‘Manjula and I have a dream
of performing the play in ten
languages’ — Md Safeer.
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Jahnabi Bora / Reharshal photo by Utpal Datta
Guwahati is about to experience an International Drama
Production, likely the first of its kind, a play that brings
together theatrical talent from several countries worldwide.
Gathering such talent in one place for a purpose is incredibly
challenging in terms of communication, time, money, and the
arduous labour required. The point is that such plays impact
the intellectual and cultural environment of the time,
stirring the minds of creative individuals. This impact may
initially be small, but it delves deep, illuminating the realm
of creation with new possibilities. Creative individuals from
different countries come together for work and reach a
consensus after discussions—this creative process 1is
challenging. However, these challenges give rise to new

possibilities and experiences. It’s not just the creators who
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experience this but also the audience. Many such experiments
are underway worldwide, but this will be the first artistic
experiment of its kind in Guwahati, which is exciting news for
the cultural community.
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Safeer combines various elements in drama production,
transforming the play into a unique experience. He has been
invited from various countries worldwide to showcase the
achievements of his art. He 1s also an established book
publisher and has made his debut as a film director. The film
has already been screened at several film festivals.

Witnessing the first performance of a play, movie, exhibition,
etc., 1s a satisfying and often rare experience. We will
witness the first performance of Safeer’s latest production



here in Guwahati. I had the opportunity to witness a rehearsal
of the production and engage in a brief discussion about it.

‘The author of the play, Manjula Wedivardhana, originally from
Sri Lanka but now living in France, is a renowned novelist and
poet. I had a concept like this: there will be five
scenes—five different colours, representing five men—and there
will be one woman. She will be the last woman on earth, acting
in front of the five men, her final act. He wrote a play based
on this concept, a poetic play written in Sinhalese. The play
was translated into English by the Australian author Dilini
Areawala. In 2016, I met an Italian actress named Julia
Filippo at the Colombo National Theater Festival. She was
seeking an opportunity to work with an Asian director, having
already worked with many European directors and wanting to
gain new experiences and knowledge. We began working on the
play, which premiered in Dubai at the Foreza Monodrama
Festival. The festival is attended by thousands of theatre
professionals from different countries worldwide. The play was
well-received by audiences worldwide. The main feedback was
that monodrama is usually centered around the actor, but this
play incorporates a combination of set design, lighting,
dance, music, and acting. The play received invitations from
many countries, and we performed it in several, including
Korea and Azerbaijan. I also staged the play in Pune, India,
and in Sri Lanka. My friends expressed the need for a
Sinhalese version of the play, so I staged it in Sinhalese
with a Sinhalese actress. Then came COVID, and the play was
put on hold. Last year, I spoke to Mrinaljyoti Goswami, and
finally, we are here. Mrinal translated the play into
Assamese, and we will perform it with an Assamese actress,’
Safeer said.
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Safeer directs Jahnabi Bora. photo Utpal Datta
“How will the play continue after this, and what are your
plans?”

‘Manjula and I have a dream — we will perform the play in ten
languages. It has been performed in English and Sinhalese, and
it’s currently being performed in Assamese. Next year, it will
be performed in French. The initial plans to perform the play
in Hindi and Korean have been completed.’

“A play, not just a play, any artwork, has its roots in the
soil of its place. How can the context of those roots be
preserved during such phases of transformation?’ ‘It’s quite
simple. In this Assamese play, we have incorporated elements
that evoke the essence of Assam. As a director, I don’'t rely
solely on the text of the play. I take the dialogue, and the
rest is my own interpretation. Manjula wrote many things, and
I have selected only certain parts. We have created several
versions of the play, which means we have interpreted it in
various ways. Each production is an interpretation.’

“You are an advocate and practitioner of physical theatre. How
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do you view physical theatre?’ ‘Many people consider gestures
alone as the essence of physical theatre. However, I believe
and practice differently—physical theatre is not just about
gestures. It encompasses dance, music, lights, sets-all
components contribute to physical theatre.’

The play is translated by Dr. Mrinal jyoti Goswami and will be
staged on April 28 and 29 at the Madhavdev Auditorium of
Srimanta Sankardev Kalakshetra. ‘Premar Dolna (Swings of
Love)’ introduces Jahnabi Borah, a promising talent and
National School of Drama, Sikkim Centre alumnus, to Guwahati’s
theatre aficionados. Under the guidance of director M Safeer,
Jayadewa Upeksha Sandeepani, and H.M. Pasindu Nirmal Perera
from Sri Lanka contributed as associates, with Dhrubajyoti
Deka from Assam serving as the production manager.

Divine Evening of Music and
Dance at ‘Shakti Mahapith’
Kamakshya'’
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The time was just evening, the place was the courtyard of
Shakti Mahapith Kamakshya, and the air was filled with the
Shabda Brahma created by Pandit Ram Kumar Mallick and his
team. Pandit Mallick ji, a Padmashree awardee for his
contribution to the Darbhanga Gharana of Dhrupad, orchestrated
the musical tapestry. The architect of that great moment was
Sangeet Natak Akademi, which initiated a festival of Music and
Dance titled ‘Shakti’, set to resonate across all the
Shaktipiths of India. This was the inaugural event of this
series.

