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Introduction

In an interview with the Indian magazirieehelka Martha Nussaum explained her view that

India since Nehru has failed to create a culture at the grassroots level, that can nourish a
culture of democracy. The state was mainly concerned with building a strong economy, which

has until now proved successful. At the samme, the cultural void at the grassroots level has

been filled by mainly fundamentalist views, most of them of religious background. In her last
book (2007) she points out that India can look at one of its cultural heroes Tagore for
directions to a grassots democratic culture. In that same interview however, she also said

t hat Boll ywood (or todayds popular Hindi ci
06And Boll ywood, of ceursé, i haswogif Bistaiseso ¢ hiah
many questions. One of them is that popular Hindi films are made for entertainment, and are
often perceived as nothing but a temporary escape from daily misery and boredom. How can
such a commercial entertainment industry help to nurture a political effmat

However, Nussbaumds suggestion finds suppor
relation between popular culture and politics. One of the viewpoints is that of cultural
citizenship. In thisdissertation cultural citizenship roughly describes thenstruction of
citizenship on the level of popular culture. Citizenship is then understood in two ways. One is

the more formal sense; being a member of a political community. The second is about the
experience othat membetsip.

This double meaning mak sense if we understand the nation as community that is for a large
part o&éi maginedd (Anderson, 1985). The member
members face to face. Although citizens have an official status as citizen of a country, the
concept of the nation to which they belong is an imagined one. Being a citizen of a nation
statein a formal sense might not be enough to have a sense of belonging to thatsation
community The formal aspects (its laws and regulations) definitely cam foart of that

belonging, but pe also needs an imagination of that nation as a community one wants to be

part of. What are the characteristics of a nation? What are its roots? Whose are its real

i nhabitants? Peopl ebds ( s hheskirdadf)questioma.gi nat i ons

!Chaudhury, S. 6The | |1 T minds et TelekaMagaziieroktdplssied®z f asci s
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Therefore in thiglissertation will understand the nation in two ways. First asation-state

the formal political community with borderpassportand a lawSecondly, vaen | usgust

the wordnation, | refer to it in the sese just described, as an imagined communitye
experience of being part of that imagined community, as chétxhging

But this implies that other communities can be frames for belonging as well. Especially in
todayos g | o b adtional,i msgmodérm) rworlg, ctre t nation has become a
problematic frame of reference for people to belond®&ople we know as terrorists, being
able to give their life for a transnational (or transcendental) community while killing fellow

citizens, would be the mostriking example of this problem of belonging.

This dissertationclaims that our sense of belonging these days is strongly influenced and
constructed by the images and narratives that come under popular culture. This is Rot a one
way-relationship. Thed user sdé of popul ar culture (viewer
strong power over whameaning the mediaold for them. Following Hermes (2005), popular

culture invites people to processes of bonding and community building and reflection on that
bording. How people respond to these invitations she calls cultural citizenship.

For many in India, the main invitation comes from Hindi cinem#énerculture industry called
Bollywood. It plays an important role in the imagination of Indian citizens altwit place in

society and the world. Cultural citizenshiptisereforean interesting concept for studying
todaydés Hindi ci nema, and Hindi cinema in

cultural citizenshigand its relation to contemporary belonging

From a humanistic perspective, it is necessary to study the creation of this cultural citizenship

in the light of cosmopolitanism. The latter concept is often invoked as a form of belonging
that 1 s especially suit ahdsensef cmsmopolitadisanyrieans gl ok
a global belonging (belonging to humanity as a whole) that surpasses possibly violent
differences between nations or other identities. India has been an arena for all kinds of
identity-politics throughout its history. Thesg of India as a nation since the late 1940s, can

be seen as an attempt to surpass differences based on caste, religion, etc. into a singular
nati onal democratic community. ouUnity in diwv
in school to stres this project.

Bearing in mind the frequent outbursts of communal violence within the country (The 1992

destruction of Babri Masjid in Ayodhya being one of the most striking examples), it needs



little explanation to say that the natiproject has nevaneant an eradication of suiational
tensions.

In this line it is questionable if cosmopolitanism can be a solution to these problems.
However, if reframed in a less communitarian way, cosmopolitanism could still serve as a

fruitful inspiration for dealg with confused identities in a mixed up world.

