the narrative and
which give a particular tone to the film. Pakeezah (Hindi/Urdu, 1971), Sankarabharanam
(Telugu, K Vishwanath, 1980) and Ham Apke Hai Kaun (Hindi, Sooraj Barjatya, 1994) are

celebrated Indian musicals.

8.6 Action Films and Detective Films

Action films attempt to thrill audiences with heroics and violence. Apart from plots revolving
around superheroes like Superman or Spiderman, or mythical characters, exploits of ordinary
men and women and some war films can be described as action films. Action Films with no
heroes have also been produced which qualify by means of violence and drama. Less than a
decade after the Lumiere Brothers's formal launching of cinema, The Great Train Robbery, a
ten-minute long film by Edwin S Porter distinguished itself as the first action film in history.
Sholay (1975), the Hindi film directed by Ramesh Sippy can be considered to be the defining
action film in Indian cinema. Although action films have generally revolved around a hero or
a set of men with heroic qualities, there have been a handful of films like The Long Kiss
Goodnight (1996), directed by Renny Harlin which have featured female leads. War films form
an important segment of action films. Wings (1927) a film set against the First World War,
directed by William A Wellman is the first war film on record. There have been hundreds of
war films in many languages and cultures since then.

Detective films can be divided into what Maria T Pramaggiore and Tom Wallis call
‘hard-boiled’ detective films and the ‘genteel’ type featuring investigators modelled on
Sherlock Holmes. The first type may involve violent crime and the tracking down and
capture/killing of criminals by the police or specially recruited investigating teams. The second
type is intellectual in nature with the detectives using their ratiocinating skills and tracking
down criminals, involving little, if any, violence. Detective films were the bastion of male
investigators. But there have been a few female investigators too, as in the recent Hindi film
Neeyat (2023).

8.7 Science Fiction Films

As the name indicates science fiction films are a take-off from science fiction, the history of

which in Western literature can be traced to Mary Shelley’s novel Frankenstein (1818). The
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genre is generally associated with futuristic scientific fantasies. But many Sci Fi films deal
with the threat to humanity from natural or man-made phenomena. Some of them express
concerns about the misuse of scientific inventions. Others explore the edges of human
knowledge about the universe, such as films about invasion of the planet by aliens from outer
space. George Melies’ twelve-minute film A Trip to the Moon (1902) can be considered the
first Sci Fi movie.

Maria T Pramaggiore and Tom Wallis classified science fiction films into four:
exploration films, invasion films, critiques of unbridled scientific inquiry, and dystopian films.
Exploration films depict the exploration of outer space or scientific inquiries that lead to world-
changing discoveries. A Trip to the Moon, which features the travel of a group of astronomers
to the moon is a typical exploration film. George Pal’s Time Machine (1960), an adaptation of
H G Wells’ 1895 novel of the same name, and Stanley Kubrick’s 2001: A Space Odyssey are
typical examples.

The invasion films show attacks on the earth by aliens from outer space or the assaults
on human societies by monsters engendered by irresponsible human activities. The War of the
Worlds (1953), Byron Haskin’s adaptation of H G Wells’ 1895 novel of the same name, and
Roland Emmerich’s Independence Day (1996) belong to the first category. However not all
invasions of aliens are predatory. There have also been benevolent aliens who simply visited
the planet, by intention, or by mistake, as in Steven Spielberg’s E.T. the Extraterrestrial (1996),
and in the Hindi film PK, directed by Rajkumar Hirani. In the second category are films in
which monsters threaten human life on earth. Jack Arnold’s Tarantula (1953), Steven
Spielberg’s Jurassic Park (1993) and the Godzilla series of movies in English and Japanese
begun in 1954, which link the destruction caused by a monster named Godzilla to the lingering
radioactivity of the atomic bombs dropped by the America in Hiroshima and Nagasaki at the
end of the Second World War are examples.

The third category involves the depiction of unbridled scientific inquiry which is often
carried out with malicious intent. Adaptations of two H G Wells novels , The Invisible Man,
by James Whale, and The Island of Dr.Moreau (1977), by Don Taylor are among the best
representative films in this category. These and other films in this category try to get across the
idea that while scientific inventions are meant for human good there may be cases of misuse
of scientific inventions for evil intentions.

The fourth category of films depict dystopias or imagined societies which are chaotic
or corrupt and cause great suffering to its citizens. Dr. Fritz Lang’s silent film Metropolis

1927) shows workers reduced to the status of slaves, working to build up the factory
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machinery. Francois Truffaut’s Fahrenheit 451 (1966) depicts a society in which books are
banned. Andrew Nicol’s In Time (2011) features a society in which time is the currency and
death comes when you run out of time. There are a few rich people who have millions of years
of time with them while the vast majority of people earn the time that is required to keep
themselves alive through hard work.

Science Fiction is one of the poorest genres in Indian cinema. There are only a
handful of films in this category worth mentioning. They include Shekhar Kapur’s Mr. India
(1987), S Shankar’s Enthiran (2010), Anubhav Sinha’s Ra.One (2011), and Rajkumar
Hirani’s PK (2014).

8.8 Children’s Films

Children’s films are films made especially for children with themes and narrative techniques
considered to be appealing to them. However children’s films, like children’s literature, can
also appeal to grown-ups. Walt Disney Company’s animated adaptation from Grimm’s Fairy
Tales, titled Snow White and the Seven Dwarfs (1937) is probably the first film made
exclusively for children. Walt Disney Company is continuing the tradition with such films like
Jungle Book (1967) and Aladdin (2019). The Iranian director Majid Majidi’s films for children
like Children of Heaven (1997) and Colour of Paradise (1999) are considered classics in world
cinema. Children’s cinema has come of age in India too. Tare Zameen Par (2007), directed
by Amir Khan was a popular movie which scored a big success in the box office. The first 3
D film in India My Dear Kuttichathan (Malayalam, 1984, dubbed in Hindi as Chota Chethan)

was made for children.

s Check Your Progress 11

Long Answers Questions

1) Explain how the historical distinction between documentaries and feature films has
become blurred over time, using the emergence of the biopic and docu-fiction as
examples.

2) Discuss the role that genre formulas play in setting audience expectations, and explain
how "spoofs™ and experimental films intentionally subvert or reject these rules.

3) Compare and contrast the semantic approach and the syntactic approach to analysing
film genres, particularly in how they view historical change and genre-mixing.

4) Detail the six documentary categories established by Bill Nichols, and contrast how a

poetic documentary differs from an expository one in structure and content.
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5) Explain how the definition and narrative purpose of music and dance differ
fundamentally between Hollywood musical films and traditional Indian cinema.

6) Analyse the key differences between the "hard-boiled" and "genteel™ types of detective
films regarding their investigation methods, use of violence, and narrative style.

7) Discuss how science fiction films act as a critique of unbridled scientific inquiry and
explain the core characteristics of a dystopian science fiction society.

8) Contrast the two types of science fiction "invasion” films described in the text,
highlighting the difference between predatory monster attacks and benevolent alien
interactions.

9) Explain what a biographical film is and describe how a filmmaker reconstructs a real
person's life using both credible accounts and creative imagination.

10) Trace the development of children's cinema as a genre, explaining how these films

appeal to young audiences while maintaining a cross-over appeal for adults.

8.9 Culture-Specific Genres

Even though a century of cross-cultural transactions have made cinema a truly
international art form, certain culture-specific genres have emerged. The earliest of them is the
Western, at one time a very popular genre in Hollywood. A typical Western is set in the open
spaces of the American mid-West and often features cowboys or young male adventurers.
Trains and horses often figure in the action. Two types of Westerns have been identified. In
the first, the hero follows and captures or kills a band of outlaws to restore law and order. In
the second the assault of white settlers on Native American communities for control of land is
depicted. Westerns are currently not very popular in Hollywood. Devotional films occupy a
special position in Indian cinema. They are often fleshed-out adaptations of myths or legends
about deities or men or women of virtue, or about religious rituals. Dozens of devotionals have
been made in the major Indian languages. The first Indian film Raja Harischandra (1912) is
a devotional. A genre called Samurai films is popular in Japanese cinema. A typical Samurai
film is the rough equivalent of a Western, featuring the exploits of warriors and set in the
Tokugawa era (1600-1868) in Japanese history. Akira Kurosawa’s Seven Samurai (1954) is
probably the most well-known Samurai film outside Japan.

8.10 Miscellaneous Genres

Film critics have identified a number of other genres like horror films, family movies,

historicals, fantasy, mythicals, cyberpunk, costume drama, and film noir. Each of these have
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their own peculiar characteristics. Some of them like film noir (literally ‘dark film’, avowedly
portraying the seamier side of life) and cyberpunk (basically a subgenre of science fiction set
in a high technology-low life combination), represent movements or trends which have blazed

into prominence and waned at particular historical periods.

8.11 Mixed Genres

The original genre distinctions in cinema have blurred over the years and genres have become
mixed. In fact film distributors and OTT platforms find it convenient to give precise
descriptions, reflecting the hybridity, of the films they offer to attract prospective viewers.
Thus we have action comedy, comic science fiction, crime thriller, family thriller, horror
western, musical comedy, romantic comedy and so on. Avid filmgoers get a precise idea of
these hybrid genres from their long experience of watching films.

% Check Your Progress 111

Multiple Choice Questions
1) Which of the following is not one of the four main criteria used to describe a film
genre category?
A) Plot/theme
B) Aesthetics/technique
C) Box office budget

D) Intended emotional response

2) Which 1895 film by the Lumiere brothers is considered the first documentary in
the history of cinema?
A) The Waterer Watered
B) Train Arriving at the Station
C) The Great Train Robbery
D) Joan of Arc

3) A syntactic approach to film genres looks at them as:
A) Entities with fixed, unchangeable characteristics
B) Categories defined strictly by their literary source material
C) Evolving and changing historically through interaction with other genres
D) Films that strictly avoid the use of a background score

119



4)

5)

6)

In Bill Nichols’ classification of documentaries, which type has no linear
narrative content and instead uses a set of images to create a specific mood or
tone?

A) Expository

B) Poetic

C) Participatory

D) Reflexive

Dziga Vertov’s 1929 classic The Man with the Movie Camera is a representative
example of which type of documentary?

A) Observational

B) Performative

C) Reflexive

D) Expository

What is the title of the first full-length romance film in the history of Indian
cinema, directed by N. C. Lahiri in 19217

A) True Heart Susie

B) Bilat Ferat

C) Devadas

D) Pakeezah

7) According to film analysis, what distinguishes a "'genteel’’ detective film from a

8)

"hard-boiled™ one?
A) It features a female investigator instead of a male investigator
B) It relies on tracking down criminals through violent police raids
C) Itis intellectual in nature, with detectives using ratiocinating skills with little
violence

D) Itis always set against the backdrop of a major historical war

In the classification of science fiction films, movies like Roland Emmerich's
Independence Day (1996) belong to which category?

A) Exploration films

B) Invasion films involving predatory alien attacks

C) Critiques of unbridled scientific inquiry

D) Dystopian films
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9) Which film is noted in the text as probably the first film made exclusively for
children?
A) My Dear Kuttichathan (1984)
B) Children of Heaven (1997)
C) Snow White and the Seven Dwarfs (1937)
D) The Jungle Book (1967)

10) In a typical Western film tracking the second identified plot type, what is the
central conflict depicted?
A) A lone cowboy restoring law and order by capturing outlaws
B) The assault of white settlers on Native American communities for land control
C) High-technology machinery reducing human workers to the status of slaves

D) A group of historical warriors fighting during the Tokugawa era

11) The first Indian feature film, Raja Harischandra (1912), belongs to which
culture-specific genre?
A) Social Drama
B) Action Thriller
C) Devotional
D) Mythical

12) The term "'cyberpunk™ is described in the text as a subgenre of science fiction
characterized by which specific combination?
A) High technology and low life
B) Fictional content and documentary-style voiceovers
C) Romantic love and musical dance sequences

D) Historical events and circumstantial evidence

8.12 Let Us Sum Up

The earliest genre division in cinema was between documentaries and feature films. The

first film, Lumiere Brothers’ Train Arriving at the Station was a documentary. The less-than-

one-minute long Waterer Watered they made in the same year was a feature film. More

symptomatic documentaries and feature films appeared in the following years. The division

between documentaries and feature films turned out to be problematic later with both

incorporating features of the other.
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With the development of cinema as a full-fledged art form more clear-cut genres appeared,
each with its particular set of themes and narrative techniques. Romance films, biopics,
musicals, action films, detective films and children’s films were some of the more prominent
genres that appeared in course of time and are still around. Culture-specific genres like
Westerns, Samurai films and Devotional films emerged across the world. There were also less
prominent genres and genres which emerged as part of cinematic movements and trends. The
history of cinema also witnessed the mixing of the original genres into hybrid forms influencing
and influenced by popular taste.

8.13 Key Words

A category of film based on plot, theme, aesthetics, technique, intended

Film Genre

audience, and emotional response.
Semantic An analytical approach that views film genres as fixed entities with
Approach stable, unchanging characteristics.
Syntactic An analytical approach that views film genres as fluid, historical, and
Approach evolving through interaction with other genres.

A film that mimics established genre conventions only to ridicule,
Spoof subvert, or satirize them.
Poetic A type of documentary that lacks linear narrative content, using images
Documentary to evoke a specific mood, tone, or viewpoint.
Expository A documentary that presents a specific point of view or argument on a
Documentary subject, typically using a strong voice-over and archival footage.

o A documentary that directly features the interaction, interviews, and
Participatory o ] . )
potential ideological disagreements between the filmmaker and the
Documentary )
subject.

Observational A style of documentary that captures subjects unawares without an

Documentary overt authorial presence, closely tied to the Cinema Verite movement.
Reflexive A documentary where the core subject is the very process of
Documentary filmmaking itself, including editing and post-production.

Performative

Documentary

A deeply personal documentary format tracking the filmmaker's

subjective journey and personal involvement with the topic.
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Biopic
-p _ A film featuring the life of a real historic personality, combining
(Biographical

Film) documented facts with plausible or imagined reconstruction.
ilm

Genteel Detective | An intellectual type of detective story focused on reasoning and

Film deduction skills with minimal physical violence.

_ | A science fiction sub-genre depicting chaotic, corrupt, or highly
Dystopian Sci-Fi o )
controlled societies that cause great human suffering.

) _ A culture-specific Indian film genre consisting of fleshed-out
Devotional Film ) o o )
adaptations of religious myths, legends of deities, or rituals.

o A culture-specific Japanese film genre featuring the exploits of
Samurai Film

historical warriors, typically set during the Tokugawa era.

8.14 Suggested Readings

e Altman, Rick. Film/Genre. London: British Film Institute (BFI) Publishing, 1999.

e Nichols, Bill. Introduction to Documentary. 3rd ed. Bloomington: Indiana University
Press, 2017.

e Grant, Barry Keith, ed. Film Genre Reader IV. Austin: University of Texas Press,
2012.

e Pramaggiore, Maria T., and Tom Wallis. Film: A Critical Introduction. 4th ed.
London: Laurence King Publishing, 2020.

e Altman, Rick. The American Film Musical. Bloomington: Indiana University Press,
1987.

e Neale, Steve. Genre and Hollywood. London: Routledge, 2000.

e Barnouw, Erik. Documentary: A History of the Non-Fiction Film. 2nd rev. ed. Oxford:
Oxford University Press, 1993.

e Gopalan, Lalitha. Cinema of Interruptions: Action Genres in Contemporary Indian
Cinema. London: British Film Institute, 2002.

e Sobchack, Vivian. Screening Space: The American Science Fiction Film. 2nd ed. New

Brunswick: Rutgers University Press, 1997.

e Cawelti, John G. Adventure, Mystery, and Romance: Formula Stories as Art and

Popular Culture. Chicago: University of Chicago Press, 1976.

% Answers

123



CYP 111 (MCQ Answers)

Question | Answer | Question | Answer
1 C 7 C
2 B 8 B
3 C 9 C
4 B 10 B
5 C 11 C
6 B 12 A

124



l UNIT-9 I' FILM AND NOVEL |

:: STRUCTURE ::

9.0 Objectives
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9.2 Comparative Narratology: Story and Discourse
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9.4  Techniques of Cinematic Transformation
9.5 Indian Adaptation Traditions
9.6 Shakespeare in Indian Cinema: Cultural Translation
9.7 ldeology, Gender, and Power in Adaptation
9.8 Digital Age Adaptation and Transmedia Expansion
*  Check Your Progress 3
9.9 LetUsSum Up
9.10 Key Words
9.11 Suggested Reading

*  Answers

9.0 OBJECTIVES

After studying this unit, you will be able to:

» Analyse the structural and aesthetic relationship between the novel and film using narratological
and adaptation frameworks.

« Critically evaluate the shift from fidelity-based criticism to transformation and intertextuality
models in adaptation studies.

» Examine Indian and global case studies to understand how cultural, ideological, and technological
contexts shape novel-to-film adaptations.

9.1 INTRODUCTION: THE JOURNEY FROM PAGE TO SCREEN

9.1.1 The Rise of the Novel as a Narrative Form

The novel did not appear as a fully formed cultural monument. It evolved gradually into one of the most

flexible and expansive narrative forms in literary history. By the eighteenth and nineteenth centuries, it
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had become the dominant vehicle for exploring social change, individual psychology, moral dilemmas,
and historical transformation. Writers such as Jane Austen, Charles Dickens, George Eliot, and Leo
Tolstoy used prose fiction to construct complex fictional universes that mirrored emerging modern

societies.

What made the novel powerful was its elasticity. It could span generations, enter characters’ interior
consciousness, pause for reflection, and elaborate on environments in meticulous detail. The reader was
not merely a spectator but a co-creator. Language invited imagination. Description demanded mental
reconstruction. The narrative unfolded privately, allowing intimate engagement with character and
theme.

The novel thus became a laboratory of realism, irony, satire, and psychological exploration. It refined
techniques of narration, focalization, temporal manipulation, and interior monologue long before

cinema developed comparable expressive tools.

9.1.2 Emergence of Cinema as Narrative Medium

Cinema emerged at the end of the nineteenth century as a technological innovation. Early films were
short spectacles, focusing on movement rather than narrative depth. Gradually, filmmakers recognised

that cinema could tell stories with emotional and structural complexity.

Literature offered ready material. Established plots, recognisable characters, and cultural legitimacy
made novels attractive sources. Adaptation was therefore both an aesthetic choice and an industrial
strategy. By adapting respected literary works, cinema strengthened its claim to artistic seriousness

while also appealing to audiences familiar with the original texts.

Unlike the novel, cinema communicates through images, sound, performance, and montage. Meaning
was constructed audiovisually. The spectator encountered a pre-shaped world rather than imagining it

independently. This shift altered the sensory and cognitive experience of narrative reception.

9.1.3 Conceptual Image versus Perceptual Image

George Bluestone’s distinction between conceptual and perceptual images clarifies the ontological
difference between the two media. In a novel, imagery is conceptual. It is constructed in the reader’s

mind through linguistic suggestion. The sunset described in prose exists differently for each reader.

In film, imagery is perceptual. The camera presents a concrete visual form. The sunset appears in a
specific colour, framed within a defined composition. The viewer’s imaginative freedom narrows

because the image is materially supplied.

This difference does not imply superiority of one form over the other. It signals medium specificity.

The novel operates through abstraction and interior reconstruction. Film operates through direct sensory
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presentation. Adaptation must therefore transform narrative material rather than mechanically transfer
it.

Figure 9.1 Conceptual Image versus Perceptual Image

Aspect Conceptual Image (Novel) Perceptual Image (Film)
Medium Language / printed word Photographed image, sound
Site of creation Reader’s imagination Materially supplied on screen
Variability Differs from reader to reader Fixed for all viewers

Mode of access Abstraction, reconstruction Direct sensory perception

Adaptation negotiates the shift from the left column to the right.

9.1.4 Why Adapt Novels: Cultural and Industrial Motivations

Adaptation has always been shaped by cultural and economic factors. Familiar stories attract audiences.
Established literary works provide narrative credibility. Producers reduce financial risk by relying on
known texts.

Cultural motivations also influence adaptation. Directors reinterpret novels to address contemporary
concerns, revise ideological emphases, or highlight marginal voices. Each adaptation becomes a reading

shaped by historical context.

Thus, the journey from page to screen is not a linear duplication. It is interpretive reconstruction
governed by medium grammar, audience expectation, technological capacity, and socio-political
climate. Understanding this dynamic relationship forms the foundation for deeper study of film and

novel.

9.2 COMPARATIVE NARRATOLOGY: STORY AND DISCOURSE

9.2.1 Story and Discourse Distinction

To understand how a novel becomes a film, one must first understand how narratives function
structurally. Narratology provides the conceptual tools necessary for such analysis. At the heart of
narratological inquiry lies the distinction between story and discourse. The story refers to the chain of
events, the characters involved, and the spatial and temporal settings in which these events occur. It
answers the question of what happened. The discourse, by contrast, concerns how those events are
presented. It includes narrative sequencing, stylistic modulation, perspective, tone, and structural

arrangement.
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In a novel, discourse unfolds through language. Syntax, diction, and narrative voice shape reader
perception. A single paragraph may slow the narrative to explore psychological nuance. Irony may
emerge through subtle shifts in focalization. Because language mediates every narrative element, prose

discourse is inseparable from style.

In film, discourse is constructed through visual and auditory strategies. Framing determines emphasis.
Editing controls rhythm. Lighting establishes mood. Sound design guides emotional response. Dialogue
interacts with gesture and performance. Although the underlying story may resemble that of the source
novel, the cinematic discourse reorganises narrative experience through medium-specific grammar.
This distinction prevents simplistic comparison. An adaptation may preserve the story while radically

altering the discourse. Analytical maturity requires attention to both dimensions.

Figure 9.2 Story versus Discourse

STORY (what is told) DISCOURSE (how it is told)
Events, characters, settings Sequencing, perspective, tone, style
Often shared across adaptations Reorganised by each medium

In  film: framing, editing, sound,

In film: the underlying plot performance

An adaptation may keep the story while transforming the discourse.

9.2.2 Narrative Order, Duration and Freguency

Gérard Genette’s framework refines comparative analysis by identifying three key aspects of narrative
temporality: order, duration, and frequency. Order refers to the arrangement of events in relation to
chronological time. Novels frequently employ flashbacks, anticipations, or fragmented structures.
Modernist fiction often disrupts linear chronology to foreground memory and consciousness. Films
similarly manipulate order through nonlinear editing, cross-cutting, and montage. Yet the sensory

immediacy of film alters the experiential impact of such disruption.

Duration concerns the relationship between story time and narrative time. A decade of fictional life may
be summarised in a single paragraph. Conversely, a brief moment of hesitation may extend across pages
of introspection. In cinema, duration is shaped by shot length, editing tempo, and sound pacing. For
instance, in Vijay Anand’s Guide (1965), years of Raju’s changing fortunes are compressed into brief
montage, while a single moment of moral crisis is extended through lingering close-ups and music. The

viewer does not control the speed; the projection governs temporal flow.

Frequency addresses repetition. An event may occur once in the story but be narrated multiple times

from different perspectives. Literary repetition encourages interpretive comparison. Cinematic

128



repetition creates visual emphasis or emotional reinforcement. The mechanics differ; the structural
principle remains comparable. Through these categories, comparative narratology demonstrates both

structural parallels and expressive divergence between prose and film.

Figure 9.3 Genette’s Narrative Temporality

Category Question it addresses Cinematic equivalent

Nonlinear editing, flashback,

Order In what sequence are events told? .
cross-cutting

How long does the telling take vs.

Duration
the event?

Shot length, montage, pacing

Frequency How often is an event told? Repeated shots, motifs, reprise

A shared structural vocabulary for analysing novel and film alike.

9.2.3 Focalization and Camera Perspective

Perspective determines access to knowledge. Focalization refers to the lens through which narrative
information is filtered. In prose fiction, focalization may be internal, granting readers access to a
character’s consciousness, or external, restricting insight to observable action. Narrative irony often
emerges from gaps between the narrator’s knowledge and the character’s awareness. Cinema substitutes
camera alignment for narrative voice. A close-up invites emotional intimacy. A long shot creates
detachment. A subjective shot places viewers within a character’s field of vision. For example, the
opening of Satyajit Ray’s Charulata (1964) follows the restless heroine as she surveys the street through
opera glasses, aligning the camera with her restricted point of view and simulating internal focalization
without a single word of narration. Yet film rarely offers direct access to thought without supplementary

devices such as voice-over; the absence of linguistic exposition requires visual suggestion.

The representation of interiority becomes a central comparative challenge. Stream-of-consciousness
prose immerses readers in the mental flux through syntactic experimentation. Film approximates such
experience through fragmented editing, symbolic imagery, or sound distortion. The translation is

interpretive rather than equivalent.

9.2.4 Reader-Controlled Time versus Screen Time

Reading is individually paced. The reader may pause, reread, or reflect. Viewing is temporally
regulated. The film unfolds at a predetermined speed. This difference shapes narrative engagement
profoundly. In the novel, imaginative reconstruction is active and continuous. In film, perceptual
immediacy dominates. The viewer experiences a shared temporal rhythm shaped by editing decisions.

While both media demand interpretation, the mechanics of reception differ.
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Comparative narratology, therefore, establishes a disciplined framework for understanding how
narrative structures migrate from page to screen. It prepares the ground for examining adaptation not as

surface resemblance but as structural transformation.

«% CHECK YOUR PROGRESS 1

Short Answer Questions
1. What is meant by a conceptual image in literary narrative?

2. How does film differ from the novel in its mode of signification?
3. Why were early filmmakers inclined to adapt literary texts?

Multiple Choice Questions

1 The novel became the dominant narrative form chiefly by the
A) Sixteenth century
B) Eighteenth and nineteenth centuries
C) Mid-twentieth century
D) Twenty-first century
2 A conceptual image in a novel is
A) A photographed frame
B) A mental picture formed through language
C) A digital visual effect
D) A recorded sound motif

3 The distinction between conceptual and perceptual images is associated with
A) Linda Hutcheon
B) George Bluestone
C) Robert Stam
D) Gérard Genette
4 Early filmmakers adapted novels mainly because literary works offered
A) Free copyright
B) Shorter shooting schedules
C) Ready plots, recognisable characters, and cultural legitimacy
D) Lower lighting costs
5 Cinema constructs meaning primarily through
A) Linguistic description
B) The reader’s private imagination
C) Images, sound, performance, and montage
D) Printed intertitles only

9.3 FIDELITY DEBATE AND THEORETICAL REORIENTATION

9.3.1 Origins of Fidelity Criticism
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Few debates in adaptation studies have been as persistent as the question of fidelity. Was the film
faithful to the novel? Did it omit key scenes? Did it distort characters? Such questions dominate popular
reception and early academic commentary. Fidelity criticism emerged from a literary-centric
perspective that privileged the written text as original authority. The novel was treated as a primary
artefact. The film was evaluated as a secondary derivative. Deviations were framed as losses. Omissions

were described as betrayals. Additions were interpreted as unnecessary embellishments.

This evaluative approach, although intuitive, limits analytical depth. It assumes equivalence between
media. It presumes that a novel and its film adaptation can be measured against identical standards. It

overlooks the structural differences between linguistic narration and audiovisual representation.

9.3.2 Bluestone and Medium Specificity

George Bluestone’s Novels into Film marked a decisive turning point in adaptation theory. He argued
that novels and films operate through fundamentally different sign systems. The novel produces
conceptual images constructed in the reader’s imagination. Film produces perceptual images presented
directly through sight and sound.

Because of this ontological distinction, strict fidelity becomes unattainable. A paragraph of interior
monologue cannot be transferred intact into cinematic form. It must be translated into gesture, framing,

or sound. Even when plot events remain similar, the experiential texture shifts.

Bluestone’s argument reframes adaptation as transformation rather than replication. The question is no
longer whether the film accurately copied the novel. The question becomes how the film reinterprets

narrative material through its own medium grammar.

9.3.3 Hutcheon and Repetition without Replication

Linda Hutcheon expands this theoretical reorientation in A Theory of Adaptation. She describes
adaptation as repetition without replication. An adaptation repeats narrative content without duplicating

form. It acknowledges its source while asserting creative autonomy.

Hutcheon emphasises that adaptations are inherently intertextual. They invite audiences to recognise
echoes of the original while also experiencing a new artistic configuration. The pleasure of adaptation
often lies in this dual awareness. Viewers compare, contrast, and interpret differences. This perspective
shifts evaluation from moral judgment to analytical exploration. Differences become sites of meaning

rather than evidence of failure.

