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"OKT Is a co-operative of
sixteen people, includ-

ing directors, editors, camera-
men, sound recordists and an
actor—all graduates from the
Film Institute, Pune, Ghashi~
ram Kotwal, based on Vijay
Tendulkar's Marathi play of
the same name, is their first
venture. The shooting is over,
the sound recording half-done.
No one has been paid yet,
the budget being tight,

But this apart, there are a few
loose ends in the film which need
to be tied up. This can be done,
according to Hariharan and Mani
Kaul, co-directors of the film,
through a rigorous application of
the technique of alienation-

How successful iha attempt is,
of course, only the film itself
will tell. But the people involv-
ed in making the film say they
have deliberately avoided the in-
trusion of a personal style. Per-
haps this helps the collective ef-
fort, but one could not help feel-
ing that without an ideological
binding together—say, like the
surrealists—the unity of the col-
lective is as yet only a formal
one.

The story of (he original play
is as follows, Ghashiram Kotwal
is a stranger who comes to Pune
during the time of Nana Pbadna-
vis, and is mistreated 'by the
local brahmins. He vows to take
revenge and wins the favour-of
Nana Phadnavis largely through
selling his daughter to Nana. He
then proceeds to make things dif-
ficult for the brahmin's. Towards

end Nana has Ghashiram's
daughter killed, and 'Ghashiram
is.'overcome with remorse. But
before anything can be done, he
is ici-tied by the brahmins of Pune.

The fiJm departs from the story
of the play irt some respects, say
the directors. For instance, Ghashir
ram Kotwal's daughter never en-
ters the film. So ;\ko the revenge
motivation. The relationship bet-
ween Nana and Ghashiram is
thus built around the needs of
espionage felt by (he decaying
Peshwa, court.,Ghashiram becomes
a spy, and thus is of use to
Nana. The decadence of the
PesVvsva court at that time- is
seen as born out of the economic
situation arid poses a central pro-
blem in the form of the conflict
between religion and sex. The
entry of the British in the Him
too, unlike in the play, is not
the entry of observers but of
agents of change.

The film makers ate extremely
grateful. to TendulVar for agree-
ing to look at the play in a new
light and write, a new script. But,
they fed that in any case, tire
points from, which the film has
departed are not integral to Ten-
duJ&ar's 'play. According to them,
the play attempted to abstract
from folk theatre forms in Maha-
rashtra and create a novel opera-
tic form. The m>fch*>s (a popular
view of history) of the play was
its most important aspect.

As will be obvious from the
interview itself:, the directors of
Yukt seem to find formal inno-
vation the high point of creati-
vity, a weakness from which
Mani Kaul's own films have suf-
fered. Let us -take, for instance,

or tne
f the film.

this whole business of .alienation.
According Jo Brcxht's theory, _it
h an artistic 'Acapon rins*inst"f'M$Q
consciousness. And false consci-
ousness in the Marxist sense is
manifested in art as ;;n ;iitempt
to., subsume the class struggle.
OUVer than this, identification,
entertainment etc. are not inhoo
in themselves. It is almost impos-
sible to conceive of art without
a sense of "play", a sense in
which Brecht's theatre abounds.
Also, introspection is not possi-

with Mnni Kaul and Hariharan,
cp-directors oi Ihe film.

Ma»i: The style 'in the film h
impersonal. Some Indian, pain.crs
today, for instance, simply repro-
duce the same paintings. If . a
painting cajinot be identified as
the work of a particular artist, it
doesn't sell. This sort of thing
applies very much to films,* e.^.
Bresson and O u . But take sculp-
tures from Ellora which are lar
more plastic and epics like

is given, permanent. This is true
about thru kind of music, but a
ryga- can go on 'for two hours or
cighf. hours. The paintings of
Ajanla dot 'not really slop. If there
had been more walls they would
have gone on. .But as they are
they have their own completeness.
The totalising factor is not lime
or space,- but content.

Han: Such an approach gives the
spectator more capacity for parti-
cipation. When relationships are

Co-director Mani Kaul in discussion with the actors of ttie Theatre Academy.

ble at limes without personal iden-
tification, unless ihe canvas, as
in the case of Eisenstein's Battle-
ship Potentkin, is epic and broad-
]y historical, 'this in turn creates
the need for stereotypes that
are yef'significant enough to carry
meaning,

However, the experiment, hoth
in terms of a collective effort
as well as an attempt to build a
film around consciously formulat-
ed theory, is certainly new
enough, and the film, promises to
be an interesting venture. Follow-
ing is an extract from a dialogue

the Ram#y3na and Mahabharata.
They have such a wide canvas.,
they cannot accommodate a per-
sonal style.

i: But an impersonal style
is not limited only to the ' epic
form. A film can take a modular
form, *here each scene is a com-
plete entity in itself, and does not
need another scene to bring it
into focus.