The research question is:
Does Bollywood help to construct cosmopolitanism amongst Indian urban, yoathf so,

what does this mean for the understanding of cosmopolit&nism

Thedissertations mainlya theoretical exploration of the previous concepts, and an attempt to
combine the different fields of thinking. On the other hand, a theoretical exploration of a
relation between people and their ways of making sense of the world, is only meaningful if it
is, at least on a minimal leveinspired by the experiences of real human beings. | have
therefore added a qualitative component todissertationwhich will be confronted with the
theoretical perspectives formed in the first chaptafter putting hese parts togethemlill
formulate a view on cosmopolitaniswhich is hopefully refreshing and constructive for the

urgent but of debates onglobglzdtign. 6 ut opi c 6

The dissertationconsists largely of two parts. The first three chaptemn ftire theoretical
framework, and the second three chapters form the analysis of the Hindi film industry as an
arena of cultural citizenship.

Chapter onevill be an exploration of the methodology and quality of thesertation

In chapter twd will start with an exploration of how cosmopolitanism can be understood in a
way that it fits ideas of globalization and a more postmodern outlook on this process.

Chapter thredeals with the concept of cultural citizenship. | will understand it as a process of
belonging, and show that it helps understanding the role of popular culture for the process of
belonging in a globalizing world.

Chapter fourwill focus specifically on how Hindi cinema caters this process of belonging
through popular culture, since cultu@tizenship remains an abstract sociological concept.
By introducing the concept of the imagined viewer | hope to establish an interesting link
between the actual experiences of viewers and the larger processes of globalization.



Chapter fivedescribes ta changes in the Hindi film industry due to globalization and
analyzes what this might entail for the way the viewer is being imagined on the side of the
industry.

Chapter sixthen investigates how young urban viewers in India are creating their sense of
belonging by using Hindi cinema. It asks what the communities of viewers are that these
viewers imagine, and how this relates to their experience of the national and the global.

In the last bapter the outcomes of chapter five andveitkbe compared angut into seen in

perspective of cosmopolitesm as described in chaptero.

This dissertationshould foremost be seen as an attempt to bring popular culture theory into

the field of humanistics, where the stress on meaning has had a strong bias tiogvatddy

of o6high culturebo, since its complexity woul
complexity of life itself. | am therefore aware that the theoretical explorations of film and
popular culture lack depth where they should have gainddis is all the more reason to

further work out the link between the different disciplines.

| have also mainly tried to engage with studies from India itself, which has proved to be a
very vibrant field in addition to thelassical western studiesalt the subject. As a researcher

it is selfconfronting to suddenly be part of a western tradition, about which much Indian
based research is very critical. Of course, what is western and what is Indian is a construction
in itself, and noone is free of l@s Therefore, there might be nothing we&luable as an
attempt to dialogue between people with stark differeridespe thisdissertations a relevant
contribution to that ideal.



1. Research design and quality

This chapter will explain and thabjective, methodology and quality of thissertation

1.1. Objective

The resech question useid the following.

Does Bollywood help to construct cosmopolitanism amongst Indian urban, wmathf so,
what does this mean for the understandingosheopolitanisrf

An earlier used version of the question just focused on the kind of belonging that was
constructed through Bollywood, but cosmopolitanism later turned out to be a more suitable
specification, since this concept is often invoked when desgrbelonging in the context of
globalization. It increases the relevance for debates on these fmgoitsularly in the field of
humanistics.
Theresearch questioronsists of several sub questions.

1. What is cosmopolitanism? (chapter two)

2. How does Bilywood as an example of popular culture construct belonging? (chapters

three, four and five)
3. What kind of belonging is constructed by Indian urban youth? (chapter six)

4. Is this belonging of a cosmopolitan quality? (chapter seven)

The purpose of thislissertationi s t o analyze how Boll ywood (
popular culture) plays a role in constructing belonging in a globalizing Indian metropolitan
environment . Thi s bel onging wi || be qgual.
cosmopolitanism, sce this adds an in my view necessary normative aspect to the analyses.
This is therefore also a case study of cultural citizenship, which is a growing field of theory

that explores how popular culture is growingly offering identity and community in al worl

where previous structures like the nation are being questioned and disrupted.