Listening to Dhrupad by Mallick Ji live is a rare artistic
experience, and Sangeet Natak Akademi receives heartfelt
gratitude from the audience for curating such a program in
Guwahati. Dhrupad, a genre of Indian classical music, 1is
practiced by a select few artists, and public recitals are
comparably infrequent. Pandit Ram Kumar Mallick, renowned in
this field, is one of the prime representatives of the
Darbhanga Gharana. In this concert, he was accompanied by Dr.
Samit Kumar Mallick on vocal and Mr. Rishi Shankar Upadhay on
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Pandit Ram Kumar Mallick

In this concert, Pandit Mallick performed Aalap and Chautal in
Raag Yaman and a Durga Vandana ‘Jaya Mangala Sarba Mangal Kar
Nihari’. His baritone voice, infused with the ritualistic
sensitivity of prayer, transcended the earthly realm,
captivating the audience. The melodious utilization of Gauhar
Vani and Khandar Vani was evident in his singing. Alongside
his gorgeous vocal delivery, the harmonious blend of detailed
Aalap, Meed, Gamak, intricate rhythmic patterns, clear
pronunciation of Bandish’s verses, and other layakari, made
his recital an extraordinary auditory experience. His
rendition of Durga Vandana paid homage to the Shaktipith, his
voice echoing the strength and aesthetic beauty akin to a
philosophical interpretation of a forceful waterfall on a
hill, retaining its melodious appeal even after it falls on
the ground. Pandit Ram Kumar Mallick’s performance elevated
the recital into a spiritual pilgrimage through resonant
melodies.
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Another significant performance was Suknanni Ozapali (a
traditional religious song from Assam with rhythmic body
movements resembling dance) and Deodhani Nritya by Drona
Bhuyan and his ensemble. Drona Bhuyan, a leading artist of
Ozapali and Deodhani, was honoured with the Padmashree by Govt
of India. The presentation comprised Ozapali, involving
singing, and Deodhani Dance, with Bhuyan playing the lead role
in both performances as a singer and drum player in the dance.
The team’s performance paid tribute to Shakti through song and
dance, resonating with the energetic beats of traditional
drums, dynamic movements with war-fighting props, and spirited
choreography, crafting a soul-stirring reverence to the
Devipeeth, the eternal Shakti.
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Two other performances in the evening included the Kathak
Dance by Dr. Ruchi Khare and her team and Garva Dance by the
Sanskar Group of Bhabnagar.

In closing, as an enthusiast of music and dance, I fervently
urge Sangeet Natak Akademi to arrange another enchanting
concert featuring Rudra Veena in this sacred Shaktipith.

Photo UTAPL DATTA

https://www.facebook.com/watch/live/?ref=search&v=795010365395
664

A sensitive attempt to hear
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the unheard ‘third voice’

“I learned about sexuality when I was in high school. I wanted
to know if I was such a person or if there were other people
like me. I thought I would tell my parents when I mentioned my
marriage. I thought I would die if I married a man. After
passing high school, I was angry when my mother told me about
marriage. I met ‘A’ in the first semester of my BA. After
talking, I realized that she was probably like me.’
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Queer Voices
from the Periphery

A Collection of Perspectives from Northeast India

Editors
Kaustav Padmapati
Prateeti Barman
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In exploring the Assamese language, one inevitably confronts
an obvious gap: the absence of a recognized term to encompass
individuals beyond the traditional dichotomy of male and
female. Within this framework, the term ‘third gender’, often
equated with ‘queer’, remains an elementary construct, lacking
the nuanced depth required for full comprehension. Its
acknowledgement in ancient Indian literature and portrayal in
artistic depictions of sexual activities serve as examples of
historical acceptance, countering prevailing narratives of
deviance and abnormality.

Yet, despite this deep-rooted socio-cultural tradition, the
contemporary discourse surrounding the third gender has,
regrettably, been relegated to the periphery. Social taboos
and deeply ingrained prejudices have conspired to throttle
open dialogue, relegating the experiences of this marginalized
community to the shadows of society’s consciousness. However,
amidst this prevailing silence, there exists a glimmer of hope
— an 1increasing recognition and acknowledgement of the
inherent rights and dignities of third-gender individuals.

Recent shifts in societal attitudes, coupled with governmental
initiatives aimed at addressing the needs and concerns of this
oft-overlooked demographic, signify a slow departure from the
status quo. Concurrently, scholars and researchers are
embarking on a journey of discovery, exploring the
psychological intricacies and socio-cultural dimensions of
third-gender identity. Through their nuanced analyses and
empathetic inquiries, they seek to illuminate the lived
experiences of this community, thereby amplifying their voices
and advocating for their rightful place within the fabric of
society.

Edited with meticulous care and scholarly acumen by Dr.
Kaustubh Padmapani and Dr. Prateeti Barman, the book ‘Queer
Voices from the Periphery- a collection of perspectives from
Northeast India’ serves as a beacon of enlightenment amidst
the prevailing darkness of ignorance and indifference.



Centered on the portrayal of ‘queer’ identities in the vibrant
landscape of North East India, its pages offer a comprehensive
exploration of the complexities and challenges faced by this
marginalized demographic. While awareness of queer issues may
be blossoming in the region, the dearth of literature serves
as a poignant reminder of the pressing need for greater social
engagement and discourse.

