REPORT OF
UGC MAJOR RESEARCH PROJECT 2015-2018
SUBMITTED TO
UNIVERSITY GRANTS COMMISSION, NEW DELHI

TITLE OF THE PROJECT
REGIONAL CINEMA IN GLOBAL CONTEXTS: A STUDY OF
THE ‘NEW TURN’ IN MARATHI CINEMA

CHIEF INVESTIGATOR
DR HRISHIKESH INGLE
Assistant Professor, Dept. of Film Studies

THE ENGLISH AND FOREIGN LANGUAGES UNIVERSITY,
HYDERABAD
March 2019

ANNEXURE IX
UNIVERSITY GRANTS COMMISSION
BAHADUR SHAH ZAFAR MARG
NEW DELHI – 110 002
PROFORMA FOR SUBMISSION OF INFORMATION AT THE TIME OF SENDING
THE FINAL REPORT OF THE WORK DONE ON THE PROJECT

1. Title of the Project: Regional Cinema in Global Contexts: A Study of the
‘New Turn’ in Marathi Cinema
2. NAME AND ADDRESS OF THE PRINCIPAL INVESTIGATOR: Dr. Hrishikesh
Ingle, Dept. of Film Studies, The English and Foreign Languages University,
Hyderabad
3.
4. NAME AND ADDRESS OF THE INSTITUTION: The English and Foreign
Languages University, Hyderabad
5. UGC APPROVAL LETTER NO. AND DATE: F.No.5-2902014(HRP) dt. 30
September 2015
6. DATE OF IMPLEMENTATION: 1 October 2015
7. TENURE OF THE PROJECT – 3 Years
8. TOTAL GRANT ALLOCATED – 12,17,400/9. TOTAL GRANT RECEIVED – 8,25,400/10. FINAL EXPENDITURE – 5,65,721.56 /11. TITLE OF THE PROJECT – Regional Cinema in Global Contexts: A Study of the
‘New Turn’ in Marathi Cinema
12. OBJECTIVES OF THE PROJECT:
1. To approach the ‘new-turn’ in Marathi Cinema from a historical and cultural
perspective thus positing a theoretical analysis of film practice, directors,
films and cultural production in the last decade.
2. To explain the contingency of the new turn of Marathi Cinema on economic
and social factors specifically the dynamics of globalisation, capital
availability, influence of global art films and aesthetic evolution of film
practice.
3. To describe and analyse the narrative and aesthetic tendencies of the last
decade of Marathi cinema.
4. To further a socio-cultural understanding of Marathi films.
13. WHETHER OBJECTIVES WERE ACHIEVED: YES

1. The principal objective of the project was to investigate the socio-economic,
and industrial factors that have been deterministic for the emergence of a new
wave of Marathi filmmaking since the 2000s in Maharashtra. This project
investigated the various aspects of globalisation, multiplex economics, film
exhibition, and the specific practices of film making in a globalised
intermedial scenario. Based on the observations the study concluded that the
new wave of Marathi cinema was indeed a product of the global turn in film
industries across geographies in India. Specifically, contemporary Marathi
cinema demonstrates an intermediality of formal practices as well as the
various sites of film consumption.
14. ACHIEVEMENTS FROM THE PROJECT:
1. Peer-reviewed articles were published in international journals. Details are
attached.
2. An archive of documents, materials, films and related ephemera has been
collected and made available to the students of the university.
3. A short documentary film titled “Slow Death Circle Cinema” was screened at
the Ankur Film Festival, 2016
15. SUMMARY OF THE FINDINGS:

1. Multiplex economics is seen to wield a reverse compulsion on regional film
industries, specifically in the case of Marathi cinema. The industry is investing in
providing a film product that aligns with the glossy, cushioned and refined interiors
of multiplex screens. This is coupled with how films imbricate, and seem to address
an aspirational audience for a world-class entertainment experience. For the Marathi
film industry, the renewal of audience interest can be traced to the availability of
surplus screens in multiplexes, where the middle-class public could view films in a
decent environment. This is further affirmed by the diversity of films in terms of
themes, genres and narratives that seem to be palatable for an eclectic audience
expectations. Thus, the ‘new Marathi film’ has better production values, and
demonstrates a process associated with mainstream industrial film practice.
2. Distribution on digital formats and subtitling of films has proven to breakdown the
earlier barriers of language specific geographies of film exhibition. This has led to the
conspicuous presence of Marathi films in targeted multiplexes in Hyderabad,
Bengaluru, Surat or Indore. The ease of circulating digital prints along with subtitles
has been instrumental for exploiting audience segments outside the traditional circuits
of Marathi film exhibition. Typically, such screenings are over a single weekend and

incorporated into the multiplex located in a neighborhood with a concentration of
Marathi speaking public. Consequentially revenues for film distributors and
exhibitors especially of regional cinemas have increased. Multiplex economics has
thus generated a surplus space that regional cinemas can occupy.
3. The continuance of such occupancy however would depend on a number of
factors, including the aesthetic and thematic tendencies of the films, audiences
repeatedly coming to the multiplexes and purchasing tickets to watch them, and the
economic access of the screening spaces. Since film industries like Marathi, are
primarily derived from the linguistic-territorial notion of the ‘regional’, their reemergence presents an intriguing scenario where critical consideration of exhibition
sites confirms a vernacular version of globalization. It is in this context that the
multiplex has emerged as the mainstay of the new Marathi film. With almost every
film now screened in multiplexes across Maharashtra, and other regions, the earlier
localized mass entertainment purpose of film exhibition has assumed both a financial
and social significance.
4. To develop a critical mapping of the intermediality observed in the new Marathi
cinema, and regional cinemas in India, the project situated the wave of globalization
within the theoretical domain of Transnational Film Studies. Transnational Film
Studies is an exciting new development in the discipline, that furthers the social and
critical understanding of cinema which are the product of two or more national
contexts, or demonstrate considerable influences over geo-spatial boundaries.
Considering that the New Wave of Marathi Cinema has borrowed significantly from
the New Iranian Cinema, this project explored the ideas of liminality and
intermediality as theoretical tools for interpreting cultural exchanges dues to
globalization.
15. CONTRIBUTION TO THE SOCIETY:
The Project has contributed to the society by bringing a broad-based understanding of a
regional film industry in India to the larger academic, university, student, and general
public/readers.
The collection of materials on Marathi cinema have already proven to be invaluable as a
resource for further research and dissemination of information and knowledge about Marathi
cinema in India.