The dissertatiorhas therefore mainly a theoretical relevance, for as well the field of cultural
citizenship, as for humanistickor cultural citizenship, is a further exjoration of how the
construction of belonging actually works in a conerekample. For humanistics, ig an

attempt to bring in new perspectives on identity formation and belonging, especially the



perspective of popular culture. It is an attempt to thielarge arena of daily life serious in a

way that It 'S not directly seen as being
cultured.

Whereas the practical relevance of thesertations of less importance, the use of the open
interview method bi ngs i n the actual young Viewerso
often claims to be neutral and O6just bringir
could have implications for how popular culture is organized ¢ntetionally.

1.2.Concepts

An important part of thiglissertationis the exploration of different concepts, so giving a
definition beforehand #t is being used throughous, misleading. Most of the definitions of

these concepts have been developed throughowdiskertabn, especially in chapters two,

three and four. However, | will give some basic background on the most important concepts.
Bollywood Throughout the chapternshave alternately used the terms Bollywood, Hindi
cinema and Hindi film industry. It will becomelear in chapter five that these are not
completely similar. Bollywood generally stands for the Hindi cinema that is made in Bombay
(Mumbai). But for example in the West, Bollywood is often seen as synonymous for any film
coming from India. Besides thatyen some Hindi cinema that is made in Mumbai today
might be different from what in India is generally understood as Bollywood, since Bollywood
stands for a specific kind of Hindi cinema there. | have still used the word Bollywood though,
since it is commoly used in the daily life of the youth, and it has strong connotations with
globalization, which is a main focus of tlissertation

CosmopolitanismThe definition of cosmopolitanism is topic of big debate. This will be
treated extensively in chaptero. In most views it is related to questions of identity and
belonging to a community that has global dimensions, for example by seeing oneself as a
6citizen of the worl do. I wi || formul ate a
definecosmop| i t ani sm in a more postmodern way, by
Indian urban youthThe reason for choosing the urban youth of India as subjects has various
reasons. The first is that they are very close witnesses of all the changeg thap@ening
currently in the Hindi film industry. They are the ones with access to different cinematic
forms and experiences (multiplexes, DVD©6 s,
Secondly, the urban youth are generally able to communicate inefieglish, which made it
possible for me to work without a translator. The third reason is that | had good access to this

group because of my internship at that time at one of the colleges in the city of Bangalore.



| have chosen youth in the age grodid®-24, since these are youth who are in the process of
making choices regarding their studies and career. Globalization, cinema and belonging play
an important role in the formation of belonging of these youth in several respects. Going
abroad for studie for example, is an issue in the lives of these youth and a topic highly
imagined through popular Bollywood cinema.

Belonging:In my perspectivebelonging is about the subjective dimension of citizenship: the
feeling of community that one can have withe s pect to (or I rresp
nation/country. Psychologically, belonging can mean much more than this, and refers to a
state of welbeing that comes from having an identity that is well grounded into a community
(for example: one can have meaninigéxperiences of belonging to nature). Here this aspect

of feeling well is not so much addressed, since we are more concerned with the sources of
community that lie at the basis of these feelings, especially the nation and popular culture.
The process ofconstructing belonging through popular culture is explored through the

concept of cultural citizenship.

1.3. Methodology

Thedissertatiorshould be seen ascasestudwf Bollywood to critically assess the possibility

of cosmopolitan belonging throughojpular culture. The casestudy is done with different

forms of analysis, as | have visualized in the figure below. (based on Yin, 1984)

The first part (chapters two, three, four and five) is a theorelimahture review of
cosmopolitanism, how the consttion of belonging can happen through popular culture, and
Bollywood cinema in particular. For this | had to get involved with disciplines that | was not

well informed about, mainly popular culture and film theory. Since | was introduced in these
discipi nes mainly by Hermesd6 book on cultur al c
not be biased by the constraints of a specific perspective within popular culture theory. For

that | have first schooled myself more generally by studying more genetalsvorl i ke St or
overview of British popular culture theory (1994), Buckland on film studies (1994) and
perspectives on | ndian p opanlaaare thatuespecialtyeny | i k e
knowledge of film studies has been insufficient to deal wite themes | touch upon,
especially in chapter four. A study of classic works like thos€hofstianMetz (1982) and
LauraMulvey (1989)would have enhared my ability to position my workn the broader
perspective of film theory. It ighereforea strongwish to continue this projeanore

comprehensivelat a later stage.