Comprising an anthology of contributions from researchers and
scholars, each chapter endeavours to navigate the undiscovered
alleys of queer identity with sensitivity and shades. From
probing examinations of cultural nuances and identity dynamics
to insightful critiques of general homophobia within Assamese
society, the book offers a rich compilation of insights and
perspectives. Through rigorous research and empathetic
inquiry, the authors seek to peel back the layers of societal
prejudice and misconceptions, offering readers a deeper
understanding of the lived realities of queer individuals.

Namami Sharma’s compelling discourse on homophobia in small-
town Assam serves as a stark reminder of the entrenched biases
and systemic inequalities that continue to infuse our social
fabric. By shining a light on these injustices and advocating
for greater awareness and inclusivity, Sharma underscores
society’s collective responsibility towards nurturing a more
equitable and accepting environment for all its members. It is
through such concerted efforts and unwavering commitment that
we may begin to dismantle the barriers of prejudice and
discrimination that have long hindered the full realization of
human dignity and equality.

In intertwining together these diverse narratives and
perspectives, the book offers readers a panoramic view of the
lives, struggles, and triumphs of queer individuals in the
unique context of North East India. From the emergence of
queer identities within the cultural landscape to the
challenges of navigating societal expectations and prejudices,
each chapter serves as a testament to the resilience and



courage of those who dare to defy convention and embrace their
true selves. Dr. Bibhuti Patel’s commendation of the book as a
critical catalyst for encouraging dialogue and understanding
among diverse identities speaks to its profound impact and
enduring relevance. Grounded in evidence-based research and
filled with a deep sense of empathy and compassion, the book
stands as a testament to the power of scholarship and advocacy
in advancing the cause of equality and justice for all.

First published in

https://cutt.ly/Rw8ZiNqv

Tarali’s musical experiment
with Anup Baruah
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Vocal, Compesition, Music: Tarali Sarma wrics: Rahul Gautam Sharma

cast: Tarali Sarma, Bishnu Nath
Video concept & Direction: Anup Baruah Cinematographer: Chandra Kumar Editor: Manash Kashyap
Calligraphy: Anup Dutta suiis: Alakesh Baruah  Posters: Saurabh Hazarika  Make up: Pranjal Pratim Kashyap

Tarali Sharma’s cinematic song, ‘Upomar Sipare,’ is her latest
contribution to the industry. She earned the National Film
Award for Best Female Singer for the Assamese film
‘Akashitorar Kathare,’ a well-deserved recognition that thrust
her into the national spotlight. Before receiving this
accolade, her talent had been confined to the regional sphere.
Once she transcended those boundaries, she faced the challenge
of maintaining her prowess on a national scale. Working in a
remote place like Assam, within a small film world with
limited resources, it was difficult for her to maintain a
national level in all her work.

Yet, through dedication and hard work, she sustained her
capabilities and showcased her multifaceted talents as a
singer, lyricist, music composer, and director for both stage
and film productions. She also served as a jury member in the
National Film Award, enriching her with a wide variety of
cinematic experiences. Her diverse experiences in these
interconnected fields enhanced her creative pursuits,


https://stagebuzz.in/wp-content/uploads/2024/03/IMG-20240221-WA0005-01-1.jpeg

exemplified by her latest song ‘Upomar Sipare.’

Presented in a visual format, this song defies prevailing
norms 1in music videos. Rahul Gautam Sharma, an upcoming
lyricist-singer, penned the song, showcasing his praiseworthy
command over the Assamese language. The song takes the form of
a short film (duration 8 minutes), depicting emotional moments
between a singer and her fan during a brief encounter. Tarali
herself portrays the singer, staying true to her character.

The narrative unfolds as she encounters a young boy at a
homestay near her house. Their gradual acquaintance reveals
him as a devoted fan. The young boy purchases a biography of
Tarali Sharma and asks her to sign the book. The book, written
by Alex Figo, portrays the musical journey of Tarali Sharma.
In the film, director Anup Baruah establishes her as she 1is
and includes the fictional character of the photographer. Anup
establishes her residence ‘Puwati’ (early morning), known to
most culturally inclined people of Assam. Again, the homestay
he shows is a fictional entity. This interesting mix of a real
character with a fictional makes the narrative intriguing,
diminishing the thin line between fact and fiction. When the
photographer leaves, he gifts her a beautiful portrait,
prompting Tarali to reflect on the unexplained bond they
shared.

Anup Baruah, a renowned still photographer, crafts this sweet
and concise film. Each frame is meticulously composed to
convey the adjacent emotions of the narrative. Despite being
dialogue-free, Baruah skilfully captures expressive moments.

As the central character, Tarali shoulders the responsibility
of conveying all emotional nuances through the journey. The
film may be short in length, but it exhibits the growth of a
drama feature film. Tarali effortlessly breathes life into the
visuals, portraying subtle expressions with rapid
transitions—a testament to her acting competence.



Bishnu Nath, portraying the young photographer, complements
Tarali’s performance by doing justice to his character.
Cinematography by Chandra Kumar Das supports the simple yet
underplayed dramatic narrative.