16. WHETHER ANY PH.D. ENROLLED/PRODUCED OUT OF THE PROJECT – NO

17. NO. OF PUBLICATIONS OUT OF THE PROJECT – 03 in International Peer-Reviewed
Journals (Publications have been attached in Chapter 6 of the report)

( PRINCIPAL INVESTIGATOR )

(REGISTRAR/PRINCIPAL)
(Seal)

FINAL REPORT OF
UGC MAJOR RESEARCH PROJECT 2015-2018
SUBMITTED TO
UNIVERSITY GRANTS COMMISSION, NEW DELHI

TITLE OF THE PROJECT
REGIONAL CINEMA IN GLOBAL CONTEXTS: A STUDY OF
THE ‘NEW TURN’ IN MARATHI CINEMA

CHIEF INVESTIGATOR
DR HRISHIKESH INGLE
Assistant Professor, Dept. of Film Studies

THE ENGLISH AND FOREIGN LANGUAGES UNIVERSITY,
HYDERABAD
March 2019

TABLE OF CONTENTS

CHAPTER 1 INTRODUCTION ............................................................................... 1
1.1 OBJECTIVES OF THE PROJECT ................................................................................ 3
1.2 HYPOTHESIS AND RESEARCH QUESTIONS ............................................................. 3
1.3 ORGANISATION OF THE REPORT ............................................................................ 5
CHAPTER 2 REVIEW OF LITERATURE ............................................................ 7
2.1 REVIEW OF ARTICLES ........................................................................................... 8
2.2 REVIEW OF BOOKS .............................................................................................. 10
CHAPTER 3 METHODOLOGY AND WORK COMPLETED ......................... 13
3.1 METHODOLOGY .................................................................................................. 13
3.1 WORK COMPLETED ............................................................................................. 15
CHAPTER 4 FINDINGS ......................................................................................... 19
4.1 MULTIPLEX EXHIBITION AND GLOBALISATION ................................................... 19
Film Exhibition before the multiplex ................................................................... 19
Multiplex Economics ............................................................................................ 23
Appraisal of the Multiplex Economics and New Marathi Cinema ...................... 27
4.2 CRITICAL MAPPING OF INTERMEDIAL CHARACTERISTICS ................................... 32
CHAPTER 5 CONCLUSIONS................................................................................ 37
CHAPTER 6 PAPERS PUBLISHED AS OUTCOME OF THE PROJECT ..... 41
REFERENCES........................................................................................................... 99

Chapter 1
INTRODUCTION

A general understanding of the resurgence of several regional film industries in the last
decade is attributed to the discernible change in traditional spaces of exhibition and the
economics of cinema in India. However, verifiable and empirical historical correlations
have not been established to corroborate this common information. An investigation
into the role of exhibition spaces in relationship to public culture and cinema in
Maharashtra is necessitated; one, due to the rapidly disappearing single screen cinema
halls, and two, to expand theoretical inquiries of regional cinemas from textual analysis
to the lived experience of films.
Inquiries of film exhibition and public culture have traditionally been carried
out as part of explicating the political economics of film and media. In India, there is a
deeper interrelationship between film circulation, cultural identity and regional
cinemas. S V Srinivas (2000), for instance has analysed the audience segregation in
cinema halls in south India. Similarly, Laxmi Srinivas (2010) highlights the primacy of
‘locality’ in deciding audience demographics for film exhibition. In his important study
on the multiplex phenomenon Adrian Athique (2009) posits that the contemporary
multiplex in Indian cities is a site of ‘decency’ where the marginal communities of the
cities are left out to give a uniform global ‘leisure experience’ to its patrons.
The location of the multiplex in a rising urbanism has been situated as the
marker of neoliberal economic policies. Scholars like Aparna Sharma (2003), Gita
Vishwanath (2007) and Ravi Vasudevan (2003) have drawn attention to this. Sharma
for instance suggests that the: “steady proliferation in the metropolis’s [of multiplexes]
1

and simultaneous penetration into some smaller cities and towns testifies to its
increasing popularity, coinciding with the rise of disposable incomes in the hands of
the urban Indian family” (2003). Vishwanath points out to the body-experience or
‘corporeality’ of decent, clean and technically well-equipped multiplex cinemas as the
preferred choice of the young urban consumer (2007).
While these studies attempt to situate the phenomenon of the multiplex in a
growing discourse of urban consumerism, they seem to emphasize that this new site of
film exhibition has come to validate a social transformation in the wake of
globalization. Consequently, a new format of film the ‘multiplex film’ is now being
theorized for its diverse thematic and form. However, for a regional cinema such studies
have little to offer. For the regional film, though benefitting from the multiplex boom
is still tied to its closed circulation in linguistically distinct locales. Thus, while cities
are rapidly transforming by pulling down single screen theatres and building
multiplexes on these sites, the significance of changes in exhibition patterns is yet to be
mapped both empirically and theoretically.
With the above context, this project on the new wave of Marathi cinema was
undertaken to investigate how regional film industries seem to demonstrate a
globalisation from below. This idea is studied primarily by considering the exhibition
of films in cities and small-towns. The patterns of exhibition, the specific sites of
exhibition, and the socio-economic contexts of exhibition sites, lead to vital information
that can be presented as a novel methodology for film studies in India. Especially in
relationship to regional film industries, such a study can challenge various dominant
perspectives of these film cultures have evolved and how in the contemporary context,
these film industries are contributing to the celebration of globalisation.
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The general aim of this study was to investigate the various factors that have
contributed to the emergence of a ‘new-wave’ of Marathi cinema after the 2000s in
Maharashtra. In relation to this, one of the chief objectives of this project was to arrive
at an interpretative understanding of the multifarious changes that globalisation seems
to have triggered in the arena of regional filmmaking in India.

1.1 Objectives of the Project
The researcher had set a limited agenda for the purposes of this project. Considering
that the study of cinema in its industrial and societal contexts has to be carried out with
certain specific intent, the following objectives were proposed to be achieved during
the course of the investigation:
1. To approach the ‘new-turn’ in Marathi Cinema from a historical and cultural
perspective thus positing a theoretical analysis of film practice, directors, films
and cultural production in the last decade.
2. To explain the contingency of the new turn of Marathi Cinema on economic
and social factors specifically the dynamics of globalisation, capital
availability, influence of global art films and aesthetic evolution of film
practice.
3. To describe and analyse the narrative and aesthetic tendencies of the last

decade of Marathi cinema.
4. To further a socio-cultural understanding of Marathi films.

1.2 Hypothesis and Research Questions
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Based on the above-mentioned aim and objectives, the research project had been
initiated from a general observation of the emergent trend of the new-turn in Marathi
cinema. This observation came about from the limited number newspaper and
magazine articles that described and celebrated the turnaround of a regional film
culture in Maharashtra after the 2000s. Thus, the hypothesis of this research project
was that the new-turn of Marathi cinema was contingent on the structural, social,
economic, and industrial transformations that had become evident after about a
decade of globalisation and the cinema industry had emerged as the new terrain or
space for locating the changes in the middle-class Marathi society. By following this
hypothesis, the following research questions were posited:

1. What were the specific factors responsible for the sudden expansion of the
Marathi film industry after the 2000?

2. What was the role and function of the new sites of film exhibition for the
emergence of the new turn in the Marathi film industry?

3. Can the multiplex-economy be situated as a common underlying matrix for
the contemporary new waves observed in various regional cinemas in India?

4. What specific characteristics, of aesthetics, form, themes, or content, can be
identified in the contemporary new wave films?

These research questions proved to be more than guiding principles for data
collection and analysis. For, as the research progressed the researcher was able to
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provide descriptive, theoretical and analytical answers to some of the above. The
same were reported in the form of peer-reviewed publications attached in Chapter 6 of
this report.

1.3 Organisation of the Report
This report is organised and presented in the form of 6 chapters. Chapter 1 provides
an introduction and enumerates the aim and objectives, hypothesis and research
questions of the project. Chapter 2 provides a brief overview of the existing literature
on Marathi cinema industry. This is given as a review of literature. Chapter 3 details
the methodology and work competed as part of the project work and investigations.
Chapter 4 provides a summative but deliberative account of the major findings of this
research project. Chapter 5 lists the conclusions arrived at from this investigation.
Chapter 6 provides copies of the papers and articles published as major outcome of
undertaking this research project.