Fig. 1Bollywood as a case study of cosmopolitanisased on Yin, 1984: 51 Figure 2.3)

Normative Cosmopolitanism
criteria (as heterotopia)

Cultural citizenship
(as belonging)

Theoretical
Framework !
Cinematic
belonging
(through
imagined
viewer)
Analysis E(i)r:gnvzgw Viewe.rs
* industry E)(perle;nce
analysis interviews
* film
analyses

Conclusion W

SR

When it comes to the theory on Indian film and Bollywood | haied to move beyond

basing myself on direct available theory (in Dutch libraries), and get hold of decent theory
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that in India is considered to be standard work for study (eg. Prasad, 1998). The help of
Ashish Rajadhyakshsa and the librarians of the E€dntrthe Study of Culture and Society,
Bangalore has been of great importance héréave also paid a visit to the most
comprehensive library on film studies in India, which is part of the National Film Archives in
Pune. This visit, unfortunately due tosa limitations much tocshort, has given new
theoretical insights hat | hadndt been able to find befo
One more helpful means of 6getting intod I
National Conference for Psychology and Cinema, coinciddmglgl at the College where |

was doing my internship.

| have enhanced the theoretical analysis in chapter five (on Bollywood) by adding
observations arising fromparticipative observationt-or the duration of eight months | spent

time in Bangalore obsemy and experiencing the presence of Bollywood and cinema in many
ways. | have read newspapers and magazines, watched movies, spent time in a video rental
store talking with visitors and the owner, and most of all, spoken with people about cinema.
All this was done as a part of my daily life, casually, without presenting myself as a
researcher. At home, | would jot down notes and observations which could be useful for my
research

Chapter six is all based on material from ¢ipen interview methods presated by Maso &
Smaling (1998), and analyzed with the software Atla&liobut the open interview method |

will explain more in the next paragraph under subjectivity. The intervamsisted of one

group interview and seven individual interviews. The grimterview was meant to bring up

the different themes and topics that talking about Bollywood would entail. Partially based on
this interview, and on the theory, | hasreated ten questions and subsequent hypotheses that
form possible answers to theseegtions (see appendix Aormally, when using Atlas.ti, the

goal is to confront the data (interviews) with hypotheses till a degree of saturation has been
reached (the point where one can expect no more falsifications of a specific hypothesis). For
that t is mostly necessary to have at least fifteen to twenty interviews. Due to time constraints
(a considerable amount of time has gone to literature review) | have only been able to carry
out seven interviews. The hypotheses can therefore not be considdsedgeneralizable.
Instead | have used them to map out the variety of experiences that come under watching
Bollywood movies, and mapped them in different therhdmgmve repeated the confrontation

with the data and the hypotheses several times. Espewsiadlig an interview gave rise to a

new hypotheses, | confronted this new hypotheses as well with the previously analyzed

interviews as wellln retrospect, the amount of hypotheses might have been on the high end.

11



Only when a hypotheses was addressed in thare half of the interviews, | hawesed them

as a basis for general statements.

But looking back, Alas.ti might not have been the most ideal means of analysis.

Therefore | have chosen to anaythe interviewsalso manually by reading each interview
again and structuring them according to chosen themes. In this way | believe to have fully
done justice to the different experiences youth can have. | have added an overview of the
hypotheses and the them#se analyzed interviews as appendices.

| have chgen to use a general starting question for the interviews in order for all possible

i mportant experiences to come to the fore.
watching Boll ywood movies mean to yols?0 Dur
with me to focus on certain aspects of Bollywood that were of specific interest, for example

globalization, changes in the movies and the imagined viewer (see chapter 4).

1.4. Quality

Generally the quality of research is enhanced with the incdate objectivity. Objectivity

however, is never fully attained; it is a-salled contra factual regulative principle. According

to Maso and Smaling, qualitative research is objective when it does justice to the object or
subject of investigation. Thkappens by trying to | et the su
being deformed by the researcher. (Maso & Smaling, 1998: 66) | will now explain how | have

tried to do this, using the themes of reliability, validity and (inter)subjectivity.

But before thait needs to be said that some difficulty turned out to be inherent in the subject

of study, Bollywood. Looking back, | know to have been hugely influenced by western
preconceptions. Boll ywood was Boll ywood,
standardied and highly predictable movies, making it a clearly demarcated area of research.

