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From the Editors Desk

Celluloid is one of the initiatives of Rainbow Film Society.
Throughout the years, the main goal of Celluloid has always
remained the same, to promote a better cine culture in Bangladesh.
Another new issue of Celluloid is published in the hope that the mass
people and the younger generation will join the wagon and work
hand in hand to achieve that goal; thus bringing about a new era of
cinemain the country.

In the recent years, the act of publishing a magazine has only become
more and more difficult with electronic media taking over the
publication sector and so many social media and blogs and websites
taking the lead. People now prefer ebooks over paper books, as they
are more accessible, easier to share and marginally cost cheaper. Yet,
there's something about holding a book in your hand and the visceral
act of physically turning a page that, can't be matched with pixels on
a screen. the general appreciation for a hand-held magazine has
dropped down to a minimum level; making it that much harder for us
to gather articles, collect sponsors and arrange other resources.

Nevertheless, we take great pride in the fact that for the last 37 years,
we have been successful in fighting against all odds and have been
publishing Celluloid on a regular basis. We are deeply grateful to all
of our friends and well-wishers who came forward to our help and
continue to do so. Your support means a lot to us.

In this issue of Celluloid, it is our pleasure to present a number of
articles to you. We gave our best effort to make it palatable to the
readers. It is up to our readers what they think of the write-ups but we
wish every single reader a wonderful time reading them. We also
hope to continue receiving your support for our next endeavors.
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Culture and Aesthetics Festival
Top 100 Movies

* Derek Malcolm

21th Vesoul International Film
Festival of Asian Cinema (21éme
Festival International des
Cinémas d’Asie de Vesoul) (10-
17 February 2015)

* GOnil Donmez-Colin

Jean Cocteau: 'A poet can
never die'

x Ronald Bergan
59 Oh I am missing Cannes!

* Ahmed Muztaba Zamal

Film Festivals as Conduits for
Parallel Cinemas: Bollywood

Dina I
* Dina fordanova 62 Tracing my footsteps into the

Persian culture.
* Ahmed Muztaba Zamal

Baltic Cinema:
A brief introduction to Baltic
cinema with no facts or figures

* Tristan Priimagi

The Cinema version of me....
* Ahmed Muztaba Zamal

On Silver Screen

East Timor’s first feature film
“Beatriz’s War” directed by
Bety Reis and Luigi Acquisto

* Cynthia Webb

Focus on Bangladesh

The Use of Eroticism in
Bangladeshi Films

* Sadia Khalid

Articles, reviews as well as interviews with film personalities reflecting opinions, comments
and observations of any colour or of any school of thought are most welcome for Celluloid-
which comes out on every 30th day of January, April, July and October, As is widely
appreciated. Celluloid is known for its serious reflections on film making and avowed
approach toward healthy cine-journalism. Obviously, we would expect our contributors to
bear this in mind, while writing for Celluloid, manuscripts must be neatly typed in double line
spacing and relevant film stills may be enclosed with the article by way of illustrating a point.




will tell you a secret about motion films.

They do not happen in the projector or on
the screen in front of you. They are happening
in your head [...] There is a lot in common
between the magical darkness inside our skulls
in which dreams fester and memories ripen,
and the magical darkness of film theatres.
Tabish Khair, Filming, 107

I know you are a scholar of cinema, but I

In recent years I frequently opted to use
Emirates for my long haul flights to Asia.
Invariably, this has also meant a stop over at
Dubai airport, and this, in turn, meant exposure
to the regional English language press: a pile of
glossy tabloid-format dailies with names such
as Gulf Today, Gulf News, Gulf Times (Qatar),
as well as the Time Out Dubai weekly, and
whatever else the airlines would provide. They
all feature a solid film section, always a
fascinating read, as it presents a completely
different and enthralling cinematic coverage
from the usual Hollywood-cum-European-
plus-occasional-Asian-mention cinema talk
found in British newspapers. In contrast to
media in the West, where the few surviving
professional film critics are mainly paid to talk
up new Hollywood releases, in the Gulf the
coverage appears to be mainly on recent
Bollywood output and stars; Hollywood is
present, but as a secondary concern.