9.3.4 Stam and Intertextual Dialogism

Robert Stam introduces Bakhtinian dialogism into adaptation studies. According to Stam, no text exists

in isolation. Every narrative is already shaped by prior cultural influences. A novel itself may draw from
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myths, earlier literature, and social discourse. An adaptation, therefore, is not a betrayal of purity. It is
another participant in an ongoing cultural conversation. By invoking intertextuality, Stam dismantles
the hierarchy that places literature above cinema. Both are nodes within a dynamic network of meaning
production.

This dialogic model encourages scholars to examine the ideological, historical, and cultural factors that
influence adaptation. What social concerns motivated narrative changes? How did contemporary

politics shape character emphasis? Which audience expectations guided stylistic decisions?

9.3.5 From Moral Judgement to Analytical Framework

The evolution from fidelity criticism to transformation theory marks intellectual maturity in adaptation
studies. Scholars no longer treat novels as sacred blueprints. They analyse adaptations as interpretive

acts shaped by medium specificity, industrial constraints, and socio-cultural context.

Deviation from the source text is not inherently negative. It may signal ideological intervention, cultural
relocation, or aesthetic innovation. The director becomes a co-author. The film becomes an autonomous
work of art even while acknowledging its literary origins. For postgraduate learners, this shift is
essential. Analytical engagement requires theoretical vocabulary and critical distance. The fidelity

guestion may initiate discussion. It cannot conclude it.

Figure 9.4 From Fidelity to Transformation: A Theoretical Progression

Theorist Key idea Shift introduced

Ea_lr_ly fidelity Faithfulness to the novel Noyel as authority; film as
critics derivative

Different sign systems;

George Bluestone | Medium specificity transformation, not copy

Difference as meaning, not

Linda Hutcheon Repetition without replication .
failure

No hierarchy; texts in

Robert Stam Intertextual dialogism .
conversation

The field moves from moral judgement toward analytical, contextual inquiry.

<% CHECK YOUR PROGRESS 2

Short Answer Questions

1. What is the difference between story and discourse?
2. Explain Genette’s concept of narrative duration.

3. How does cinema simulate focalization?
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4. What is meant by fidelity criticism?
5. Explain Bluestone’s distinction between conceptual and perceptual images.

6. How does Hutcheon redefine adaptation?

Multiple Choice Questions

1 Narrative order concerns
A) Genre classification
B) Chronological arrangement of events
C) Casting decisions
D) Sound mixing
2 Duration refers to
A) Length of the production schedule
B) Relationship between story time and narrative time
C) Box-office revenue
D) Historical background
3 Focalization primarily addresses
A) Camera technology
B) Narrative perspective
C) Costume design
D) Script formatting
4 Reader-controlled pacing is characteristic of
A) Streaming platforms
B) Film viewing
C) Novel reading
D) Theatre performance
5 Stream of consciousness is primarily a technique of
A) Documentary cinema
B) Literary modernism
C) Animation
D) Editing theory
6 The argument about medium specificity in adaptation is associated with
A) Henry Jenkins
B) George Bluestone
C) David Bordwell
D) Ashish Rajadhyaksha
7 Linda Hutcheon describes adaptation as
A) Exact duplication
B) Commercial imitation
C) Repetition without replication
D) Moral responsibility
8 Intertextuality in adaptation studies is strongly linked to
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A) Fidelity measurement
B) Industrial budgeting
C) Dialogic textual relationships
D) Camera technology
9 Fidelity criticism assumes
A) Medium autonomy
B) A hierarchical relationship between novel and film
C) Equal sign systems
D) Digital convergence
10  The transformation model encourages analysis of
A) Costume design only
B) Literal copying
C) Ideological and contextual shifts
D) Production duration

9.4 TECHNIQUES OF CINEMATIC TRANSFORMATION

Theory prepares the mind. Technique reveals the craft. Once we understand that adaptation is
transformation rather than duplication, we must examine how that transformation actually occurs. The
migration from prose to screen is executed through deliberate artistic strategies. Each decision reflects

interpretation, constraints, and the medium’s grammar.

9.4.1 Compression and Narrative Economy

The most immediate challenge in adaptation is duration. A novel may extend across hundreds of pages,
multiple subplots, and expansive descriptive passages. A feature film typically operates within two to

three hours. Narrative material must therefore be condensed without collapsing coherence.

Compression involves selective retention. Secondary characters may be merged. Minor episodes may
be omitted. Expository passages may be translated into brief visual cues. Vijay Anand’s Guide, for
example, compresses R. K. Narayan’s multi-stranded novel into a focused arc, merging episodes and
foregrounding the Raju—Rosie relationship. Compression is not reduction alone; it is reorganisation.
The adaptor identifies the thematic core and restructures narrative momentum accordingly. What

appears as omission may in fact be a strategic focus.

9.4.2 Expansion and Visual Intensification

Adaptation does not only subtract. It also amplifies. A minor descriptive moment in prose may evolve
into a visually elaborate sequence because cinema thrives on sensory impact. Consider a brief mention
of a festival in a novel. On screen, that reference may become a full-scale visual spectacle with

choreography, colour, and sound. In Indian cinema, song-and-dance sequences frequently expand a
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single emotional beat from the source into an extended audiovisual set piece. Expansion enhances

experiential immersion and aligns narrative with genre expectations and audience anticipation.

Such intensification reflects cinema’s audiovisual power. Where prose suggests, film displays. Where

language implies atmosphere, cinema constructs it materially.

9.4.3 Omission and Ideological Selection

Omission often provokes criticism. Yet omission may signal ideological recalibration rather than artistic
failure. When certain narrative elements disappear in an adaptation, one must ask why. Censorship
frameworks, political climate, and audience sensibilities influence such decisions. Themes acceptable
in one historical context may be modified in another. Subplots addressing controversial issues may be
softened or reframed. Omission thus becomes an interpretive gesture. It reveals cultural negotiation

embedded within adaptation practice.

9.4.4 Addition as Directorial Interpretation

Just as material may be removed, new scenes may be introduced. Addition demonstrates the director’s
interpretive agency. It clarifies motivation, heightens emotional intensity, or aligns narrative with
contemporary discourse. Additions sometimes serve as bridges between literary abstraction and
cinematic immediacy. A symbolic motif in prose may require visual articulation on screen. A brief
internal reflection may become an enacted confrontation. Such insertions confirm that adaptation
involves co-authorship. The filmmaker reads the text, responds to it, and reshapes it within the logic of

cinema.

9.4.5 Translation of Interiority

The representation of consciousness remains one of the most complex adaptive tasks. Novels articulate
thought directly through internal monologue, free indirect discourse, and narrative commentary. Film
cannot access the mind without mediation. VVoice-over offers one solution, yet excessive reliance on it
may undermine visual storytelling. Instead, cinema often externalises interiority through close-ups,
performance nuance, lighting contrasts, and sound motifs. The celebrated swing sequence in Ray’s
Charulata externalises unspoken longing through camera movement and music, while Vishal
Bhardwaj’s Magbool renders guilt through fatigue and spatial claustrophobia rather than soliloquy. A
trembling hand may replace a paragraph of anxiety; a silent gaze may substitute introspective
description. Symbolic imagery also performs psychological translation. The shift from linguistic

articulation to sensory signification exemplifies medium specificity.

9.4.6 Editing Rhythm and Temporal Control

In prose, pacing emerges from sentence length and structural segmentation. In cinema, editing governs

temporal experience. Shot duration determines intensity. Rapid montage generates urgency. Long takes
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create contemplation. Editing also restructures the narrative sequence. Parallel editing can juxtapose
events occurring simultaneously in different locations. Flashbacks may be inserted seamlessly.
Temporal compression occurs through montage. The audience experiences narrative time collectively
rather than individually. Unlike reading, where pacing can be adjusted, film viewing unfolds within a
predetermined rhythm.

9.4.7 Embodiment and Performance

Perhaps the most transformative shift occurs in embodiment. Characters imagined in prose acquire
physical form through actors. VVoice modulation, facial expression, gesture, and spatial movement shape
interpretation. The successive screen versions of Devdas — from K. L. Saigal to Dilip Kumar to Shah
Rukh Khan — show how casting and performance reshape a single literary character across eras.
Embodiment narrows imaginative variability yet intensifies sensory immediacy. The reader’s mental

image becomes a concrete presence, and casting decisions influence audience perception profoundly.

Performance thus becomes an interpretive layer within adaptation. The actor mediates between literary
character and cinematic representation. Character psychology becomes corporeal reality. These
techniques collectively illustrate that adaptation is not passive transfer. It is an active reconstruction
shaped by artistic judgment and medium constraints. Compression, expansion, omission, addition,

translation of interiority, editing rhythm, and embodiment operate together to transform narrative across

platforms.
Figure 9.5 Seven Techniques of Cinematic Transformation
Technique What it does Illustrative example
Compression Condenses narrative material ;}Igltde tightens Narayan’s
Expansion Enlarges a brief moment Song / festival set pieces
_ Removes elements  (often | Softening controversial
Omission . .
ideological) subplots
Addition Introduces new scenes Director-authored
confrontations
L . Charulata’s swing;
Interiori Externali hough . ’
teriority ternalises thought Magbool’s guilt
.. . . Montage, parallel
Editing rhythm Controls time and emphasis editing, long takes
Embodiment Gives characters physical form Successn_/e screen
Devdas figures

Strategies rarely act alone; adaptation combines them.

9.5 INDIAN ADAPTATION TRADITIONS
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Indian cinema has drawn on literary and narrative sources since its very inception. From mythological
epics to modern realist novels, the moving image in India has continually translated the written word
into culturally resonant spectacle. The Indian adaptation tradition is not a single practice but a layered
history in which sacred narrative, regional literature, social realism, and popular melodrama intersect.
To study the relationship between film and novel in India, one must therefore attend to this plurality

and to the theoretical vocabulary developed in the preceding sections.

9.5.1 Myvthological and Literary Foundations

India’s earliest films turned to mythology and epic. Dadasaheb Phalke’s Raja Harishchandra (1913)
drew on the epic tradition, establishing narrative cinema through sacred story. The Ramayana and the
Mahabharata provided ready frameworks of character, conflict, and moral structure recognisable to
mass audiences. Alongside myth, regional literary fiction soon supplied material: Bengali, Hindi,
Marathi, Malayalam, and Tamil novels became sources for an expanding film industry. Adaptation thus
served both cultural continuity and the legitimation of a new medium, while transforming the abstract

figures of the page into concrete, perceptual screen presences.

9.5.2 Realist Adaptations and Social Commentary

With the maturing of Indian cinema, particularly through the Parallel Cinema movement, adaptation
became a vehicle for social critique. Satyajit Ray’s Pather Panchali (1955), adapted from
Bibhutibhushan Bandyopadhyay’s novel, and Bimal Roy’s socially conscious films translated literary
realism into cinematic humanism, foregrounding poverty, rural displacement, and inequality. These
adaptations demonstrate the transformation model in practice: the novel’s interior detail is reorganised
into image, sound, and performance, while its social vision is preserved and intensified through the

perceptual force of the moving image.

9.5.3 Devdas Across Eras

Sarat Chandra Chattopadhyay’s novella Devdas has been adapted repeatedly across decades and
languages — by P. C. Barua, Bimal Roy, and Sanjay Leela Bhansali, among others. Each version
reflects the aesthetic and ideological climate of its moment. Barua and Roy emphasise restraint and
tragic interiority; Bhansali’s 2002 version amplifies spectacle, colour, and operatic grandeur. The
repeated adaptation of a single source vividly illustrates Hutcheon’s principle of repetition without
replication: the story recurs, yet each discourse is newly configured. Devdas thus becomes a living

archive of changing cinematic sensibility.

9.5.4 Guide and Narrative Reinterpretation

Vijay Anand’s Guide (1965), adapted from R. K. Narayan’s novel The Guide, is among the most studied

Indian adaptations. The film compresses Narayan’s layered narrative, restructures its chronology, and
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reinterprets the protagonist Raju’s transformation from tourist guide to reluctant spiritual figure.
Significant changes occur in characterisation and tone: the film foregrounds Rosie’s artistic awakening
and the romantic conflict, using song, dance, and visual symbolism to externalise emotional states that

the novel renders through ironic interior reflection.

Narayan himself expressed reservations about the adaptation’s departures — a real-world instance of
the fidelity debate examined earlier. Yet Guide exemplifies medium specificity: what the novel narrates
through irony and understatement, the film communicates through performance, music, and the
perceptual immediacy of landscape. Its reinterpretation of the ending and its treatment of renunciation
reveal how cinematic transformation negotiates between literary source and popular expectation. The
film therefore serves as a continuous illustration of compression, addition, and the translation of

interiority operating together.

9.5.5 Charulata and Cinematic Interiorization

Satyajit Ray’s Charulata (1964), adapted from Rabindranath Tagore’s novella Nastanirh (The Broken
Nest), is a landmark in the cinematic translation of interiority. The film conveys the lonely Charulata’s
inner world through visual means rather than verbal exposition. The celebrated opening sequence, in
which she observes the outside world through opera glasses, externalises her isolation and longing. The
famous garden-swing sequence renders desire, memory, and emotional flux through camera movement,
music, and gesture — a textbook demonstration of how film approximates stream-of-consciousness
through sensory signification. Charulata shows that the loss of linguistic interiority in adaptation can be

compensated by a gain in perceptual nuance.

9.5.6 Tamas and Historical Memory

Govind Nihalani’s Tamas (1988), adapted from Bhisham Sahni’s novel, reconstructs the trauma of
Partition. Originally produced for television, Tamas anticipates the later expansion of adaptation into
long-form episodic narrative. Its translation of Sahni’s documentary realism into cinematic image
foregrounds collective memory, communal violence, and historical witness. Tamas demonstrates how
adaptation participates in the negotiation of national memory, transforming literary testimony into
audiovisual record. It also illustrates how omission and emphasis become ideological acts: what a

historical adaptation chooses to show, and what it withholds, shapes public remembrance.

Taken together, these traditions reveal that Indian adaptation is neither imitation nor betrayal. It is
cultural reinterpretation governed by medium grammar, regional identity, and historical context. The
same theoretical vocabulary developed earlier in this unit — compression, expansion, interiority,
embodiment, and ideology — applies directly to the Indian corpus, preparing the ground for the study

of Shakespearean relocation in the next section.
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9.6 SHAKESPEARE IN INDIAN CINEMA: CULTURAL TRANSLATION

When Shakespeare travels into Indian cinema, he does not arrive as a museum artefact. He arrives as
raw narrative energy, ready to be refashioned. The power of these adaptations lies in relocation. They
do not simply retell Shakespeare; they translate him into Indian socio-political grammar, regional
speech rhythms, and local hierarchies of power. Vishal Bhardwaj’s trilogy — Magbool, Omkara, and

Haider — offers a continuous illustration of the principles developed throughout this unit.

Figure 9.6 Bhardwaj’s Shakespeare Trilogy: Cultural Relocation

Film Source play Indian relocation

Magbool Macbeth Mumbai underworld; ambition as crime
Omkara Othello Rural Uttar Pradesh; caste and honour
Haider Hamlet Kashmir conflict; militarisation and memory

Each relocation refracts Shakespeare through a specific Indian context.

9.6.1 Magbool and Political Reframing

Vishal Bhardwaj’s Magbool relocates Macbeth into the Mumbai underworld. This shift changes the
symbolic infrastructure of ambition. The Scottish throne becomes criminal authority. The royal court
becomes a gangster network. The prophecy motif becomes the interpretive force of two corrupt
policemen who function like modernised witches. The transformation is not superficial; it repositions
violence within a contemporary ecosystem of crime and governance. Loyalty is no longer feudal but
transactional. Betrayal becomes both personal and institutional. The film uses urban mise-en-scéne, dim

interiors, and controlled pacing to create a sense of moral suffocation.

Magbool also demonstrates how cinematic adaptation can translate Shakespearean interiority into
performance and atmosphere. Macbeth’s guilt is not narrated; it is embodied through facial restraint,
fatigue, and spatial claustrophobia. The result is a narrative that feels locally urgent while retaining

Shakespeare’s tragic architecture.

9.6.2 Omkara and Caste Politics

Omkara adapts Othello and places it within the politics of rural and semi-urban Uttar Pradesh. Here,
jealousy is not merely psychological; it is embedded in caste hierarchy, patriarchal control, and regional
power structures. The adaptation uses dialect, local slang, and socio-cultural codes to domesticate
Shakespeare’s narrative. lago’s manipulation becomes a form of political sabotage. Desdemona’s

vulnerability is amplified by the social policing of female autonomy.
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This cultural translation transforms the story’s moral tension. Suspicion operates through an honour
culture. Violence is normalised through political muscle. The tragedy emerges not only from individual
flaws but from systemic brutality. Omkara thus illustrates how adaptation can reveal new layers of the
source text. It does not reduce Shakespeare; it refracts him through Indian realities, making the tragedy

resonate in a culturally specific register.

9.6.3 Haider and Conflict Geography

Haider adapts Hamlet within the conflict geography of Kashmir. The setting reshapes the narrative’s
existential crisis into political trauma. The ghost motif becomes the reality of disappearance. The
question of revenge becomes entangled with militarisation, surveillance, and contested identity. The
film reinterprets Hamlet’s hesitation not as personal weakness but as a psychological consequence of
political violence. The mother figure becomes a site of moral conflict; the uncle becomes the

embodiment of betrayal in a volatile political landscape.

Haider’s significance lies in its ideological courage. Adaptation here becomes commentary on state
power, justice, and memory. Shakespeare’s philosophical depth is preserved while being fused with
local history. The adaptation also demonstrates medium-specific narrative strategies: music,
metaphorical imagery, and controlled symbolism replace long soliloquies. The film translates

introspection into cinematic texture.

9.6.4 Adaptation as Civilizational Dialogue

Shakespeare in Indian cinema illustrates adaptation as civilizational dialogue rather than colonial
inheritance. These films do not treat Shakespeare as a superior original to be obeyed; they treat him as
a narrative framework available for reinterpretation. This approach challenges the hierarchy embedded
in fidelity criticism. The goal is not to preserve Elizabethan authenticity but to generate relevance.
Cultural translation allows Shakespeare to speak in Indian dialects, inhabit Indian politics, and reflect

Indian anxieties.

The process also demonstrates intertextual complexity. These adaptations converse simultaneously with
Shakespeare, Indian cinematic traditions, and regional cultural codes. The resulting narrative is hybrid
yet coherent. For postgraduate learners, these examples offer powerful lessons. Adaptation is never
merely aesthetic; it is ideological, historical, and cultural repositioning executed through medium

grammar. Shakespeare becomes a tool to examine modern India, not a relic to be preserved.

9.7 IDEOLOGY, GENDER, AND POWER IN ADAPTATION

Adaptation is never neutral. Beneath structural transformation lies ideological negotiation. When a
novel moves into film, it does not carry its worldview untouched. Representation shifts. Emphasis shifts.

Silence shifts. The camera does not simply record narrative; it reframes it. Ideology operates through
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selection and emphasis. What the film chooses to highlight reveals cultural priorities. What it chooses
to soften or remove signals negotiation with the contemporary climate. Gender roles, class tensions,

caste hierarchies, and political anxieties frequently undergo recalibration during adaptation.

9.7.1 Gender Reinterpretation in Contemporary Adaptations

Literary texts often emerge from historical contexts with distinct gender norms. When adapted decades
later, those norms may no longer align with current social consciousness. Filmmakers frequently
reconfigure female characters to reflect evolving ideas of agency and autonomy. A heroine once
portrayed as passive may adopt assertive dialogue or expand her screen presence. Narrative arcs may
be adjusted to avoid reinforcing outdated stereotypes. Such changes provoke debate. Purists may argue

distortion; others interpret them as necessary revitalisation.

This tension reveals adaptation as a cultural intervention. The adaptor reads the source text through a
contemporary lens. The film becomes a site where historical narrative meets modern sensibility. Gender
reinterpretation thus becomes both an artistic and a political act. Performance intensifies this shift. An
actor’s embodiment can humanise or empower a character beyond the constraints of prose description.
Visual framing may centre the female gaze rather than marginalise it. Costume and mise-en-scéne may

subtly reposition narrative authority.

9.7.2 Power Structures and Narrative Emphasis

Adaptation frequently exposes or reframes structures of power embedded in the source text. Class
conflict may be foregrounded. Caste tensions may be intensified. Political critiqgue may become explicit
rather than implicit. In certain adaptations, marginalised voices gain visibility. A secondary character
in the novel may acquire expanded cinematic presence. This narrative redistribution alters thematic
balance and aligns the story with contemporary discourses on representation and equity. Conversely,
commercial pressure may suppress controversial elements. Political sensitivity, censorship frameworks,
and audience reception influence adaptation choices. The omission of certain themes is not merely

aesthetic; it is ideological.

Scholarly analysis must therefore move beyond surface comparison. One must examine dialogue shifts,
scene restructuring, and character-arc modification. Through these micro-changes, macro-ideological

repositioning becomes visible.

9.7.3 Adaptation as Ideological Negotiation

Every adaptation is shaped by its historical moment. The novel may belong to one century; the film
belongs to another. Between them lies temporal distance filled with shifting moral frameworks and

political realities. Adaptation becomes negotiation across that distance. It mediates between inherited
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narrative and contemporary worldview. It balances reverence for the source with responsiveness to the

present audience.

This negotiation is not always harmonious. It may produce controversy or provoke debate over
authenticity. Yet it reveals a fundamental truth: stories survive because they are reinterpreted. Their
endurance depends on adaptability. For the postgraduate scholar, ideological analysis deepens the study
of adaptation. It transforms the field from aesthetic comparison into cultural inquiry. The novel and film
become documents of their respective eras; the transformation between them becomes evidence of

social change.

9.8 DIGITAL AGE ADAPTATION AND TRANSMEDIA EXPANSION

The digital revolution has altered the ecology of storytelling. Adaptation no longer ends with the feature
film. Narrative now migrates across streaming platforms, web-series formats, interactive media, and
global distribution networks. The relationship between novel and screen expands into a complex, multi-
platform ecosystem. Technological innovation has reshaped duration, distribution, and audience
engagement. The constraints that once demanded severe compression are partially relaxed in episodic
streaming formats. Long-form series allow greater fidelity to narrative density without sacrificing
cinematic dynamism. Yet even here, transformation remains inevitable; the medium still demands

visual embodiment and structural reorganisation.

9.8.1 Streaming Platforms and Episodic Structure

The emergence of over-the-top streaming services has significantly influenced adaptation strategies. A
novel with layered subplots can now unfold across multiple episodes or seasons. This extended
temporality allows for character depth and thematic nuance that might be lost in a single feature
adaptation. However, episodic structure introduces new narrative rhythms. Each episode requires
internal tension and partial resolution. Cliffhangers become structural devices. The pacing of revelation
is calibrated differently from that of a novel, and audience-retention metrics subtly influence narrative
construction. Thus, while duration expands, commercial logic remains present. Adaptation within

streaming culture negotiates between narrative integrity and platform economics.

9.8.2 Sacred Games and Narrative Redistribution

The adaptation of Vikram Chandra’s Sacred Games into a web series illustrates this redistribution. The
novel’s intricate layering of politics, crime, and personal history is translated into parallel timelines
across episodes. Character arcs develop gradually, maintaining narrative complexity. Visual design,
urban landscapes, and multilingual dialogue reinforce authenticity. Yet the adaptation also reshapes
emphasis, intensifying certain themes and restructuring chronology for episodic suspense. The digital

format allows narrative breadth, but transformation still operates through selection and rearrangement.
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Sacred Games demonstrates how adaptation in the digital age balances literary scale with cinematic

immediacy; the narrative becomes serial rather than condensed.

9.8.3 Game of Thrones and Expanded World Building

The adaptation of George R. R. Martin’s fantasy series into Game of Thrones reveals how technological
capacity enhances visual imagination. The novels contain expansive world-building, multiple political
factions, and mythic geography. Digital effects and large-scale production design enable the
visualisation of landscapes once confined to imagination. Battles, creatures, and architectural grandeur
acquire perceptual immediacy. Yet as the series progressed beyond the published novels, adaptation
shifted into collaborative creation, and the boundary between source text and screen narrative blurred.
This development underscores a crucial point: adaptation in the digital era may evolve into co-
authorship. The screen narrative may extend beyond its literary origin, generating new canonical

authority.

9.8.4 Transmedia Storytelling Framework

Henry Jenkins introduces the concept of transmedia storytelling to describe narratives dispersed across
multiple platforms, each contributing uniquely to the overall story world. In such ecosystems, the novel
is not replaced by film; it becomes one component among many. Graphic novels, video games, podcasts,
and online forums expand narrative universes. Audiences participate through fan communities and
interpretive discussion. Adaptation becomes participatory rather than unilateral. The story world
becomes modular, each medium offering complementary insight. Rather than seeking a definitive

version, audiences engage with a network of interconnected narratives.

9.8.5 Technology and Visual Imagination

Advances in digital cinematography, editing software, and visual effects broaden representational
capacity. Fantasy, science fiction, and historical epics can be rendered with unprecedented realism. The
imaginative scope of literature finds visual equivalence more readily than in earlier eras. Yet technology
alone does not guarantee narrative depth. The transformation from novel to screen still demands
interpretive discipline. Spectacle must serve story; visual excess must align with thematic coherence.
The digital age intensifies the possibilities for adaptation while preserving its fundamental principle:
narrative migration requires transformation shaped by medium grammar, industrial context, ideological

negotiation, and technological environment.

<% CHECK YOUR PROGRESS 3

Short Answer Questions
1. How does Indian cinema reinterpret literary texts within its socio-political context?

2. Explain how streaming platforms have altered the nature of adaptation.
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3. What is meant by cultural translation in adaptation studies?

Multiple Choice Questions

1 Magbool is an adaptation of

A) Hamlet
B) Othello
C) Macbeth
D) King Lear
2 The concept of transmedia storytelling is associated with
A) Linda Hutcheon
B) Henry Jenkins
C) George Bluestone
D) André Bazin
3 In digital adaptation, episodic structure primarily allows
A) Reduction of narrative complexity
B) Extended character development
C) Elimination of visual elements
D) Strict fidelity to prose structure
4 Cultural translation in adaptation refers to
A) Literal word-for-word conversion
B) Relocation of narrative into a new socio-cultural context
C) Translation of subtitles
D) Script formatting
5 Ideological negotiation in adaptation is visible through
A) Casting only
B) Costume only
C) Structural and thematic shifts
D) Budget planning

9.9 LET US SUM UP

This unit has examined the complex and evolving relationship between the novel and film as narrative
systems. The journey began with understanding the rise of the novel as a linguistic form capable of
psychological depth and temporal elasticity. It then traced the emergence of cinema as an audio-visual

medium that reorganises narrative through image, sound, performance, and montage.

Comparative narratology clarified that story and discourse function differently across media. Temporal
manipulation, focalization, and interiority operate through distinct expressive grammars. The fidelity
debate revealed the limitations of evaluating adaptations through moral judgment, while the shift toward

transformation and intertextuality established a more mature analytical framework.

Indian adaptation traditions — from mythological foundations and realist cinema to Devdas, Guide,
Charulata, and Tamas — demonstrated how literature is reinterpreted through regional identity,

historical climate, and ideological context. Shakespearean relocations such as Magbool, Omkara, and
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Haider exemplified cultural translation. Digital platforms expanded narrative temporality and

introduced transmedia ecosystems.

The central conclusion remains clear. Adaptation is interpretive reconstruction shaped by medium
specificity, cultural negotiation, ideological repositioning, and technological evolution. The novel and

film engage in continuous dialogue rather than hierarchical competition.

9.10 KEY WORDS

» Adaptation: Transformation of a narrative from one medium to another through interpretive
reconstruction.

» Narratology: The study of narrative structure and techniques.

» Story: The sequence of events and characters within a narrative.

 Discourse: The manner in which the story is presented.

+ Fidelity Criticism: An evaluative approach judging adaptations by faithfulness to the source text.
» Medium Specificity: The principle that each artistic medium has distinct expressive capabilities.
» Conceptual Image: Mental imagery produced through language in literary texts.

» Perceptual Image: Audio-visual representation presented directly in film.

» Focalization: The perspective through which narrative information is filtered.