5
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Chapter 2
REVIEW OF LITERATURE

The current project began with a deliberative and exhaustive review of existing
literature on Marathi cinema, regional cinemas in India and the exhibition of films.
Some of the most important works on Marathi cinema have been published as articles
in reputed journals, or magazines. Only one substantial book-length study of Marathi
cinema has been published in the English language. The articles are:
1. Desphande, G. P. “Ideas, Ideals and the Market: A Study of Marathi Films.”
(EPW Vol. 14, No. 35, Sep. 1, 1979);
2. S Rege. “Conceptualising Popular Culture: 'Lavani' and 'Powada' in
Maharashtra.” (EPW Vol. 37, No. 11, Mar. 16-22, 2).
3. Wani, A. (2013). “The New Marathi Film.” (Economic and Political Weekly,
XLVIII (11), 27-30).
4. Gokhale, S. (2013). “Standing tall.” Frontline, 80, 10-10. 5.
5. Gangar, A. (2013). “Marathi Cinema: The Exile, The Factory and Fame.” In
W.

Dissanayake & K. Gokulsingh Moti (Eds.). Oxon, New York:

Routledge.
6. Dharap, B. V. (1982). “How would the Market of Marathi Films Expand?”
Chitrasharada 1982 Maharashtra Film Corporation, 1-3.
The books that were consulted for the understanding of the state of the Marathi
film industry are:
1. Narwekar, S. (1995). Marathi Cinema: in retrospect: Maharashtra Film,
Stage & Cultural Development Corp.
7

2. Vatve, B. (2001). Ek Hoti Prabhatnagri. Pune: Anant V Damle,
Prabhatnagar.
3. Routledge Handbook of Indian Cinema.
4. Muzawar, Issak. Gatha Marathi Chitrapatshrustichi. Prateek Prakashan.
Pune. 2015.
5. Nandgaonkar, Sudhir. Cinema Sanskruti. Asian Film Foundation. 2011

2.1 Review of Articles
The articles that were referred can be summarized as dealing with three issues or critical
aspects of Marathi cinema. The first is the situation of Marathi cinema and its general
decline between 1970s-1990s. The idea of decline is, in the case of Kale’s article,
against a bygone golden era of studio filmmaking. Whereas, for Gokhale the general
decline is signalled by the cyclical and redundant narrative content of Marathi films.
Moreover, both the articles detail the significant instances of Marathi cinema’s glorious
achievements, in terms of important figures like V Shantaram, G D Madgulkar, and
Jabbar Patel.
The second aspect that these articles deal with is to present the broad historical
survey of Marathi cinema. Especially, Gangar’s article is accessible and presents a
nuanced explanation of how certain trends emerged and what were the chief reasons
for their fading out. He builds a case that Marathi cinema has important defining
moments, that are reflected in the kind of films that were made over its trajectory from
the studio era to the present times. Gangar’s focus is also on incorporating the
contemporary new wave of films. However, what emerges is an indicative and
summative account of certain representative films. Thus rather than explaining the
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historical forces at play for the emergence of the new wave of Marathi cinema, Gangar’s
account comes out as a mere survey.
The third aspect that articles like New Marathi Film deal with are the textual
aspects of the contemporary new wave of Marathi cinema. Wani’s article is a good
introduction for Marathi films. However, her construction and central argument that the
new Marathi films register, react, and indeed reflect the forces of the geo-televisual (the
all-pervading image regime of the contemporary) is too ambitious. The reading of the
textual aspects that Wani presents in her essay are of a thematic kind. She identifies for
instance the ‘anxieties of the contemporary’ as the reason behind many Marathi films
being centred on children and their world. The second aspect that this article identifies
is the concept of nostalgia. The author argues that much of the new Marathi cinema is
evoking a nostalgia for a past life, or time. This is evident in the manner that the
contemporary world gets situated as a threat to the stability evoked by past life. Here, I
believe the article has some merit. However, this construction can be applied only to
certain films and not to all the new Marathi cinema.
The most important article for the present research emerged from digging in the
National Film Archives of India, Pune. The article by B V Dharap, who was the owner
of Alka Talkies, Pune, is both informative and insightful. Dharap presents a very valid
argument of expanding the number of theatres of very small capacity across
Maharashtra. His analysis of the prevalence of the touring talkies in the rural and small
town areas is particularly useful. Here he presents exact figures of the number of touring
talkies, the number of actual theatres in Maharashtra etc. Dharap has rightly perceived
the need for smaller theatres, perhaps presaging the arrival of multiplexes in cities and
small towns.
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2.2 Review of Books
While book-length studies and scholarship on Marathi cinema have been largely
historical in nature, their focus has been anecdotal and personalized accounts of the
studio era. A telling example of this is Bapu Vatve’s Ek Hoti Prabat Nagri (2001). A
majority of books related to the Marathi cinema are in the form of biographies. Some
noted works are: Sangtye Aika, the biography of Hansa Wadkar, Songadya the
autobiography of Dada Kondke and the biography of V Shantaram, Shantarama.
Significantly, most of these publications concentrate either on the production of certain
films, reminiscences of the writers about the production of certain films and textual
thematic appreciation of individual films.
An important book to emerge out recently has been Adrian Athique’s Multiplex
in India: A Cultural Economy of Urban Leisure (2009). Athique has observed the rapid
rise of multiplexes across India. He observes that this change has also brought about a
change in the manner in which cinema is viewed by audiences. Thus, if movie-going
was a social activity and was about watching stars in a earlier period, now it is an
integrated leisure experience. This takes the form of eating in the mall-multiplex,
playing games, spending time, shopping and watching a film. This integration of leisure
experience is an important dimension of contemporary urban life, that has unfolded in
recent years.
Apart from the above, the researcher has collected a large number of articles,
reviews, and commentaries published in Marathi in various magazines, like Kirloskar,
Mauj, etc. as well as specific film related Marathi magazines like Rasarang. The themes
of these articles range from the sorry state of the Marathi film industry, to the careers
of some prominent filmmakers, actors or personnel. The overall content of these articles
has little to offer in terms of objectivity or new insights into the workings of the Marathi
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film industry. However, a common theme that underscores many of these published
materials is that of asserting a certain difference from the Bombay Hindi cinema.
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Chapter 3
METHODOLOGY AND WORK COMPLETED