Integral to this creation is the song, serving as practical
background music. It enhances the visual moods, with melody
and instrumental sounds playing pivotal roles while the lyrics
align with powerful visuals. The composition weaves the vocal
part seamlessly into the entire musical narrative. As a busy
music director in Assam, Tarali’s vast experience prompted her
to experiment with a different musical pattern for this song,
combining instrumental and vocal elements to create a unique
musical experience.

This experimental approach served as a crucial test for both
the director and the music director. In the end, they have
delivered a meaningful and out-of-the-box experience

—- Utpal Datta.

First published in The Daily Eye (www.thedailyeye.info)

Story of a Lonely Artist
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Film Criticism | Behrupiya

It sounds pathetic, but the reality is that a huge number of
folk art forms are on the verge of vanishing from the world.
There may be many reasons for this disappearing state within
our society. Several Indian films have been made on this
existential crisis of folk art forms and the void it has
created. Bhaskar Biswanathan’s short film ‘Behrupia,’ based on
a similar theme, has been selected for this year’s Indian
Panorama.

‘Behrupia’ is a familiar character in rural areas of India,
mainly in the Hindi belts. Currently, these multifaceted
‘Behrupiyas’ are mainly confined to Hanuman, Shiva, and Kali
forms. These three characters are immensely respected and
worshipped by the common public. There are also stories about
how kings and emperors used such ‘Behrupiyas’ for spying.

The film’s ‘Behrupiya’ is a member of the present day’s world.
He carries a small sound system on his bicycle. He travels
from place to place, performing his art of being a
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‘Behrupiya,’ enacting popular dialogues from Hindi films and
television serials. He also uses costumes to enhance the look
of the character he plays. Most of his audience is comprised
of children, with a small number being women. No matter how
happy the children are, they cannot afford to support him
financially. The village women also lack financial capacity,
so some of them give rice and other food items. Incidentally,
once his foot gets hurt, he cannot work. One day, while
fetching water and returning home, he finds that his costumes
are gone. Despite his unimaginable injuries, he wanders the
village in search of his stolen costumes.The story is simple,
and the audience is often familiar with the expected sadness
and pain of the ending of such stories. The extinction of folk
art is sad for connoisseurs, yet there is no way but to accept
it as part of the evolution of time. The film is about the
life of a modern-day Behrupiya. This modern Behrupiya is a
creation of the story-writer. Such modifications will
certainly hurt the traditional character of folk art, but they
will also reveal a picture of the recent trend of folk life in
a society where the influence of cinema and TV serials 1is
unimaginable. The story writer-director may have thought that
some modernization could give a new life to this endangered
folk art form. In support of this, he shows that the costumes
and dialogues of the characters attracted the children’s
community, and some children have even expressed their desire
to become a ‘Behrupiya.’ This positive attitude distinguishes
the film from other films on the same subject. In Buddhadev
Dasgupta’s ‘Bagh Bahadur,’ the folk artist died of exhaustion
in the struggle for survival, announcing the tragic end of an
art form. In contrast, Bhaskar Biswanathan’s film is a message
of hope that the younger generation is showing interest in the
multifaceted and going along with it, distinguishing the film
from similar films.

The film’s lead actor, Devesh Ranjan, makes the character
believable. His expressions were explosive, especially in the
silent parts. Earlier, he successfully played the central role



in Kamakhya Narayan Singh’s ‘Bhor.’

A calm and lively picture of a village in Bihar is beautifully
captured by the camera, creating the necessary local setting
for the story. The camera plays a significant role 1in
capturing the subtle expressions of the main character.
Director of Photography Yogendra Panda has helped the director
realize the vision of the director. The film is edited by
Himanshu Dwivedi and Deepankar Sarkar. The editor’s skill is
particularly noticeable in the scenes where the devastated
‘Behrupiya’ goes around looking for the clothes after they are
stolen. In terms of the story, the character’s mind was
restless and fast at that moment, but the injury to his leg
prevented him from walking fast. The editor has balanced the
pace of the film by properly controlling these two opposing
motions. The music of the film also keeps the plot moving. The
film is produced by Aditi Santosh Tapasvi and Bikram
Viswanathan.

Two Assamese technicians were associated with the film in
editing and BGM, and they are Dipankar Sarkar and Arnab Deka,
respectively.

—- Utpal Datta

Star Fades, Brilliance Shines
On
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The departure of Ustad Rashid Khan leaves a void in the realm
of Indian classical music, casting a shadow of sorrow and
emptiness that will endure for a considerable time. Rashid
Khan, synonymous with the ethereal world of ‘Anya Ek Bhuban,’
crafted by his resonant and masculine voice, embarked on an
enchanting musical journey, seamlessly navigating from one
note to another—-a phenomenon known in the musical lexicon.

The mere mention of Rashid Khan conjures up a nostalgic image.
Thirty-two years ago, on a chilly January evening, I left
Tollyganj’s studio and found solace on a roadside tea shop
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bench, accompanied by cinematographer Kamal Nayak and film
director Arun Guhathakurta. At the other end of the bench, a
young man joined us. Kamal Nayak inquired, ‘Have you heard of
Rashid Khan?’' Back then, he wasn’t yet ‘Ustad Rashid Khan,'’
but his fame was burgeoning. Though I had encountered his name
in Desh magazine’s music reviews, I did not get an opportunity
to experience his highly lauded singing. We struck up a
conversation, and over a cup of tea, we acquainted ourselves.
Politeness adorned his demeanour, and after a brief encounter,
we each resumed our places. Later, I discovered that he
studied music at the Music Research Academy, residing with the
renowned Ustad Nisar Hussain Khan across the street.