» Compression: Condensation of narrative material during adaptation.

» Expansion: Elaboration of brief textual moments into extended cinematic sequences.

» Omission: Removal of narrative elements during adaptation.

« Addition: Introduction of new scenes or material in the adapted work.

« Embodiment: Transformation of literary characters into performed screen presence.

» Mise-en-sceéne: Arrangement of visual elements within the film frame.

» Montage: An editing technique that juxtaposes images to create meaning.

 ldeological Shift: Change in thematic emphasis reflecting contemporary values.

+ Cultural Translation: Relocation of narrative into a new socio-cultural environment.

» Transmedia Storytelling: Narrative dispersion across multiple media platforms.
 Intertextuality: A dialogic relationship between texts across time and media.
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10.0 Objectives

After studying this unit, learners should be able to:

1.

N oo g~ w D

Understand the concept of adaptation in literary and cultural studies.

Explain why adaptation is often considered a form of interpretation rather than simple reproduction.
Identify the limitations of fidelity-based criticism in adaptation studies.

Analyse how adaptations involve creative transformation and narrative restructuring.

Recognise the role of cultural context and audience expectations in shaping adaptations.
Understand theoretical ideas such as intertextuality and palimpsest in relation to adaptation.

Apply these concepts to examine relationships between literary texts and their adaptations in other media.
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10.1 Introduction to Adaptation as Interpretation

The relationship between literature and other narrative media has always been dynamic. Stories rarely remain
confined to a single form; they move across different media such as theatre, film, television, and digital platforms.
This movement from one form to another is generally described as adaptation. In literary studies, adaptation refers
to the process through which an existing text is reworked and presented in a new medium or context. For example,
a novel may be adapted into a film, a play into a television series, or a classical story into a modern narrative.
Such transformations are not simply technical conversions. They involve decisions about narrative structure,

character portrayal, visual representation, and thematic emphasis.

In recent decades, scholars have increasingly recognised that adaptation is more than a mechanical process of
transferring content from one medium to another. Each adaptation reflects the creative choices and interpretive
understanding of the adapter. A filmmaker adapting a novel must decide which events to highlight, which elements
to omit, and how to visually represent characters and settings. These decisions reveal how the adapter interprets
the original text. For this reason, contemporary adaptation studies emphasise the idea that every adaptation is an
interpretation of its source. Understanding this interpretive dimension allows readers and viewers to appreciate
adaptations as independent works that engage in dialogue with earlier texts.

10.1.1 Understanding Adaptation in Literary and Media Studies

Adaptation has been a common practice in storytelling for centuries. Long before the emergence of cinema, writers
often retold and reinterpreted existing narratives. Many classical literary works themselves are adaptations of
earlier myths, legends, and historical accounts. Shakespeare’s plays, for instance, frequently draw upon earlier
chronicles and narrative sources. In this sense, adaptation is not a modern phenomenon but a longstanding cultural

practice through which stories evolve and remain relevant across generations.

In modern literary and media studies, the term adaptation usually refers to the transformation of a narrative from
one medium to another. The most widely discussed form of adaptation is the novel-to-film adaptation, where a
literary work is translated into a cinematic narrative. However, adaptation can also occur in several other forms.
A literary text may be adapted into theatre, radio drama, graphic novels, or digital storytelling formats. Similarly,
films themselves may be adapted into novels or television series. What connects these different forms is the idea

that a narrative travels across media while undergoing structural and stylistic changes.

The shift from one medium to another inevitably requires modification. A novel often relies on descriptive
language, internal monologue, and detailed narration. Film, on the other hand, communicates meaning through
visual imagery, sound, performance, and editing. Because of these differences, a filmmaker cannot reproduce a
novel exactly as it appears on the page. Instead, the story must be restructured to suit the expressive possibilities
of cinema. Dialogue may replace narrative description, visual scenes may replace textual explanations, and certain
episodes may be condensed or removed to maintain narrative pace. These changes demonstrate that adaptation

involves interpretation and transformation rather than simple reproduction.

Scholars of adaptation studies have also emphasised that adaptations are shaped by the cultural environment in

which they are produced. A story adapted in one historical period may differ significantly from its earlier versions.
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Social values, audience expectations, and technological developments influence how narratives are retold. For
instance, contemporary adaptations of classical texts often reinterpret characters or themes in ways that reflect
modern concerns such as gender equality, identity, or social justice. Through such reinterpretations, adaptation

becomes a medium through which older stories are connected with present-day realities.

Another important aspect of adaptation is the relationship between the source text and the adapted work. While
adaptations draw upon earlier texts, they are not merely secondary or inferior versions. Many critics once believed
that adaptations should be judged according to their faithfulness to the original work. However, modern
scholarship recognises that adaptations possess their own artistic identity. A film based on a novel should not be
evaluated solely by asking how closely it follows the source. Instead, it should be examined as a creative work

that interprets and reshapes the narrative according to the possibilities of its medium.

Understanding adaptation therefore requires attention to both continuity and change. The adapted text maintains
a connection with the original narrative while simultaneously establishing its own form and meaning. This dual
relationship makes adaptation an important subject of study within literary and cultural analysis. By examining
adaptations, students can explore how stories transform as they move between media, cultures, and historical

periods.

10.1.2 Adaptation as Interpretation: Concept and Critical Perspective

The idea that adaptation functions as interpretation has become central to contemporary adaptation theory.
According to this perspective, an adapter does not simply reproduce the original narrative but engages with it in
a critical and imaginative manner. The adapter reads the source text, identifies its themes and narrative
possibilities, and then reconfigures them within a new medium. In doing so, the adapter offers a particular

interpretation of the original work.

To understand this process, it is useful to think of adaptation as a form of reading through creation. When a
filmmaker adapts a novel, the resulting film reflects the filmmaker’s understanding of the story. Certain themes
may receive greater emphasis, while others may be reduced or omitted. Characters may be portrayed differently
depending on how the adapter interprets their motivations and relationships. Even the tone of the narrative may

change, as visual storytelling introduces elements such as music, cinematography, and performance.

This interpretive nature of adaptation explains why multiple adaptations of the same text often differ significantly
from one another. A single literary work may inspire several film versions, each presenting a distinct vision of the
story. These variations arise because each adapter approaches the text with different creative intentions, cultural
influences, and artistic priorities. The existence of multiple adaptations demonstrates that a literary text can

generate many possible interpretations when translated into new forms.

Adaptation scholars have also emphasised that interpretation occurs at different levels within the adaptation
process. One level involves the selection of narrative elements. Since films usually have limited duration, adapters
must decide which parts of the story are essential and which can be removed or condensed. Another level involves
the representation of characters and settings. Visual media allow adapters to create images that shape how
audiences perceive the story. Costume design, location choices, and acting styles all contribute to the interpretation

of the narrative.
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The concept of adaptation as interpretation also challenges the assumption that the original text holds absolute
authority over its adaptations. While the source text remains an important reference point, adaptations are capable
of generating new meanings that were not explicitly present in the original work. For instance, a contemporary
adaptation of a historical novel might highlight issues that resonate with modern audiences. Through such

reinterpretation, adaptation becomes a means of renewing the relevance of earlier narratives.

At the same time, the relationship between the original text and the adaptation remains significant. Adaptations
often invite audiences to compare the two works and recognise the ways in which the story has been reshaped.
This comparative dimension encourages viewers and readers to reflect on how meaning changes when a narrative
is presented through different artistic forms. In this sense, adaptation fosters a dialogue between texts rather than
replacing one with another.

For students of English literature, studying adaptation as interpretation provides valuable
insight into the evolving nature of storytelling. It reveals how narratives can be continually
reimagined while maintaining connections with earlier traditions. By examining adaptations,
learners can better understand how literature interacts with other cultural forms such as cinema
and digital media. This perspective encourages a broader view of literary studies, one that

recognises the dynamic relationship between texts, media, and interpretation.

10.2 Adaptation and the Question of Fidelity

When adaptations began to receive serious academic attention, critics often approached them through the idea of
fidelity. The central question was simple: How faithful is the adaptation to the original text? This approach treated
the literary work as the primary authority and evaluated the adapted version according to how closely it followed
the source. In such discussions, novels were usually considered superior to films, and the success of an adaptation

was measured by its ability to reproduce the narrative, characters, and themes of the original work.

The dominance of fidelity-based criticism reflects a period when literature was viewed as the most prestigious
narrative form. Film and other visual media were sometimes regarded as secondary or derivative arts. As a result,
adaptations were frequently judged in terms of what they lacked when compared with the literary text. Critics
pointed out scenes that had been removed, characters that had been altered, or themes that seemed weakened in
the transition from page to screen. While such comparisons may reveal certain differences, they do not fully

explain how adaptations function as independent creative works.

Over time, scholars began to question whether fidelity should remain the primary criterion for analysing
adaptations. They observed that each medium possesses its own methods of storytelling, and these differences
make complete fidelity impossible. A novel unfolds through language and imagination, allowing readers to
construct mental images of characters and settings. Film, by contrast, presents visual and auditory elements
directly to the viewer. Because the two forms operate in distinct ways, the process of adaptation inevitably
involves transformation. Recognising this reality led critics to reconsider the assumptions underlying fidelity-

based approaches.
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10.2.1 Early Fidelity-Based Approaches to Adaptation

Early discussions of adaptation were strongly influenced by the belief that literature occupied a higher cultural
position than cinema. Many critics assumed that the literary text represented an original and complete artistic
achievement, while the film adaptation was merely a derivative version attempting to replicate that achievement
in a different medium. Within this framework, the task of the adapter appeared straightforward: to transfer the

story from the written page to the screen with as little alteration as possible.

This perspective encouraged critics to compare specific details between the two works. They examined whether
the plot structure remained the same, whether the dialogue reflected the language of the novel, and whether the
characters were portrayed in ways consistent with the original text. If the film changed important elements of the
narrative, it was often criticised for being “unfaithful.” In such cases, the adaptation was sometimes described as

a simplified or incomplete representation of the literary work.

The emphasis on fidelity also shaped the expectations of audiences. Readers who were familiar with the original
text often watched film adaptations with the intention of identifying similarities and differences. When a scene
from the novel was omitted or significantly altered, viewers sometimes felt that the film had failed to respect the
source material. This reaction illustrates how strongly the concept of fidelity influenced both critical discussion

and public perception of adaptation.

However, even during this period, some observers recognised that strict fidelity might not always produce the
most effective adaptation. A novel may contain extensive descriptive passages or internal reflections that cannot
easily be translated into visual form. Attempting to reproduce every detail of the text could result in a film that
feels slow or fragmented. As filmmakers experimented with different techniques, it became clear that successful

adaptations often required selective interpretation rather than literal reproduction.

Another factor complicating fidelity-based criticism was the difference in narrative scale between literature and
film. Novels can span hundreds of pages and explore multiple subplots, while films usually operate within a
limited duration. This difference forces adapters to condense or reorganise narrative material. Even the most
faithful adaptation must make choices about what to include and what to exclude. These choices inevitably shape

the interpretation of the story.

Despite these challenges, the idea of fidelity remained influential for many years. It provided critics with a simple
method of evaluating adaptations and allowed audiences to measure how closely a film resembled its literary
source. Yet the limitations of this approach gradually became more apparent as scholars began to analyse

adaptation from broader theoretical perspectives.

10.2.2 Limitations of Fidelity Criticism

As adaptation studies developed as an academic field, scholars increasingly questioned whether fidelity should
serve as the primary standard for evaluating adaptations. One of the major criticisms of fidelity-based analysis is
that it assumes the literary text possesses a fixed and authoritative meaning. In reality, literary works themselves

are open to multiple interpretations. Different readers may understand the same novel in different ways. If
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interpretation is already present at the level of reading, then adaptation inevitably involves another layer of

interpretation rather than simple reproduction.

Another limitation arises from the fundamental differences between artistic media. Literature communicates
through written language, which allows for detailed narration, internal monologue, and symbolic description.
Film, in contrast, relies on visual imagery, sound, and performance. Because these expressive tools differ, the
process of adaptation requires the narrative to be reshaped. A filmmaker must translate descriptive passages into
visual scenes, transform narrative commentary into dialogue or action, and create cinematic rhythms that sustain
audience engagement. These transformations are not signs of failure but necessary responses to the nature of the

medium.

Fidelity criticism also tends to overlook the creative contribution of the adapter. When attention is focused only
on how closely a film follows its source, the artistic choices of the filmmaker receive little recognition. Yet
adaptation involves complex decisions about narrative structure, pacing, visual style, and character portrayal.
These decisions shape the viewer’s experience of the story. By concentrating exclusively on fidelity, critics risk

ignoring the originality and innovation present in the adapted work.

A further difficulty with fidelity-based approaches lies in the changing cultural contexts in which adaptations are
produced. Stories written in one historical period may be adapted in another, where social values and audience
expectations have evolved. Adapters may reinterpret certain elements of the narrative to make them relevant to
contemporary viewers. Such reinterpretations can introduce new perspectives on themes such as gender roles,
cultural identity, or social conflict. From a strict fidelity perspective, these changes might appear as deviations
from the original text. Yet they also demonstrate how adaptation keeps stories alive by allowing them to respond

to new circumstances.

Scholars have therefore argued that adaptation should be analysed as a dialogue between texts and
media rather than as a test of faithfulness. Instead of asking whether a film has accurately reproduced
its source, critics now explore how the adaptation interprets the narrative and what new meanings
emerge from that interpretation. This shift in perspective has broadened the study of adaptation and
encouraged scholars to consider the cultural, historical, and artistic factors that shape the transformation

of stories across media.

Understanding the limitations of fidelity criticism helps students appreciate why adaptation studies have
moved toward interpretive approaches. By recognising that adaptations are creative works in their own
right, readers and viewers can engage more thoughtfully with the complex relationship between

literature and other narrative forms.

e Check Your Progress |

Short Answer Questions
1. What is meant by fidelity criticism in adaptation studies?

2. Why did early critics often consider literature superior to film adaptations?

152



3. How do differences between literary and cinematic media affect adaptation?
4. Why is it difficult for a film to reproduce every detail of a novel?

5. In what way does cultural context influence the adaptation of literary texts?

10.3 Adaptation as Creative Reinterpretation

Stories rarely remain fixed in a single form. When a literary work moves into another
medium—whether film, theatre, television, or digital storytelling—the narrative undergoes a
process of rethinking and restructuring. The adapter must examine the source text carefully and
decide how its central ideas can be expressed through a different artistic language. This stage
of adaptation requires interpretation, selection, and creative judgement rather than simple

reproduction of the original material.

The act of adaptation therefore involves a process of creative reinterpretation. The adapter
reads the source text, identifies its thematic core, and reshapes the narrative so that it functions
effectively in a new medium. The resulting work retains a relationship with the original text
but also introduces fresh meanings. Changes in narrative emphasis, character portrayal, and
structural design reveal how the adapter understands the story and how that understanding is

communicated to a new audience.

10.3.1 Adaptation as Reinterpretation of Narrative Meaning

A literary text does not contain only one fixed meaning. Readers approach a narrative with
different perspectives, and each reading can highlight particular aspects of the story.
Adaptation reflects this interpretive process in a creative form. When a filmmaker or dramatist
adapts a novel or play, the narrative is re-examined from a new viewpoint. The adaptation

therefore becomes a visible expression of how the adapter understands the original text.

During this process, certain themes may acquire greater prominence than they possessed in the
literary work. A novel might explore several social and psychological dimensions
simultaneously, yet an adaptation may emphasise one dominant theme in order to maintain
narrative clarity. The emotional relationship between characters, for instance, may become the
central focus of the adapted narrative, while secondary plot elements receive less attention.
Such choices are not merely practical adjustments; they reflect a particular interpretation of

what the story fundamentally represents.
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Character portrayal also changes during reinterpretation. In literary fiction, a character’s inner
thoughts and motivations can be described in detail through narration. Visual media must
represent those psychological dimensions through performance, gesture, and dialogue. The
adapter therefore decides how the character’s emotional life should appear on screen or stage.
Acting style, costume, and visual framing contribute to shaping the audience’s understanding
of the character. Through these elements the adaptation communicates an interpretation of

personality that may differ from the reader’s imagination of the literary text.

Reinterpretation also occurs in the representation of narrative tone. Some adaptations transform
a serious narrative into a more visually dramatic experience, while others emphasise
introspective or symbolic aspects of the story. The atmosphere created by music, lighting, and
camera movement can alter the viewer’s perception of the narrative world. In this way, the
adapter interprets not only the events of the story but also the emotional environment in which

those events unfold.

Such reinterpretations illustrate why adaptation should be viewed as a creative engagement
with the source text. The adapted work does not attempt to duplicate the literary original.
Instead, it presents a new reading of the narrative, expressed through the possibilities of a

different medium.

10.3.2 Narrative Restructuring in Adaptation

Movement from one medium to another often requires substantial restructuring of the narrative.
Literary texts frequently develop through extended descriptions, reflective passages, and
multiple narrative threads. Visual storytelling operates within different constraints. A film or
television episode must present the story within a limited duration while maintaining visual
continuity and audience engagement. Structural modification therefore becomes an essential

stage in adaptation.

One important form of restructuring involves compression of narrative events. A novel may
contain several chapters devoted to background information about characters or historical
circumstances. When adapting such material for film, the adapter often condenses these
sections into brief visual sequences or eliminates them entirely. The central narrative line
becomes clearer and more focused, allowing the story to progress at a pace suitable for visual

storytelling.
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Narrative restructuring may also involve rearranging the order of events. Some adaptations
begin with a dramatic scene and then return to earlier moments through flashbacks. This
technique creates immediate engagement for viewers while preserving the essential elements
of the original narrative. The sequence of events is therefore reorganised without necessarily

altering the core storyline.

Dialogue plays an expanded role in many adaptations. Descriptive passages that appear in
literary narration may be converted into conversations between characters. Through dialogue,
relationships and conflicts become visible within the dramatic action of the story. At the same
time, silence and visual imagery can communicate meaning without verbal explanation. A brief
gesture or a carefully framed scene may convey emotional tension more effectively than

extended narration.

Setting and visual atmosphere also contribute to narrative restructuring. The literary text invites
readers to imagine landscapes and environments through language. In visual media those
environments must be physically realised. Choices regarding location, architecture, costume,
and lighting influence how the audience experiences the narrative world. These visual elements

become part of the storytelling structure itself.

Narrative restructuring therefore reflects the interaction between story and medium. The
adapter reshapes the narrative so that it can function effectively within the expressive
possibilities of the new form. Through this process, adaptation becomes both an interpretation

of the source text and a creative work that establishes its own artistic identity.

10.4 Theoretical Perspectives on Adaptation

Critical discussion of adaptation gradually moved beyond simple comparisons between a
source text and its adapted version. Scholars began to recognise that adaptation involves
complex artistic choices shaped by medium, interpretation, and cultural context. This
realisation encouraged the development of theoretical approaches that could explain how
narratives change when they move across forms. Instead of asking whether an adaptation
remains faithful to the original text, critics began to explore the processes through which stories

are reinterpreted and transformed.

Several influential thinkers contributed to this shift in perspective. Their work helped establish
adaptation studies as an important field within literary and cultural criticism. The ideas of

scholars such as Dudley Andrew, Brian McFarlane, Robert Stam, and Linda Hutcheon have
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shaped contemporary understanding of how adaptations function. Their approaches highlight

the interpretive nature of adaptation and emphasise the creative role played by the adapter.

10.4.1 Major Theoretical Approaches to Adaptation

One of the early attempts to examine adaptation systematically can be found in the work of
Dudley Andrew. Andrew suggested that adaptations can take different forms depending on
how closely they relate to the source text. Some adaptations attempt to reproduce the original
narrative structure, while others borrow only certain elements such as plot or character and
reshape them within a new artistic framework. His classification encouraged critics to

recognise that adaptations may vary widely in their relationship with the source text.

Another significant contribution came from Brian McFarlane, who examined the relationship
between literary narrative and cinematic storytelling. McFarlane observed that literature and
film rely on different narrative techniques. In a novel, much of the storytelling occurs through
language and narration. Film, on the other hand, communicates through images, sound, and
performance. Because of this difference, certain aspects of a literary text can be transferred
directly into film, while others require creative transformation. McFarlane therefore
distinguished between elements that can be translated from one medium to another and those
that must be reinterpreted visually.

Robert Stam offered another influential perspective by questioning the hierarchical relationship
that had often been assumed between literature and film. Earlier critics frequently regarded the
literary text as superior and evaluated adaptations according to how faithfully they reproduced
the original work. Stam argued that such comparisons were misleading because they ignored
the artistic independence of cinema. Film should be understood as a medium with its own

expressive capabilities rather than as a secondary form dependent on literature.

A further development in adaptation theory appears in the work of Linda Hutcheon, who
emphasised the interpretive nature of adaptation. Hutcheon describes adaptation as both a
product and a process. As a product, it is a new work that audiences can experience
independently. As a process, it represents the creative act through which a narrative is
reimagined in another medium. This perspective highlights the fact that adaptation involves

interpretation, creativity, and cultural engagement rather than simple imitation.
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These theoretical approaches collectively demonstrate that adaptation cannot be reduced to a
question of fidelity. Instead, it represents a dynamic interaction between texts, media, and

cultural contexts.

10.4.2 Adaptation, Intertextuality, and Dialogic Reading

Theoretical discussions of adaptation often draw upon the concept of intertextuality, which
suggests that texts are connected through networks of references and influences. A literary
work rarely exists in isolation; it interacts with earlier narratives, cultural traditions, and artistic
forms. Adaptation represents a particularly visible example of this interaction because the

relationship between the source text and the adapted work can be clearly observed.

Through intertextuality, an adaptation invites audiences to recognise echoes of the earlier
narrative while also experiencing the story in a new form. Viewers familiar with the original
text may notice how certain scenes, characters, or themes have been transformed. This
recognition creates a layered experience in which the adaptation and the source text remain

connected even as they diverge in style and interpretation.

The idea of dialogic reading, associated with the thinker Mikhail Bakhtin, offers another way
of understanding this relationship. Bakhtin proposed that cultural texts exist in dialogue with
one another rather than functioning as isolated creations. Adaptation can be seen as a
continuation of this dialogue. The adapted work responds to the original narrative, reshapes its

meaning, and introduces it into a new cultural conversation.

Such dialogic relationships are particularly visible when the same story is adapted multiple
times. Each adaptation reflects the historical moment in which it was created. Differences in
visual style, thematic emphasis, or character interpretation reveal how changing social
conditions influence the retelling of familiar narratives. Instead of replacing earlier versions,

new adaptations contribute additional perspectives to an ongoing cultural exchange.

For students of English literature, these theoretical perspectives offer valuable tools for
analysing adaptations. They encourage readers and viewers to move beyond simple
comparisons and examine how narratives are interpreted through different artistic forms.
Adaptation thus becomes an important site for studying the interaction between literature,

media, and culture.

e Check Your Progress 11
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Long Answer Questions
1. Discuss Dudley Andrew’s contribution to the study of adaptation.

2. Explain Brian McFarlane’s distinction between narrative transfer and narrative

transformation.
3. Examine Robert Stam’s critique of fidelity-based approaches to adaptation.
4. Analyse Linda Hutcheon’s view of adaptation as both a process and a product.

5. How does the concept of intertextuality help us understand adaptation?

10.5 Intertextuality and the Idea of the Palimpsest

Adaptation rarely begins from an empty space. Every narrative already exists within a network
of earlier stories, cultural references, and literary traditions. When a work is adapted into
another medium, this network becomes even more visible because the adapted text openly
acknowledges its connection with a prior work. The relationship between the original narrative
and its adapted form invites readers and viewers to recognise how meaning travels across texts.
For this reason, adaptation is often discussed in relation to the idea of intertextuality, which

emphasises the connections among different cultural works.

Adaptations also reveal how texts accumulate layers of interpretation over time. A story written
in one historical period may later be retold through theatre, cinema, or digital media. Each
version reflects the concerns and artistic choices of its own moment. As new versions appear,
the narrative acquires multiple layers of meaning while still retaining traces of its earlier forms.
The concept of the palimpsest provides a useful way of understanding this layered relationship

between texts.

10.5.1 Intertextual Relationships in Adaptation

The idea of intertextuality suggests that no text exists in complete isolation. Literary works
constantly interact with other narratives through reference, influence, and reinterpretation.
Adaptation makes this relationship particularly clear because the new work openly draws upon
an earlier narrative. The adapted text does not conceal its origins; instead, it engages with the

source text while presenting the story through a different artistic form.

Intertextual relationships appear in several ways within adaptation. A film based on a novel

may retain the central plot and characters while altering the mode of storytelling. Viewers who
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know the original literary text recognise familiar elements within the new version, even though
the narrative now unfolds through images and performance rather than written description. This
recognition creates a dialogue between the two works. The adapted text becomes meaningful
partly because audiences can identify the echoes of the earlier narrative.

Intertextuality can also operate through reinterpretation rather than direct reproduction. An
adaptation may borrow a central conflict or thematic idea from the source text while reshaping
the surrounding narrative. Such transformations allow the story to address new cultural
circumstances without abandoning its connection to the original narrative. The adapted work

therefore becomes both a continuation of the earlier text and a new creative expression.

For students of literature, recognising intertextual relationships encourages a broader
understanding of storytelling. Instead of treating texts as isolated creations, intertextual analysis
reveals how narratives influence and respond to one another. Adaptations highlight this process
by showing how stories circulate across media and cultural contexts. The relationship between
the source text and the adapted version becomes an example of how literary meaning evolves

through interaction with other forms of expression.

10.5.2 Adaptation as Palimpsest: Reading Multiple Textual Layers

The metaphor of the palimpsest offers another useful way of understanding adaptation. In its
original sense, a palimpsest referred to a manuscript page from which earlier writing had been
partially erased so that new text could be written over it. Although the previous writing was
removed, faint traces of it often remained visible beneath the new layer. Scholars of adaptation
have adopted this image to describe how adapted texts contain layers of earlier narratives

beneath their surface.

When a story is adapted, the new work does not completely replace the original narrative.
Instead, the earlier text continues to exist as a background presence that shapes the audience’s
interpretation. Viewers familiar with the source text recognise certain narrative patterns,
character relationships, or thematic concerns even when the adaptation introduces significant
changes. The adapted work therefore carries the memory of the original narrative while

presenting it in a different form.

This layered quality becomes particularly evident when a story has been adapted multiple
times. Each version reflects the cultural and artistic context in which it was produced. Over

time, the narrative accumulates interpretations that coexist with one another. A modern
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adaptation of a classic novel, for instance, may incorporate visual styles and thematic concerns
that differ greatly from earlier versions. Yet traces of the original narrative remain visible

through the structure of the story and the identity of the characters.

Reading an adaptation as a palimpsest encourages audiences to consider both the new work
and the earlier text simultaneously. The viewer’s understanding moves between the two layers
of narrative, noticing where the adaptation follows the original story and where it diverges from
it. This movement between texts creates a richer interpretive experience because meaning

emerges from the relationship between the different versions of the narrative.

The idea of the palimpsest also emphasises the continuity of storytelling traditions. Stories
survive not because they remain unchanged but because they are repeatedly reinterpreted. Each
new adaptation adds another layer to the narrative history of the work. Through this ongoing
process, adaptation becomes an important mechanism through which literature remains active

within changing cultural environments.

e Check Your Progress 111

Multiple Choice Questions

1. The concept of intertextuality suggests that
a) texts exist independently of each other
b) texts are connected through references and influences
c) texts should remain unchanged during adaptation

d) literature cannot influence other media

2. Intertextuality in adaptation allows audiences to
a) ignore the source text
b) recognise connections between different versions of a story
c) replace the original narrative completely

d) treat adaptations as unrelated works

3. The term palimpsest originally referred to
a) a manuscript written in multiple languages
b) a text written on a previously used manuscript page
¢) a form of theatre performance

d) a technique used in modern cinema
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In adaptation studies, the palimpsest metaphor indicates

a) the disappearance of earlier narratives

b) the layered relationship between different versions of a story
c) the superiority of modern adaptations

d) the rejection of the original text

Intertextual analysis encourages readers to
a) focus only on one text

b) examine relationships among multiple texts
c) avoid interpretation

d) treat adaptations as copies

. When a narrative is adapted many times, each version usually reflects
a) the same historical conditions

b) identical artistic styles

c) the cultural context in which it was created

d) only the author’s intention

. The relationship between the source text and the adaptation can best be
described as

a) competition

b) replacement

c) dialogue

d) isolation

. The idea of the palimpsest highlights

a) the disappearance of literary traditions

b) the accumulation of narrative interpretations over time
c) the separation between media forms

d) the decline of storytelling

. Adaptation studies often connect the concept of intertextuality with
a) the independence of texts

b) the relationship between texts across media

c) the elimination of earlier narratives

d) the rejection of cultural context
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10. The persistence of stories across different media demonstrates
a) the stability of narrative traditions
b) the continuous reinterpretation of narratives
¢) the end of literary influence

d) the decline of adaptation

10.6 Let Us Sum Up

This unit has examined adaptation as an interpretive act rather than a simple reproduction of a
source text. It explained that when a story moves from literature to film or another medium, it
undergoes selection, restructuring, and creative re-presentation. The discussion also showed

why fidelity alone cannot fully explain the nature of adaptation.