3.1 Methodology
This project was envisaged as an intersection of film studies research with sociocultural approaches in contemporary humanities research. The existing methods of film
research concentrate on textual studies of bodies of films, interviews with film
directors/producers etc. towards forwarding an interpretation of films, as representing
larger meanings and significations of society. However, for this project the
concentration is not film texts, but the exhibition of films. The primary method for
collecting data regarding this was field visits and personal observation. Field visits were
conducted to collect historical and current information of the various sites of film
exhibition in 5 major cities of Maharashtra. These cities are Mumbai, Nashik, Pune,
Nagpur, Kolhapur, Solapur, Aurangabad and Akola. The data collected can be
categorised into two kinds:
a) The actual sites of film exhibition, their locality, and their present status,
whether they are working or closed down.
b) Information about the developments in the Marathi film industry. This has
been collected on the basis of interviews with various industry personnel,
critics, scholars, and producers of the Marathi film industry.
The first set of data was collected by actual field visits to the various film
exhibition sites. While every attempt was made to contact the owners of various
theatres, only some of them were ready to respond for a detailed interview regarding
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the changes of exhibition and its impact on Marathi cinema. Considering that most of
the theatres were visited only once (as the geographical spread is very large) a second
round of field visits to ensure detailed mapping of the exhibition circuit, including
single screen, multiplexes and touring cinemas in various regions of Maharashtra, is a
further possibility of this research project.
The second set of data has been immensely useful for generating an
understanding of how the Marathi film industry has evolved and how various people,
inside and outside the industry perceive its progress. The general celebration of the new
Marathi cinema is not without merit, and people have very high hopes from the growing
work in the film industry. Critics like Anil Zhankar are particularly happy that FTII
graduates are taking up filmmaking in the regional language, rather than searching for
work in the Mumbai film industry. This data has also given insights into the distribution
of Marathi films.
Film exhibition and its related ephemera are very hard to access as barring the
physical site of the cinema hall there is hardly any information that one can collect. To
understand the historical inter-relationship between film circulation in Maharashtra, its
relationship to social contexts of film viewing and the conditions that shape the
availability of the film in accessible locales, the researcher consulted archival materials
and data. The archival data can be said to be of two kinds. The first are physical
documents preserved due to their value as sources of information about certain films.
The second is the archival preservation of trade related journals and documents. This
source has proved to be very valuable for understanding the patterns of film exhibition
and circulation in Maharashtra. The magazine Box Office Information, and trade
journals such as Varieties Weekly, and Film Information were therefore accessed to
gather box-office collection data.
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The implications of this data collection methodology, which relied on field
observations and personal interactions with film industry personnel has been presented
in detail in the article published by the researcher in a peer-reviewed international
journal. This article titled Multiplex Exhibition and the New Marathi Cinema has a
separate section on the significance of studying film exhibition as a methodological
intervention in Indian film studies. Please refer to Chapter 6 of this report, where the
entire article has been provided.

3.1 Work Completed
Based on the field visits, visits to the NFAI and the review of existing literature the
following work has been completed:

1. The central role of multiplex exhibition in the emergence of new Marathi
cinema has now been established. Building on the extensive field visits and
other archival work, I have been able to publish a paper in a peer-reviewed
international journal. This paper is titled Multiplex Exhibition and the New
Marathi Cinema. It has been published in the Journal of the Moving Image, 13
(Dec 2015). Please refer Chapter 6 for the list of published articles emanating
from this project.

2. In terms of affirming the idea of globalization from below I have been able to
establish that at the regional and local level, the forces of globalization play out
very differently in the sphere of cultural production. Not only has globalization
changed the nature of films, it has also changed the transactional consumption
of cinema and entertainment in Maharashtra. For the regional cinema, this has
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resulted in a renewed inscription of the local in the more mainstream variety of
cinema. Sairaat, the recent box-office hit is a good case in point. My findings
of this theme are detailed below:
a) The New Marathi Cinema presents an imbricated practice that on the one
hand authenticates the deepening effects of neo-liberal socio-economic
processes, while on the other exudes a socio-political agency to an emergent
film practice. The overlap also demonstrates the complex interplay of the
reification of a regional film culture. The indication of how the New Marathi
Cinema extends from a regional specificity towards a pan-national, and even
transnational significance, is perhaps understood in the diversity of film
production and its predominant circulation in multiplex-centric geo-social
spaces. What is significant is the re-framing of the regional in terms of
themes, landscapes and everyday life as inscribed through the films.
Coupled with a narrativizing tendency, this affirms the idea that the object
of the New Marathi Cinema is rooted in the regional, and its industrial
tendencies seem to objectify the regional experience as a commoditized
celebration.
b) The imbricated nature of film practice indicates that older modes of film
exhibition exist side by side the newer models of multiplex economy. Such
a juxtaposition is readily visible at the level of representative films, as they
demonstrate a narrative treatment that aligns with older modes of social
realism, but the stories are set in contemporary times and represent
contemporary themes. More importantly this imbrication is a mark of
intermediality. The discussion of intermedial characteristics is presented in
Chapter 4. Please refer to the article published by the researcher titled
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Fandry and Sairaat: Marginal Narratives and Subjectivities in the New
Marathi Cinema.
3. I have been able to construct some historical detailing of the Marathi film
industry. I have been investigating the forms of Marathi films since the studio
age, and how there is a certain social-spatial referencing in this film industry.
Based on the investigations I carried out, the studio era of Marathi cinema can
be considered as the formative, ontological point of reference. I have written
about the Marathi social sphere and the significance of Prabhat Studios as a
research paper. I am happy to report that this paper has been published by the
Economic and Political Weekly journal, titled as Prabhat Studios Early Marathi
Cinema and Respectability. EPW, Vol. LII (28). The same is also provided in
Chapter 6 for reference.

4. The project has enabled the principal investigator to explore various theoretical
possibilities relating to geo-social spaces and their significance marking the
new-ness of the contemporary new wave cinemas manifest in the regional
landscape. Considering that the multiplex and its attendant ecosystem is deeply
entrenched in making a certain social experience possible, this project has led
to establishing the intermedial characteristics of contemporary regional cinemas
in India. These theoretical aspects have been published in a peer-reviewed
article which is attached for reference in Chapter 6.
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Chapter 4
FINDINGS

After about 2 years of extensive field visits, archival excavation, interacting with
industry personnel, and government officials, the researcher has derived findings about
the new wave of Marathi cinema. Considering that the aim of this project was to
produce a persuasive and logical explication of the relationship between globalisation
and the emergence of the new wave of the Marathi cinema, the findings presented
below are in the form of key critical elaborations. The detailed historical and industrial
analysis of these findings have been published in the form of peer-reviewed articles
provided in Chapter 6.
One of the major finding of this research project is that the new wave of Marathi
cinema demonstrates an overlap of older modes and new forms, old aesthetic concerns
and new aspirational contexts. This has led to situating the new wave of Marathi cinema
as exemplifying intermedial characteristics. The key findings of this project are detailed
in the following sections:

4.1 Multiplex Exhibition and Globalisation
4.2 Critical Mapping of Intermedial Characterisitics

4.1 Multiplex Exhibition and Globalisation
Film Exhibition before the multiplex
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This project focused on the new wave of Marathi cinema after the 2000s. However, to
better understand the transformations occurring in the arena of film exhibition, the
research also investigated the scenario of film circulation and film viewing in the 1980s
and 1990s. This was done by undertaking a close scrutiny of box-office data available
at the National Film Archives of India. The researcher also met a number of people
associated with the Marathi film industry to better understand how things were before
the arrival of the multiplex. Particularly, the researcher interviewed film scholars in
Pune and Mumbai to help corroborate this historical narrative. The same is presented
below in a summative manner. The detailed elaboration of the scenario before the
multiplex have been published as part of the peer-reviewed article, Multiplex
Exhibition and the New Marathi Cinema, attached in this report under Chapter 6.
One of the striking aspects of the exhibition scenario in the 1980s was the
decline of urban audiences in cinema halls affecting seat occupancies and box office
collections of Marathi films. Between 1980 and 1990, box office information indicates
that Hindi cinema had overtaken screening spaces. The emergent video halls seemed to
complicate the scenario as the lower middle class public found it affordable and easy
to watch films there instead of the cinema house.1 Moreover, in the video-halls one
could watch a variety of non-Hindi, non-Marathi films. In such a scenario, the
popularity of the mofussil spectacles that predominantly circulated in rural circuits
ensured the survival of the Marathi film industry. The mofussil spectacles were films
that predominantly starred Dada Kondke and Usha Chavan. They were circulated
widely in small-town circuits and mofussil towns. Another factor that sustained the
Marathi cinema was the entertainment tax-refund scheme of the government of