Mani: Satyajit Ray has sai4
somewhere that Western music
has given, us finite (in terms of
time)' composition. The notation.

completely" defined there Is tio
open-endedness. "No ambiguity,
no leaving an element of proba-,
bility so that the audience has a :

chance of variance.
Mani: Of course relationships

are defined. But there is a dif-
ference. The proportions applica-
ble in Indian sculpture for instance
are very rigid, out they create
relationships that are very reveal-
ing.

People come to see films to
enjoy themselves. Some films they,
enjoy .and some they do not This
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The "ahhishek*' of Jsrfani Ma^havrao Peshwa (Thm
total political power

pe*form*& hf Nairn to achieve

existential reality has first to be
realised and thtm gone beyond.

Let me give you an example
from the film.

Yijay Tenduikac wrote an
abhang (religious song in Mara-
thi), for the film. We used to
call it an industrial sibhang. Then
we found tha't the ahhang was be-
ginning to acquire its own re)}-
giosiiy. So we overcame the pro-
blem in the following way:

Some workers arc working in
a quarry. (And of course they
hate their work; The things they
look forward to are eating, and
drinking).

Just then the sutradhar, now
dressed as a 'worker, and two
brahmins, also dressed as work-
ers come down a big rock' and
towards the workers, chanting
the aNiiin'g. As the aSihang pro-
gresses, the workers all begin la
fall asleep, except one wotket
who keeps working, Ihe sound of

•metal on rock punctuating the
abhang.

The sirtratfhar and the brah-
mins go towards him and start
going round him. The worker
continues to work. Other workers
wake up. A tremendous amount
of sound builds Up on the sound-
track. Then we hear the sound
oi a truck.approaching. The wor-
ker who has kept on working
rushes past the brahmins, and
with the others, scrambles on to
the truck and the truck moves otf.
Nor does the -film present iny-
tiios, as did the play. It is an
open conflict where the myth
makes you see history and vice
versa. And when modern images
break, the historical setting, if [*.
not a mere gimmick. It is more

a transgression or period to
achieve contemporaneity, which
is really the,object of th<s film.

Thus film is~ not "historical",
of coarse, in the sense of recrea-
ting the past. The modern images
break the historical .setting in plaj

ces. Once when a Britisher comes
and stands leaning against an
electric pole, in the truck sequence
and. at the end when two Briti-
shers are shown surveying the land
during the ryotwari settlement..

Had: W.e iaave always striven
to make the background as neu-
tral as- possible. Then the actors
come into contact witb the neu-
tral background and make it
come alive.

Mani: The central part of th«
play is, in fact, this duality. The
actors are told'sometimes to enact
ihe role and sometimes to con-
front: the sam*s applies to th«
film. , Sometimes it becomes the
play while sometimes it confronts
the play. Even amongst each
other we discuss every shot, and
in fact when there is disagree-
ment, the result finally is usually
better.

The film is not about ih& bra&-
min-non-brahmin conflict jjiainly.
We have, for instance, taken ex-
tracts from Nana Pha'dnavis's au-
tobiography, • which does not &p~
pear in the play, and treated the
conflict in his character as that
between religiosity and sexuality
at that time.

We faced an afnusing situation
during our shooting. We want-
ed to do a scene at Nana's wada
in Menavle. But Ph&dnavis's
descendant - who owned the place
refused to ApX us us© it, because
he thought Ghashiram Kotwal de-

his ancestors. We tried
to tell him that we were not
interested in th« brahmin non-
brahmin conflict except in a, lar-
ger context. But he was ada-
mant. In fact, he said, it was
not Nana sitting and watching
dancing girls to which he object-
ed so much, but to Nana danc-
ing himself! That was too much.

The co-operative really
tries to work in a collective way.
There- were constant exchanges
hetweea technicians, actors and
directors. For instance, when we
wanted to shoot a crowd scene,
we would tell the actors to move
into a certain area. Then we
would move around with them
with the cameras. Only after
about two hours of such affort,
with constant stoppages for tak-
ing notes, would w« start ahoot-
ing; so that all mannerisms, and
everything that was simple tmpro^
visatioa wo«ld not go on film.

Mani: The thing is that we ar«
interested in development of act-
ing and not improvisation. Even
in a crowd scene, some people
would relate to each other, some
would break such responses snd
achieve others "and so on.

Alienation is a general theory
for art, inbuilt in it, and not a
devise. For film it is all the
more important. It is so natural-
ly temporal a medium that the
process of identification is auto-
matic, you have io make; little
effort to create ident&fcatioa. You
have to in fact stop it.

In all &?t forms, expression at
some point b$comej« illusion. And
when it become* illusion. It must
be broken.