The unit further explored important theoretical ideas such as reinterpretation, medium-specific
transformation, intertextuality, and palimpsest. Through these concepts, adaptation emerges as
a dynamic cultural practice in which earlier narratives are retold for new audiences. Studying
adaptation in this way helps learners understand how literary texts continue to live, change,

and acquire fresh meanings across time and media.

10.7 Key Words

Keyword Explanation

Adaptation refers to the process through which a literary text
is transformed into another form such as film, theatre,
Adaptation television, or digital media. The narrative is reshaped so that
it can function effectively within the conventions of a

different medium.

Interpretation in adaptation indicates the way an adapter

) understands and presents the meaning of the source text. The
Interpretation ] ) )
adapted work reflects the creative reading and perspective

of the adapter.
Fidelity Fidelity criticism is an early approach in adaptation studies
Criticism that evaluates an adaptation based on how closely it follows

the original text. This approach has been criticised for
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ignoring the creative and medium-specific nature of

adaptation.

Narrative

Transformation

Narrative transformation refers to the changes that occur in
plot structure, character representation, and storytelling
methods when a text moves from one medium to another.
These changes help the story suit the expressive features of

the new form.

Intertextuality

Intertextuality describes the relationship among texts where
one narrative echoes, references, or responds to another.
Adaptations demonstrate intertextuality by maintaining

visible connections with their source texts.

Palimpsest

The concept of palimpsest refers to the layered nature of
texts in which traces of earlier narratives remain beneath
newer versions. In adaptation, the original story continues to

influence how audiences interpret the adapted work.

Medium-
Specific

Expression

Medium-specific expression refers to the unique ways in
which different artistic media communicate meaning.
Literature uses language and narration, while film uses
visual imagery, sound, and performance to convey narrative

elements.
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Question No. Correct Answer
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UNIT-11 ] [ THE QUESTION OF FIDELITY ]

:» STRUCTURE ::
11.0 Structure of the Unit and Learning Objectives
111 Introduction to the Question of Fidelity
11.2 Fidelity and Adaptation Theory
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11.3 Beyond Fidelity: New Approaches to Adaptation
114 Case Studies and Critical Debates
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115 Rethinking Fidelity in Contemporary Film Studies
& Check Your Progress 111
11.6 Let Us Sum Up
11.7 Keywords
11.8 Suggested Readings
ES Answers to Check Your Progress
11.0 Objectives

After studying this unit, you should be able to:

1.
2.
3.

Understand the meaning of fidelity in the context of film adaptation.

Explain the origins of fidelity criticism in adaptation studies.

Identify the limitations of judging film adaptations solely through fidelity to literary
texts.

Recognize alternative theoretical approaches such as interpretation, intertextuality, and
transformation.

Analyse literary film adaptations with a more flexible and critical framework.
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11.1 Introduction to the Question of Fidelity

Film adaptations of literary works have long attracted attention from readers, critics, and
audiences. When a well-known novel, play, or short story is turned into a film, the first reaction
of many viewers is to compare the film with the original text. Such comparisons often lead to
a familiar question: Is the film faithful to the book? This question reflects what scholars in film
studies describe as the problem of fidelity. For a long time, critics evaluated adaptations
primarily by examining how closely a film followed its literary source. If the film preserved
the characters, plot structure, and themes of the original work, it was often praised as a faithful
adaptation. If it changed significant elements, it was sometimes criticised as a distortion or
betrayal of the text.

However, the concept of fidelity soon became controversial within academic discussions of
film and literature. Scholars began to argue that film and literature are different artistic forms,
each with its own expressive possibilities. Because of these differences, a film adaptation
cannot simply reproduce a literary text in visual form. Instead, adaptation involves a process
of interpretation, transformation, and creative re-imagining. Understanding this tension
between faithfulness and creativity is essential for studying adaptation in film. The discussion
of fidelity therefore became one of the earliest and most influential debates in adaptation

studies.

11.1.1 Understanding Fidelity in Adaptation

The term fidelity in adaptation studies refers to the degree to which a film remains loyal to its
literary source. When audiences watch an adaptation of a novel or a play, they often expect the
film to reproduce the essential elements of the original work. These elements may include the
central narrative events, the major characters, the setting, and the overall thematic concerns. If
the film closely follows these aspects, viewers may feel that the adaptation respects the spirit

of the original text.

The idea of fidelity gained prominence particularly during the early decades of film criticism.
Literary works had long been regarded as culturally prestigious forms of art, whereas cinema
was initially considered a popular or commercial medium. Because of this hierarchy, early
critics frequently judged films based on how accurately they represented established literary
works. Adaptations of famous novels by writers such as Charles Dickens, Jane Austen, or Leo

Tolstoy were often discussed in terms of whether the film preserved the narrative structure and
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emotional tone of the original text. A film that departed from the literary source could be

criticised for altering the author's intentions.

Yet the expectation of fidelity raises several important questions. Literature communicates
through language, narrative description, and interior reflection, while cinema relies on visual
images, editing, sound, and performance. When a novel describes the inner thoughts of a
character across several pages, a film may need to convey the same idea through a brief visual
moment or a piece of dialogue. This difference means that the process of adaptation inevitably
involves selection and transformation. Some elements of the literary work may be condensed,

expanded, or omitted in order to suit the cinematic form.

Another issue concerns the interpretation of the source text. A literary work often allows
multiple readings, and different filmmakers may interpret the same text in different ways.
When a director chooses a particular interpretation, the resulting film may highlight certain
aspects of the story while downplaying others. In such cases, the adaptation becomes less a
literal reproduction and more an interpretive response to the original work. Therefore, fidelity
does not simply mean copying the text; it involves decisions about which elements of the source

should be emphasised and how they can be expressed within the language of cinema.

11.1.2 Early Debates on Literature and Film

The debate about fidelity developed alongside early discussions about the relationship between
literature and film. In the early twentieth century, many critics approached cinema from a
literary perspective. Since literature was already an established artistic tradition, it provided a
convenient framework for understanding the new medium of film. As a result, adaptations of
literary works became a central point of discussion. Critics compared films with their literary
sources and evaluated them according to how successfully they translated written narratives

into visual form.

One of the early scholars who explored this relationship was George Bluestone, whose
influential study Novels into Film (1957) examined the differences between literary and
cinematic storytelling. Bluestone argued that novels and films operate through fundamentally
different systems of expression. While the novel communicates primarily through verbal
language and narrative description, film relies on images, editing, and visual composition.
Because of this difference, Bluestone suggested that a film adaptation cannot replicate the
experience of reading a novel. Instead, it creates a new artistic work that interprets the source

material in cinematic terms.
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Earlier critics had often treated adaptations as secondary versions of literary texts. In this view,
the film was expected to remain subordinate to the original work. However, as film theory
developed, scholars began to challenge this assumption. They argued that cinema should be
understood as an independent artistic medium with its own narrative techniques and aesthetic
possibilities. This shift in perspective gradually changed the way adaptations were evaluated.
Instead of asking whether a film faithfully reproduced a novel, critics started to examine how

the film transformed the source material and what new meanings emerged from the adaptation.

The early debates on literature and film therefore laid the foundation for the later development
of adaptation studies. While fidelity remained an important concern for many viewers, scholars
increasingly recognised that the relationship between a literary text and its film adaptation is
more complex than a simple measure of accuracy. Adaptation involves negotiation between
two different media, each with its own conventions and expressive resources. Understanding
this complexity helps us move beyond narrow judgments of fidelity and toward a broader

appreciation of adaptation as a creative and interpretive process.

11.2 Fidelity and Adaptation Theory

The debate surrounding fidelity eventually became central to the development of adaptation
theory. As film adaptations of novels and plays became more common, critics began to ask
how the relationship between literature and film should be evaluated. For many years, the
dominant approach was to judge adaptations according to how accurately they reproduced the
original text. This method of evaluation came to be known as fidelity criticism. The underlying
assumption of this approach was that the literary work represented the authentic or authoritative
version of the story, while the film was considered a derivative form that should remain loyal
to it.

Over time, however, scholars began to question the usefulness of fidelity as the primary
criterion for analysing adaptations. The development of film theory and cultural studies
encouraged critics to rethink the relationship between texts and their adaptations. Rather than
treating the film as a secondary copy of the literary source, scholars began to view adaptation
as a process of reinterpretation shaped by artistic choices, technological possibilities, and
cultural contexts. This shift in perspective marked an important turning point in the study of

film adaptations.

11.2.1 Fidelity Criticism in Film Studies
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Fidelity criticism refers to the practice of evaluating film adaptations according to how closely
they follow their literary sources. In this approach, the original text is treated as a standard
against which the film is measured. Critics examine the narrative events, characters, themes,
and tone of the source work and compare them with the corresponding elements in the film. If
the film retains these features with minimal alteration, it is often described as a faithful

adaptation.

This mode of criticism became particularly common during the mid-twentieth century, when
film adaptations of classic literature were widely produced. Films based on works by
Shakespeare, Dickens, Tolstoy, and other canonical authors attracted attention not only from
film audiences but also from literary scholars. Because these texts were already highly
respected within literary culture, critics often approached their cinematic adaptations with the

expectation that the film should preserve the integrity of the original work.

In practice, fidelity criticism frequently focuses on specific types of comparison. Critics may
examine whether the film follows the same sequence of events as the novel, whether it retains
important characters, or whether it preserves the central themes of the source text. Sometimes
the evaluation also extends to stylistic elements, such as whether the visual atmosphere of the
film reflects the mood of the original narrative.

However, this approach can lead to certain limitations. By concentrating primarily on the
relationship between the film and its source text, fidelity criticism often overlooks the
independent artistic qualities of the film itself. Cinematic elements such as editing, camera
movement, visual symbolism, and performance may receive less attention because the analysis

is dominated by the question of textual accuracy.

Despite these limitations, fidelity criticism played an important role in the early development
of adaptation studies. It helped establish a systematic way of examining the relationship
between literature and film. Many early discussions of adaptation began with detailed
comparisons between the source text and the film version, providing insights into how narrative
elements were translated from one medium to another. For this reason, fidelity criticism
remains a useful starting point for understanding the historical development of adaptation

theory.

11.2.2 Limitations of Fidelity as a Critical Model
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Although fidelity criticism once dominated discussions of adaptation, many scholars have
pointed out its conceptual limitations. One major criticism is that the approach assumes that
the literary text possesses a single, fixed meaning that the film should reproduce. In reality,
literary works often allow multiple interpretations. Readers may understand characters, themes,
and narrative events in different ways. When a filmmaker adapts a text, the resulting film
inevitably reflects a particular interpretation rather than a neutral reproduction of the original

work.

Another problem arises from the fundamental differences between literary and cinematic
media. Literature communicates through written language, descriptive narration, and interior
monologue. Film, by contrast, relies on visual imagery, sound, editing, and performance.
Because these expressive systems differ so greatly, it is impossible for a film to replicate every
aspect of a literary work. For example, the detailed psychological descriptions that appear in
many novels cannot always be translated directly into cinematic form. Filmmakers must

therefore find visual or dramatic ways to convey similar ideas.

Scholars such as Robert Stam have argued that fidelity criticism also reflects a broader cultural
bias that privileges literature over film. In traditional literary culture, written texts were often
regarded as intellectually superior to visual media. As a result, film adaptations were sometimes
judged as inferior versions of their literary sources. This hierarchy overlooks the creative

possibilities of cinema as an independent artistic form.

Another limitation concerns the collaborative nature of filmmaking. A novel is typically
produced by a single author, whereas a film involves the work of many contributors, including
the director, screenwriter, actors, cinematographers, editors, and designers. Each of these
participants shapes the final work. As a result, an adaptation cannot simply reflect the intentions
of the original author; it becomes a new creative project shaped by multiple artistic decisions.

For these reasons, many contemporary scholars argue that fidelity should not be the sole basis
for evaluating film adaptations. Instead, adaptation can be understood as a process of
reinterpretation, transformation, and cultural negotiation. Rather than asking whether a film is
faithful to a book, critics increasingly examine how the adaptation reimagines the narrative
within a different medium and historical context. This perspective allows for a richer

understanding of the creative relationship between literature and cinema.

% Check Your Progress |
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Short Answer Questions
1. What is meant by fidelity in the context of film adaptation?

2. Why did early critics evaluate film adaptations mainly in terms of their faithfulness to

literary sources?
3. What is fidelity criticism, and how does it analyse film adaptations?

4. Why do scholars argue that literature and film cannot be compared through a simple

measure of fidelity?

5. How does the collaborative nature of filmmaking affect the process of adaptation?

11.3 Beyond Fidelity: New Approaches to Adaptation

As criticism of fidelity-based evaluation grew stronger, scholars began to propose alternative
ways of understanding film adaptations. Instead of treating the literary source as a fixed
authority that the film must imitate, these approaches emphasise the creative and interpretive
nature of adaptation. The shift was influenced by broader developments in literary theory,
cultural studies, and film theory during the late twentieth century. Ideas such as interpretation,
intertextuality, and cultural context encouraged critics to move beyond narrow comparisons

between books and films.

These new approaches recognise that adaptation is not simply a process of transferring a story
from one medium to another. It involves reinterpreting the source material within a different
artistic language and historical situation. When a filmmaker adapts a literary text, the result
reflects both the creative vision of the filmmakers and the cultural circumstances in which the
film is produced. Consequently, an adaptation may highlight aspects of the source text that
earlier readers had not emphasised, or it may introduce new meanings that respond to
contemporary audiences. Understanding adaptation in this broader sense allows scholars to
analyse films as independent works while still acknowledging their relationship with earlier

texts.

11.3.1 Adaptation as Interpretation

One of the most influential ways of moving beyond fidelity criticism is to understand
adaptation as a form of interpretation. In this view, a film adaptation does not simply reproduce

a literary work but offers a particular reading of it. Just as different readers interpret a novel in
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different ways, filmmakers interpret the text through the creative decisions they make while

adapting it for the screen.

This perspective recognises that literary texts often contain multiple possibilities of meaning.
Characters, themes, and narrative events may be understood differently depending on the
reader’s perspective. When a filmmaker adapts such a work, the resulting film inevitably
reflects a specific interpretation. Certain characters may receive greater emphasis, some
narrative elements may be condensed or expanded, and particular themes may become more

prominent in the cinematic version.

A well-known example of interpretive adaptation can be seen in film versions of Shakespeare’s
plays. Shakespeare’s works have been adapted many times across different historical periods
and cultural contexts. Each adaptation reflects the interpretive choices of the director and the
creative team involved in the production. Some adaptations remain close to the original setting
and dialogue, while others relocate the narrative to modern contexts. These variations
demonstrate that adaptation is not merely a process of replication but a way of exploring new

meanings within familiar stories.

Scholars such as Dudley Andrew have suggested that adaptation can take several forms,
including borrowing, transformation, and intersection between media. These categories
illustrate how filmmakers engage with literary texts in different ways. Some adaptations may
retain the central narrative structure of the source, while others may rework the material more
freely. Regardless of the degree of change involved, the adaptation reflects the filmmaker’s

interpretation of the original work.

Viewing adaptation as interpretation also encourages audiences to appreciate the film on its
own artistic terms. Instead of asking whether the film faithfully reproduces every detail of the
literary text, viewers can examine how the film communicates its ideas through cinematic
techniques such as visual composition, editing, and performance. This approach shifts attention

from questions of accuracy to questions of meaning and artistic expression.

11.3.2 Intertextuality and Transformation

Another important concept that reshaped adaptation studies is intertextuality. The term refers
to the idea that texts do not exist in isolation but are connected to other texts through networks

of influence, reference, and transformation. From this perspective, a film adaptation is not
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simply a direct translation of a single literary source. Instead, it forms part of a broader cultural

dialogue involving multiple texts and traditions.

The concept of intertextuality became influential in adaptation studies partly through the work
of scholars such as Robert Stam and Linda Hutcheon. They argued that fidelity criticism
restricts our understanding of adaptation because it focuses on a single source text. In reality,
filmmakers often draw upon a variety of influences, including earlier films, theatrical
traditions, cultural narratives, and historical contexts. An adaptation may therefore contain

references that extend beyond the original literary work.

For instance, a film adaptation of a classic novel may incorporate visual styles borrowed from
earlier cinematic traditions. It may also respond to contemporary social issues or reflect
changing cultural values. These elements demonstrate that adaptation is not only a relationship

between a film and its literary source but also part of a wider network of cultural meanings.

The concept of transformation is closely related to intertextuality. Adaptation involves
transforming narrative elements so that they function effectively within a different medium. A
lengthy descriptive passage in a novel may become a visual sequence in a film. Similarly,
internal reflections of a character may be expressed through acting, music, or visual symbolism.
These transformations illustrate the creative process through which filmmakers reshape literary

material for cinematic storytelling.

Understanding adaptation through the ideas of intertextuality and transformation helps explain
why many scholars have moved away from fidelity-based evaluation. Rather than judging a
film according to how closely it resembles its literary source, critics examine how the
adaptation engages with a broader cultural and artistic context. This perspective recognises that
adaptations contribute new meanings to existing narratives and participate in ongoing

conversations across different forms of storytelling.

11.4 Case Studies and Critical Debates

Discussions about fidelity and adaptation theory become clearer when we examine how actual
films reinterpret literary works. Adaptations rarely follow a single model. Some filmmakers
attempt to preserve the narrative structure and tone of the original text, while others reshape
the story according to new artistic or cultural priorities. The tension between respect for the
source text and creative freedom has produced many debates among critics, audiences, and

filmmakers.
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Film adaptations also raise questions about the expectations that viewers bring to the cinema.
Readers who are familiar with a novel may anticipate seeing certain characters, scenes, or
dialogues reproduced on screen. When filmmakers alter these elements, audiences sometimes
feel disappointed or even betrayed. At the same time, cinematic storytelling demands
adjustments that respond to visual language, narrative pacing, and audience engagement.
Examining these debates helps us understand how adaptation functions not only as a technical

process but also as a cultural negotiation between texts, creators, and viewers.

11.4.1 Literary Adaptations and Creative Freedom

One of the most important issues in adaptation studies concerns the extent to which filmmakers
should remain faithful to the source text. Some directors aim to preserve the original narrative
as closely as possible, believing that the value of the literary work should be respected. Other
filmmakers approach adaptation as an opportunity to reinterpret or transform the narrative

according to their own artistic vision.

The question of creative freedom becomes particularly significant when adapting complex
literary works. Novels often contain detailed descriptions, multiple subplots, and extensive
interior reflections. Translating such material directly into film would result in extremely long
and slow-moving narratives. Filmmakers therefore need to make decisions about selection,
condensation, and reorganisation. Certain characters may be removed, narrative events may be

rearranged, and some scenes may be simplified in order to create a coherent cinematic structure.

Creative freedom also allows filmmakers to emphasise aspects of the story that may not have
been central in the original text. For instance, a director might focus on the psychological
conflicts of a character or highlight social themes that resonate with contemporary audiences.
Such choices reflect the interpretive nature of adaptation. The resulting film becomes a new
artistic work that engages with the literary source while also responding to the cultural

environment in which it is produced.

Several notable adaptations demonstrate how creative freedom can reshape literary narratives.
Modern film versions of classical texts often relocate the story to a different historical or
cultural setting. Shakespeare’s plays, for example, have been adapted in many innovative ways,
including films that place the narrative in contemporary urban environments. These adaptations
retain the core dramatic conflicts of the original works but reinterpret them through new visual

styles and social contexts.
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Scholars who support this flexible approach argue that strict fidelity can limit the creative
potential of cinema. Film possesses its own aesthetic possibilities, including visual symbolism,
camera movement, sound design, and editing rhythms. By exploring these elements,
filmmakers can produce adaptations that extend the meaning of the original narrative rather

than merely reproducing it.

11.4.2 Audience Expectations and Cultural Context

While filmmakers exercise creative freedom, audiences often approach adaptations with
specific expectations. Readers who are familiar with a literary work may hope to see their
favourite scenes and characters represented faithfully on screen. When significant changes
occur, viewers may question whether the film has remained true to the original text. This

response reflects the emotional attachment that readers develop toward literary narratives.

Audience expectations are also shaped by cultural factors. Certain literary works occupy an
important place within national or cultural traditions, and their adaptations may attract strong
public interest. When such works are adapted into films, the audience may expect the
adaptation to preserve the values or themes associated with the original text. Deviations from
these expectations can provoke debate about whether the film respects the cultural significance

of the source material.

However, cultural context also explains why adaptations often introduce changes. A novel
written in a particular historical period may reflect social attitudes that differ from those of
contemporary audiences. When adapting such a work for modern viewers, filmmakers may
modify certain elements in order to make the narrative more accessible or relevant. These
changes may involve adjustments in character representation, narrative emphasis, or thematic

interpretation.

Another factor influencing audience reception is the global circulation of films. In the modern
film industry, adaptations are often produced for international audiences rather than for a single
cultural community. As a result, filmmakers may adapt literary works in ways that appeal to
diverse viewers. This process can lead to reinterpretations that differ significantly from the

original cultural context of the text.

The interaction between audience expectations and cultural context demonstrates that
adaptation is not simply a technical process of transferring a story from page to screen. It

involves negotiation between different cultural perspectives, artistic choices, and audience
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interpretations. Understanding these dynamics helps us appreciate why debates about fidelity

continue to influence discussions of film adaptations.

«» Check Your Progress Il

Long Answer Questions

1. Discuss the role of creative freedom in film adaptations. How do filmmakers balance
fidelity to the source text with artistic interpretation?

2. Explain how cinematic techniques and narrative constraints influence the
transformation of literary texts into films.

3. Analyse the relationship between audience expectations and fidelity criticism in the
reception of film adaptations.

4. How does cultural context influence the interpretation and adaptation of literary works
in cinema?

5. Discuss how film adaptations can reinterpret literary narratives for contemporary

audiences.

11.5 Rethinking Fidelity in Contemporary Film Studies

In recent decades, the debate about fidelity has undergone significant reconsideration within
film studies. While early critics often treated fidelity as the primary standard for evaluating
adaptations, contemporary scholars increasingly question whether this approach adequately
explains the relationship between literature and film. The development of adaptation theory
has shifted attention from questions of faithfulness to broader issues such as medium

specificity, narrative transformation, and creative re-interpretation.

This shift reflects a deeper understanding of how different artistic media operate. Literature
and cinema use distinct expressive systems and therefore produce meaning in different ways.
When a literary text is adapted into film, the story does not simply move from one medium to
another; it undergoes a process of reinterpretation shaped by cinematic techniques and cultural
contexts. Contemporary film studies therefore encourages viewers to analyse adaptations as

new creative works rather than as secondary copies of literary texts.

11.5.1 Fidelity versus Medium Specificity

One of the central ideas that emerged in adaptation studies is the concept of medium specificity.
This concept refers to the unique characteristics through which a particular artistic medium

communicates meaning. Literature relies primarily on written language, narrative description,
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and interior reflection. Film, by contrast, communicates through visual imagery, editing,

performance, sound, and spatial composition.

Because these expressive systems differ fundamentally, it is impossible for a film adaptation
to reproduce every aspect of a literary work. A novel may spend several pages describing the
thoughts and emotions of a character, whereas a film must convey similar ideas through visual
cues, dialogue, or acting. This difference means that the process of adaptation inevitably

involves transformation rather than duplication.

The concept of medium specificity encourages critics to focus on the strengths of cinema rather
than on its perceived limitations. Instead of asking whether the film faithfully reproduces the
original text, scholars examine how the adaptation uses cinematic language to reinterpret the
narrative. Elements such as camera angles, lighting, sound design, and editing rhythms can

produce meanings that are not present in the literary source.

For example, a filmmaker may use visual symbolism or montage to express psychological
tension that a novel describes through language. A carefully composed image may reveal
relationships between characters without the need for explicit explanation. Through such

techniques, film can communicate ideas in ways that differ from literary narration.

Recognising the importance of medium specificity allows viewers to appreciate film
adaptations as works that operate according to the artistic possibilities of cinema. The emphasis
shifts from fidelity to creative translation between media, where the narrative is reshaped so

that it functions effectively within the cinematic form.

11.5.2 Adaptation as Re-creation

Another important development in contemporary adaptation theory is the idea that adaptation
should be understood as re-creation rather than reproduction. Scholars such as Linda Hutcheon
argue that adaptations are not inferior copies of original texts but new works that reinterpret

earlier narratives for different audiences and historical contexts.

This perspective emphasises the dynamic nature of storytelling. Narratives often circulate
across different media and cultural settings, acquiring new meanings with each reinterpretation.
A story that appears in a novel may later be adapted into theatre, film, television, or digital
media. Each version reflects the creative choices of its makers as well as the cultural

circumstances in which it is produced.
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Viewing adaptation as re-creation also highlights the role of historical change. When a literary
text written in one period is adapted into a film decades later, the adaptation may respond to
new social concerns or cultural values. Themes that were marginal in the original work may
become more prominent in the film version. In this way, adaptation becomes a form of dialogue

between the past and the present.

Another aspect of re-creation involves the collaborative nature of filmmaking. Unlike the
solitary process of writing a novel, film production involves the work of many individuals.
Directors, screenwriters, actors, cinematographers, editors, and designers contribute to shaping

the final work. Their collective decisions influence how the story is interpreted and presented.

Understanding adaptation as re-creation helps move the discussion beyond the narrow language
of fidelity and betrayal. Instead of asking whether a film remains loyal to its literary source,
critics examine how the adaptation contributes new perspectives to an existing narrative. This
approach recognises that adaptation is a creative process through which stories continue to

evolve across different media.

< Check Your Progress 111

Multiple Choice Questions

1. The concept of medium specificity refers to
A. the popularity of a film adaptation
B. the unique expressive features of a particular artistic medium
C. the financial success of a film
D. the length of a literary text

2. In adaptation studies, fidelity criticism mainly focuses on
A. technological aspects of filmmaking
B. the accuracy with which a film follows its source text
C. audience reactions to films

D. the performance of actors

3. The idea that adaptations create new meanings in different contexts is closely related
to
A. intertextuality

B. realism
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C. censorship

D. documentary style

. Which scholar is widely associated with the concept of adaptation as re-creation?
A. Linda Hutcheon

B. Aristotle

C. Sigmund Freud

D. Ferdinand de Saussure

. The shift from fidelity criticism to newer approaches reflects
A. the decline of literary studies

B. the recognition of film as an independent artistic medium
C. the disappearance of film adaptations

D. the rejection of narrative storytelling

In cinema, psychological states are often conveyed through
A. visual images and performance

B. printing techniques

C. narrative footnotes

D. grammatical structures

. Adaptation as re-creation suggests that

A. adaptations must follow the original text exactly

B. adaptations are inferior to literary works

C. adaptations produce new interpretations of existing stories

D. adaptations avoid any changes to the narrative

. Which factor contributes to the collaborative nature of filmmaking?
A. the use of digital cameras

B. the involvement of multiple creative professionals

C. the use of subtitles

D. the length of the script

. The debate about fidelity primarily concerns
A. the relationship between literature and film

B. film censorship laws
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C. box-office performance

D. theatre audiences

10. Contemporary adaptation theory generally emphasises
A. strict loyalty to the source text
B. creative transformation of narratives across media
C. the superiority of literature over film

D. the rejection of literary adaptations

11.6 Let Us Sum Up

This unit examined the debate surrounding fidelity in film adaptation. Early critics often judged
adaptations by measuring how closely films followed their literary sources. Over time, scholars
began to question this approach and emphasized the differences between literary and cinematic
forms. These discussions helped establish adaptation studies as an important field within film

theory.