1

Information as collected from the trade magazine Box Office Information.
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Maharashtra, which was introduced in 1975, and later revised in the 1990s (Prathibha
1983). However, industry professionals sounded a common refrain of the absent
audience in cinema halls that screened Marathi films.
A combination of factors is forwarded for the decline in the number of
audiences. The introduction of the color television, rapidly expanding videocassette
circulation, and the dominance of Hindi cinema at local cinema houses are some of the
most significant ones. Anil Zhankar has observed: “In the 1980s, the number of
audience in cinema houses reduced drastically. The arrival of color television was the
primary reason for this” (Zhankar, 2012, my translation). Similarly, Sudhir
Nandgaonkar has stressed that: “The Marathi audience has literally deserted the
Marathi films in the age of cable and satellite revolution.” (Nandgaonkar, 1995). While
the first two also affected the decline in audience numbers of the Hindi cinema, the
latter points to a spectating choice of audiences as well as the expanding dominance of
the Bombay cinema in cities and small-towns. In addition, the number of cinema houses
screening Marathi films was very few. Only certain cinema houses like Alaka in Pune,
Bharatmata in Mumbai, Vikas, in Nashik, Prabhat in Sholapur screened Marathi films
in the 1980s with some consistency.
The case of the missing spectators indicates the transition of social
consumption of cinema and visual entertainment in general; as other forms like the
Marathi theatre too encountered absence of audiences (Tripathi, 1990). The shift
towards national television from 1982-1990 of the Marathi audiences is significant. The
daily interactivity with familiar Marathi actors, directors, writers and musicians as the
chief cast, or directors of various television programs underscored this transition of the
middle-class audiences from the theatre and cinema to the home environment and
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national television. 2 A more significant cause, however for the dwindling number of
audience is visible in the changes of and around the sites of film exhibition. In the postemergency period, there was an expansion of urban infrastructure. New housing
schemes rose in the suburban areas of Bombay, Pune, Nashik, and Nagpur, prompting
a migratory effect. The middle classes moved out of the congested lanes that surrounded
most cinema halls. A floating population of migrant workers and low-income labor
consequently occupied these neighborhoods. A howling-whistling public then overtook
the middle-class spectator, alienating the family audience and the conservative
intellectual. Madhu Jain remarks on the changes of film viewing in the 1980s: “Much
of the gentile class had retreated to the comfort of television and video. Left in the
cinema halls were the children of the mean streets” (Jain 1990). Ravi Vasudevan too
argues the causality of changes in public spaces, especially around the cinema halls, to
the trends of film exhibition. Elaborating on this he quotes Kirit Desai, the owner of
Moti Cinema in Delhi: “Better-off residents had shifted elsewhere, and the old city
cinemas were no longer attracting families and women audiences, always considered
crucial to the cinema’s social legitimacy” (Vasudevan, 2003).
In the 1980s, the National Film Development Corporation eased restrictions for
the import of foreign films. Effectively, for the lower sections of the urban audience,
watching a foreign (often Hollywood) film having some amount of nudity became more
desirable than the tamasha or Kondke film. Moreover, this was the period where the
cinema house itself began loosing its significance as an inextricable aspect of Marathi
public culture. As narrated by Anil Zhankar in an interview with the researcher: “with
the access to services like hiring of a video cassette recorder, and video cassettes, lower
middle class audiences would watch several films together in a neighborhood site of a

2

See Sai Paranjpe, "Ados Pados (Marathi)," Lokrang, Loksatta, October 5 2014.
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chawl or common spaces of apartment complexes.”3 Thus, the nature of a
heterogeneous public spectating experience shifted to one of a largely homogenous
familial one. Such practices of film viewing also reflected the necessity of avoiding
cinema houses, which were uncomfortable and offered a feeling of insecurity for female
audiences.
To sum up, the missing spectators seemed to fuel the dominance of the Hindi
film in the exhibition sector. In addition, it is likely that the aspiration of a more secure
film viewing experience was substituted in the retreat to the home screens of television.
Significantly, it marks a troubled period of Marathi cinema, where the state renewed its
protectionist intervention to bring a turn-around in the industry by instituting
entertainment tax waiver for screening Marathi films. More importantly however, the
absent audiences underscore the primacy of the middle-class spectator as the patron
consumer of culture in urban Maharashtra.

Multiplex Economics
The role and function of a new economic context in India after 1990s has been discussed
widely in relation to the growth and commoditization of cinema in India. Ashish
Rajadhyaksha for instance has termed the new regime of neoliberalism as the
“Bollywoodization of Indian Cinema” (2003). But the specific aspects of this
transformation can be seen more significantly in the sub-domain of industrial
economics, and its most visible aspect of exhibition dynamics. Multiplex economics in
this sense assumes both an industrial as well as socio-spatial significance. As identified
by Adrian Athique, the multiplex is not just about how films are shown, but also about
the new sensorial dimension marking the social experience of cinema in India (2010).

3

Anil Zhankar, Personal Interview, 19 November 2015.
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This project has situated the dynamics of multiplex economics to present an account of
how this has had a deterministic role in forging the new wave of Marathi cinema.
Maharashtra got its first multiplex in the year “1997 when Samrat Cinema at
Goregaon… was upgraded to Cinemax with two screens with its seating capacity
reduced from 1500 at the single screen to 698 for both screens together” (Dutta, 2014).
In the next five years, cities of Nashik (Cinemax, Adlabs) and Pune (Inox, Cinemax)
too developed the mall-multiplex transforming the neighborhoods in which they came
up. This inaugurated a new regime of the cultural economy of leisure, where
consumerist frenzy supplanted the public spectating notion of ‘going to the cinema’.
Aparna Sharma has elaborated on two aspects of this. First, she illustrates the working
of the multiplex with its multiplicity of screens providing a variety menu for audiences.
Second, Sharma argues that due to the availability of multiple screens a large body of
non-mainstream films received public screenings:

“The increasingly curious mix of parallel, regional and art cinema along
with the mainstream, both domestic and foreign, is what distinguishes most
multiplexes in India, such that the Indian multiplex has come to position
itself, not so much by identifying with particular kinds of films, as by being
a theatre for accessing the ‘latest’ from a wide spread of cinematic fare –
mainstream or fringe – in comfortable, colourful and inviting surroundings”
(Sharma, 2003).