The in-flight film choices available on
Emirates, respectively, reflect the same
configuration: indeed there is a wide selection
of American and European (as well as Chinese,

Film Festivals as Conduits for
Parallel Cinemas: Bollywood

Dina Iordanova

Japanese, Korean, and Arabic language films),
but the richest section is inevitably the one on
Bollywood. Sometimes I want for the flight to
last for more hours, as it is a unique opportunity
to catch up on everything important from recent
Indian cinema [ have missed.

The impression that I am left with is that the
newly evolving discourse and film culture
across the Gulf region, as well as some other
parts of the Arab world, gradually shapes the
region as an important node in the channel for
Indian cinema's spread to the rest of the world.
Assuming a transmission role for Indian film
supplies the festivals with huge credibility in
the Indian subcontinent and Asia at large, a
cultural positioning that would pay off
dividends in the long run and one on which the
West is missing out.

In personal exchanges, friends like cineaste
Mark Cousins and writer Tabish Khair, whose
views on this matter I hold in high regard,
remarked that no large Western film festival has
managed to embrace Indian cinema in a way
that would make it an enduring channel for
what could be a hugely important and
profitable cultural exchange between the
massive film culture of the subcontinent and
the West. Indeed, many festivals in the West
have, in the course of the past decade,
showcased the occasional film (or a short series
of films) of the new Indian cinema. Indeed,
there is some evidence that Cannes is opening
up to flirt with Bollywood. Yet no single
Western festival plays the perpetual role of a
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conduit, similar to what we have seen evolve
around the festivals in Vancouver, Rotterdam
or Venice (or the specialised Far East Fest in
Udine) that, at various times, have been
commonly regarded as conduits of new
cinematic material originating from East Asia.
When it comes to Indian cinema, the gap
between Indian cinema and the West remains
wide open; the transmitting power of Western
film festivals does not seem to be part of this
global parallel circuit. Instead, it is the new
festivals in the Gulf and the one in Marrakech
that seem to be conscious of the gap and make
efforts to step in by ensuring an enduring and
comprehensive Bollywood presence.

Qatar, for example, where the popular
Bollywood Nights at Doha's Pearl Lounge
Marriot disco events draw large party crowds,
holds Bollywood in high esteem. The gala
premiere of the documentary Bollywood: The
Greatest Love Story Ever Told (2011, India,
Rakeysh Omprakash Mehra, Jeff Zimbalist) at
the Doha Film Institute was one of the most
glamorous events covered in non-Western
media (see, for example, India Times' 'Doha
Tribeca Film Festival: Photo Gallery'). During
the final Doha Tribeca film fest in 2012,
Bollywood celebrities were shuffled around in
limousines provided by the official festival
sponsor, BMW. In that year, the festival hosted
a tribute to Yash Chopra, the larger-than-life
Indian producer and director who had just
passed away, and whose last film as director,
Jab Tak Hai Jaan/J.T.H.J. (2012) premiered at
the festival to standing ovation (Kem 2012).
The festival opened with diasporic Indian
director Mira Nair's The Reluctant
Fundamentalist (USA/UK/Qatar, 2012) and
featured director Ashutosh Gowariker as jury
member. The festival hosted a discussion
entitled 'Going Global: Can Bollywood Films
Really Crossover?' with Shimit Amin, Kher
and Vice-President of International Promotions
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for Yash Raj Films, Avtar Panesar, moderated
by established film critic Rajeev Masand;
considered as a serious industry event, it was
covered in respective non-Western
publications such as Arabian Business
(Sambidge 2012) as well as across Indian
broadsheets.