The unit also explored newer perspectives that understand adaptation as interpretation,
transformation, and re-creation. Contemporary film studies therefore moves beyond simple
comparisons between texts and films, focusing instead on how adaptations generate new

meanings through cinematic techniques, cultural contexts, and creative interpretation.

11.7 Key Words

Key Word Explanation

In adaptation studies, fidelity refers to the degree to which a film
Fidelity remains faithful to its literary source in terms of plot, characters, themes,

or narrative structure.

The process through which a literary text, play, or other narrative form

Adaptation is transformed into another medium such as film, theatre, or television.

A critical approach that evaluates film adaptations primarily by

Fi_d?l_ity comparing them with the original literary text and judging how
Criticism

accurately the film reproduces it.
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The idea that every artistic medium has its own expressive techniques

Medium and limitations, such as language in literature and visual imagery in
Specificity )
cinema.

A concept suggesting that texts are connected to other texts through
Intertextuality | influence, reference, and reinterpretation rather than existing in

isolation.

In adaptation studies, interpretation refers to the way filmmakers read
Interpretation | @nd creatively respond to a literary work while transforming it into a

cinematic narrative.

A contemporary view of adaptation which sees film adaptations as new
Re-creation | artistic works that reinterpret and reshape earlier narratives rather than

simply copying them.

11.8 Suggested Reading

Andrew, Dudley. Concepts in Film Theory. Oxford University Press.

Bluestone, George. Novels into Film. Johns Hopkins University Press.

Hutcheon, Linda. A Theory of Adaptation. Routledge.

Leitch, Thomas. Film Adaptation and Its Discontents. Johns Hopkins University Press.
McFarlane, Brian. Novel to Film: An Introduction to the Theory of Adaptation. Oxford
University Press.

Stam, Robert and Alessandra Raengo. Literature and Film: A Guide to the Theory and Practice
of Film Adaptation. Blackwell.

Cartmell, Deborah and Imelda Whelehan. Adaptations: From Text to Screen, Screen to Text.

Routledge.

< Answers

Question Correct Question Correct Question Correct
No. Answer No. Answer No. Answer
1 B 5 B 9 A
2 B 6 A 10 B
3 A 7 C
4 A 8 B
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12.0 OBJECTIVES

After studying this unit, you will be able to:

» Explain the key concepts of gender, representation, stereotype, agency, and the gaze as
they apply to film.

« Analyse how camera technique, performance, and genre construct gendered meaning,
using recurring Indian film examples such as Queen, Dangal, Pink, and Thappad.

« Apply a simple, step-by-step method to evaluate gender representation in any film.
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 Discuss evolving portrayals of masculinity, femininity, and LGBTQIA+ identities in
contemporary cinema and digital media.

12.1 INTRODUCTION: WHY GENDER REPRESENTATION MATTERS

When we watch a film, we usually focus on the story, the songs, the action, or the comedy.
Yet, without noticing, we also absorb ideas about people. Films show us how men behave, how
women speak, how families function, and who holds power. These repeated images slowly

shape our thinking. That is why gender representation in films is an important topic to study.

Gender representation refers to how films portray men, women, boys, girls, and people of
different gender identities. It includes how they look, what roles they play, how much screen
time they receive, and how much power they hold in the story. Some films present balanced,
realistic images; others show limited or unfair ones. Understanding this difference helps us

become thoughtful viewers.

Cinema is powerful because it combines visuals, sound, music, and emotion. When a hero
enters to loud background music, we feel strength. When a heroine appears in slow motion
with soft lighting, we may notice beauty before personality. Representation is therefore not
accidental; it is carefully constructed. Studying it does not mean we stop enjoying films. It
means we enjoy them with awareness, and we learn to ask: Who leads the story? Who is silent?
Who is praised? Who is blamed?

12.1.1 What is Gender?

Gender is not only about whether a person is male or female. It is about the roles, behaviours,
and expectations that society connects with being male or female. People often say boys should
be strong and should not cry, or that girls should be gentle and polite. These are social rules,

not biological facts.

Gender also includes identity. Some people do not feel comfortable fitting into only one
category, and modern society recognises that gender is more complex than two simple boxes.
Films are slowly beginning to reflect this complexity. Gender expectations also change over
time. In older films, women were mostly shown inside the home; today, many films show
women as athletes, doctors, police officers, and leaders. This shift shows that gender roles are

flexible and shaped by society.

12.1.2 How Films Influence Our Thinking
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Films are not only entertainment; they also teach us what is considered normal. When young viewers
repeatedly see boys solving problems through fighting, they may come to believe that aggression is part
of masculinity. When girls are shown mainly as caring or emotional, viewers may assume leadership
belongs only to men. Such messages are subtle, but repetition makes them powerful. The same type of

hero or heroine, appearing again and again, creates a pattern in our minds.

Films can also inspire positive change. A girl winning a sports competition, or a father supporting his

daughter's dreams, challenges old ideas. Cinema can reinforce stereotypes or break them.

12.1.3 Representation and Power

Representation is closely linked to power. In a film, power means who controls the story: who makes
decisions, who solves problems, and who saves others. If one group always decides while another only

waits or suffers, the message is clear. One group is shown as powerful, the other as dependent.

In many traditional films, male characters were given more action and authority, while female
characters offered emotional support. Many films are now changing this pattern, showing women as
leaders, investigators, and decision-makers, and men as capable of emotion and vulnerability. When
representation becomes balanced, it sends a message of equality: strength, care, and intelligence are not

limited to one gender.

12.1.4 Common Stereotypes in Movies

A stereotype is a fixed and oversimplified idea about a group of people. Films often use stereotypes
because they communicate quickly, but they do not show the full reality of people's lives. Common
examples include the strong, silent male hero who never shows fear; the beautiful heroine whose main
purpose is romance; the self-sacrificing mother who never complains; and the jealous, overly emotional

female rival.

Stereotypes are limiting because they suggest that people must behave in fixed ways. Real life is far
more diverse: not all men are aggressive, and not all women are passive. Indian cinema offers clear
examples of stereotypes being challenged. Dangal overturns the idea that physical strength and sporting
glory belong only to men by placing two young women at the centre of a wrestling story. Queen rejects
the notion that a heroine exists mainly for romance, following a young woman who discovers
independence on a honeymoon she takes alone. Recognising stereotypes helps us question unfair

patterns.

12.2 UNDERSTANDING GENDER IN SIMPLE TERMS

To understand gender in films, we must first observe society. In everyday life, boys may be encouraged
to play outside and take risks, while girls may be encouraged to stay careful and polite. These

expectations influence storytelling. Films often reflect what society believes, and at the same time they
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shape new beliefs. When a film shows a boy cooking confidently or a girl leading a team, it challenges

old thinking. Representation is a two-way relationship between cinema and society.

12.2.1 Difference between Sex and Gender

Sex refers to the biological differences between males and females; these differences are physical.
Gender refers to the social roles and behaviours connected to those physical differences. Being male is
a matter of sex; expecting boys to avoid pink clothes is a gendered expectation. Such expectations are
created by culture and can change over time. Understanding this difference helps us see that many film

roles are socially constructed, not natural or fixed.

Figure 12.1 Sex versus Gender

Aspect Sex Gender
Basis Biology Society and culture
Nature Physical, largely fixed Roles and behaviours, learned

99,

“Boys do not cry”; “girls should

Example Born male or female .
be gentle

Changes over

time Rarely Yes, with social change

Most film roles express gender, not sex — which is why they can be questioned and changed.

12.2.2 Gender Roles in Society

Gender roles are rules about how men and women are expected to behave. In many societies, men are
expected to be strong and independent, and women to be caring and patient. These roles are taught from
childhood through toys, advertisements, school activities, and films. When cinema repeats them, it
strengthens them; when cinema challenges them, it opens new possibilities. Modern films increasingly

guestion traditional roles, showing shared responsibilities at home and equal participation at work.

12.2.3 How Films Show Gender Roles

Films communicate gender roles through several techniques. Dialogue reveals how characters speak,
costume shows how they present themselves, camera angles signal who appears powerful, and music
supports emotion. If a film consistently casts men in leadership roles and women in supporting ones, it
reflects a traditional pattern; if it shows both sharing responsibilities, it challenges that pattern. Even

who speaks more in a scene can reveal hidden ideas about power and importance.
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12.2.4 What is Agency in a Story

Agency is the ability to make choices and influence events. A character with agency acts rather than
merely reacts. A female character who only waits for rescue has limited agency; one who makes plans,
solves problems, and changes the story's direction has strong agency. In Queen, Rani begins as a heroine
defined by her wedding, but her decision to travel alone transforms her into the author of her own story
— a clear example of growing agency. In Thappad, Amrita's quiet decision to question her marriage
after a single act of violence is also an exercise of agency, this time within an ordinary household.

Studying agency helps us judge whether representation is balanced or unfair.

«% CHECK YOUR PROGRESS 1

Short Answer Questions
1. What is gender representation in films?

2. What is the difference between sex and gender?
3. Why are stereotypes harmful in movies?

Multiple Choice Questions

1 Gender mainly refers to
A) Biology only
B) Social roles and expectations
C) Film editing
D) Costume design
2 A stereotype is
A) A detailed and realistic character
B) A fixed and oversimplified image
C) A film technique
D) A movie genre

3 Representation in films is connected to
A) Sound volume
B) Screen size
C) Power and visibility
D) Ticket price
4 Agency in a story means
A) Background music
B) Ability to make choices
C) Lighting technique
D) Camera focus
5 Films influence society because they
A) Are never watched
B) Combine story and emotion
C) Avoid social ideas
D) Ignore audiences
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12.3 THE IDEA OF THE GAZE

When we watch a film, we are not only following the story; we are following the camera. The camera
decides what we see, how we see it, and for how long. This way of looking is called the gaze. In film
studies, the gaze is the perspective through which characters are shown to the audience — it is about
who looks and who is looked at. The gaze is powerful because it can make a character appear strong,
weak, attractive, threatening, or vulnerable. A camera that holds on a person's face as they speak invites

our respect; a camera that lingers only on someone's body invites us to see them as an object rather than
a full person.

In many traditional films, women were shown from a perspective that emphasised beauty and
appearance, with the camera moving slowly over clothes, hair, or expression. This is often discussed as
the male gaze. Many modern films challenge the pattern, focusing on women's thoughts, strengths, and

decisions rather than their looks. Understanding the gaze helps us notice these differences.

Figure 12.2 The Gaze: Who Looks and Who Is Looked At

One-sided gaze Shared (balanced) gaze
Usually the male character / | Characters look at one
Who looks
camera another as equals
Who is looked at Often the female character Both, with equal weight

One person seen as active, Both seen as full, active

Eff n viewer .
ect on viewe the other as decorative persons

Asking “who looks?” and “who is looked at?” quickly reveals the power balance in a scene.

12.3.1 What is the Male Gaze

The male gaze is a way of presenting women from a male point of view, in which the camera treats
women as objects of attraction rather than as active decision-makers. As a quick example, picture a
song sequence in which a heroine enters and the camera travels slowly over her body and costume while
she barely speaks: the audience is guided to admire her appearance, not to follow her thoughts. Contrast
this with Queen, where the camera stays with Rani's face and reactions as she navigates a foreign city.
We share her experience rather than survey her looks. The same actress, framed differently, shifts from
object to subject.

A related idea is objectification — showing a person as an object rather than a complete human being.
For instance, when a character is introduced through fragmented shots of separate body parts rather than

her face or voice, she is being objectified. In Pink, by contrast, the three young women are framed as
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whole persons giving testimony in court; the camera centres their words and faces, which increases
their agency and reduces objectification.

12.3.2 How Camera Angles Change Meaning

Camera angles are never random. A low-angle shot, looking up at a character, makes that character
appear powerful and dominant. A high-angle shot, looking down, can make a character seem weak or
small. If male characters are frequently shown from low angles and female characters from high angles,
the framing itself creates an unequal power dynamic. Close-ups also shape meaning: a close-up of tears

creates sympathy, while a close-up of determination creates respect.

Figure 12.3 Camera Angles and Their Effect

Technique How it is filmed Usual effect

Low-angle shot Camera looks up at the character Power, dominance

Camera looks down at the

High-angle shot Weakness, smallness

character
Eye-level shot Camera level with the character Equality, neutrality
Close-up Face fills the frame Emotion, intimacy

The same actor can seem powerful or powerless depending only on where the camera is placed.

12.3.3 Looking as Power

Looking can itself be a sign of control. In many films, a male character silently observes a female
character who does not realise she is being watched. One person looks; the other is looked at. This
imbalance also shapes how men and women are shown differently: the active observer is granted
authority, while the observed is positioned as something to be viewed. In more equal representations,
characters look at one another as equals and the power of the gaze is shared. When students understand
the gaze, they begin to ask deeper questions: Who is shown as active? Who is shown as decorative?

Who controls the camera’s attention?

12.4 GENDER AS PERFORMANCE

Gender is not only about identity; it is also about behaviour. In films, characters perform gender through
clothing, speech, body language, and action, and these performances teach viewers what society expects
of men and women. A hero may speak loudly, walk with a confident swagger, and fight his enemies; a
traditional heroine may speak softly and show strength through patience. Repeated often enough, such

behaviours harden into patterns of masculinity and femininity.
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This idea is called performativity — the notion that gender is produced through repeated actions rather
than fixed by nature. A simple example makes it clear: in Dangal, when Geeta and Babita cut their hair
and wear shorts to train as wrestlers, they visibly step out of the expected “performance” of conventional
femininity, and the village reacts precisely because a familiar performance has been broken. The hero's
swagger and the heroine's demure walk are both performances; once we see them as performances, we

can imagine them being performed differently.

Figure 12.4 Gender as Performance: Signals on Screen

. Conventionally Conventionally . .
Signal coded masculine coded feminine Disrupted in
Clothing Suit, uniform, rugged | Soft colours, flowing Dangal
wear clothes

Voice Loud, firm Soft, gentle Pink
Taking up space, Folding arms,

Body language standing tall lowering the head Queen

Because these are learned signals, films can recombine them to challenge expectations.

12.4.1 Clothes, Voice, and Body Language

Clothing in films often signals gender roles: a business suit suggests authority, while soft, flowing
clothes may suggest gentleness. Voice tone matters too — loud, firm speech is associated with power,
soft speech with sensitivity. Body language is equally telling: standing tall and taking up space suggests
confidence, while folding the arms or lowering the head can suggest submission. These signals

communicate quickly, so that even without dialogue we understand a character's position in the story.

12.4.2 Changing Images of Masculinity

Traditional screen masculinity emphasised strength, silence, and physical power; heroes rarely cried
and solved problems through action. Recent films present masculinity differently — fathers express
love openly, male friends support one another emotionally, and male characters admit fear or confusion.
Dangal is a useful example: Mahavir Singh Phogat is physically tough and demanding, yet his strength
is channelled into nurturing his daughters' ambitions, reframing masculine authority as care. This shift

shows that masculinity need not be aggressive; it can include kindness and vulnerability.

12.4.3 Changing Images of Femininity

Femininity in older films was often tied to sacrifice and obedience, and women were praised for patience
and loyalty. Modern cinema increasingly shows women as ambitious and independent — leading

companies, winning competitions, or fighting legal battles, and choosing their partners and futures.
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Queen presents femininity as self-discovery rather than self-sacrifice, while Thappad allows an
apparently contented homemaker to redefine dignity on her own terms. Femininity, these films suggest,

is something a woman defines for herself.

% CHECK YOUR PROGRESS 2

Short Answer Questions

1. What does the term gaze mean in film studies?
2. How can camera angles show power?

3. What is gender performance in cinema?

Multiple Choice Questions

1 The male gaze mainly focuses on
A) Equal representation
B) Female appearance from a male perspective
C) Film editing style
D) Screen lighting
2 A low-angle shot usually makes a character look
A) Weak
B) Powerful
C) Invisible
D) Confused
3 Gender performance includes
A) Dialogue only
B) Costume, speech, and behaviour
C) Camera lens type
D) Ticket price
4 When films show men expressing emotions, they
A) Reinforce stereotypes
B) Challenge old ideas of masculinity
C) Avoid representation
D) Ignore character growth
5 Understanding the gaze helps viewers
A) Watch films passively
B) Notice hidden power structures
C) Avoid the cinema
D) Focus only on music

12.5 GENDER IN DIFFERENT TYPES OF FILMS

Different genres depict gender in different ways, and these patterns shape how men and women are

represented. In romance films, the story centres on love and relationships; traditionally the man pursues
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and protects while the woman waits, chooses, or inspires change in the hero. Many modern romances

now show both partners as equally active, but the older pattern still lingers.

In action films, gender roles are often sharper. Male heroes are physically strong and fearless, while
women may appear as victims to be rescued or as supportive partners. This is changing: many recent
action films present women as fighters, soldiers, and leaders, breaking the idea that strength belongs
only to men. Comedy films sometimes use gender stereotypes for humour — jokes about emotional
women or helpless men — which can entertain but can also reinforce unfair ideas; other comedies do
the opposite, mocking rigid gender rules. Family dramas highlight roles such as mother, father, son, and
daughter; mothers are frequently shown as sacrificing and fathers as strict decision-makers, though
modern films increasingly present shared responsibilities, with fathers who cook and mothers who work

outside the home.

12.5.1 Romance and Love Stories

Romantic films strongly shape how young people understand relationships. If films always show the
man chasing and the woman resisting, viewers may treat this as normal; if they show healthy
communication and mutual respect, they promote equality. Because the genre shapes ideas about

consent, respect, and partnership, analysing it carefully matters for students.

12.5.2 Action and Heroism

Action films often link masculinity with violence, and treat emotional expression as weakness. Modern
cinema increasingly shows female action heroes — police officers, spies, and warriors. Dangal, though
framed as a sports drama rather than pure action, performs a similar role: its wrestling sequences place
women at the physical and dramatic centre and insist that courage and discipline are not male property.
Balanced representation in such films encourages viewers to see courage and leadership as qualities

open to all genders.

12.5.3 Comedy and Gender Humour

Comedy is powerful because laughter makes messages easy to accept. Jokes built on stereotypes — that
men cannot cook or that women cannot drive — can normalise unfair thinking. Yet comedy can also
expose how silly rigid rules are. Students should observe whether a film's humour reinforces bias or

challenges it.

12.6 GENDER IN INDIAN CINEMA

Indian cinema has a long history. Early films often showed women as devoted daughters, loyal wives,
and sacrificing mothers, reflecting the social values of the time, while male characters were protectors
and providers. In the 1970s and 1980s, many Hindi films presented the “angry young man,” who fought

injustice with physical power as female characters supported his journey emotionally.
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In recent years representation has changed. Women appear as lawyers, journalists, athletes, and
entrepreneurs who lead the story rather than merely support it, and men are shown sharing household
work and expressing vulnerability. Regional cinema has contributed strongly to this change: many
Tamil, Malayalam, Marathi, and Bengali films present strong female characters and sensitive male roles

while focusing on realistic social issues.

Figure 12.6 Four Films, Many Concepts

Film Year Concepts it helps illustrate

Queen 2014 Age'n(?y,' female subjectivity, changing
femininity

Dangal 2016 Stereotype-breaklr_lg, masculinity _
reframed, women in a male domain

Pink 2016 Consent, decision-making, objectification
versus full personhood
Ever nder rol n h

Thappad 2020 veryday ge_: de_ oles, agency, the
message a film gives

These four films recur across the unit so the same examples can be viewed through different concepts.

12.6.1 Traditional Roles in Older Films

Older films often placed women within the family space, linking their identity to marriage or
motherhood; such characters were respected but rarely independent. Male characters belonged to public
spaces — offices, courts, and streets — and interacted with society directly. This contrast showed how

cinema reflected the social expectations of its time.

12.6.2 Modern Women Characters

Modern films show women making choices about their careers and relationships, rejecting unfair
treatment, and questioning tradition. Queen follows a woman who turns a personal setback into self-
discovery; Pink centres women who refuse to be silenced; Thappad lets a homemaker reassess her
marriage on her own terms. Such characters increase agency and show young viewers that independence

is possible.

12.6.3 Changing Masculinity

Men in recent cinema are sometimes shown as emotional, supportive, and caring, challenging the idea
that masculinity must always be aggressive. Balanced masculinity includes empathy, cooperation, and

respect; when films show these qualities, they encourage healthier social behaviour.
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% CHECK YOUR PROGRESS 3

Short Answer Questions

1. How does genre influence gender representation?
2. Give one example of change in Indian cinema.

3. Why should students analyse humour in films?

Multiple Choice Questions

1

Romance films often show

A) Equal power always

B) One partner pursuing the other
C) No emotional content

D) Only action scenes

Traditional action films connected masculinity with
A) Silence only

B) Violence and strength

C) Cooking skills

D) Dance

Comedy based on stereotypes can
A) Challenge unfair ideas

B) Reinforce unfair ideas

C) Avoid gender issues

D) Ignore audience

Modern Indian cinema increasingly shows women as
A) Only mothers

B) Only dancers

C) Professionals and leaders

D) Silent supporters

Balanced masculinity includes

A) Aggression only

B) Emotional weakness

C) Empathy and respect

D) Silence and anger

12.7 REPRESENTATION OF LGBTQIA+ CHARACTERS

Gender representation does not include only men and women. It also includes people who identify as
leshian, gay, bisexual, transgender, queer, intersex, asexual, and other identities. Earlier films often
ignored these identities or portrayed them negatively, using such characters only for comic effect or
casting them as villains. Their mannerisms were exaggerated and their identities treated as jokes, which

simplified complex lives into stereotypes and encouraged prejudice.
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In recent years, many films and web series have begun presenting LGBTQIA+ characters with depth
and dignity, showing them as students, professionals, parents, friends, and partners whose stories
include struggles, hopes, and achievements. Representation matters because many young viewers may
see their own identity reflected on screen for the first time; positive portrayal can build confidence,
while negative portrayal can cause shame. Careful, sensitive storytelling therefore makes a real

difference.

12.7.1 From Stereotypes to Real Stories

Earlier cinema usually confined LGBTQIA+ characters to small roles, rarely exploring their identities
seriously. Modern storytelling is changing this, focusing on personal journeys, family acceptance, and
social challenges. Such stories encourage empathy and show that identity is part of human experience,

not something strange or humorous.

12.7.2 Respectful Representation

Respectful representation means showing characters as full human beings. It avoids exaggeration and
mockery and grants characters agency and emotional depth. Films that treat LGBTQIA+ characters

fairly help society become more inclusive.

12.8 SOCIAL MEDIA AND NEW REPRESENTATION

Digital platforms have changed how stories are told. Web series experiment with themes traditional
cinema avoided, showing diverse identities and complex relationships. Social media has also amplified
public voices: viewers now discuss films openly, criticising unfair stereotypes and praising balanced
representation. This ongoing conversation makes filmmakers more aware of audience expectations, so

that representation has become a dialogue between creators and viewers.

12.8.1 Youth and Digital Platforms

Young audiences are active online. They question unfair portrayals and ask for equality and diversity,
and their voices encourage filmmakers to create better characters. Because digital platforms allow more
creative freedom, stories can focus on smaller communities and real-life issues, making representation

more inclusive.

12.8.2 Positive and Negative Effects

While social media encourages accountability, it can also create conflict, and debates over gender
representation sometimes become heated. Even so, open discussion is important for social progress: it

shows that people care about fairness and equality.

12.9 HOW TO ANALYSE GENDER IN A FILM

194



Students can learn a few simple steps to analyse gender representation; they need observation and good
questions rather than complex theory. First, notice who gets more screen time. Second, observe who
makes important decisions. Third, examine the dialogue — who speaks more, who interrupts, who
listens. Fourth, watch the camera: does it focus on appearance or personality? Fifth, consider the
message: what does the film finally say about masculinity and femininity? These steps move a viewer

from passive watching to active thinking.

Figure 12.5 A Five-Step Method to Analyse Gender in a Film

Step Quiestion to ask What to look for / example
. .
1 Who gets more screen time? Whgse story is it? (Queen stays with
Rani throughout)
i ?
5 Who makes the decisions? Wh_o drl_ves _the plot? (the women choose
to fight in Pink)
3 Who controls the dialogue? Who speaks, interrupts, and is heard
4 How does the camera show Appearance or personality; angle and

them? framing

Who succeeds, who changes (everyday

- ?
5 What is the message" inequality in Thappad)

The same five questions can be applied to any film, in any language.

12.9.1 Who Gets More Screen Time

Screen time — how long a character appears and how often the story focuses on them — is one of the
simplest yet most revealing measures of representation. The character we see most often usually matters
most to the story, and the audience naturally connects with them. If male characters fill most scenes
while female characters appear only occasionally, the imbalance exposes hidden bias, even in a film
that claims to be about equality. Queen is instructive here: Rani is present in almost every scene, so the
narrative belongs to her. Quality matters as much as quantity, though — a character may appear often
but only in a supporting capacity, and visibility without meaningful participation is not true

representation.

12.9.2 Who Makes Important Decisions

Decision-making reveals who controls the narrative. In many traditional films the hero acts while the
heroine responds. Students should ask who solves the central problem, who plans the strategy, and who
changes the direction of events. In Pink, the turning point comes when the young women decide to

pursue their case in court rather than stay silent; in Thappad, Amrita's decision to step back from her

195



marriage drives the second half of the film. Decision-making also includes personal choices — whom
to marry, whether to forgive, whether to leave — and these small moments show agency and

independence.

12.9.3 How the Camera Shows Characters

The camera is not neutral; it guides our attention. Students should observe framing, angle, and focus. A
woman repeatedly shown in slow motion with attention on her appearance may be objectified, while a
man shown in powerful low-angle shots reads as dominant. Pink offers a useful contrast: its women are
framed at eye level as credible witnesses, so the camera supports their authority rather than their
appearance. If close-ups capture female tears but never female strength, or show men only in action and
never in vulnerability, the framing reinforces stereotypes. Lighting and costume add further meaning

— glamour can emphasise beauty, while bold framing can emphasise authority.

12.9.4 What Message the Film Gives

Every film carries a message, even when it is unspoken. Students should reflect on the film's overall
idea about gender. Does it suggest that men must always be strong and silent, or that women must
sacrifice their dreams for family, or does it model partnership and equality? The message often appears
in the ending: who achieves success, who changes, who learns. If a woman's independence is punished
while a man's ambition is rewarded, the message is unequal. Thappad is built almost entirely around
such a message, asking viewers to notice how a single, easily dismissed act exposes everyday inequality.
Asking what feeling remains after the film — respect, sympathy, admiration, or fear — helps reveal
these hidden messages and turns students into responsible media consumers rather than passive

spectators.

% CHECK YOUR PROGRESS 4

Short Answer Questions
1. Why is respectful LGBTQIA+ representation important?

2. How does social media influence gender representation in films?

3. Give two steps to analyse gender in a film.

Multiple Choice Questions

1 Earlier films often showed LGBTQIA+ characters as

A) Complex heroes
B) Scientists

C) Comic stereotypes
D) Police officers

2 Social media allows audiences to
A) Remain silent
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B) Influence filmmakers through discussion
C) Avoid films
D) Control editing
3 Balanced representation means
A) Only male heroes
B) Only female leads
C) Equal and respectful portrayal
D) No conflict
4 One simple way to analyse a film is to
A) Count the songs
B) Observe who makes decisions
C) Ignore dialogue
D) Avoid thinking
5 Gender representation affects
A) Only actors
B) Only directors
C) Society and viewers
D) Camera lenses

12.10 LET US SUM UP

Gender representation in films influences how we see ourselves and others. Cinema can support
stereotypes or challenge them; it can repeat unfair patterns or create new, equal images. Understanding
representation helps students become aware and responsible viewers, encouraging respect, empathy,
and critical thinking. Films are not only stories — they are social messages, and once we understand

how those messages are made, we gain the power to question and improve them.

12.11 KEY WORDS

Gender — The roles, behaviours, and expectations that society connects with being male, female, or
other identities.

Sex — Biological differences between males and females.

Representation — The way people or groups are shown in films or media.
Stereotype — A fixed and oversimplified idea about a group of people.

Agency — The ability of a character to make decisions and influence events in a story.
Gaze — The way the camera shows and looks at characters in a film.

Male Gaze — A way of showing women mainly from a male point of view, often focusing on
appearance.

Objectification — Showing a person as an object rather than a complete human being.

Performativity — The idea that gender is shown through repeated actions and behaviour.
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Masculinity — Ideas and behaviours that society connects with being male.
Femininity — Ideas and behaviours that society connects with being female.