Months after our meeting, Rashid Khan’s vocal performance in
an audio cassette, featuring Raag Bageshri and Desh, hit the
shelves. In response to our encounter, I purchased the
cassette—a delightful experience. His voice, youthful, humble,
and enchanting, resonated with a subtle echo of Pandit Bhimsen
Joshi’s energy, Ustad Aamir Khan's solemnity, and Ustad Nisar
Khan’s Tarana’s rapid pace. Yet, amidst these influences,
Rashid Khan’s voice possessed a distinct identity, brimming
with new energy.

In a concise span, Rashid Khan left an indelible mark on the
music industry-successive gramophone records, and live
concerts domestically and internationally—thrusting him into
the 1limelight among his generation’s talented musicians.
Pandit Bhimsen Joshi heralded him as the future of Indian
classical music. His desire to break free from the traditional
‘Gharana’ constraints set him on a journey to explore the
expansive world of music, incorporating Sufi influences. He
ventured into creating new melodies, even lending his voice to
classical songs in films, such as ‘Kahe Ujari Mori Nind’ and
‘Tore Bina Mohe Chen Nahi.’

Rashid Khan'’s enthusiasm extended beyond film songs; he
collaborated with popular Bengali singer Nachiketa to
experimentally sing Rabindra Sangeet. Their rendition, based



on Raags, with interludes featuring Ustad’s ‘bandis,’
showcased a wunique approach, distinct from previous
interpretations by Pandit Ajay Chakraborty and Swagatalakshmi
Dasgupta. Among his notable achievements was his Krishna
Bhajan for Times Music. He often performed in duets with
Pandit Bhimsen Joshi, including Bhajans. These bhajans not
only reflected the influence of Joshi but also showcased the
positive effects of that association.

Recognized by the government with the Padma Shri and Padma
Bhushan awards, Rashid Khan achieved success, and honours,
and, tragically, departed at a relatively young age—a reality
difficult to accept.

Having witnessed several live performances, I regret not
having had the chance to meet him except once at the Kolkata
airport. A brief interaction revealed his affability,
especially upon noticing ‘Aakashbani’ on my visiting card.
Classical musicians, it seemed, felt a closer connection when
reminded of Aakashbani.

Rashid Khan, initially disinterested in music as a child,
imparted his musical knowledge to his son Armaan from a young
age. Armaan, emerging as a talented singer and accomplished
guitarist, undoubtedly carries the influence of his father.

As the stars extinguish, their brilliance magnifies in the
darkness.

Is anarchy acceptable 1in the
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name of artistic freedom? The
magic of OTT.

Book Review by
Utpal Datta

OTT platforms, a new addition to the media, have become
competitors to cinema and television programs, raising a few
uncomfortable questions. Does OTT concern discern viewers? Is
the tasteless and obscene content on OTT platforms a result of
the absence of a censor board? Is this the beginning of a
dangerous practice for society and culture? Journalist and
author Anant Vijay seeks answers to these questions through
his Hindi book ‘OTT Ka Mayajal.’ This is his latest book and
probably the first Indian book on OTT. Anant Vijay, a national
award-winning film critic, journalist, literary critic, and
political analyst, reveals all these identities through this
book. The writing style reflects more of his journalistic
mentality than a writer’s, making the book easy to read, even
for non-Hindi-speaking readers familiar with Hindi.

OTT is a platform primarily for movies and similar content.
This book mainly discusses programs aired in Hindi. During the
pandemic, cinemas were closed, people were under house arrest,
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and television became the sole means of entertainment for
cinema lovers. At the same time, OTT platforms became well-
established in the minds of the audience, and OTT directors
started planning to provide the audience with a new taste. OTT
had old popular movies replaced by new ones, especially those
that failed in theatres. At one point, cinemas opened, but due
to the limited audience and the popularity of OTT, new Hindi
films were released on this platform. Filmmaking for OTT
started, and web series in the style of a TV series also
began.

Most web series used elements like obscene abuse, violent
scenes, and explicit sexual content to attract a larger
audience. While censor boards for movies monitor such scenes,
many producers took unimaginable liberties due to the lack of
controls for OTT, resulting in chaos in the world of creation.

Some directors are notably aggressive, using verbal abuse to
grab the audience’s attention. The unhindered and uncontrolled
environment of OTT platforms is reflected in his encouragement
in the series ‘Sacred Games.’ Anant Vijay rightly comments,
‘When there is no bondage and no need to apologize, freedom
turns into anarchy.’ He also wrote, ‘In fact, such people use
abuse, violence, and sexual scenes to cover up their
incompetence.’

Not only have movies or series been created for the OTT
platform with sexually violent elements, but also series with
wholesome entertainment and reality. The author balances the
subject with detailed discussions of several such series and
maintains his responsibilities as an author.