For the past few years, the festival in Abu Dhabi
has regularly held panel discussions on topics
related to the $2-billion-a-year Indian film
industry's global position. In 2012 actress
Shabana Azmi, known from her work with
directors like Shyam Benegal, Satyajit Ray,
and Mirnal Sen and regarded as 'a forthright
spokeswoman for the power of film,' presided
over the narrative competition jury of the
festival (Radhakrishnan 2012). In 2013, actor
Irfan Khan (of Ang Lee's Life of Pi) was a high
profile presence at the festival. Most
importantly, in 2013, the festival held a large
100 Years of Indian Cinema panorama,
screening a carefully curated selection of
classics such as Guru Dutt's existential drama
Pyaasa (1957, India) and M.S. Sathyu's post-
partition drama Garam Hava/Scorching Winds
(India, 1974).

Dubai is no different. In 2009, it welcomed
superstar Shah Rukh Khan. In 2011, it run a
programme entitled 'Celebration of Indian
Cinema," which featured a combination of
world and international premieres and several
first-ever regional screenings of films in Hindi,
Tamil, Malayalam and Bengali (True
Celebration 2011); prolific composer AR
Rahman received a lifetime achievement
award. In 2012, Shah Rukh Khan was in
attendance again, and actress Frieda Pinto
served on the jury. In November 2013, the
Asiavision Movie Awards held at Dubai
Festival City saw awards distributed to
Bollywood grandees John Abraham, Rani
Mukherji and Preity Zinta (alongside with



other noted personalities from Tamil
"Tollywood").

In November 2012, another one of the 'new'
high profile players, the festival in Marrakesh,
structured its 12" edition around a Tribute to
Hindi Cinema, to mark the centenary of film art
in India. The event was opened by veteran star
Sharmila Tagore, known from classical films of
Satyajit Ray. The extravaganza involved
lifetime achievement award for superstar
Amitabh Bachchan (handed over by French
superstar Catherine Deneuve) and the
Moroccan Royal Honour Wissame Al Kafaa Al
Fikria (award of intellectual merit) for
superstar Shah Rukh Khan (handed over by
Morocco's Prince Moulay Rachid). Shah Rukh
Khan, who was described as 'demigod' and
'King Khan' ('‘Bollywood' 2012) and was
escorted by more bodyguards than an
American president would be, performed at a
huge open air concert at the famous Jamaa EI
Fnaa square: a particularly prominent gesture
as the actor is known to suffer back problems
and engages in live appearances sparingly.

The lavish spectacular dedicated to the
centenary featured a parade of in all great and
good of Indian cinema today (parts can be seen
on YouTube at http:// www.youtube.com/
watch?v=vMeC3HvuPvY). Amitabh Bachchan
hosted a gala alongside Catherine Deneuve —an
interesting combination of two mega stars, each
one adored in their respective territories (and,
interestingly, each one of whom is virtually
unknown in the respective other territory). Yet,
while Catherine Deneuve's star power is more
implied and based on past glory and relies on the
image and the adoration of those who remember
her performances from earlier times, Amitabh is
still in great shape and makes for a striking
presence even to those who do not know his

larger-than-life legendary status.
% % %

The congregation of these two stars,
representing two different parallel worlds in the
galaxy of cinema, brings about my view that
world cinema can be subdivided into several
bigger industrial complexes/systems that come
along with their respective outputs, distribution
circuits, celebrity culture, fan base and so on
and function more relatively independently
from each other, which I call 'parallel cinemas."'
The key elements of a 'parallel cinema' go
beyond the specific films and include, in my
view, a critical mass of production, an own
distribution system (often linked to specific
exhibition patterns), own star system and
developed practices of style/glamour. The
existence of a system of international outlets
engaged with the creation and circulation of
narratives talking up the figures of this cinema
to a transnational audience (star gossip,
reporting on events and developments beyond
the specific films) is also of importance.