Gender Roles — Expected behaviours for men and women in society.

Equality — Treating people fairly regardless of gender.

Identity — How a person understands and defines themselves.

LGBTQIA+ — A term that represents diverse gender identities and sexual orientations.
Power — Control over decisions and actions in a story.

Visibility — How much presence or screen time a character has.

Genre — A type of film such as romance, action, comedy, or drama.

Consent — Permission given freely in relationships or actions.

Inclusivity — Including different identities and experiences fairly.
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Multiple Choice Questions — Answer Key
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Unit-13 Class, Caste, and Power

STRUCTURE ::
13.0 Objectives
13.1 Introduction
13.2 Understanding Class in Cinema
* Check Your Progress 1
13.3 Caste and Cinematic Representation
134 Power, Ideology and Visual Culture
* Check Your Progress 2
135 Adaptation and the Politics of Representation
13.6 Case Studies from Indian and Global Cinema
* Check Your Progress 3
13.7 Let Us Sum Up
13.8 Key Words
13.9 Suggested Reading
* Answers
13.0 Objectives

1. Understand how cinema represents class, caste, and power.

2. Analyse films using Marxist, postcolonial, and cultural theories.

3. Examine caste as a structure of ideology in Indian  cinema.
4. Recognize how adaptation reshapes ideological meanings.

5. Apply theoretical concepts to specific films.

13.1 Introduction

Representation in cinema regarding class, caste, and power functions as a complex ideological
and material struggle that often reflects, reinforces, or contests the existing social order. Cinema
serves as a discursive producer of "social facts,”" defining who belongs and who is excluded

from the national narrative.
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There are several concepts that affect the variety of representations through the lens of cinema
and the labeling to certain identities and individuals. There are three major representations of
caste, class and power dynamics in cinema which include several sub-concepts to encourage such

stereotypical labeling. This unit examines three interrelated axes of representation:

e Class as economic and cultural stratification,
e (Caste as inherited hierarchy embedded in social practice,

e Power as ideological control within and beyond the screen.

13.2 Understanding Class in Cinema

When we talk about class in cinema, we are not simply referring to whether a character is rich or
poor. Class in film is constructed through economic position, education, speech, lifestyle,
physical space, and even body language. Cinema does not just “show” inequality — it organizes

it visually and narratively so that audiences understand who belongs to which social level.
To analyse class in cinema, we can look at:

e Theoretical frameworks

e Spatial organisation

e Material markers (clothing and body)
e Specific film examples

e Industrial and economic structures
13.2.1 Theoretical Frameworks for Understanding Class

Cinema often reflects class differences through distinct sociological perspectives. These

frameworks help us interpret how films dramatise inequality.

(a) Marxist Perspective: Class as Economic Conflict: The Marxist approach defines class in

terms of ownership and labour.

e Bourgeoisie — those who own property, land, or industries.

e Proletariat — those who sell their labour to survive.
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In many films, this conflict appears as exploitation, debt, or economic injustice. For example, in
Peepli Live (2010), impoverished farmers are trapped between bank loans, media spectacle, and
state neglect. The film exposes how economic systems exploit the rural poor. Rather than
presenting poverty as individual failure, it shows structural inequality — a key Marxist concern.

Marxist analysis encourages us to ask:
e \Who controls resources?
e \Who benefits from labour?

e \Who suffers economic consequences?

(b) Weberian Perspective: Class as Status and Life-Chances: Max Weber expands class

beyond economic ownership. He argues that class also involves:

e Social prestige
e Professional status

e “Life-chances” (opportunities for mobility)
In cinema, this appears in differences between professions, accents, and manners.

For instance:
e A corporate executive and a manual labourer may earn differently,

e But they also carry different levels of prestige and recognition.

In Room at the Top (1958), a working-class protagonist is driven by envy and ambition toward
upper-class lifestyle and status. His struggle reflects not only economic desire but social

aspiration. Weber’s perspective reminds us that class is also about recognition and dignity.

(c) Cultural Capital (Pierre Bourdieu): Pierre Bourdieu introduces the concept of cultural

capital, which includes:

e Education
e Taste
e Language

e Behavioural refinement
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These are skills and preferences learned through family upbringing. In Dhobi Ghat (2010),
class difference is not only economic but cultural. The affluent investment banker speaks
fluent English, occupies elite urban spaces, and moves comfortably within art circles. In
contrast, the migrant washerman (dhobi) occupies precarious housing and informal labour
networks. Their interaction reveals how education and cultural familiarity shape social

belonging. Through cultural capital, class becomes embodied and performed.

13.2.2 Spatial Representations: The “Slum and Mansion” Dyad

One of the clearest ways cinema shows class difference is through physical space.

(a) The Mansion (Haveli):

One of the clearest ways cinema represents class distinction is through architecture and
physical space. In many Indian films, the mansion or haveli symbolizes wealth, authority,
family prestige, and inherited social status. These grand houses are usually designed with
luxurious features such as wide staircases, crystal chandeliers, marble floors, high ceilings,
large dining halls, and richly decorated interiors. Such visual elements immediately
communicate that the family belongs to the upper class. The spaciousness of the house also

reflects stability, privilege, and control over resources.

In Hum Aapke Hain Kaun (1994), the luxurious family home plays an important role in
establishing the family’s affluence and cultural respectability. The film frequently uses wide-
angle shots to capture the size and beauty of the mansion during wedding ceremonies and
family gatherings. Bright lighting, colourful decorations, and symmetrical framing create an
atmosphere of comfort and celebration. Similarly, in Kabhi Khushi Kabhie Gham (2001), the
Raichand mansion is portrayed with grand entrances, expensive décor, and carefully designed
interiors to emphasize the family’s immense wealth and authority. The camera often moves

smoothly through these spaces, making the audience experience the grandeur of elite life.




(b) The Slum (Bustee):

In contrast to the mansion, the slum or bustee is often used in cinema to represent economic
deprivation and social exclusion. Slum spaces are commonly portrayed as overcrowded, dimly
lit, noisy, and structurally fragile. Narrow streets, closely packed houses, broken roofs, exposed
wires, and lack of sanitation visually communicate poverty and insecurity. These spaces
immediately signal the struggles of the working class and economically marginalized
communities.

Films such as Slumdog Millionaire (2008) and Gully Boy (2019) provide strong visual
illustrations of slum life. In Slumdog Millionaire, the crowded lanes, muddy surroundings, and
chaotic movement of people highlight the harsh living conditions faced by the poor. Handheld
camera movements and fast-paced editing create a feeling of instability and survival. In Gully
Boy, the small houses and cramped interiors of Dharavi reflect economic limitations, yet the
film also portrays emotional warmth, friendship, and ambition within the community. Despite
poverty, these films show slums as spaces of resilience, solidarity, and human connection.
Cinema often creates a visual contrast between luxury and deprivation. Wealthy homes are
shown with bright lighting, open spaces, and elegant compositions, whereas slums are filmed
using darker tones, tight framing, and crowded visuals. Through camera angles, lighting, and
framing, cinematographers visually establish class differences without explicitly stating them.

However, films sometimes oversimplify poverty by presenting it only as a visual condition
rather than examining deeper structural causes such as unemployment, inequality, caste
discrimination, and lack of educational opportunities. Therefore, while cinema effectively
represents class distinctions through visual storytelling, viewers must also critically examine
how poverty is portrayed on screen.

a
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(c) Utopias of Affluence:

After the economic liberalisation of the 1990s, Bollywood cinema increasingly began to portray
a glamorous world filled with luxury, consumption, and global lifestyles. Films started
showcasing extravagant farmhouses, shopping malls, designer clothing, destination weddings,
foreign vacations, and imported cars as symbols of success and modernity. These visual
elements create what may be called a “utopia of affluence” — a dreamlike world where wealth,
comfort, and endless celebration appear normal and attainable. Through lavish sets, colourful
cinematography, and glamorous lifestyles, cinema constructs an aspirational image of upper-

class urban life.

Films such as Kabhi Khushi Kabhie Gham (2001), Kal Ho Naa Ho (2003), and Zindagi Na
Milegi Dobara (2011) prominently display luxurious homes, elite social spaces, expensive
vehicles, and international locations. In Kabhi Khushi Kabhie Gham, the grandeur of the
Raichand family mansion, designer costumes, and high-end lifestyle represent elite class
privilege. Zindagi Na Milegi Dobara uses exotic travel destinations, adventure sports, luxury
hotels, and premium cars to portray freedom and cosmopolitan success. Similarly, wedding-
centred films like Yeh Jawaani Hai Deewani (2013) and Humpty Sharma Ki Dulhania (2014)
present destination weddings and lavish celebrations as markers of happiness and social

prestige.
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However, these cinematic representations often conceal the economic realities and labour
structures that sustain such wealth. The lives of workers, farmers, domestic labourers, factory
employees, and economically marginalized groups remain largely absent from these glamorous
narratives. Issues such as unemployment, agricultural distress, urban poverty, and class
exploitation are rarely shown within these “utopian” spaces. As a result, the spectacle of luxury
hides the inequalities and labour systems that make such lifestyles possible.

Urban settings in these films also shape audience aspirations and social consciousness. The
glamorous portrayal of elite lifestyles creates a sense of desire among viewers, encouraging
them to aspire toward consumer culture and material success. At the same time, these
representations may also make audiences more aware of the limitations of their own lives and
the class position they occupy within society. In this way, post-liberalisation Bollywood not
only entertains but also influences social imagination by presenting wealth and consumption
as symbols of achievement, modernity, and happiness.

13.2.3 Material Markers: Clothing and the Body

Class is often rendered through costume and physical presentation.

(a) Fabric-Rendered Identity:

In cinema, clothing is one of the most immediate and powerful visual tools used to represent
social identity and class hierarchy. Costumes are carefully designed to communicate a
character’s economic status, profession, cultural background, lifestyle, and even moral
authority. Through fabric, colour, style, and brand visibility, films allow viewers to instantly
recognise where a character belongs within the social structure. Costume design therefore
becomes an important cinematic language through which class distinctions are visually
constructed. Crisp white attire, especially in Indian cinema, often symbolizes inherited
authority, political influence, or patriarchal power. White kurta-pyjamas, starched dhotis, or
simple yet expensive traditional clothing are frequently associated with wealthy landlords,
political leaders, or respected patriarchs. For example, in films like Sarkar (2005), the white
traditional clothing worn by the central characters conveys discipline, authority, and social
dominance. Similarly, many Bollywood family dramas portray elder male figures in spotless
traditional attire to signify prestige, respectability, and control over family and social structures.

On the other hand, designer suits, branded accessories, and fashionable western outfits are often
used to portray cosmopolitan sophistication and elite urban lifestyles. In films such as Kabhi
Khushi Kabhie Gham (2001) and Dil Dhadakne Do (2015), characters belonging to affluent
families are shown wearing luxury fashion, tailored suits, evening gowns, and expensive
jewellery. These costumes communicate not only wealth but also global exposure, modernity,
and social confidence. The polished appearance of these characters visually separates them
from middle- or lower-class figures within the narrative.
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In contrast, lower-class characters are often represented through faded, worn-out, oversized, or
repetitive clothing. Torn fabrics, dull colours, simple slippers, and visibly aged garments are
commonly used to indicate poverty and economic struggle. For instance, in Gully Boy (2019),
Murad’s modest clothing reflects his lower-middle-class background and life in Dharavi. Similarly,
films like Slumdog Millionaire (2008) use dirty or worn costumes to emphasize deprivation and
harsh living conditions. Sometimes cinema exaggerates these costume choices to make poverty
visually recognizable immediately to the audience. Costume design therefore helps viewers
quickly identify a character’s “social location” without lengthy explanation. Through clothing,
cinema visually encodes ideas of privilege, labour, aspiration, modernity, and marginalisation.
However, such representations can also reinforce stereotypes by reducing class identity to
appearance alone. Thus, clothing in cinema functions both as a realistic social marker and as a
symbolic tool that shapes audience perception of class and identity.

= BE 5

(b) Upward Mobility Through Dress:

Clothing can also signify aspiration. In films by Pa. Ranjith, the blue three-piece suit associated
with Dr. B. R. Ambedkar symbolises empowerment and social assertion. It challenges the
expectation that marginalised groups remain visually subordinate. In contrast, Stella Dallas (1937)
portrays a working-class mother whose dress and manners mark her as socially inferior, despite
her moral strength. Taste becomes a barrier to upward mobility. Thus, fashion is not superficial —
it is ideological.
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(c) The Heroic Body:

In action cinema, the male body often becomes an important symbol of power, aspiration, and
social mobility. The muscular hero is not presented merely as physically strong; his body
represents confidence, dominance, discipline, and the ability to overcome social limitations. In
many contemporary films, especially after economic liberalisation, stable labour structures and
traditional forms of employment appear uncertain or weakened. In such a context, cinema
transforms the heroic body into a fantasy of personal control and success. Physical strength
becomes a visible sign of empowerment in a society marked by economic competition and
insecurity.

Action heroes are frequently shown with highly disciplined and muscular bodies, emphasised
through costume, camera angles, and fight sequences. These bodies symbolize self-made
masculinity and individual achievement. Films such as Sultan (2016), Dangal (2016), and
Baaghi (2016) focus heavily on physical training, endurance, and bodily transformation. In
Sultan, the protagonist’s muscular body reflects not only athletic ability but also his journey
toward social respect and personal redemption. Similarly, Dangal portrays wrestling as a
means through which ordinary individuals from modest backgrounds gain recognition and
upward mobility. The body here becomes a site of aspiration and discipline.

In many commercial action films starring actors like Salman Khan, Hrithik Roshan, or Tiger
Shroff, the heroic physique is highlighted through slow-motion shots, close-ups of muscles,
gym sequences, and stylized action scenes. These visual techniques glorify the body as a source
of authority and control. Importantly, the heroic body often creates the illusion of class
mobility. The action hero may come from a lower- or middle-class background, but through
physical power, courage, and determination, he is able to challenge powerful enemies and gain
social recognition. Cinema suggests that individual strength and self-transformation can
overcome structural inequalities. However, the larger economic systems that create
unemployment, inequality, or class barriers usually remain unchanged in these narratives. As
a result, the films offer symbolic empowerment rather than actual social transformation.

3 SULT AN

Thus, the heroic body in action cinema functions as a cultural fantasy of success and upward
mobility. It reassures audiences that personal strength and determination can lead to recognition
and power, even in a society where economic opportunities may remain unequal and limited.
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13.2.4 Economic and Industrial Class
Cinema itself mirrors class structures.
(a) Market Stratification:

Cinema is not only shaped by what appears on screen but also by who has access to watch it.
One important way class divisions are reproduced in the film industry is through market
stratification in exhibition practices. The rise of multiplex theatres in post-liberalisation India
has significantly changed the audience structure of cinema. Multiplexes, located mainly in
malls and urban commercial centres, often charge high ticket prices and provide premium
facilities such as air-conditioned halls, luxury seating, food courts, and advanced sound
systems. As a result, these spaces are largely accessible to affluent and upper-middle-class
audiences.

In contrast, single-screen theatres traditionally catered to working-class and lower-middle-class
viewers because of their affordable ticket rates and wider accessibility. These theatres often
served as collective social spaces where diverse audiences gathered to watch mainstream films.
Popular mass entertainers starring actors like Amitabh Bachchan, Rajinikanth, or Salman Khan
were especially associated with single-screen culture because they attracted large working-
class audiences who enjoyed cinema as a form of affordable entertainment and emotional
release.

The emergence of multiplex culture also influenced the kind of films being produced. Since
multiplex audiences are generally urban and economically privileged, filmmakers increasingly
began creating films that reflected elite lifestyles, globalized identities, and consumer culture.
Films such as Dil Chahta Hai (2001), Wake Up Sid (2009), and Zindagi Na Milegi Dobara
(2011) appealed strongly to urban multiplex viewers through themes of individual freedom,
travel, relationships, and cosmopolitan lifestyles. Meanwhile, many mass-oriented films
continued to dominate single-screen theatres through action, melodrama, and star-centred
narratives.

(b) The Assembly Line Model:

During the classical Hollywood studio era, film production operated through what is often
called the “assembly line” model. This system resembled the industrial production methods of
Fordist factory systems, where work was divided into specialized tasks and each worker
performed a specific role within a larger production structure. Just as factories produced goods
through organized labour divisions, studios produced films through carefully structured
departments and standardized workflows.
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Major Hollywood studios such as Metro-Goldwyn-Mayer, Warner Bros., and Paramount
Pictures controlled almost every aspect of filmmaking during the early and mid-twentieth
century. Writers prepared scripts, directors supervised shooting, cinematographers handled
visual composition, editors assembled scenes, costume designers managed wardrobe, and
technicians controlled lighting and sound. Each department functioned like a unit within a
factory production chain. This specialization increased efficiency and enabled studios to
produce large numbers of films quickly and consistently. The assembly-line approach also
created a standardized “studio style.” Studios often repeated successful formulas involving
genres, stars, narratives, and visual techniques because such methods reduced financial risk
and ensured continuous production. Musical films, westerns, romances, and gangster films
were produced systematically, much like factory-made products designed for mass
consumption.

For example, actors under long-term studio contracts were carefully managed and marketed as
“star products.” Stars such as Marilyn Monroe or Humphrey Bogart became recognizable brand
identities that studios repeatedly used to attract audiences. Directors and technicians often
worked under strict studio control, limiting individual creative freedom in favour of industrial
efficiency. This industrial structure closely reflected Fordism, a system associated with mass
production, labour specialization, and efficiency in twentieth-century factories. Just as
automobile factories divided production into repetitive tasks, film studios separated creative
labour into organized departments. Cinema therefore became both an artistic medium and an
industrial product shaped by capitalist production systems.

13.2.5 Specific Film Examples

Let us examine how different films engage class.

e The Scar of Shame (1927) : This early African-American race film explores internal class
distinctions within Black communities in the United States. The film contrasts educated,
respectable middle-class characters with impoverished and socially marginalized figures.
Visual symbols such as portraits of Frederick Douglass are used to represent aspiration,
education, and social respectability. Costumes, interiors, and behaviour further distinguish
characters belonging to different social positions. The film demonstrates how class identity
is shaped not only by race but also by education, morality, and cultural capital.

e Dhobi Ghat (2010) : Directed by Kiran Rao, Dhobi Ghat presents Mumbai as a deeply
layered and unequal urban space. The film juxtaposes the lives of artists, professionals, and
migrant workers to reveal the invisible labour sustaining metropolitan life. Through
cramped living spaces, repetitive labour, and fragmented narratives, the film highlights how
migrant workers remain excluded from dominant narratives of urban progress and
modernity. Mumbai appears both glamorous and unequal, exposing the social divisions
hidden beneath the image of a global city.
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Room at the Top (1958) : This British social realist film examines working-class ambition,
social envy, and the desire for upward mobility in post-war Britain. The protagonist seeks
acceptance into elite society through economic success and romantic relationships. The
film portrays class not only as an economic condition but also as a psychological and
emotional struggle shaped by aspiration, insecurity, and social exclusion. Luxurious
settings and upper-class behaviour are contrasted with modest working-class environments
to emphasize the tensions between ambition and social barriers.

Awara (1951) : Directed by and starring Raj Kapoor, Awara explores the relationship
between class, morality, and identity. Although the protagonist grows up in a slum and
experiences poverty, his behaviour and moral sensitivity suggest “noble” origins. The
narrative eventually reveals his connection to an elite family, raising an important question:
is class determined by birth or by environment and social experience? Through contrasts
between slums and elite spaces, the film critiques rigid social hierarchies while also
engaging with ideas of inherited status and moral character.

e Check Your Progress - 1

Short Answers Questions

1.

AN N

How does the Marxist perspective help us understand class conflict in cinema?

What does Max Weber mean by “life-chances,” and how is this reflected in films?

Define cultural capital. How does it shape character representation in cinema?

Explain how space (such as urban landscapes or domestic interiors) reflects class hierarchy.
In what ways does costume function as a marker of social position in films?

Long Answers Questions

1.

Discuss how different theoretical frameworks (Marxist, Weberian, and Bourdieu’s
cultural capital) help in analysing class representation in cinema.

Analyse the role of spatial organisation in constructing class differences with suitable film
examples.

Examine how post-liberalisation cinema constructs aspirational class identities.

Discuss the significance of the body and physical appearance in representing class
mobility.

“Cinema not only represents class but also reproduces it through industrial practices.”
Elaborate.

Multiple Choice Questions (MCQs)

1.

According to Marxist theory, class is primarily determined by:
a) Language and dialect

b) Ritual hierarchy

¢) Ownership of the means of production

d) Urban location
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2. Max Weber’s concept of class includes the idea of:
a) Surplus value
b) Life-chances
¢) Cultural imperialism
d) Montage

3. Pierre Bourdieu’s concept of cultural capital refers to:
a) Financial wealth
b) Political authority
c) Education, taste, and cultural competence
d) Religious identity

4. In many films, grand architectural spaces such as mansions usually symbolise:
a) Moral purity
b) Economic instability
c) Elite authority and inheritance
d) Rural simplicity

5. The “assembly line” model of film production reflects:
a) Feudal organisation
b) Fordist industrial structure
c) Tribal hierarchy
d) Informal labour economy

13.3 Caste and Cinematic Representation

Caste representation in cinema is not simply the portrayal of social difference; it is a site of
ideological struggle between deeply rooted hierarchy and movements for equality. Unlike
class, which may change through economic mobility, caste is tied to birth-based identity, ritual
status, and inherited power. As a result, caste often appears in films through coded symbols
rather than explicit statements—through costume, language, occupation, spatial location, and
narrative focus. Even when the word “caste” is not spoken, its presence may shape who
occupies the centre of the story and who remains marginal. Cinema can reinforce caste
hierarchy in subtle ways. Stereotypical portrayals, comic reduction, or narrative omission may
normalise inequality. When films ignore caste discrimination in favour of romantic unity or
national harmony, they make structural injustice invisible. Silence itself becomes ideological,
sustaining the illusion that social divisions no longer matter.

At the same time, cinema can challenge entrenched hierarchies through counter-representation
and resistant aesthetics. By centring marginalised voices, depicting everyday humiliation, or
employing realistic techniques that avoid glamorisation, filmmakers can expose structural
injustice. In this way, caste in cinema becomes a dynamic tension between reinforcement and
resistance, revealing that representation is always political—shaping how audiences
understand power, identity, and social belonging.

13.3.1 Visual Encoding of Caste
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Caste in cinema is often communicated through subtle visual strategies rather than explicit
dialogue. Filmmakers employ mise-en-scéne, camera positioning, spatial segregation,
occupational framing, and bodily movement to encode caste hierarchy. One powerful example
appears in Sairat (2016), where caste difference is initially understated but gradually becomes
visible through spatial arrangements and social interactions. The upper-caste family occupies
positions of political and social authority, while the Dalit protagonist’s family is framed within
labour-intensive occupations. The film uses long shots of village gatherings and ritual events
to highlight invisible but rigid boundaries between communities. When violence erupts, it
exposes how caste hierarchy operates beneath seemingly modern social surfaces.

Similarly, in Article 15 (2019), caste discrimination is represented through spatial segregation
— separate wells, segregated settlements, and the physical distance maintained between
dominant and marginalised communities. The camera frequently adopts an observational tone,
emphasising the invisibility of caste privilege to those who benefit from it. Here, caste is
encoded not through costume but through geography and access.

Caste is also communicated through labour visibility. In films such as Court (2014), manual
labourers, sanitation workers, and folk performers are shown navigating bureaucratic and
legal systems that subtly marginalise them. The courtroom becomes a symbolic site where
caste-based prejudice intersects with institutional power. Silence, procedural language, and
everyday indifference become cinematic tools that reveal systemic hierarchy.

In many films, caste hierarchy is further suggested through body language and gestures. Who
sits and who stands, who speaks confidently and who lowers their gaze, who interrupts and
who remains silent — these micro-performances visually encode social ranking. Such
embodied cues make caste legible without overt exposition.

Thus, visual encoding of caste extends beyond costume. It operates through:
e Spatial segregation
e Occupational framing
e Camera gaze and perspective
e Ritual participation
e Bodily comportment
Caste becomes visible not only in what is shown, but in how it is framed.

13.3.2 Narrative Erasure and the “Meta-Hegemony” of Bollywood

To understand caste representation fully, we must consider Bollywood’s position within
Indian cinema. Bollywood operates as a meta-hegemony—a hegemony within a hegemony.
While it dominates domestic cinematic culture, it remains globally subordinate to Hollywood.
Within India, however, it controls narrative circulation and audience reach.
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(a) Industrial Monopoly: Bollywood produces only a fraction of India’s films but generates
a disproportionately high percentage of total revenue. It dominates multiplex exhibition
spaces, making it difficult for independent films dealing explicitly with caste oppression to
secure screens. Through alliances with multinational corporations such as Viacom 18, Sony,
and Fox Star Studios, Bollywood gains access to capital and global distribution networks. This
structural dominance determines which caste narratives achieve visibility. Thus, industrial
power shapes representation.

(b) Ideological Master Narrative: Bollywood promotes a unified national narrative aligned
with consumer capitalism and traditional cultural identity. In many mainstream films, the ideal
Indian subject is urban, affluent, globally mobile, and culturally “rooted” in a majoritarian
Hindu ethos.

Within this framework:
e Caste conflict is often displaced by themes of romance and family harmony.
e Minority and marginal caste experiences are sidelined.
e The Non-Resident Indian (NRI) becomes a symbol of aspirational success.

This narrative naturalises a vision of India that leaves little room for structural critique of caste
hierarchy. Gendered representation also intersects with caste. The “item number” functions as
a commodified spectacle, reinforcing patriarchal norms and aligning the nation with hyper-
consumerist imagery. Through such devices, social inequality is masked by entertainment.

(c) Majoritarian Ethos and Caste Silence: Mainstream cinema frequently validates a
majoritarian Hindu identity as synonymous with national identity. While not always explicitly
casteist, such narratives privilege dominant cultural codes and marginalise regional, religious,
and caste minorities. The absence of caste discourse in high-budget productions creates the
illusion of national cohesion. Silence becomes ideological containment.

13.3.3 Independent Cinema as Counter-Hegemony
In contrast, independent films challenge this meta-hegemonic structure.

Fandry directly confronts caste humiliation in rural Maharashtra, refusing romantic
reconciliation. The protagonist’s final act symbolises accumulated anger against structural
oppression. Papilio Buddha critiques caste violence and national iconography, exposing
tensions between democratic ideals and social reality. The controversy surrounding its
certification demonstrates how dissenting caste narratives threaten dominant frameworks.
Such films often rely on realist aesthetics, non-professional actors, and location shooting to
disrupt polished mainstream imagery. Their limited exhibition, however, reflects structural
imbalance within the industry.

13.3.4 State-Endorsed Soft Power and Caste Representation
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Bollywood is also endorsed by the Indian state as an instrument of “soft power.” Through
global promotion, film festivals, and diplomatic events, Bollywood has become synonymous
with “Brand India.” When stars accompany political delegations or participate in cultural
diplomacy, cinema is positioned as a symbol of national harmony and progress. This
alignment between state and industry strengthens hegemonic narratives and discourages
disruptive critique. Within such a framework, caste-based dissent appears destabilising to
national image management. Thus, caste representation is shaped not only by filmmakers but
by institutional alliances between industry and state.

13.3.5 Caste Within Production Structures

Caste hierarchies have historically influenced access behind the camera. Decision-making
positions—direction, production, scriptwriting—have often reflected broader patterns of
social privilege. When narrative authority is concentrated within specific social groups,
representation tends to mirror their worldview. Therefore, caste operates both within the story
world and within the institutional world of cinema itself.

13.4 Power, Ideology and Visual Culture

Cinema is not merely a storytelling medium; it is an ideological apparatus and a material
institution. It operates as a terrain where dominant values are circulated, negotiated, and
sometimes resisted. Power in cinema functions at multiple levels—industrial, political,
narrative, and visual. Ideology shapes what appears natural or “common sense,” while visual
culture translates these ideological positions into images, symbols, and cinematic techniques.

In this section, we examine how cinema represents:
e Power (industrial control, state authority, patriarchal structures)
e Ideology (national narratives, neoliberalism, majoritarian ethos)
e Visual culture (symbolic codes, gaze, cinematic form)

13.4.1 Representation of Power in Cinema

Power in cinema is not confined to economic control or industry dominance; it also operates
at the level of narrative construction, symbolic authority, and institutional discourse. Cinema
produces power by deciding who speaks, who remains silent, and which conflicts are resolved.