Author Anant Vijay carefully observes and explains the clever
construction of a ‘fake narrative’ through OTT programs. The
same narrative of anti-Hindu and Muslim praise created in
Hindi films is seen differently in OTT. The brains of
political power control agendas and promotion tactics under
the guise of entertainment. It involves either the creator’s



political beliefs or profit motives or the goal of obtaining
the blessings of an influential force. When analysing the
present from a political perspective, two things are needed -
political knowledge of the past and the ability to predict the
future in 1light of it. The author rightly considers the
political background while discussing the web series ‘Leila’
by the once-famous filmmaker Deepa Mehta. “Art was turned into
a rehearsal ground for politics”. He further elaborates by
explaining that this was done after the last two Lok Sabha
elections. There are many reasons why a distorted image was
created of the political dispensation and promoted by
portraying some organizations as radical. It can be assumed
that a part of that agenda was Deepa Mehta’s ‘Leila.’ Although
‘Leila’ is told as a fictional story, it combines the, so-
called grim future it depicts with the image of the agenda.
Anant Vijay has informatively analysed many other such
agendas. The web series ‘Jubilee’ also beautifully describes
how the Russian Communist Party used Indian films as part of
their agenda. The author also refers to Dev Ananda’s
autobiography ‘Romancing with Life’ in support of this.

Overall, this book analyses both the artistic work and the
process of agenda-building through the latest entertainment
medium in depth and can provide the reader with thought. In
India, the relationship between art and politics has been
judged in a one-sided manner. This book has broken down that
wall of limitations. This is the real power of the book.

The book is published by Prabhat Prakashan, and the price 1is
Rs 300. The book must be translated into regional languages.

It is worth mentioning that the author dedicated the book to
the Maa Kamakhya Temple and released it for sale.
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Tora’s Husband,’ the latest film by Rima Das, is simple in
content and production. The film revolves around the
transformation of the mindset of Jaan, an alcoholic young
businessman and husband of Tora. Tora, a responsible village
daughter-in-law with two children, loves her family, husband,
and flowers, although she is not comfortable with her mother-
in-law. In crafting the story of this couple, Rima Das has
remarkably succeeded 1in portraying the 1lives, hopes,
aspirations, frustrations, joys, imaginations, realities,
problems, and other issues faced by the lead characters. The
major characters are integral to society, and certain societal
sequences also become part of the film. Rima Das seamlessly
integrates the environment and people as a part of reality
without imposing any constructed characters or locations,
thereby enhancing the film’'s authenticity.

The film’s narrative is thin and straightforward. Tora’s
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husband, Jaan, is a young enthusiast who engages in football,
runs a successful business, drives a Bolero, and spends
quality time with his children. However, his habit of drinking
with friends late into the night, causing him to be absent at
home, becomes a source of frustration for Tora. Set in a
village close to an emerging business hub with an urban
framework, the story unfolds just after the post-COVID period.
As Jaan’s restaurant faces financial challenges, he grapples
with the stress while also supporting the village football
team financially. The film captures Jaan’s realization that
his nightly drinking habits are taking a toll on his family,
especially when Tora has to search for him at night. Tora’s
hospitalization for COVID-19 infection becomes a pivotal
moment, prompting Jaan to recognize Tora'’'s significance in his
life.

The film progresses with two compelling assets: the vivid
portrayal of village life and its inseparable connection with
the characters, complemented by a balanced dose of normal
humour. The narrative begins with Jaan taking his son to the
cremation place of his deceased father, creating initial
curiosity that, unfortunately, doesn’t contribute
significantly to the main storyline. Instead, the film
cleverly weaves in Tora’'s purchase of flower seedlings from a
small nursery, linking it symbolically to the climax and
providing a meaningful reference to the earlier scene. The
film skillfully uses the flower as a metaphor for the gap
between Tora and Jaan, enhancing the emotional depth of the
story.

While the film contains scenes that add instant appeal through
natural acting and simple visualization, it lacks a well-
structured screenplay. The scattered sequences, although
interesting, often do not contribute to the central theme’s
development. The film’s pacing issues raise questions about
the necessity of a well-defined screenplay, as the story lacks
a cohesive rhythm.



The film primarily explores the strained relationship between
Tora and Jaan. However, crucial information, such as Jaan’s
mother leaving due to Tora’'s alleged misbehaviours, lacks
convincing evidence, making it a less dominant aspect of their
troubled relationship.

Towards the film’s conclusion, Tora’s return from the hospital
is marked by a family walk on a narrow bridge in the rain,
emphasizing the spiritual bonds, responsibilities, and
reliance within the family. The film uses elements like rain,
narrow bridges, and umbrellas as metaphors, elevating the
scene’s aesthetic appeal and conveying deeper meanings.

The film’s visuals maintain simplicity to align with the
narrative and production technique. The fixed camera frame
offers opportunities for beautiful composition, yet
cinematographer Rima Das doesn’t fully capitalize on this
potential. The film’s wvisual simplicity contradicts 1its
central message, as it fails to express the complex emotions
inherent in the story through strong cinematic language.
Despite the challenges of capturing busy outdoor scenes with a
limited crew, Das maintains a balance in preserving the
simplicity of the camera work.