Multiplex economics however has another dimension of spatiality that
symbolizes it as the most captivating site of contemporary leisure and entertainment.
This combined with the phenomenal investments in building or remodeling cinema
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houses has inaugurated a new phase of film exhibition as an integrated business
activity.4
Multiplex cinemas signify the ongoing urbanization of the small town cultural
world. An aspirational urban public who seem to have adopted the mall-multiplex
phenomenon as a reinforcement of a globalized lifestyle marks this. As pointed out by
Athique and Hill, the ‘new economy’ has been influential in authenticating the
multiplex leisure experience:
“It is no accident, then, that the multiplex cinema has taken off in India at
precisely a point when the increasing influence of the ‘new economy’,
where income is generated through global services such as IT or insurance
or retail spending, and the steadily rising affluence of those who work in
such sectors has given further impetus to economic policies specially
favouring new middle-class lifestyles”
(Athique and Hill, 2007)

For the film exhibition sector, the multiplex has changed older models in favour
of corporatized business practices, signaling a transformation of how cinema is
consumed in the public domain. Thus, the older system of buying tickets standing in
long queues is now replaced by new media enabled smartphone apps. The eateries that
used to sell cheap snacks outside the cinema halls are now shut, while audiences
induced to purchase popcorn, soft drinks etc. inside the cinema hall. Fundamentally,
however the multiplex has come to substantiate the capitalist investment in the cinema

4

See Adrian Athique, "Leisure Capital in the New Economy: The Rapid Rise of the Multiplex in
India," Contemporary South Asia 17, no. 2 (2009). And Vishwanath, "The Multiplex: Crowd, Audience
and the Genre Film." Athique presents an elaborate discussion of the ‘new economy’ of film exhibition.
Vishwanath identifies the multiplex as the site of the young spenders who prefer an ‘integrated leisure
experience’.
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as a business sector enabling its rapid constructions in the context of urbanization of
India’s small-towns and cities.
In terms of programming, multiplex cinemas have gradually moved from
screening Hollywood films, to Hindi films and finally a mix bag of English, Hindi and
regional language films. Aparna Sharma has presented a preliminary observation of the
kind of films screened at the multiplex outside the North-Indian territories:

“As one moves away from the Hindi heartland, the film menu tilts
correspondingly in favour of native languages and no longer reads
bilingually (i.e. comprising only Hindi and English films). Neither is it
always trilingual, say in cities like Mumbai and Delhi, or regions such as
South India. Here films in the immediate native language get complemented
with those from other regions, in differing dialects” (2003).

Distribution on digital formats and subtitling of films has proven to breakdown
the earlier barriers of language specific geographies of film exhibition. This has led to
the conspicuous presence of Marathi films in targeted multiplexes in Hyderabad,
Bengaluru, Surat or Indore. The ease of circulating digital prints along with subtitles
has been instrumental for exploiting audience segments outside the traditional circuits
of Marathi film exhibition. Typically, such screenings are over a single weekend and
incorporated into the multiplex located in a neighborhood with a concentration of
Marathi speaking public. Consequentially revenues for film distributors and exhibitors
especially of regional cinemas have increased. Multiplex economics has thus
generated a surplus space that regional cinemas can occupy.
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The continuance of such occupancy however would depend on a number of
factors, including the aesthetic and thematic tendencies of the films, audiences
repeatedly coming to the multiplexes and purchasing tickets to watch them, and the
economic access of the screening spaces. Since film industries like Marathi, are
primarily derived from the linguistic-territorial notion of the ‘regional’, their reemergence presents an intriguing scenario where critical consideration of exhibition
sites confirms a vernacular version of globalization. It is in this context that the
multiplex has emerged as the mainstay of the new Marathi film. With almost every
film now screened in multiplexes across Maharashtra, and other regions, the earlier
localized mass entertainment purpose of film exhibition has assumed both a financial
and social significance.

Appraisal of the Multiplex Economics and New Marathi Cinema
Multiplex economics is seen to wield a reverse compulsion on regional film industries,
specifically in the case of Marathi cinema. The industry is investing in providing a film
product that aligns with the glossy, cushioned and refined interiors of multiplex
screens. This is coupled with how films imbricate, and seem to address an aspirational
audience for a world-class entertainment experience.5 For the Marathi film industry,
the renewal of audience interest can be traced to the availability of surplus screens in
multiplexes, where the middle-class public could view films in a decent environment.
This is further affirmed by the diversity of films in terms of themes, genres and
narratives that seem to be palatable for an eclectic audience expectations. Thus, the

5

For the emergence of the Multiplex scenario in India, see Sharma (2003), and
Athique and Hill (2009).
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‘new Marathi film’ has better production values, and demonstrates a process associated
with mainstream industrial film practice.
Valu is a semi-comic exploration of rural Marathi life. It centers on the travails
of a forest officer sent to Kuswade to catch the vagrant village bull. Swanand
Gaddamwar (Atul Kulkarni) is a forest officer who prides in catching leopards and
other wild animals, but is deputed to catch the bull in Kusawade. His brother, Sameer,
wishes to make a documentary, and accompanies him to the village. The narrative
evolves through this film-within-a-film conceit. As the villagers present themselves to
be recorded for the documentary, first the antics of the bull and later life in the village
assume significance. Valu thus occasions a narrative peek into the ruralscape of
Maharashtra, where its social hierarchies, familial intrigues, and a nuanced romantic
love, are presented with a comic perspective. Tingya is a sentimental portrayal of a
ten-year-old boy’s struggles to keep the domestic bull Chitangya alive. Tingya’s
father is a marginal, small farmer in rural Ahmednagar. Already in debt, he is faced
with a crisis when the domestic bull Chitangya is injured. The crisis centers on
selling-off Chitangya in the animal market and pacifying Tingya’s emotional
outbursts for keeping the bull. In several sequences, the marginal farmers’ life gets
depicted, as they struggle with poverty, debt and social circumstances, to provide for
families and children. Jogwa narrativizes a religious practice of tribals living in the
border regions of Maharashtra and Karnataka. It centers on the life of Suli and
Tayappa, who have been offered in alms to the local deity as a jogtin and jogta. Once
this happens, the persons are forced to live off the alms of people, wearing a
designated female costume, and staying in the premises outside of their homes. As
Tayappa and Suli get to stay together, they discover love and affection for each other.
The tribe however disapproves this and Suli and Tayaapa rebel against the community
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as a step towards subverting the superstitious practice. Gabricha Paus is a realistic
depiction of a farmer’s endeavors to get a good crop despite low rains, which is
complicated by the depressing reality of suicides being committed by other farmers in
the village. It narrates through the anxieties of Kisna’s wife Alka, the struggling
condition of drought in the village, how Kisna deals with the situation around him,
and Alka’s attempts to ensure that he is not bothered by the suicides. Alka deploys
various tactics to ensure that Kisna does not slip into depression due to the troubles of
the farm. Kisna, however, being strong-minded, cannot help but feel patronized. In
the end attempting to connect a wire to the high voltage lines running through his
farm to run the water-pump, Kisna is electrocuted, and dies. Deool is an allegory of
contemporary life in rural Maharashtra. In Mangrul, a metaphorically moored village
near the Pune highway, Keshya (Keshav, Girish Kulkarni), a simple shepherd and
caretaker for the Bhau Patil’s cow, has a vision as he is resting under a tree on a hot
day. In his vision appears the god Dutta. Excited by this, Keshya announces his vision
to everybody in the village. Anna (Dilip Prabhavalkar), who seems to be a retired
teacher and the conscience of the village, advises Keshya to keep the vision to
himself, as devotion is a private matter. This insignificant news is turned into a
sensational newspaper story. Bhau has political ambitions and wishes to build a
hospital in the village. Appa Galande (Shrikant Yadav), however, stages political oneupmanship, and forces Bhau to announce the building of a temple instead of a
hospital. The narrative is now dominated by how the temple (deool) becomes the
symbol of a new-found consumerism, as each aspect of Mangrool is transformed for
good. Keshya, though, is deeply dissatisfied. One day he has an altercation with Appa
and his group. That same night Keshya steals the idol of dutta, and runs away into the
mountains. The temple becomes even more important as a new idol gets installed.
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In these and other films, we observe a renewed interest in the ruralscapes of
Maharasthra, wherein textual content has a strong narrativising tendency. This on the
one hand seems to have valorized a specific use of realism both as a form and in terms
of themes. The understanding that realism is more discursive, rather than a mere
visualizing strategy of cinematic depiction, is seen to be practiced by the young
filmmakers of Marathi cinema. Underlying this deployment, and aesthetic practice, is
a remarkable turn-around towards adopting the methods of industrial filmmaking. The
new Marathi cinema is thus seen to replicate a mode of narrative filmmaking where
roles of personnel are demarcated according to their skills and requirements of
filming, where the division of creative labour is distributed according to the logic of a
market-driven system of production, and where the director seems to wield a creative
control on the filmmaking process. This is illustrated in two aspects. First, there is an
institutional shift in the Marathi film industry. If in the 1980s and 1990s the industry
had relied on an extant studio-based model, in the 2000s there is an emphasis on
actual locations, often in outdoor settings. The outcome of the studio-based model
were films imagined through theatrical, tableau-like scenarios, with an excess of
gestural acting. The new film practice, however, seems to insist on realism of space,
which is often situated through the viewpoint of characters. One also observes that the
new Marathi film practices have adopted contemporary processes of filming (by the
use of a mix of digital, and celluloid cameras), post-production, sound design etc. The
use of non-actors, and real-life locales, inform the aesthetic of a critically poised
realism. Valu and Deool are good illustrations. In Valu, there is a distinctive use of
outdoor locations, as the story is about catching a vagrant bull. The story unfolds as a
series of vignettes about the bull’s antics, which is perspectivized through individual
characters. It thus emerges as a portrayal of the colorful life in the village as
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characterized by different persons. Deool, has some telling moments where the irony
of ‘development’ gets a nuanced and comic treatment. Mangrool has satellite
television and mobile phones. However, electricity is available only for certain hours.
In one of the sequences where the village youth return to the village on the unpaved
road, they are tracked in an extreme long-shot from a hillock overlooking the village.
The motorcycle they are driving on, enters a dark village, and just then the whole
village lights-up, as electricity gets restored. This immediately situates Mangrul in a
distant locale, as well as references the ‘developmental’ problem of electricity.
Second, a number of the new Marathi films are astutely marketed, ensuring
minimum profits or break-even returns at the box-office. This is marked by corporate
production houses purchasing rights from the filmmaker/producer(s) either for local
distribution or a comprehensive distribution in multiplexes, single screen theatres,
broadcasting on television and worldwide release. Perhaps, as a consequence of the
diversity of films being produced, producers and distributors have begun to invest in
the Marathi film industry. Vihir, for instance, was distributed by AB Corporation.
Similarly, Harishchandrachi Factory, was purchased by Paprika Media, a media and
publishing business of the Essar group. The film was distributed by UTV. There is
thus a concerted financial investment in the Marathi film industry, mostly by realestate business houses (Nilesh Navlakha, Holy Basil Productions, who produced
Fandry), or television channels like Zee TV, whose subsidiary Essel Vision
Productions, are the producers of Sairat.
The implications of the mainstreaming of film practice in the Marathi film
industry are observed in the expanding number of yearly productions.6 This is further