Each one of these 'parallel cinemas' has a global
circulation circuit but they do not cross paths
very much. These include Hollywood, the most
developed, successful and visible one,
followed by the circuit of Indian cinema circuit
(often referenced to as 'Bollywood' but not only
limited to that), the Nigerian cinema circuit
('Nollywood') and the French cinema circuit
('Francophonie' subsuming). We also have
relatively independent circuits in terms of
distribution and audiences in the Arab and East
Asian circuits, the Latin American and the
European cinema one, but they do not function
as such pronounced entities.

Whilst relying on their specific conduits for
circulation, in recent times these self-contained
systems have started appropriating the festival
circuit as well. I believe that in the case of the
'new' festivals in the Middle East (the three big
Gulf festivals as well as the one in Marrakech)
Bollywood seems to be gradually finding a
valuable outlet.

Celluloid fif



Pl |

Garam Hava (Scorching Winds) directed by M.S. Sathyu

My interest is to explore how a group of
festivals can form a circuit that serves as a
conduit for one of these parallel cinemas, the
Indian one in this instance. Up until now,
besides exploring the circulation of East Asian
cinema (lordanova 2012), it was difficult to
discern a clear festival pipeline for other
parallel cinemas. In fact, some of these 'parallel
cinemas' can be described as such precisely
because they have managed to develop a global
distribution circuit outside festival networks
(whereas traditions like Latin America,
European, East Asian, have more heavily relied
on circulation through the festival circuit).
However, I speculate that we will soon see
festivals get more and more consciously
engaged with turning themselves into circuits
for diffusing parallel cinema. The 'new'
festivals in the Arab world, such as those in the
Gulf and Marrakech, becoming some sort of
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duct for Bollywood product, may be one of the
first manifestations of what I expect is likely to
become a trend. I expect that we will see more
of this conscious assuming a 'conduit' role
soon. It is likely that the circuit will embrace
further parallel cinemas, with festivals likely to
pay more systematic attention to Nollywood in
particular. I do not think French cinema will
experience a similar cycle — on the one hand
because there are dedicated French film
festivals operating around the globe (Iordanova
2010, 31-32; also exchange with Martin 2010:
20), and also because the festival in Cannes,
even if an international showcase by default, is
also widely regarded as a vehicle for the French
film industry, thus serving as an already
established hub for a French festival circuit.

Another important message that comes from
my scrutiny of these processes is one of the



growing self sufficiency of this circuit of
events: they form a dynamic and rich cultural
sphere that brackets out the West and does not
need the stamp of approval from the big
festivals in Europe and not even from
Hollywood. In this respect, the festivals in the
Gulf and the one in Marrakech, seem to be
stepping in to fill a cultural void in the global
dynamics of cinema that is balanced with
dignity but also with glamour.
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Mira Nair’s The Reluctant Fundamentalist

Note

1

I am grateful to auntie Bhanu, Melis Behlil,
Renu Bhojwani, Mark Cousins, Rajinder
Dudrah, Lalitha Gopalan, Dennis Hanlon, Eva
Jorholt, Tabish Khair, Shuchi Kothari, Sally
Shafto, Prasun Sonwalkar, Rosie Thomas, and
Daya Thussu, for the opportunity to engage in
many pleasurable chats and indulge in our
passion for Bollywood over the years.

The immense popularity of Bollywood in the
Arab world is nothing new; it has been outlined
most articulately in the work of Brian Larkin
(2008[2003]). Not least, however, it was also
explored in the special issue of South Asian
Popular Culture that Dimtris Eleftheriotis and I
put together back in 2006 with the intention to
begin correcting and expanding the record on
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the global presence of Indian cinema. It
contained contributions and testimonies from
friends such as Hamid Naficy, Rada Sesic, and
Asuman Suner, among others.