The major characters, Jaan and Tora, are well-portrayed by the
writers and director. Tarali Kalita Das delivers a convincing
performance as Tora, while Abhijit Das effectively embodies
the multifaceted character of Jaan. However, the characters of
Jaan’s mother and sister, crucial to the story, are not
proportionately presented. The two child characters are
believable, adding depth to Jaan’s relationship with them.
Though not closely connected to the main plot, other
characters contribute to the film’s credibility.

While the film tells a compelling story, the necessary rigour
and technical skills to seamlessly propel the narrative
forward are somewhat lacking. Both the editor and director are
responsible for ensuring a clean and cohesive film, but



‘Tora’s Husband’ falls short in this regard. The film’s
timeline, set in the declining stage of the pandemic, handles
COVID-related elements with sensitivity, focusing on the
courage to embrace a new life. The protagonists embody the
spirit of overcoming challenges, making the film a globally
recognized work of art in the post-COVID era.

~__Utpal Datta

“Malti”: Like a Flower, 1it
spreads Fragrance

Film Criticism | Utpal Datta
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EANKANA CHAKRABORTY A5 MALTI AMDRE FORREST A5 JAl LAKSHIKA NIRMALANAMNDAMN AS MEGHA
SCREENPLAY BY MREWNSESSES TR EXECUTINE PEODUCERS DR SUDHIR MESTRI & SHREADHA MESTRI CINEMATOIGAAPHER ZHEN DONNY LI
GAFFER RUYONG REN TEINEREOOUCERTRE CLOUD HROOUCTION DESIGMER AIDANA TUZELBAYEVA ASSISTAMT DIRECTOR MATILDE CELLIE
EDITORA SRR UREEANA INTIMACY OO CRDINATOR ISABELLA GARCIA ORIGINAL MUSIC LUIS MORALES

In Hindi, ‘Malti’ 1is the name of a little flower,
distinguished by its delicate fragrance.

The film “Malti” opens with a woman in her thirties entering a




house. Two framed photographs adorn the walls: one capturing a
girl receiving a ring (a marriage proposal), the other
depicting her embracing a man (indicative of marriage).
Limited information about the woman is provided. She returns
home, takes a bath, and searches for clothes in the closet. As
she touches a man’s robe, her expression reveals a desire not
for the fabric but for the man within. The emotion 1is
palpable, deepened by a melodic accompaniment. It becomes
apparent that the robe belongs to her beloved, and through it,
she senses his presence. Selecting another robe, she detects a
scent, halting her humming; the joyous closeness on her face
dissipates, replaced by a pained question mark.

This sets the tone for the film. Mrunal Mestri, the writer-
director of the sixteen-minute film ‘Malti,’ explores the
emotions of a newly married woman discovering her husband’s
proximity to another woman. While such narratives are not
novel in cinema, the film’'s real strength lies in the
innovative approach taken by the writers and directors 1in
visual storytelling.

The heroine sings at the film’s outset, offering no linguistic
cues. Once the humming ceases, the film remains entirely
devoid of audible sounds and dialogue—a dialogue-free
cinematic experience. The director adeptly compensates for the
absence of dialogue by strengthening the visuals to convey the
narrative effectively. The primary crisis of the story 1is
introduced within the first two minutes, a testament to the
director’s skill. By isolating the woman inside the house, the
director successfully immerses the audience 1in the
protagonist’s emotional turmoil. The actress’s gestures convey
her anticipation of her husband, evidenced by a smoky candle
lit at night. While intimacy is shared in bed, her face
betrays no interest, with only the presence of the other woman
reflected in her eyes.

The film, presented in black and white, employs shadows and
lights aesthetically to complicate scenes. Zhen ‘Donny’ Li'’s



camera work contributes to the film’s allure, with certailn
long shots effectively expressing the emptiness within the
woman’s mind. Luis Morales'’s background music enhances the
film’s appeal, while Alexa Ruvalcaba’s editing skillfully
balances the mood and pace of the story.

The director’s choice of a talented actress, Kankana
Chakraborty, proves pivotal to the film’'s success. Without any
dialogue, Chakraborty eloquently communicates the subtle
emotions of disbelief, surprise, distrust, and pain through
facial and body expressions. Two standout moments include her
poignant reaction while smelling the shirt and her solitary
contemplation at the dining table. The actress seamlessly
embodies the character, and a lion’s share of this credit is
due to the director for this achievement.

The film tackles a complex theme, utilizing all elements of
filmmaking proficiently to achieve its intended impact.
Maintaining the delicate balance among numerous aspects 1is
challenging, yet director Mrunal Mestri succeeds admirably.
Although the name ‘Malti’ is presumed to refer to the film’s
heroine, the film itself, devoid of dialogue, refrains from
explicitly naming her. After viewing the film, one might
ponder the choice of the name Malti. Perhaps, like the flower,
the film ‘Malti’ is diminutive yet leaves an enduring appeal,
akin to the fragrance of the flower.

Key words #utpal datta #Kankana chakrabarty, #Malti, #Mrunal,
#short film
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It’s approaching evening, and a woman in her forties is seated
in her house, engrossed in a video conference on her laptop.
The phone rings, prompting her to step out of the conference
to take the call. Her facial expressions and tone shift to a
mundane and unwanted conversation. After the call concludes,
she re-enters the conference, restoring a smile to her face.
This marks the beginning of the film, subtly expressing that
the woman inhabits two distinct worlds. An evocative entrance
unfolds, inviting viewers into the film.