Of course, from previous Vvisits to?Hdutmdi a | l
about the complexity yet. Now, Bollywood is a world in itself, and writindissertation
6about Bol | yvasgrahda psopa assvritipgoéea bout Hol | ywood?®é
wor | d cBolgwoodahés.become more than a case for a case studyworth a life

work. But, similarly to Maso & Smaling stating that doing jostto a subject also entails

doing justice to its changeability (Ibid.), | hope to have done justice to my changing idea of

Boll ywood in chapter fiveds overview of the

2 Most studies estimate that around 1000 films are made each year in India. Films in Hindi comprise of around
one third of this.
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Reliability

Reliability (Dutch: betrouwbaarheid) refersttee (virtual) repeatability for other researchers
with the possibility of giving the same results. It is specifically the external reliability that is
of importance here; the repeatability of the whole research for others, including methods and
results. Ihave tried to enhance the reliability by keeping an audit trail where all the steps
taken have been recorded. In diverse memos in Atlas.ti | have noted what the ideas were
behind the formulation of different hypotheses for example. In a notebook | harelae
different thoughts on which concepts to use, some of which | have also recorded on a digital
mp3-player.

Further, | have recorded all the interviews with a digital +pl@er, and copied these to a
computer. After that | have transcribed the in@ms in written word, which makes it
possible for the interviews to be analyzed in different ways by different people.

On the part of the theory | have clearly tried to separate the views of the writers from my own.
| structured the literature themngse in different documents (eg. popular culture, cultural
citizenship, Bollywood), and | summarized each book/article, after which | wrote my own
thoughts and commentary in a different color

All these documents can be obtained if needed.

Validity

The validty of a research project generally stands for the absence of systematic and
unsystematic errors. Internal validity then is about the validity of the arguments and reasoning

that have lead to the conclusions. | have tried to enhance this internal valitiigyfollowing

ways.

Firstly, 1 have tried to engage with the subject as intense as possible, what some call
6prol onged engagement 6 (VYin, 1984) . Boll ywoo
6hanging around®6 i n Ban g arderstard dimensiong athertvise s 0 me
not understood through literature. An example of this would be the fact that film stars appear

a lot in commercials and billboards in public places. | have also tried to speak with people of
different backgrounds about the&xperiences with Bollywood, which made me realize there

is a small sub group of uppelass youth | met in a nightclub that look down upon Bollywood

as something like a sad example of Indian ebelyavior.

13



Secondly, besides working my way through theorythe library, | have tried to gather
contextmaterial, such as films, magazines, business reports and newspaper articles. | have
also taken photos of the way Bollywood can be observed in public spaces (billboards, posters,
t-shirts, cinemas, etc.).hawe tried to see as many different films as possible, and made sure
they were of different oO6qualityé and backgro
specific place of Bollywood in the wider Indian film conteikar example, when travelling |

wa ched cinema in different | anguagesand Tel ug
what is considered art cinema (Satyajit Ray)and | bought someridvdos
(a different kind of Hindi).I kept an overview of all the movies watched,linitng some
commentaries and interpretations, so | <could
Thirdly, when choosing the interviewees | have tried to include a variety of youth. Boys and

girls, of different ages in the chosen age group, with diftargarests in school. Although it

is stildl a very smal|l portion of yout h, I ha
very much 6é6intod Bollywood, and some who <cl a
Lastly, | have often confronted my own ideas and conclssieth my partner Kriti, who

helped me to explain Bollywood in its wide variety. Some of my preconceptions were proven
wrong because of her lifelong experience with this cinema. By letting her read the chapters |

wrote, we were able to track down flawgle argumentation.

The external validity (the possibility of generalizing the conclusions to other dimemisams
those chosen in this projgéds not very high. Thalissertationdeals very specifically with
Bollywood. It could be that some inferencecohclusions is possible about the interviews for
other youth in India, but this needs to be further worked out by doing more interviews. The
interviews have mainly served as an addition to the analysis of Bollywood, and an indicator of
the variety in whib certain themes are experienced.