6

In 1997 there were about 5 films made in Marathi. Compare this with the numbers in
2009 when almost 90 films were produced. See Omkar Sapre, "Category Archives:
Marathi Film Industry," http://omkarsapre.in/blog/category/marathi-film-industry/
31

affirmed in the renewal of interest in watching Marathi films by Marathi audiences,
especially in the multiplexes. In enabling a diversity of films, this mainstreaming of
the regional film industry has also opened up the possibilities of representing marginal
themes, issues and subjectivities, as seen in recent films like Sairaat, Khwada, and Ek
Hazarachi Note.

4.2 Critical Mapping of Intermedial Characteristics
To develop a critical mapping of the intermediality observed in the new Marathi
cinema, and regional cinemas in India, the project situated the wave of globalization
within the theoretical domain of Transnational Film Studies. Transnational Film
Studies is an exciting new development in the discipline, that furthers the social and
critical understanding of cinema which are the product of two or more national
contexts, or demonstrate considerable influences over geo-spatial boundaries.
Considering that the New Wave of Marathi Cinema has borrowed significantly from
the New Iranian Cinema (Wani, 2013), this project explored the ideas of liminality and
intermediality as theoretical tools for interpreting cultural exchanges dues to
globalization.
The notion of liminal spatiality was identified as demonstrating the intermedial
framework. The same was mapped by a critical re-appraisal of a Brazilian and
Telugu/Tamil film: City of God and Renigunta. The reason for choosing these two films
as part of the findings was to demonstrate the applicability of the theoretical explication
across the contexts of regional cinemas in India, and not just solely to the situation of
Marathi cinema.
The concept of liminality as identified throws up some relevant questions. Can
the global inter-exchanges of film and media assume a cultural significance beyond
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merely being the symptoms of globalization and transnationalism? Relatedly, how can
the liminal space of transnational cinema be conceptualized as a necessary condition of
contemporary geopolitical realities? The idea of liminality both illustrates transnational
cinema and circumscribes the specific practices from which it has emerged. The various
categories that Deborah Shaw has identified fundamentally talk about the presence of
two-or- more defining tendencies. Transnational cinema in this sense is already in
transit, between two national contexts, or industrial matrixes, or between two or more
aesthetic formations. As such the liminal space that transnational film practices
exemplify is its fundamental ‘en-transito’ characteristic. At the same time, the idea of
liminal space, i.e. an industrial, aesthetic or formal tendency rooted in multiplicity of
expressions and sites, is perhaps the most significant aspect of transnational cinema.
Another instance that points to the liminal spatiality of films arising out of transnational
exchanges is the B circuit Telugu Kung Fu cinema. Here, the circulation of Kung Fu
films from Hong Kong has inspired a sub-genre of regional films in South Indian
cinema (Srinivas, S V, 2003).
Liminal space moves beyond the notion of hybridity, where two or more
cultures mix to give rise to a new cultural formation. Transnational flows of cinema are
an inconspicuous but visibly present reality. They seem to index the inconspicuous
access to global media (and retail) forms of entertainment, in seemingly unknown
geographies. In Renigunta, one acknowledges the aesthetic parallels with City of God
and yet retains the specificity of the regional contexts in which it was made. Here, the
very idea that City of God performs a function of an aesthetic template is in danger of
being disregarded and therefore cannot directly confirm the transnational presence of
the Brazilian film. This unacknowledged presence of the global in local situations posits
and marks the innumerable instances where fixed binaries get challenged. In the context
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of transnational cinema, as a conceptual tool, the stability of national/regional and arthouse/popular cinemas comes under a revisionary lens, and this points to how liminal
space can be accessed to revisit certain core ideas that have defined and sustained a
critical engagement with cinema. Primarily though, the ambivalent dis- courses
triggered by the use of the term ‘transnational cinema’ seek to validate those instances
of global film-making that have emerged after the post-capitalist, neoliberal boom and
seem to resist its transformative powers of commodifying fragmentary experiences
(Durovicova and Newman, 2010). Renigunta is thus not just the product of
hybridization (of regionalist tales meeting genre cinematic practices) but of the
liminality encapsulating the temporalities of sociocultural changes. Its aesthetic in this
sense is a self-assured portrayal of spatiality which interrogates contemporary time.
In unseen and visible forms, transnational cinema has become a route to
apprehend, harness or critique contemporary global neoliberalism. Here, the product,
i.e. the film, a television series or a web-series, generates two functions. It presents a
discreet engagement with the structures that have shaped these forms, which in the case
of transnational cinema are a variety of corporate, non- corporate and cultural policy
agents. The product also generates spaces for fostering a critical practice of cinema.
This, as observed in the Latin American cinema’s resurgence after the 1990s, negotiates
existing industrial structures, and yet is instrumental in critiquing the same. To ascribe
a celebratory adoption of transnational cinema therefore seems to ignore the inherent
liminal tendencies that get engendered when films and media forms circulate or are
produced on a global scale.
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Chapter 5
CONCLUSIONS