’

Titled ‘Deep-Fridge,’ this Bengali film hints at a section of
the refrigerator where ice quickly forms. The name
unmistakably suggests an urban theme. The narrative revolves
around the relationship between two individuals — Mili, the
woman introduced first in the film, and her husband Swarnava,
both divorced. They share a child named Tatai, who resides
with his mother. Tatai’s father has remarried and 1is
anticipating another child. When the father visits, and Tatai
reciprocates, his father’'s second wife, Ronja, establishes a


https://stagebuzz.in/2023/12/19/the-story-of-an-ice-cold-relationship/
https://stagebuzz.in/wp-content/uploads/2023/12/Deep-Fridge-Poster.jpg

warm bond with him.

The initial scene’s conversation unveils Mili’s assumption of
full responsibility for Tatai, with Swarnava equally invested.
On that stormy evening, Swarnava visits to inquire about the
child’s health. Reluctantly, both individuals engage in
conversation, focusing on the child’s well-being. The child
persuades his father to stay the night, and with no
alternative, they hesitantly begin talking, gradually
revealing the thoughts concealed in their hearts. The
accumulated ice between them, preserved in the deep freeze for
so long, begins to thaw.

Their marital happiness is disrupted when a third party
enters, altering the course of their 1lives. While such
narratives are commonplace in films, Arjun Dutta’s approach is
distinctive. Swarnava marries a close acquaintance and 1is
expecting children, while Mili falls in love with a younger
man. Despite their intimate relationship being acknowledged by
the boy’'s family, Mili is hesitant to formalize it. She
confides in her male friend, describing this intimacy as a
form of escape. The film explores why Mili, who voluntarily
embraces a free life, perceives this connection as an escape.
As the daughter of a broken relationship, Mili harbours
disdain for her mother, preventing her entry into her home.
Despite Swarnava'’'s repeated apologies, Mili remains
dissatisfied.



Lead Actors Abir Chatterjee and Tanushree Chakraborti

The film unravels the complexities on that rainy night,
delving into various aspects such as questions, pride,
conflict, sense of rights, responsibilities, and more,
providing Mili with answers. It’s a portrayal of the ice in
the mind, needing to melt and flow like water for life to
progress.

While the film primarily addresses personal issues, the
director’s adept storytelling elevates it to a profound
exploration of the human psyche. Presented against the
backdrop of a rainy night, the film captures the gloomy mood
of the protagonist living in a confined space. Events unfold
indoors, often in low light or even complete darkness, while
flashback scenes bask in bright light, indoors and outdoors.
Cinematographer Supratim Bhol skilfully utilises 1light and
shadow to intensify the prevailing sense of claustrophobia.
Capturing facial expressions in low-light situations 1is
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challenging, yet Supratim adeptly manages, maintaining the
scene’s mood. The blue colour effect harmonises indoor scenes
with the prevailing mood. The flashback scenes, featuring Mili
in a bright red saree, visually symbolize her strength. In a
morning scene following a troubled night, the sunlight
delicately highlights the actor’s body and the room’s
interior, showcasing the filmmaker’s sensitivity.

In this 100-minute film, Tanushree Chakraborty, portraying
Mili, seizes the opportunity to express diverse emotions,
perceptions, and reactions. Her nuanced performance, marked by
restraint and avoidance of exaggeration, positions her as a
potential contender for film awards. Abir Chatterjee, in the
role of Swarnava, delivers a natural performance. The
complexity of the principal character’s emotional journey 1is
navigated with skill, given Abir’s experience. However, the
kissing scene between Abir and Tanushree feels mechanical and
hesitant, contrary to its narrative demand. Anuradha, playing
Ronja, impresses with evident improvement as an actress.

The film alternates between the present and the past, with the
present progressing chronologically and past scenes
interjecting sporadically. Editor Sujay Dutta Roy adeptly
manages this intricate pace transition.

The Western music used as background music complements the
film’s urban setting. Music director Soumya Rit seamlessly
incorporates Indian Classical and Folk music as per scene and
mood requirements. The sweet songs, especially the one
composed with a blend of Mallar and Bhairavi ragas (Gagne
Garaj Barse), stand out for their unique fusion and ability to
enhance visuals. The singer Mekhla Dasgupta deserves special
mention. However, the inclusion of Kaviguru Rabindra Nath
Tagore’s name as a lyricist in the film’s credit title seems
unjustified. Tagore did not write songs for Arjun Dutta’s
films; Dutta used uncopyrighted songs for his work. Tagore’s
name should be mentioned with proper dignity and respect, a
practice observed in many Bengali films.



The screenplay (Arjunn Dutta and Ashirbad Maitra) could have
benefited from greater attention to character development with
visual details. While Swarnava’s profession is labelled as an
economist, this alone falls short in establishing his
credibility. Characters visiting Mili’s home needed more
contextual references to firmly establish their identities. A
brief verbal introduction proves insufficient for character
identity establishment.

In his gentle and nuanced narrative, Arjunn Dutta gracefully
unfolds the story of a divorced couple. As a suggestion for
future endeavours, expanding creative horizons beyond the
confines of upper-middle-class society could add a layer of
richness to cinematic encounters.
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