The cultural analysis of Bollywood in its political and economical context however (as done
in chapter 5), deals with processes of globalization that are at work in other countries and
cinemas all over the world. Geneeation (transferability) on the basis of analogy could be
done here. A liberalization of cinema as it is observed in India will definitely have similarities
with cinemas in other countries, but the context then needs to be explicitly addressed. It would
be an error to think Bollywood plays a same role for the urban youth in India as it would in
Britain, or that Bollywood would play the same role for India as Dutch cinema would for The

Netherlands. India being one of the largest growing economies in the nvakles Bollywood

14



a very unique case on its own. Similarly, a specific study of different viewers or different
cinemas would be more infoing than generalizing from the conclusions here

Another way in which | have tried to build thexternal validity is by creating a weblog
(bollymark.blogspot.nl). On this blog | have written some of the discoveries and insights in a
more popular fashion for a general audience, together with random personal associations on
Bollywood. Currently, the weblog is part of ardier network of weblogs that write on Indian
culture. It has elicited some reactions from people in different parts of the world, who shared

their ideas with me on the topic.

Subjectivity

A third dimension in the quality of thiglissertationis formed ly my attitude as a
researcher/interviewer. According to Maso and Smaling, subjectivity can be used positively

for research, instead of seeing it is a hindrance for objectivity. A researcher can never
eliminate or neutralize himself, so its better to made af the subjectivity.

My subjectivity has played an important role, especially during the interviews. Important to
mention is the question why a white man from Holland comes to India to study Bollywood
needed to be explained. For most interviewees & staange why | had an interest in
Bollywood first of all. (Later on | started seeing this as an important dimension of their
experience of Bollywood as well; as a cinema not interestindirfongs (foreigners)). An

opening up on my behalf; by explaininghy | thought Bollywood was interesting, was

al ways clearly appreciated by the interviewe
you come all the way here, so Bollywood must
On the other hand was my being aeigner a perfect role to play for inviting interviewees to

talk more. I could o6play dumb6é b ythirgslkd ng t h
songs, and stories of famous movies that normally everyone would know. | am convinced it

was especially there-telling of things considered to be normal that gave the most interesting
information. Kiran claimed that it had made her question what she previously thought was

6just Bollywood®é6.
During t he Il ntervi ews I have al watyancterd ean
6invol vement 6. Sometimes it was necessary t

more light and less official, by explaining my own interest in Bollywood; for example the
movies | liked. This was especially necessary since all tterviewees showed strong
resistance to the interview being recorded. | explained it was just for my own record, but it

sometimes took a while for the atmosphere to

15



Another part of positively used subjectivity is mentioned by Maso and Snedingight in

oneself (1 de m: 80) A good i nsight i n oneods m
interpretations of what is being said, is helpful in analyzing the data more objectively. For me

it was helpful to write down before starting the research whapreconceptions were about
Bollywood and Indian cinema. After having made these clear it became easier to ask neutral
and open questions. Looking back at those prejudices now it is great to see how they have
changed

Another way of using the insight imyself was by asking myself what movies meant to me,

how | create imagined viewers, how | think an image of Holland is created in Dutch movies,

etc. In this way it became easier for me to understand how it could be for the interviewees. It
also helped ta&¢ one down my theoretical 6obsessiond
belonging and citizenship. By thinking of my own experiences with cinema, most of which is

al so an experience of O6just entertainmentd,
expressed the <critique that you shoul dnot t
theorists to think of films only in terms of ideology or nationalism and hence tend to forget

that these things are perhaps juststfects.

3 A few of these were for example: Bollywood films have simplistic narratives, youth all want to be like their
heroes, the films are nationalist.
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2. Cosmopolitanign

ONe are cultural citizens adri@i(Miller, 2007: 76)

This chapter will briefly discuss the concept of citizenship and its relationship with
cosmopolitanism, in the context of globalization. Cosmopolitanism is an answer to the
growing problems withthe citizenshigdea, but its formulation needs to be done with care.
The in this chapter defined idea of cosmopolitanism will serve as a background for the rest of

the chapters, and will return in thest chapter when concluding

2.1.Citizenship and gbbalization

In general, citizenship refers to membership of a particular political community. As a citizen
one is a member of a natistate, connected through a number of rights and obligations.
Among these entitlements we generally discern civil, ipalitand social rights, a distinction
well-known because of the work of T.H. Marshall (1950). The first two roughly concern the
right to be protected by a state, and the right to participate in its political affairs (for example
by voting). By connecting itizenship with social class, Marshall argued that social
inequalities were the cause of inequalities on the first two levels of citizenship. So, it was
necessary to formulate social rights, in order for undéteged classes to belomgore fully

to socety. The conception of citizenship as being a member of a community through rights

and obligations is generally referred to as formdégal citizenship.