From the explanations presented earlier, this project has arrived at the following
conclusions:

1. Globalisation has had a definitive impact in the manner, mode, and economics of
film exhibition in Maharashtra. Especially in the city of Mumbai, its suburbs, and
adjoining cities, the multiplex has transformed into an experience of leisure that
generates newer societal interactions.
2. The common element of geo-social transformation is visible in all the sites where
single screen cinema theatres are being replaced by multiplexes. This geo-social
transformation has a deterministic influence in projecting the new sites of leisure as
attractive, and symbolic of the aspirations of contemporary middle-class Marathi
society.
3. New wave of Marathi cinema exemplifies the gradual changes marking the
consumption of media and cinematic entertainment. The rise in production numbers
of Marathi films from the 2004 onwards indicates an availability of audiences, or
avenues of film exhibition in Maharashtra. This project has concluded that the new
wave of Marathi films demonstrates a structural realignment of regional film
industries in India with the growing demands of globalisation, liberalisation and
consumerism.
4. Some of the most significant aspects of the new wave of Marathi cinema are its
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diversity, international recognition and the interdependent network of local artists and
personnel. These aspects can be attributed as the major tendencies of this new film
practice, and as such are emblematic of the globalised turn of cities and small towns
in Maharashtra.
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Chapter 6
PAPERS PUBLISHED AS OUTCOME OF THE PROJECT
As an outcome of the three years of research work under this project, the following
papers have been published in peer-reviewed international journal.
1. Ingle, Hrishikesh. “Multiplex Exhibition and the New Marathi Cinema.”
Journal of the Moving Image, 13, December 2015, Pg. 30-63, 2016, Dept. of
Film Studies, Jadavpur University, India.
2. Ingle, Hrishikesh. “Fandry and Sairat: Marginal narratives and subjectivities in
the new Marathi cinema,” New Cinemas: Journal of Contemporary Film, 15,2,
pg. 175-190, 2017, Intellect, UK.
3. Ingle, Hrishikesh. “Prabhat Studios: Early Marathi Cinema and
Respectability,” Economic and Political Weekly, 52,28, Pg. 43-48, 2017,
Sameeksha Trust, Mumbai.

The same are reproduced in original form below

41

42

43

44

45

46

47

48

49

50

51

52

53

54

55

56

57

58

59

60

61

62

63

64

65

66

67

68

69

70

71

72

73

74

75

76

77

78

79

80

81

82

83

84

85

86

87

88

89

90

91

92

93

94

95

96

97

98

REFERENCES
Athique, Adrian, and Douglas Hill. (2009). The Multiplex In India : A Cultural
Economy of Urban Leisure. Routledge.
Athique, Adrian, and Douglas Hill. "Multiplex Cinemas and Urban Redevelopment,"
Media International Australia No. 124, no. August 2007 (2007): 114.
Deshpande, P. L. (1963). Chitrapat Lekhak Ga Di Madgulkar: Ek Rasagrahan
(Scriptwriter G D Madgulkar: An Appreciation). In Teen Chitra Katha. Saket
Prakashan. pp. 1–15.
Deshpande, P. L. (2001). Ek Hoti Prabhat Nagri. In B Watve, Ek Hoti Prabhatnagri.
Pune: Anant V Damle, Prabhatnagar.
Dutta, M. (2014). "Popular cinema and public culture in Bombay." Seminar, 657.
Gangar, A. (2013). Marathi Cinema: The Exile, The Factory and Fame. In W.
Dissanayake & K. Gokulsingh Moti (Eds.), Routledge Handbook of Indian
Cinema. Oxon, New York: Routledge.
Gogate, S. (2014). The Emergence of Regionalism in Mumbai. History of the Shiv
Sena. Mumbai: Popular Prakashan Pvt. Ltd.
Gokhale, S. (1990). Mother in Sane Guruji’s Shyamchi Ai. Economic and Political
Weekly, 25(42/43).
Gokhale, S. (2013). Standing tall. Frontline, October 18. Retrieved from
http://www.frontline.in/arts-and-culture/cinema/standingtall/article5186217.ece
Government of Maharshtra, Department of Tourism and Culture (2013). MCH2012/O No. 141/S No1. Retrieved from
http://www.filmcitymumbai.org/attachment/Subsidy-GR.pdf
Jain, K. (2005). Figures of Locality and Tradition: Commercial Cinema and the
Networks of Visual Print Capitalism in Maharashtra. In R. Kaur & A. J. Sinha
(Eds.), Bollyworld: Popular Indian Cinema Through a Transnational Lens.
SAGE Publications.

99

Jain, Madhu. (1990). "Cinema: Triumph, Trauma and Tears," India Today, January
15.
Kale, P. (1979). Ideas, Ideals and the Market: A Study of Marathi Films. Economic
and Political Weekly, 14(35), 1511–1520.
Kelkar, M. W. (1991). Master Vinayak. Pune: National Film Archive of India.
Lefebvre, M. (2006). Between Setting and Landscape. In M. Lefebvre (Ed.),
Landscape and Film. Routledge.
Madgulkar, G. D. (1963). Teen Chitrakatha. Saket Prakashan.
Nandgaonkar, Sudhir. (1995). "Marathi Cinema: Yesterday and Today," Yojana 39,
no. 10, 104.
Nandgaonkar, S. (2001) The State of Marathi Cinema (Marathi). Loksatta, Lokrang.
May, pp. 8.
Narwekar, S. (1995). Marathi Cinema in Retrospect. Maharashtra Film, Stage &
Cultural Development Corp.
Palekar, C. (2014). Samaj, Chitrapat ani Mi (Society, Cinema and Me). Mouj Diwali.
Bombay: Mouj Prakashan Gruh.
Paranjpe, R. (1963). My Memorable Roles. Filmfare. Retrieved from
http://rajaparanjapepratishthan.org/Article_Actor.html
Pratibha N, "Maharashtra," in Indian Cinema 83/84(New Delhi: NFDC, Directorate
of Film Festivals, 1983).
Rajadhyaksha, A., & Willemen, P. (1999). Encyclopedia of Indian Cinema.
Routledge. Doi:10.4324/9781315062549
Rege, Sharmila. (1995). “The Hegemonic Appropriation of Sexuality: The Case of
Lavani Performers of Maharashtra.” Contributions to Indian Sociology 29
(1&2): 928–40. doi:0803973233.
Sharma, A. (2003). "India's experience with the multiplex." Seminar, New Delhi,
May: 42-46.
Tripathi, Salil. (1990) "Comeback Act: Marathi Theatre Stages Come Back with New
Vibrancy," India Today.
Watve, B. (2001). Ek Hoti Prabhatnagri. Pune: Anant V Damle, Prabhatnagar.

100

Vasudevan, Ravi. (2003). "Cinema in urban space." Seminar, New Delhi (May)
Zhankar, Anil. (2012) "Picture Palaces," Parivartnacha Watsaru. Special Diwali
Issue, 41.

101