(a) Narrative Authority and Voice: One of the most subtle yet powerful ways cinema
exercises influence is through narrative centrality — the decision about whose story is told,
whose voice is heard, and whose perspective is treated as important. Films often position
certain characters as moral and ideological anchors, encouraging audiences to identify with
them and accept their worldview as universal or legitimate. At the same time, characters who
challenge dominant social values, belong to marginalized groups, or exist outside institutional
power structures are frequently pushed to the periphery of the narrative, appearing temporary,
disruptive, or less authoritative.

215



In many mainstream films, protagonists are presented not merely as individual characters but
as representatives of social order, morality, or even the nation itself. Their experiences and
opinions are treated as objective and rational, while opposing perspectives receive less
emotional or narrative weight. Through this process, cinema subtly shapes audience
perception by deciding which voices deserve visibility and credibility.

A significant example can be seen in the film Pink (2016). Although the film strongly addresses
gender violence and consent, the narrative also reveals how legitimacy is often tied to
institutional and class-based authority. The legal and moral arguments in the film are primarily
articulated through educated, urban, English-speaking characters who possess access to legal
systems and social influence. Justice is ultimately validated through courtroom procedures and
institutional recognition rather than through the women’s experiences alone. As a result, the
authority to define truth and morality becomes centralized within established systems of power
such as law, language, and urban elite culture.

(b) Institutional Power and the Ideological State Apparatus: Drawing from Louis Althusser’s
concept of the Ideological State Apparatus (ISA), cinema functions alongside schools, media, and
religion as a mechanism that shapes social consent. It does not merely reflect the state; it reproduces
the conditions necessary for social order. For example, patriotic films such as Uri: The Surgical
Strike present military action as a moral necessity, framing the state as protective and righteous.
The spectator is positioned to identify with national authority rather than question it. In such cases,
cinema legitimises state power through emotional alignment. Power thus operates through
identification.

(c) Patriarchal Micro-Power: Beyond institutions, power also operates within domestic
narratives. In family dramas such as Hum Saath-Saath Hain, authority is not exercised through law
but through generational hierarchy. Decisions about marriage, inheritance, and belonging rest with
the patriarch. Here, power is naturalised within familial affection. Obedience appears as virtue;
dissent appears as disruption. The family becomes a miniature model of social governance.

(d) Control Through Genre and Resolution: Power is also embedded in genre conventions.
Commercial cinema often resolves social conflict through reconciliation rather than structural
change. Revenge dramas restore order through individual heroism, not institutional reform.
Romantic films overcome social opposition through familial acceptance rather than systemic
critique. Such narrative closures reaffirm stability.

Thus, power in cinema operates through:
e Narrative centrality
e Institutional legitimacy
e Patriarchal authority
e Genre resolution patterns

It is embedded not only in what is shown but in how stories are structured and concluded.

13.4.2 Representation of Ideology in Cinema
Ideology operates subtly in cinema by presenting particular worldviews as natural and universal.
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(a) Hegemony and “Common Sense”: Drawing from Gramscian theory, ideology functions
through hegemony—the process by which dominant groups secure consent by presenting their
values as common sense. Cinema plays a crucial role in this process. For example, Dilwale
Dulhania Le Jayenge constructs a vision of ideal Indianness that merges global mobility with
traditional family obedience. The narrative normalises patriarchy and middle-class aspiration as
cultural authenticity. What appears romantic is also ideological.

(b) Neoliberal Prosperity Narratives: Post-liberalisation films frequently celebrate consumption,
global travel, designer lifestyles, and upward mobility. In Kabhi Khushi Kabhie Gham, opulent
homes and international settings construct an aspirational national identity aligned with global
capitalism. Within such narratives, structural inequality rarely appears. Economic struggle is
displaced by spectacle. The nation becomes a marketplace of consumption rather than a field of
conflict.

(c) Majoritarian Cultural Ethos: Cinema also participates in constructing a cultural majority as
normative. In some mainstream productions, Hindu ritual practices, festivals, and symbolism are
presented as synonymous with national identity.In Koi Mil Gaya, cultural identity is shown through
familiar family values and traditional norms. The film does not directly discuss religion or caste,
but it presents a dominant social framework as normal and desirable. The protagonist is bullied for
being different and weak. Only after he becomes strong, confident, athletic, and physically
impressive does society accept him. This suggests that mainstream cinema often links respect and
belonging to strength, attractiveness, and masculine ability rather than questioning why difference
is mocked in the first place.

(d) Gendering the Nation: Ideology is also encoded through gender representation. The “item
number” functions as a commodified spectacle designed to ensure box-office success, often
objectifying the female body for a presumed male spectator. Conversely, films invoking the
“Mother India” trope elevate the female figure into a symbol of moral purity and sacrificial
nationalism. In both cases, women become allegorical carriers of national ideology.

(e) Counter-ldeological Narratives: Independent films often challenge dominant ideology.
Peepli Live, for instance, satirises the nexus between political authority and sensationalist media,
exposing how marginalised farmers become spectacles for urban consumption. Rather than
celebrating prosperity, the film critiques systemic neglect. Counter-ideology disrupts consensus.

13.4.3 Representation of Visual Culture

Visual culture translates ideology into image, symbol, and technique.

(@) The Male Gaze: Drawing from psychoanalytic and feminist film theory, cinema often
structures visual pleasure around the “male gaze.” Female characters are framed for spectacle, their
bodies fragmented through close-ups and song sequences. However, films such as Dhobi Ghat
complicate this structure by reversing perspective—allowing a female character’s camera to
observe a male subject. Such shifts destabilise conventional viewing hierarchies.

(b) Institutional Mode of Representation (IMR): Mainstream cinema typically employs what
scholars call the Institutional Mode of Representation (IMR). Through continuity editing, stable
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camera movement, and coherent narrative space, films create an “invisible” style that positions the
viewer as a privileged observer. This technical coherence masks ideological construction, making
representation appear natural rather than produced.

(c) Semiotics and Symbolic Codes: From a semiotic perspective, cinema operates as a system of
signs. Meaning emerges not only at the literal (denotative) level but at the connotative level—
where cultural associations attach to symbols. For example, lighting contrasts, camera angles, and
spatial elevation often signal moral authority or marginality without explicit explanation. Visual
culture thus encodes power relations aesthetically.

13.4.4 Theoretical Frameworks for Analysing Power and Ideology
Several theoretical traditions help us interpret these dynamics:

e Marxism and Neo-Marxism analyse cinema as part of the culture industry shaped by

economic structures.

Structuralism identifies binary oppositions underlying narrative logic.

Psychoanalysis examines spectatorship, suture, and identification.

Feminist Film Theory critiques objectification and patriarchal framing.

Post-Theory and Cognitivism view spectators as active processors who use narrative

schemas.

e Postcolonial and Transnational Theory explore global flows, third cinema, and national
identity construction in a transnational marketplace.

Together, these frameworks reveal that cinema is not ideologically innocent—it is a site where
meaning, identity, and authority are continuously constructed.

e Check Your Progress - 2

A. Short Answer Questions
1. What is meant by “meta-hegemony” in the context of Bollywood?
How does censorship reflect state power in cinema?
Explain how neoliberal ideology is represented in post-liberalisation films.
What is the “male gaze,” and how does it shape visual pleasure?
How does cinema function as an instrument of soft power?
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B. Long Answer Questions

1. Discuss how industrial structures shape the representation of power in Indian cinema.
Analyse the relationship between ideology and “common sense” in popular films.
Examine how cinema constructs national identity through visual and narrative codes.
Evaluate the role of gender in representing ideological power.
Apply at least two theoretical frameworks to analyse power in cinema.

SANE IR

C. Multiple Choice Questions
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1. The concept of “meta-hegemony” refers to:
a) Rural film production
b) Dominance within national cinema while remaining globally subordinate
¢) Documentary filmmaking
d) Audience participation

2. The CBFC primarily represents:
a) Industrial capitalism
b) Cultural diplomacy
c) State regulation of cinema
d) Feminist critique

3. The “male gaze” is associated with:
a) Structuralism
b) Feminist film theory
c¢) Cognitivism
d) Semiotics

4. Soft power operates through:
a) Military coercion
b) Legal penalties
c) Cultural attraction
d) Censorship bans

5. Continuity editing that creates an “invisible” narrative space is part of:
a) Experimental montage
b) Institutional Mode of Representation
¢) Third Cinema
d) Documentary realism

13.5 Adaptation and the Politics of Representation

Adaptation in cinema is not merely the transfer of a story from one medium to another. It is a
process through which meanings are reshaped, ideologies are reinterpreted, and identities are re-
positioned. Every adaptation involves selection, omission, emphasis, and transformation.
Therefore, adaptation is inherently political. The politics of representation emerges when we ask:

e What is retained from the original text?

e What is altered or silenced?

e Whose perspective becomes central?

e Which social identities gain visibility?

Adaptation is thus both aesthetic and ideological.

13.5.1 Adaptation as Transformation of Cultural Forms

Cinema often draws from literature, theatre, oral storytelling, mythology, and global genres.
However, adaptation is never neutral reproduction. It transforms narrative structure, character
focus, and thematic emphasis.
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(a) Mythological and Epic Adaptations: Indian cinema has repeatedly drawn from epics such as
the Ramayana and the Mahabharata. Yet film adaptations do not merely retell these stories; they
reinterpret them according to contemporary values. For example, modern television and cinematic
adaptations often emphasise nationalism, moral absolutism, and divine heroism. Characters may
be simplified into embodiments of virtue and evil, reinforcing ideological binaries rather than
exploring moral ambiguity. Thus, adaptation reshapes tradition to fit present-day cultural
narratives.

(b) Literary Adaptations and Ideological Shifts: When novels are adapted into films, ideological
emphasis may shift. For instance, film adaptations of literary works sometimes reduce political
complexity to focus on romance or spectacle. A novel that critiques social hierarchy may become
a melodrama centred on personal conflict. The shift from text to screen often involves compressing
structural critique into emotionally driven storytelling. This transformation changes how audiences
understand social issues. Adaptation therefore mediates meaning.

For example, Devdas, adapted from Devdas, shifts the emphasis from social critique to visual
opulence and tragic romance. The novel contains subtle commentary on class rigidity and social
constraints within colonial Bengal. However, the cinematic version foregrounds grandeur,
aesthetic excess, and romantic suffering. The social system becomes background rather than
central focus. Similarly, Guide, adapted from The Guide, modifies the tone and ideological stance
of the original text. While the novel presents an ironic and morally ambiguous narrative, the film
transforms the protagonist into a more spiritually redemptive figure. The ambiguity of modern
identity in the novel is reshaped into a story of sacrifice and transcendence. In such cases,
adaptation mediates meaning. The shift from text to screen compresses structural critique into
emotionally driven storytelling. Cinema reorganises ideological emphasis, influencing how
audiences interpret social realities.

(c) Global Genres and Local Reworking: Adaptation also occurs when global cinematic forms
are reinterpreted within local contexts. The transformation of film noir into Hindi neo-noir, as seen
in BA Pass, adapts global themes of moral ambiguity and urban alienation into specifically Indian
social realities. Here, dark urban spaces and psychological tension are used to explore vulnerability
and exploitation within metropolitan life. Similarly, independent Indian cinema often adopts
stylistic influences from Iranian and European art films—minimal dialogue, realism, open
endings—but applies them to local social contexts. This blending of global form and local content
creates what may be described as a hybrid cinematic language. Adaptation thus becomes a dialogue
between cultures.

13.5.2 Framing, Identity, and the Politics of Inclusion

Representation operates through framing—decisions about perspective, emphasis, and visibility.

(a) Constructing Social Identity: Cinema does not simply show identity; it constructs it. Through
casting, dialogue, costume, and narrative focus, films establish what is considered “normal” or
“deviant.” Repeated framing of certain groups as comic, threatening, or peripheral gradually shapes
public perception. Conversely, centring marginalised characters alters narrative authority.
Representation creates social meaning.
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(b) The Politics of the Gaze: Who controls the camera’s gaze influences representation. Feminist
film theory argues that mainstream cinema often positions viewers to see women as objects of
visual pleasure. However, some contemporary films disrupt this structure by shifting perspective.
When female characters or marginal figures become observers rather than objects, the hierarchy of
looking is challenged. Thus, adaptation can also involve adapting visual perspective.

(c) Erasure and Presence: Adaptation often involves strategic omission. When adapting historical
events, filmmakers may simplify or sanitise conflict. For example, films addressing communal or
political violence may emphasise reconciliation while downplaying structural causes. The decision
to exclude certain voices is itself political. Silence becomes a representational strategy.

13.5.3 Counter-Adaptation and Alternative Narratives

Not all adaptations reinforce dominant narratives. Some rework inherited forms to challenge
power.

(a) Counter-Cinema Practices: Radical cinematic traditions such as Third Cinema and feminist
counter-cinema deliberately reject conventional storytelling. They disrupt narrative closure, avoid
glamour, and expose cinematic construction. Instead of offering emotional comfort, such films
demand critical engagement.

For example, Ankur disrupts romanticised rural imagery by exposing feudal oppression and caste-
based exploitation. Rather than providing heroic redemption, the film ends ambiguously,
compelling the audience to confront systemic injustice. Similarly, Bhumika challenges patriarchal
narrative structures by presenting the fragmented interior life of a woman negotiating exploitation
within the film industry. The film avoids glamorising its protagonist and instead foregrounds her
constrained agency. In global cinema, The Battle of Algiers exemplifies Third Cinema aesthetics.
Shot in a documentary style with non-professional actors, it resists Hollywood spectacle and
instead demands political reflection on colonial resistance. These films expose cinematic
construction and resist passive consumption.

(b) Reclaiming Suppressed Histories: Independent films sometimes revisit neglected historical
or social experiences, bringing “forgotten” stories into public discourse. These films function as
alternative memory spaces, unsettling official narratives. By reinterpreting past events through
marginal perspectives, cinema transforms adaptation into resistance.

For instance, the Court revisits the Indian judicial system through the trial of a folk singer accused
of incitement. Rather than presenting dramatic courtroom theatrics, the film exposes bureaucratic
inertia and systemic prejudice, revealing structural inequality embedded in legal institutions.
Similarly, Parzania addresses the 2002 Guijarat riots from the perspective of a Parsi family
searching for their missing child. By foregrounding personal trauma, the film challenges dominant
narratives that minimise or politicise communal violence. In the international context, 12 Years a
Slave reclaims the historical memory of slavery through a deeply personal narrative. By centering
the lived experience of Solomon Northup, the film transforms historical documentation into
embodied testimony. These films also represent memory politics.
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13.5.4 Adaptation as Ideological Negotiation

Every adaptation negotiates between:
e Tradition and modernity
e Global form and local reality
e Entertainment and critique
e Visibility and erasure

Adaptation is therefore not secondary to representation—it is central to it. Through adaptation,
cinema continually reconstructs social meaning. The politics of representation lies in these
decisions: what is shown, what is altered, and what remains unsaid.

e Check Your Progress - 3

A. Short Answer Questions
1. Why is adaptation considered a political process?
How does genre transformation reflect ideological negotiation?
What is meant by “framing” in representation?
How can adaptation lead to erasure of social conflict?
What is the role of the gaze in shaping representation?
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B. Long Answer Questions

Discuss adaptation as a transformation of cultural forms with suitable examples.
Examine how literary adaptations may alter ideological emphasis.

Analyse the relationship between global genre forms and local identity.
Evaluate the role of framing in constructing social identities.

“Adaptation is both aesthetic and political.” Elaborate.

=
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C. Multiple Choice Questions

1. Adaptation in cinema primarily involves:
a) Exact reproduction of a text
b) Transformation of narrative meaning
c¢) Censorship
d) Documentary realism

2. Hindi neo-noir is an example of:
a) Mythological adaptation
b) Genre indigenisation
¢) Documentary cinema
d) State propaganda
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3. The “politics of the gaze” refers to:
a) Editing style
b) Sound design
c) Control over visual perspective
d) Box-office strategy

4. Omission in adaptation can function as:
a) Neutral editing
b) Ideological choice
¢) Technical limitation
d) Accidental oversight

5. Third Cinema is associated with:
a) Commercial spectacle
b) Political resistance
¢) Romantic melodrama
d) Musical format

13.6 Case Studies from Indian and Global Cinema

Case studies help us understand how theoretical discussions on class, caste, power, ideology, and
adaptation operate within actual films. Through specific examples, we can see how cinema
becomes a political and cultural archive that reflects, questions, and sometimes transforms social
hierarchies.

In Indian cinema, the representation of caste has increasingly shifted from silence to confrontation.
The Marathi film Fandry, directed by Nagraj Manjule, presents caste not as an abstract concept
but as an everyday lived reality. The narrative follows a Dalit adolescent whose romantic
aspirations are repeatedly crushed by social humiliation. Instead of dramatic confrontation, the film
shows how caste discrimination operates through routine practices, occupation, and spatial
segregation. The climactic moment of rebellion does not resolve the conflict but exposes the
violence embedded in social normalcy. The absence of redemptive closure forces the viewer to
confront systemic inequality rather than individual prejudice.

Similarly, Sairat explores inter-caste romance within a rural power structure governed by honour
and patriarchy. What begins as a youthful love story gradually reveals the brutal mechanisms that
enforce caste endogamy. The film’s final act dismantles the romantic fantasy of transcendence by
foregrounding honour-based violence. By adapting the romance genre, the film exposes how
deeply caste hierarchy structures desire, mobility, and survival.

Urban caste and bureaucratic power are examined in Article 15. Framed as an investigative drama,
the film portrays caste discrimination within administrative and legal institutions. Instead of
portraying caste as a relic of the past, it demonstrates how structural inequality persists within
modern governance. The narrative interrogates constitutional ideals and exposes the gap between
law and lived reality. Through genre adaptation, the film transforms a social issue into a political
thriller, thereby making structural injustice visible to a wider audience.
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Issues of class and urban struggle also emerge in contemporary cinema. Kaala portrays land
politics and working-class resistance in Mumbai. The film reframes the slum not as a site of
deprivation but as a space of political assertion. Conflict arises between corporate redevelopment
and community survival, revealing how capital and state power intersect. Here, urban geography
becomes the terrain upon which class struggle unfolds.

Global cinema similarly provides powerful case studies of race, colonialism, and structural
domination. The Battle of Algiers, directed by Gillo Pontecorvo, adopts documentary realism to
depict anti-colonial resistance in Algeria. The use of non-professional actors and newsreel
aesthetics destabilises cinematic spectacle and foregrounds collective struggle. The film resists
individual heroism and instead presents power as institutional violence embedded within colonial
systems.

In African cinema, Xala, directed by Ousmane Sembeéne, critiques the post-independence elite who
replicate colonial hierarchies after political liberation. Through satire, the film depicts impotence
as a metaphor for moral and political failure. Power shifts from foreign colonisers to domestic
elites, demonstrating how structural inequality can persist despite formal independence.

In the American context, Do the Right Thing, directed by Spike Lee, examines racial tension within
a Brooklyn neighbourhood. The narrative unfolds over a single day of escalating heat, which
functions as a metaphor for social pressure. Rather than offering a moral resolution, the film leaves
viewers unsettled, prompting reflection on systemic racism and community conflict. Institutional
authority appears indifferent, and justice remains ambiguous.

These case studies collectively demonstrate that cinema is not merely entertainment but a critical
space for negotiating social meaning. Whether through realism, satire, melodrama, or political
allegory, films across national contexts reveal how representation shapes public consciousness. By
examining specific texts, we observe how cinema can either reinforce dominant narratives or
challenge them by foregrounding marginal voices. Thus, global and Indian cinemas alike function
as dynamic sites where class, caste, power, and identity are continually contested and reimagined.

13.7 Let Us Sum Up

This unit explored how cinema represents and interprets social structures such as class, caste,
and power. Films often use narrative, visual symbols, and spatial settings to reflect economic
inequality, cultural hierarchies, and social identities. The discussion showed that cinema does
not simply mirror reality; it actively shapes how audiences understand social relations and
political ideas. The unit also examined how ideology operates within cinematic representation.
Through narrative authority, visual culture, and industrial structures, films may reinforce
dominant values or challenge them through alternative perspectives. Independent and counter-
cinema practices often bring marginal voices and suppressed histories into public discussion.

Finally, the section on adaptation demonstrated how cinema transforms literary, oral, and
cultural traditions into visual storytelling. Case studies from Indian and global cinema
illustrated how films engage with themes of caste discrimination, class struggle, racial injustice,
and postcolonial identity. Together, these discussions highlight cinema as a powerful cultural
medium that both reflects and contests social realities.

13.8 Key Words
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Adaptation — The process of transforming stories, ideas, or narratives from one medium (such
as literature, theatre, or oral tradition) into cinematic form, often involving reinterpretation and
ideological shifts.

Caste Representation — The depiction of caste hierarchies, identities, and social relations in
cinema through narrative roles, symbolic markers, and visual codes.

Class Representation — The portrayal of economic and social hierarchies in films through
lifestyle, occupation, space, cultural capital, and material markers.

Counter-Cinema — Alternative cinematic practices that challenge mainstream narrative
conventions and dominant ideologies by emphasising political critique and experimental
storytelling.

Cultural Capital — A concept developed by Pierre Bourdieu referring to cultural knowledge,
education, tastes, and behavioural codes that signal social status.

Dastan Rokna — A narrative technique derived from the oral storytelling tradition of
dastangoi, where the progression of the story is temporarily halted to elaborate emotional or
aesthetic moments, often through songs.

Ideology — A system of beliefs, values, and assumptions that shape how societies understand
power, identity, and social relations.

Law of Possibility — A narrative principle in popular cinema that allows extraordinary or
improbable events to occur according to mythic logic rather than strict realism.

Meta-Hegemony — A form of cultural dominance where a national film industry exercises
internal control over representation while operating within broader global cinematic
hierarchies.

Visual Culture — The system of meanings produced through images, symbols, and visual
representations in media and society.

13.9 Suggested Reading

Cook, Pam, editor. The Cinema Book. 3rd ed., British Film Institute, 2007.
Cripps, Thomas. Black Film as Genre. Indiana University Press, 1978.

Devasundaram, Ashvin Immanuel. India’s New Independent Cinema: Rise of the Hybrid.
Routledge, 2016.

Dogramaci, Burcu, Mareike Hetschold, Laura Karp Lugo, Rachel Lee, and Helene Roth,
editors. Arrival Cities: Migrating Artists and New Metropolitan Topographies in the 20th
Century. Leuven University Press, 2020.

Doraiswamy, Rashmi. “Image and Imagination: Reconstructing the Nation in Cinema.” India
International Centre Quarterly, vol. 29, no. 3-4, Winter 2002—-Spring 2003, pp. 211-223.

225



Edgar, Andrew, and Peter Sedgwick, editors. Cultural Theory: The Key Concepts. 2nd ed.,
Routledge, 2008.

Rajan, Benson, and Shreya Venkatraman. “Fabric-Rendered Identity: A Study of Dalit
Representation in Pa. Ranjith’s Attakathi, Madras and Kabali.” Artha — Journal of Social
Sciences, vol. 16, no. 3, 2017, pp. 17-37.

Roy, Anjali Gera. Cinema of Enchantment: Perso-Arabic Genealogies of the Hindi Masala
Film. Orient Blackswan, 2015.

Stam, Robert. Film Theory: An Introduction. Blackwell, 2000.

Vitali, Valentina, and Paul Willemen, editors. Theorising National Cinema. British Film
Institute, 2006.

Wilson, J. M. “Revising National/Diasporic Imaginaries: Bollywood and Diasporic Indian
Cinema and Globalization.” International Conference on Diasporic Indian Cinemas and
Bollywood on the Diaspora: Re-Imagings and Re-Possessions, University of Osmania,
Hyderabad, 22-24 Jan. 2014, keynote presentation.

e Answers

Check your Progress - 1
Answers:
1. (c) 2.(b) 3.(c) 4.(c) 5. (b)

Check your Progress - 2
Answers:
1. (b)2.(c) 3.(b) 4.(c) 5. (b)

Check your Progress - 3
Answers:
1. (b) 2.(b) 3.(c) 4.(b) 5.(b)

226



l UNIT-14 Il NATION, HISTORY, AND MEMORY I

STRUCTURE ::

14.0 Objectives
14.1 Introduction
14.2 Cinema and the Construction of the Nation
* Check Your Progress -1
14.3 History and Historical Representation in Cinema
144 Memory, Collective Memory and Cinema
* Check Your Progress -2
145 Cinema, National Identity and Cultural Narratives
14.6 Counter-Memory and Alternative Histories in Cinema
14.7 Case Studies
* Check Your Progress -3
14.8 Let Us Sum Up
14.9 Key Words
14.10 Suggested Reading

* AnNswers

14.0 Objectives

Understand how cinema participates in constructing the idea of the nation.
Analyse how historical events are represented and interpreted in films.

Examine the relationship between collective memory and cinematic narratives.

N

Identify how films shape national identity through symbols, myths, and historical

reinterpretation.

Evaluate the role of cinema in remembering, forgetting, or reshaping historical events.

14.1 Introduction

Cinema plays a significant role in shaping the cultural imagination of the nation. Films do not

simply depict historical events; they interpret, reconstruct, and sometimes mythologise them.

Through images, narratives, and symbols, cinema contributes to the formation of national
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identity and collective memory. The relationship between nation, history, and memory is
therefore complex. While history refers to documented accounts of the past, memory involves
the ways societies remember and reinterpret those events. Cinema functions as a powerful
medium through which historical narratives are visualised, contested, and circulated among
audiences. By selecting particular stories and perspectives, films influence how citizens

imagine their shared past and national belonging.

14.2 Cinema and the Construction of the Nation

Cinema plays an important role in shaping the idea of the nation in the modern world. As a
visual and mass medium, it reaches large and diverse audiences and helps create a shared sense
of belonging among citizens. Films present stories, symbols, and historical narratives that allow
individuals from different regions, languages, and cultures to imagine themselves as part of a
larger collective identity. The concept of the nation as an “imagined community,” proposed by
Benedict Anderson, helps explain this process. According to this idea, members of a nation will
never personally know most of their fellow citizens, yet they imagine themselves as belonging
to the same community. Cinema contributes to this imagination by producing shared
experiences and collective memories. When large audiences watch the same stories and images,

they participate in a shared cultural moment that strengthens the sense of national belonging.

14.2.1 Nationalising the Past:

One of the important ways cinema constructs the nation is by nationalising the past. Historical
films often reinterpret past events as part of a unified national narrative. Through stories about
freedom struggles, social movements, and political transformations, cinema presents history as
the gradual formation of the nation. These narratives frequently highlight the sacrifices of
heroes, the courage of ordinary people, and the moral struggles that shaped the nation’s
development. By presenting history in this manner, films help audiences connect emotionally

with the past and view it as the collective biography of the nation.

14.2.2 The “Myth of Facticity”

Cinema also creates what scholars describe as the “myth of facticity.” Through detailed visual
representation—such as costumes, architecture, landscapes, and historical settings—films give
audiences the impression that they are directly witnessing the past. The visual realism of cinema
often produces a strong sense of authenticity, even though the historical events are carefully

constructed through artistic choices. As a result, viewers may experience cinematic history as
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factual and unquestionable. This visual authority makes cinema a powerful medium in shaping

public understanding of the past.

14.2.3 Integrating Social Realities:

Another significant feature of cinema is its ability to integrate multiple social realities into a
single narrative framework. Unlike traditional historical writing, which often separates topics
such as politics, economy, gender, and culture, cinema presents these elements together within
a continuous story. Through characters and dramatic situations, films show how various social
forces interact in shaping historical events. This integrative approach allows audiences to relate
their personal lives and experiences to the broader narrative of the nation, making national

history more meaningful and accessible.

14.2.4 Emotional and Empathic Engagement:

Cinema constructs the nation not only through information but also through emotional
engagement. Cinematic techniques such as close-ups, music, sound effects, and dramatic
storytelling create powerful emotional responses in viewers. These techniques allow audiences
to empathise with characters who experience historical struggles, victories, and sacrifices. Such
emotional identification produces a sense of shared experience among viewers. Watching films
about national history can therefore resemble a collective cultural ritual that strengthens

emotional attachment to the nation.