In the Gulf, in particular, the interest in
Bollywood is additionally sustained by the
presence of large working force from the
subcontinent. Reportedly, a number of theatres
a specialised in playing Bollywood films, as
Alia Yunis notes in her piece for this volume. In
addition, Bollywood films play on TV and are
to be found everywhere on DVD (and, one can
assume, receive attention from those who
prefer downloading from the Internet).
Similarly, Sally Shafto comments on Morocco:
'If Marrakech has succeeded in showcasing
Bollywood,' she writes, 'it is because the desire
for that cinema already exists in Moroccan



society. Indian and Bollywood films are shown
on at least two Moroccan television channels:
the first channel and the movie channel. That's
why the MIFF can open a Bollywood film on
the Jamaa El Fnaa and have an enthusiastic
audience of several thousand people. The films
are apparently generally shown in VO with
subtitles' (Shafto, personal communication, 15
December2013).

Personal exchanges with Mark Cousins in
Edinburgh (October 2012) and with Tabish
Khair in Copenhagen (October 2013).

Highlighting The Gangs of Wasseypur in 2012
(India, Anurag Kashyap), in 2013 Cannes
marked the centenary of Indian cinema by
receiving a large delegation and featuring a
gala linked to the screening of the omnibus film
Bombay Talkies (2013, India, Zoya Akhtar,
Dibakar Banerjee, Karan Johar and Anurag
Kashyap). The Toronto IFF featured Mumbai
as subject of its 2012 City to City sidebar. And
in September 2013 the centennial was
celebrated here with a fundraising gala
designed by Toronto's own Deepa Mehta (a
member of the festival's governing board, who
reportedly mooted the idea).

For a discussion of the specific contextual role
of these festivals, see the essay by Jean-Michel
Frodon as well as the text by Alberto Elena in
this volume. Indian media magazines, such as
Stardust, and sites, such as Bollywood Life
(http://www.bollywoodlife. com) give
extensive coverage to these matters, plenty of
material posted on youtube.

The same edition of the Marrakech festival
bestowed a lifetime achievement award to
famous Chinese director Zhang Yimou. It is
noteworthy, however, that by comparison with
Hindi cinema, it is unlikely that a similar
tribute to Chinese cinema could have been
programmed to come along. The Chinese film
industry is not yet comparable to the 'parallel
cinema' status of the Indian one — it still does
not have all the attributes in place, and its star
and glamour systems are still in the making.

A recent interview with Melita Toscan du
Plantier (2014 [2013]) reveals that the turn to
Bollywood may have been precipitated, to
some extent, by Westerners. She reveals that in
the aftermath of the April 2011 terrorist attack
in Marrakech, American stars were not really
permitted to come to the festival, as 'their
insurance agents who indiscriminately lump
Morocco in with Afghanistan and Pakistan
barred them from coming. As a result, that year
we invited some Indian stars, and fortunately
for us, Shah Rukh Khan was able to come. It
was one of the highlights of the FIFM to date'
(in Saady, 2014). In 2012 Shah Rukh Khan
returned to Marrakech for a second visit.

I am grateful to Marc Siegel for bringing the
importance of 'gossip' to my attention; personal
exchange in Frankfurt (January 2014). In the
case of Bollywood, it is particularly important
to note that 'Bollywood's presence is further
enhanced by the many Bollywood stars with
homes in Dubai or who vacation there with
much media attention', as remarked by Alia
Yunis in an endnote to her piece in this volume.

I must mention the remark of Prasun
Sonwalkar from Hindustani Times, who
alerted me that 'in the Indian context, “parallel
cinema” is used to refer to 'art' films, the kind of
films that are excellent but do not do well
commercially (exponents of this are people
like Nasiruddin Shah, Smita Patil, Shyam
Benegal, Mrinal Sen). So using “parallel
cinema” in the way you mean it may be
confusing to Indian readers' (Personal
correspondence, 13 January 2014).

Dina lIordanova (born in Bulgaria ) is an
educationalist and Professor of Film Studies at
the University of St. Andrews. Her special
expertise is in the cinema of the Balkans, Eastern
Europe, and Europe in general. She has
published extensively on international and
transnational film art and film industry, and
convenes research networks on film festivals and
on the Dynamics of World Cinema.

Dina lordanova<dina.iordanova@st-andrews.ac.uk>
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