14.2.5 Bypassing Literacy Barriers:

Another important aspect of cinema is its ability to bypass literacy barriers. Unlike written texts,
films communicate through images, sound, and performance. This visual language allows
cinema to reach audiences regardless of their literacy levels or linguistic background. In the
twentieth century, cinema and later television became essential tools for communicating
national narratives to large and diverse populations. As a result, modern historical
consciousness has become highly visual, with many people imagining the nation primarily

through images rather than written accounts.

Through these processes, cinema functions as a “memory machine” that continuously produces
images and narratives about the nation. By visualising history, creating emotional connections,
and reaching wide audiences, films help individuals imagine themselves as part of a shared
national community. In this way, cinema plays a crucial role in shaping collective memory and

sustaining the idea of the nation.
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+» Check Your Progress - 1

A. Short Answer Questions

1.

AR

What is meant by the concept of the “imagined community” in relation to cinema and the
nation?

How does cinema contribute to the nationalisation of the past?

Explain the concept of the “myth of facticity” in historical films.

What is meant by “memory machine” in cinema?

How does cinema help in spreading national narratives across populations with different
literacy levels?

B. Long Answer Questions

&

Discuss the role of cinema in constructing the idea of the nation.

Explain how historical films create a sense of national identity through the representation
of the past.

Analyse how visual realism in cinema creates the illusion of historical authenticity.
Examine the role of cinema as a medium of collective memory in modern societies.
Discuss how emotional engagement in films helps strengthen the viewer’s attachment to
the nation.

C. Multiple Choice Questions

1. The concept of “imagined community” was proposed by:
a) Pierre Nora
b) Benedict Anderson
c) Robert Stam
d) Maurice Halbwachs

2. The term “memory machine” refers to:
a) Historical archives
b) Shaping collective memory
c¢) Cinematic editing techniques
d) Documentary realism

3. The “myth of facticity” in cinema refers to:
a) The rejection of history in films
b) The illusion that cinematic representation is factual
¢) The use of fictional characters
d) The absence of historical accuracy

4. Cinema helps construct the nation by:
a) Only documenting events objectively
b) Creating shared stories and symbols
c) Avoiding historical narratives
d) Ignoring cultural differences
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5. One major advantage of cinema as a medium of national communication is that it:
a) Requires high literacy levels
b) Reaches only urban audiences
¢) Communicates through visual images and sound
d) Avoids emotional engagement

14.3 History and Historical Representation in Cinema

Cinema provides a powerful medium for presenting and interpreting historical events. The
representation of history through film is often described by the term historiophoty
(Historiophoty, a term coined by philosopher Hayden White in 1988, refers to the representation
of history and historical thought through visual images and filmic discourse, rather than
traditional written text historiography), which refers to the depiction of historical events and
historical thinking through visual images and cinematic narration. Unlike written historical
scholarship, cinema constructs the past through images, performances, sound, and dramatic
storytelling. As a result, historical films do not simply reproduce history but interpret and
reconstruct it through cinematic technigques. As cinema operates through visual storytelling, it
transforms historical information into narrative experience. Filmmakers organise historical
events into dramatic structures that can be understood by audiences within a limited duration.
In doing so, cinema often simplifies complex historical developments and presents them
through characters, conflicts, and emotional moments. Thus, historical representation in cinema
involves both interpretation and creative reconstruction, rather than a literal reproduction of

past events.

14.3.1 Mainstream Historical Narratives

Most historical films follow a mainstream narrative model, where the past is presented through
a structured and coherent storyline. These films usually organise historical events into a linear
narrative with a beginning, middle, and conclusion. Through this structure, history appears as
a meaningful progression of events that leads toward a moral or ideological resolution.

A common feature of such films is the individualisation of history. Instead of portraying large
social forces or structural changes, filmmakers often focus on the experiences of individual
characters. Historical processes are therefore represented through personal struggles, heroic
actions, or dramatic conflicts. By focusing on individual protagonists, films make complex
historical developments easier for audiences to understand. Another important element is the
creation of visual authenticity. Historical films rely on carefully designed sets, costumes,

architecture, and props to recreate the atmosphere of a particular period. These visual elements
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create what scholars describe as the “myth of facticity.” Even though the narrative may involve
interpretation or simplification, the detailed visual environment gives the impression that
viewers are directly witnessing historical reality which we have already studied in the previous
point. Mainstream historical films also emphasise emotional engagement. Cinematic
techniques such as music, close-ups, and dramatic performances encourage viewers to
emotionally connect with historical characters and events. This emotional approach often
replaces analytical distance, making history feel immediate and personal. However, the
mainstream approach can also produce a simplified view of the past. By presenting events
within a clear narrative framework, films may avoid conflicting interpretations or unresolved
historical debates. As a result, historical representation sometimes appears more unified and

stable than the historical record itself.

14.3.2 Cinematic Techniques for Representing History

To translate complex historical material into cinematic form, filmmakers frequently use specific
narrative strategies. One common method is compression and condensation, where long periods
of time or multiple historical figures are combined into a single storyline or character. This
technique helps maintain narrative clarity while condensing complex historical developments
into a manageable dramatic form. Another strategy is alteration, where certain historical details
are modified to emphasise broader historical themes. Filmmakers may change particular facts
or events in order to communicate the general experience of a historical period or social group.
Although such alterations may deviate from strict historical accuracy, they aim to convey the
larger significance of historical processes. Cinema also makes use of metaphor and symbolic
imagery. Certain historical ideas or social tensions may be represented through symbolic
scenes, visual motifs, or invented situations. Through metaphor, filmmakers communicate

historical meaning in ways that go beyond literal documentation.

14.3.3 Alternative and Experimental Approaches

While mainstream films tend to present history as a coherent narrative, some filmmakers adopt
experimental approaches that challenge conventional historical storytelling. These films
question the assumption that history can be represented through a single unified narrative.
Experimental historical films often use fragmented or disjunctive structures, combining
archival footage, documentary materials, fictional sequences, or multiple perspectives. Instead
of presenting a smooth narrative, these films highlight the complexity and uncertainty of

historical interpretation.
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Another technique involves creating analytic distance between the audience and the narrative.
Rather than encouraging emotional identification with characters, filmmakers may deliberately
use restrained acting, visible editing, or unconventional storytelling methods. These techniques
encourage viewers to critically reflect on how history is represented. Such approaches
emphasise that historical narratives are constructed interpretations rather than objective
reproductions of the past. By presenting multiple perspectives and unresolved questions,
experimental cinema invites audiences to reconsider how historical knowledge itself is

produced.

14.4 Memory, Collective Memory and Cinema

Memory plays an important role in shaping how societies understand their past. In modern
societies, cinema has become one of the most influential mediums through which memories of
historical events are created, circulated, and preserved. Rather than simply recording history,
films actively participate in shaping collective memory, transforming historical experiences
into shared cultural narratives and symbolic representations. Collective memory refers to the
way societies remember and interpret the past through cultural forms such as literature,
monuments, rituals, and media. In contemporary media culture, cinema functions as a powerful
“memory machine” that produces images and stories through which communities remember
historical events. Through narrative, visual imagery, sound, and emotional engagement, films

shape how audiences recall and interpret the past.

Cinema therefore does not only represent historical events; it also constructs the frameworks
through which societies remember them. The process of memory formation in cinema can be
understood through several mechanisms, including the creation of symbolic memory sites,

visual reconstruction of the past, and the reinterpretation of national narratives.

14.4.1 Cinema as “Lieux de Mémoire” (Places of Memory)

Modern societies increasingly rely on symbolic cultural forms to preserve memory. Scholars
describe these symbolic sites as “lieux de mémoire,” or places of memory. In earlier societies,
collective memory was embedded within everyday life through traditions, rituals, and shared
cultural practices. These living environments of memory were known as “milieux de mémoire.”
However, with the transformation of modern societies, many traditional settings of memory
have gradually disappeared. As a result, cultural institutions such as museums, monuments,

archives, and films have become important sites where memory is preserved and transmitted.
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Cinema functions as one of these modern places of memory. Through visual storytelling, films
recreate historical experiences and transform them into symbolic narratives that can be shared
across generations. When audiences repeatedly watch films that depict certain historical events,
those cinematic images often become central references for remembering the past. In this sense,
cinema anchors collective memory within visual culture. By projecting representations of the
past onto the screen, films help societies reconnect with historical experiences that may

otherwise appear distant or forgotten.

14.4.2 Visual Memory and the Cinematic Reconstruction of the Past

In contemporary culture, memory is increasingly shaped by visual media. Scholars describe
modern historical consciousness as “intensely retinal” and “powerfully televisual,” meaning
that people often remember historical events through images rather than written descriptions.
Cinema plays a crucial role in this process by creating vivid visual reconstructions of the past.
Through cinematic techniques such as detailed production design, costume, lighting, and sound
effects, films recreate historical environments that appear convincing and immersive. In reality,
the cinematic past is often a creative interpretation shaped by narrative choices and dramatic
conventions. Some filmmakers deliberately challenge this illusion of authenticity. For example,
certain documentary or experimental films reconstruct historical memory without relying on
archival footage or traditional visual reenactments. Instead, they use contemporary landscapes,

testimonies, and reflective narratives to encourage viewers to critically reflect on the past.

14.4.3 Historiophoty and the Visualisation of Memory

The process through which cinema represents history and historical memory through visual
images is often referred to as historiophoty. Unlike written history, which presents events
through textual explanation, cinema reconstructs the past through visual storytelling. Another
feature of cinematic memory is the emphasis on individual narratives. Historical films
frequently present complex historical transformations through the personal journeys of
characters. The emotional resolution of a character’s story often symbolically represents
broader historical developments. In this way, cinema translates large historical processes into

personal experiences that audiences can easily understand and relate to.

14.4.4 Cinema, National Memory and Myth

Cinema also plays a significant role in shaping how societies remember their collective past.

Through repeated representations of historical events, films can contribute to the formation of
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national myths and shared historical narratives. Historical films sometimes present the past as
a progressive narrative, emphasising heroism, sacrifice, or national unity. Such representations
help construct a sense of shared historical identity by presenting the past as a story of collective
struggle and achievement. At the same time, cinema can also challenge dominant versions of
history. Certain films critically examine established historical narratives and reveal overlooked
perspectives or uncomfortable truths. In such cases, cinema becomes a medium through which
societies reassess their collective memory and reconsider previously accepted interpretations of
historical events. Through these processes, cinema becomes a powerful tool not only for

preserving memory but also for questioning and reshaping it.

14.4.5 Memory, History and the Role of Cinema

In contemporary culture, cinema has increasingly become a central medium through which
societies imagine and remember the past. As traditional forms of storytelling and historical
transmission decline, film narratives often provide the symbolic frameworks through which
communities interpret historical experiences. Through visual storytelling, emotional
engagement, and narrative reconstruction, cinema transforms historical events into memorable
cultural images. In doing so, it prevents history from becoming a distant or abstract record and
instead presents it as a meaningful part of collective cultural consciousness. Thus, cinema does
not merely reproduce the past; it actively participates in shaping how societies remember,

interpret, and emotionally connect with history.

%+ Check Your Progress - 2

A. Short Answer Questions

What is meant by the term collective memory?
How does cinema contribute to the formation of social memory?
Explain how visual images in films influence the way audiences remember the past.

Why are personal stories often used in films to represent historical experiences?

o~ w0 NP

In what way can cinema reinterpret or question established memories of the past?

B. Long Answer Questions

1. Discuss the role of cinema in shaping collective memory in modern societies.
2. Explain how visual reconstruction in films influences the way historical events are

remembered.
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3. Analyse the relationship between personal narratives and collective memory in cinema.

4. Examine how cinema provides alternative interpretations of historical experiences.

5. Discuss cinema as a cultural medium that connects the past with present social
understanding.

C. Multiple Choice Questions

1. The concept of collective memory refers to:
a) Personal recollection of events
b) Memories shared and shaped by a society
c) Fictional memories created by films

d) Memories recorded only in written history

2. Cinema influences memory mainly through:
a) Written documents
b) Visual images and narratives
c) Government policies

d) Statistical records

3. In films, historical experiences are often represented through:
a) Abstract theories
b) Individual character stories
c) Scientific explanations

d) Political speeches

4. Cinema can reinterpret the past by:
a) Ignoring historical events
b) Presenting alternative perspectives
c) Eliminating historical debates

d) Repeating official narratives only

5. Collective memory is formed through:
a) Cultural representations and shared narratives
b) Only academic history books
c) Private family memories only

d) Government archives alone
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14.5 Cinema, National Identity and Cultural Narratives

Cinema plays a significant role in shaping how nations imagine themselves and how cultural
identities are communicated to audiences. Through storytelling, visual imagery, and symbolic
representation, films present narratives that help define the values, traditions, and historical
experiences associated with a particular nation. These cinematic narratives often translate
complex historical and cultural realities into emotionally engaging stories that are easily
accessible to viewers. National identity in cinema is constructed through representations of
shared experiences, cultural practices, and collective struggles. By presenting these elements
within compelling narratives, films allow audiences to recognise themselves as part of a larger
cultural community. Cinema therefore becomes a powerful cultural medium through which

societies interpret their past and express their collective identity.

14.5.1 Cinematic Narratives and the Representation of Cultural Identity

One of the primary ways cinema expresses national identity is through cultural narratives
embedded in film stories. Historical films and period dramas frequently present events from the
past in a structured narrative form, allowing audiences to understand cultural traditions and
social values within a dramatic framework. In many cases, complex historical developments
are represented through the experiences of individual characters. These characters often
function as symbolic representatives of broader social groups. Their struggles, aspirations, and
achievements become narrative devices through which the film communicates cultural values
and historical experiences. Through this narrative focus, cinema transforms large social
processes into personal stories that audiences can easily connect with. Films also integrate
multiple aspects of social life within a single narrative environment. Cultural traditions, social
hierarchies, political conflicts, and everyday practices are often depicted together within the
lives of characters. By presenting these elements simultaneously, cinema offers a holistic
representation of cultural life that differs from the analytical separation often found in historical

or academic writing.

14.5.2 Visual Representation of Cultural Heritage

Cinema communicates national identity not only through narrative but also through visual
representation. Costumes, architecture, landscapes, language, and cultural rituals are frequently
used to portray the distinctive features of a society. Through such visual elements, films recreate
the cultural atmosphere of a particular historical period or region. These visual details allow

audiences to recognise symbols of cultural heritage within cinematic narratives. Traditional
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clothing, festivals, family structures, and everyday practices become markers of cultural
belonging. When such elements are repeatedly represented in films, they contribute to the
development of a shared visual understanding of national culture. In this way, cinema becomes
an important medium for preserving and circulating cultural symbols. The visual portrayal of
traditions and social practices enables audiences to connect with cultural identities that extend

beyond individual experience.

14.5.3 Shared Viewing and Cultural Belonging

Another important feature of cinema is its ability to create shared viewing experiences. Films
are typically consumed by large audiences within theatres, television broadcasts, or digital
platforms. Through this collective consumption, audiences encounter similar narratives and
visual symbols that contribute to a shared understanding of cultural identity. When viewers
across different regions engage with the same cinematic narratives, they participate in a
common cultural experience. This shared engagement encourages individuals to imagine
themselves as members of a broader social community. Through repeated exposure to similar
stories and cultural representations, cinema helps reinforce a sense of belonging within a

national cultural framework.

14.5.4 Cinema and the Reinterpretation of Cultural Narratives

Cinema also provides space for reinterpreting established cultural narratives. Different
filmmakers may revisit historical events or cultural traditions from new perspectives, offering
alternative interpretations of national identity. Through such reinterpretations, films can
highlight previously overlooked voices or social experiences. Some films critically examine
dominant cultural narratives and question established interpretations of history or tradition. By
presenting alternative viewpoints, cinema encourages audiences to reflect on the complexity of
cultural identity and historical experience. Thus, cinema does not simply reproduce cultural
narratives; it actively participates in their transformation. Through reinterpretation and critical

reflection, films contribute to the evolving understanding of national identity within society.

14.6 Counter-Memory and Alternative Histories in Cinema

Cinema does not always reproduce dominant versions of the past. In many cases, filmmakers
challenge official narratives by presenting alternative interpretations of historical events. This
approach is often described as counter-memory, where cinema revisits the past from
perspectives that have been ignored, suppressed, or marginalised in mainstream historical

representations.
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Counter-memory in cinema can be understood as a form of “history as experiment.” Instead of
presenting history as a fixed and unified narrative, such films question established
interpretations and reveal the complexities of historical experience. Through unconventional
storytelling techniques and alternative viewpoints, filmmakers highlight hidden dimensions of
history that may not appear in dominant cultural narratives. These cinematic approaches often
oppose the conventions of mainstream historical films. Rather than presenting history as a
single coherent narrative centred on heroic individuals, counter-memory films explore
fragmented experiences, competing perspectives, and unresolved historical tensions. Through
these methods, cinema becomes a space where alternative histories can emerge and challenge

accepted interpretations of the past.

14.6.1 Challenging Conventional Historical Representation

Films that explore alternative histories frequently reject the idea that history can be represented
through simple realism. Instead of presenting the past as a transparent reconstruction,
filmmakers experiment with narrative form and visual structure. One method involves the use
of fragmented or disjunctive images. In such films, historical materials, testimonies, and visual
fragments are placed alongside one another without forming a single linear story. This collage-
like structure encourages viewers to recognise that historical understanding is complex and

open to interpretation.

Some films also avoid using archival footage or historical re-enactments. For example, Claude
Lanzmann’s documentary Shoah (1985), which addresses the Holocaust, deliberately avoids
showing historical images from the period. Instead, it relies on contemporary landscapes and
survivor testimonies to confront the viewer with the lasting presence of historical trauma. By
avoiding conventional visual reconstruction, the film encourages a deeper reflection on how
such events are remembered. In addition, certain filmmakers abandon traditional narrative
structures altogether. Instead of focusing on individual heroes, these films emphasise collective
experiences and historical processes. Through this approach, the emphasis shifts from personal

triumph to the broader social realities experienced by communities.

14.6.2 Questioning Official Narratives

Another important function of counter-memory cinema is the questioning of official national
narratives. Governments and cultural institutions often promote simplified versions of history

that emphasise unity, heroism, or national achievement. Counter-memory films challenge these
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narratives by revealing overlooked or uncomfortable aspects of the past. A well-known example
is the French documentary The Sorrow and the Pity (1971), which examines France during the
Second World War. The film challenged the widely accepted belief that the entire nation had
heroically resisted Nazi occupation. Instead, it revealed a more complicated historical reality
that included collaboration, political compromise, and social divisions. By exposing these
hidden aspects of history, such films disrupt dominant historical myths and encourage societies
to reconsider their understanding of the past. Through this process, cinema becomes a medium

through which suppressed or neglected histories can re-enter public discussion.

14.6.3 Voices from Marginalised Communities

Counter-memory in cinema often emerges from groups whose experiences have been excluded
from official historical narratives. Filmmakers belonging to minority communities frequently

use cinema to document and interpret their own histories.

Immigrant communities, for example, have used film to record their experiences of migration,
cultural adaptation, and social struggle. These narratives challenge national histories that
portray the nation as culturally homogeneous. By presenting the perspectives of migrants and
minority groups, such films broaden the understanding of national history. Similarly, new
generations of filmmakers sometimes revisit historical events in order to question earlier
interpretations. Younger filmmakers may explore historical periods that previous generations
avoided discussing openly. Through these reinterpretations, cinema becomes a space where

societies can confront unresolved historical issues.

14.6.4 Cinema as a Space for Historical Reflection

When films critically examine the past rather than simply reproducing established narratives,
they become important cultural spaces for historical reflection. These films encourage
audiences to think about how historical events are remembered, interpreted, and debated over
time. By presenting multiple perspectives and questioning established interpretations, counter-
memory cinema transforms the act of remembering into a dynamic process. Instead of
presenting the past as fixed and unchanging, these films show that historical understanding
evolves as societies reinterpret earlier events. Through these experimental and critical
approaches, cinema keeps historical memory active within public culture. It ensures that the
past remains open to discussion, reinterpretation, and critical engagement rather than becoming

a static record of events.
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14.7 Case studies

Cinema across different countries has played an important role in representing national identity,
historical experiences, and cultural narratives. Through specific films, filmmakers interpret
historical events, social transformations, and collective memories in ways that influence how
societies understand their past and present. Case studies from global cinema demonstrate how
different national contexts use film to represent cultural identity and historical experience. The
following examples illustrate how cinema engages with themes of nationhood, historical

interpretation, and collective memory in different cultural contexts

14.6.1 Postcolonial Identity in Lagaan (India, 2001)

The Indian film Lagaan, directed by Ashutosh Gowariker, provides an example of how cinema
represents colonial history through a narrative of resistance and collective unity. Set during
British colonial rule in India, the film narrates the story of villagers who challenge colonial
authority through a cricket match against British officers. Although the film is structured as a
sports drama, it symbolically represents the struggle against colonial domination. The diverse
group of villagers—including individuals from different castes and communities—come
together to challenge imperial power. Through this narrative, the film portrays national unity

and collective courage as important elements of anti-colonial resistance.

The use of cricket, a sport introduced by colonial rulers, becomes a symbolic reversal of power
relations. By defeating the colonial officers in their own game, the villagers symbolically
reclaim dignity and self-respect. Thus, the film transforms a historical setting into a narrative

that reflects themes of national solidarity and cultural pride.

14.6.2 War, Memory, and National Trauma in Grave of the Fireflies (Japan, 1988)

The Japanese animated film Grave of the Fireflies, directed by Isao Takahata, explores the
devastating human consequences of war. Set during the final months of the Second World War,
the film follows two siblings struggling to survive after losing their family in wartime
bombings. Unlike many war films that focus on military heroism, this film presents war from
the perspective of vulnerable civilians. Through the experiences of the children, the film
highlights the suffering, displacement, and loss caused by conflict. The narrative therefore shifts
attention from national victory to the human cost of war. By focusing on the everyday

experiences of ordinary individuals, the film encourages viewers to reflect on the social and
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emotional impact of historical events. The story becomes a powerful reminder of the collective

trauma experienced by societies during wartime.

14.6.3 Historical Reconciliation in Invictus (South Africa, 2009)

The film Invictus, directed by Clint Eastwood, portrays a significant moment in South Africa’s
post-apartheid history. The narrative centres on Nelson Mandela’s efforts to unite a deeply
divided nation after the end of apartheid. Mandela recognises the symbolic power of sports and
supports the national rugby team during the 1995 Rugby World Cup. In the film, the rugby
tournament becomes a symbol of national reconciliation. Historically, rugby had been
associated primarily with the white minority during apartheid. By encouraging black South
Africans to support the team, Mandela attempts to transform the sport into a symbol of national

unity.

Through this narrative, the film demonstrates how cultural symbols and public events can
contribute to rebuilding a shared national identity. The story illustrates the role of leadership,

symbolism, and collective participation in overcoming historical divisions.

14.6.4 Cultural Identity and Diaspora in The Namesake (2006)

Directed by Mira Nair, The Namesake explores the experiences of an Indian immigrant family
living in the United States. The film examines how individuals navigate cultural identity while
living between different cultural environments. The narrative follows Gogol Ganguli, the son
of Indian immigrants, as he struggles to reconcile his family’s cultural heritage with the realities
of American society. Through his journey, the film highlights the complexities of identity
formation within diasporic communities. The film portrays how cultural traditions, language,
family relationships, and personal choices influence the development of identity across
generations. In doing so, it reflects the broader experience of migration and cultural negotiation

faced by many communities in a globalised world.

14.6.5 Political Memory in The Lives of Others (Germany, 2006)

The German film The Lives of Others, directed by Florian Henckel von Donnersmarck,
examines life in East Germany before the fall of the Berlin Wall. The narrative focuses on a
secret police officer assigned to monitor the activities of a playwright suspected of political
dissent. As the story unfolds, the officer gradually becomes aware of the oppressive nature of

the surveillance system he serves. Through this transformation, the film explores the moral
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dilemmas faced by individuals living under authoritarian regimes. By depicting the culture of
surveillance and political control, the film encourages viewers to reflect on the historical
realities of life under dictatorship. It also highlights the importance of artistic expression and

individual conscience in resisting oppressive systems.

These examples demonstrate how cinema across different cultural contexts engages with
themes of history, identity, and collective experience. Through narrative, symbolism, and
character-driven storytelling, films interpret historical events and cultural transformations in
ways that influence public understanding of the past. Case studies from global cinema therefore
reveal that film is not only a form of entertainment but also a significant medium through which

societies explore questions of identity, historical memory, and cultural belonging.

s+ Check Your Progress - 3

A. Short Answer Questions

What is meant by the term counter-memory in cinema?

How do alternative historical films differ from mainstream historical narratives?

Explain the role of fragmented or disjunctive images in counter-memory cinema.

Why do some filmmakers avoid using archival historical footage in films dealing with

traumatic events?

5. How do films produced by marginalised communities contribute to alternative
histories?

PophE

B. Long Answer Questions

1. Discuss the concept of counter-memory and explain how cinema challenges dominant
historical narratives.

2. Analyse the cinematic techniques used by filmmakers to present alternative
interpretations of history.

3. Examine how documentaries and experimental films reveal overlooked aspects of
historical experience.

4. Discuss the role of cinema in bringing marginalised voices and suppressed histories
into public discourse.

5. Evaluate how counter-memory cinema encourages critical reflection on the past.

C. Multiple Choice Questions
1. The concept of counter-memory refers to:
a) Official national history
b) Alternative interpretations that challenge dominant historical narratives
¢) Fictional storytelling without historical reference
d) Personal memories recorded in diaries

2. Counter-memory films often reject:

a) Visual imagery
b) Linear and conventional storytelling
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c¢) Sound and dialogue
d) Documentary techniques

3. The documentary The Sorrow and the Pity is known for:
a) Celebrating wartime heroism
b) Reinforcing national myths
¢) Questioning dominant interpretations of French history during World War 11
d) Presenting fictional characters

4. Films like Shoah use testimonies and contemporary landscapes in order to:
a) Avoid discussing history
b) Encourage reflection on historical trauma
¢) Replace documentary methods
d) Simplify historical narratives

5. Alternative historical cinema often focuses on:
a) Only famous political leaders
b) Everyday experiences and suppressed perspectives
c) Pure entertainment
d) Mythological narratives

14.8 Let Us Sum Up

This unit examined the relationship between cinema, nation, history, and memory. It discussed
how cinema contributes to the construction of national identity by presenting cultural narratives
and shared historical experiences. Films often transform complex historical processes into
accessible stories, allowing audiences to engage with national history through visual and
emotional representation. The unit also explored how cinema represents history through
narrative structures, visual reconstruction, and symbolic storytelling. At the same time, films
play an important role in shaping collective memory, influencing how societies remember and
interpret past events. Through powerful images and narratives, cinema can preserve historical

experiences and transmit them across generations.

Finally, the unit analysed how filmmakers sometimes challenge dominant narratives by
presenting counter-memory and alternative histories. Such films question official versions of
the past and bring forward marginalised perspectives. Through these diverse approaches,
cinema becomes an important cultural medium for understanding history, identity, and

collective experience.

14.9 Key Words
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Collective Memory — Shared understanding of the past developed within a society through
cultural narratives, media, and public discourse.

National Identity — The sense of belonging to a nation based on shared culture, history,
language, and collective experiences.

Historiophoty — The representation of history and historical thinking through visual images and
cinematic discourse.

Cultural Narratives — Stories, symbols, and traditions that express the values and historical
experiences of a society.

Counter-Memory — Alternative interpretations of history that challenge dominant or official
historical narratives.

Alternative Histories — Historical representations that present overlooked, suppressed, or
marginalised perspectives.

Visual Representation — The portrayal of ideas, identities, or historical events through cinematic
imagery and visual symbolism.

Collective Identity — A shared sense of belonging formed through common cultural, historical,
and social experiences.

Historical Narrative — The structured representation of past events within a story format.

Cinematic Interpretation — The process through which filmmakers creatively reconstruct
historical or cultural realities through film.

14.10 Suggested Reading
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s Answers

% Check Your Progress - 1
Answers
1. (b) 2.(b) 3.(b) 4.(b) 5.(c)
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% Check Your Progress - 2
Answers
1. (b) 2.(b) 3. (b) 4.(b) 5. (a)

% Check Your Progress - 3
Answers
1. (b) 2.(b) 3.(c) 4.(b) 5.(b)
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