Besides thatin most social and cultural theory, citizenship is seepdasical citizenship,

which refers to being a (politically) active member of a society.

But citizenship can be seen as more than having a legal stabgsng activan a political

community. If we take one of B. Turners (1994) definitions of citizenship as example, this

becomesc | ear . He sees <citizenship as 6a set 0
competent members of a communityd6 (Turner, ]
simply born, they have to be O0for medé&d@asbwel

ideas of the characteristics of the nation, its morals, its history, etc. These issues are not
clearly defined matters, but areas of debate. And of course, especially in a democracy, the

guestion is to what extent the authority is responsiblenfer t

According to Carens (2000),tidenship also has @sychological dimensiorCarens says that

a strong sense of belonging of a citizen to its political community could generate a strong

17



social cohesion. One who feels strongly about his or her commgfyt be more inclined to
participate in political activities (athichever level) than someone who feels less belonging to
that same countryt is arguable however to whaktent social cohesion is an indicator for
functioning citizenship, since one cduélso say that internal diversity or even conflict is
necessary for democratic improvement. Despite discussions like the latter, it is clear that

being a member of a political community has a strong subjective dimension.

For Marshall the most importancontext of citizenship was that of the natstate. But in
todayds wo rstath and tonrespomdimdlyi thee mation as an imagined community,

are being pressurizeéeople increasingly live in networks that are glgbaliganized, and
areinvarjngdegr ees out of the nationdbs control . E
number of people migrating to other countries and an increasing global flow of social and
cultural interaction have put the question of national citizenship on the agewaisB, what

is the nature of citizenship when a person is member of a particular state, but has affiliations
with other nations (or cultures) as well? In The i¢elands this debate has fired strongly
specialyar ound t he t opi c¢candofcouésdtheavwelk c ©owwh z é meht poul
societybo.

These processes can probably best be descwlihth the container ternglobalization or

6t hwo rg@idler, 2001). However, one needs to define this word carefully in order to

make its use significanlt is clear that there is at least a growing interdependence of nations

all over the globe, which is not even such a new proceSae more important job is to

identify in which way and form these movements are circling the globe. In our context, what
happens if we use the concept of citizenship against this background of globalization?
Where do we belong if the citizens of a nation are more and more connected to people from
other nations, virtual or real? Are other frames of belonging becoming mpoetant than

the natior? Or more generally put: how can people belsagpewherg¢oday, when the nation

is anunstableenvironmen?

But , maybe t her e Fromsa the perspecive bfyegahcitizemsbi(dnd 1o a

lesser extent also for potal citizenship), tizenship is defined by the nation one lives in,

“‘Peter Sloterdijk (2006) has shown, from a more philo
rd ated to the O0inuerdeirsnhédnding bhbaani sebdsed on a oO6wo
is its basic form. Since Columbus sailed around the world, the globe has for the first time become a round place
where all poianltuse 6a.r eT hGiosf neegaunatl av f undamental change i
space. (Sloterdijk: 2006: 28)
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and one has to live by its rules and regulations. Globalization does affect the authority of a
nation over its citizens, but with neregulations we auld adjust to the global tensions.
These critics donot believe that political
levels, such as Europe or the World itself, and stress the importance of smaller sovereign
communities. The debates over these more formal questions are hugeo@ddos left aside

for the time being.

The issue for now is that wheater the effects of globalization might be for the formal and

legd aspects of citizenshigt t he &6 s yo h ocsluobg ieccaticanesurelyisaye nsi o
there are big changespgening.

It is the more qualitative dimension of citizenship that | balonging where globalization

|l eaves i ts traces. Bel onging refers t o p e
community, t o peopl eds sense cd comnuaties. i t y .
How this subjective sense of community is shaped or constructed, especially in relation to
popular culture, will be treated in the next chapBart for the moment, | would like to delve

further on the fact already mentionedhat growing fows of cultural and social interaction

chall enge peoplebébs ideas about who they are

them, the nation and even the world.

Many inhabitants of the world are increasingly being confronted with images fronoor ab

ot her parts of the worl d. Y-enviromgment kavesseeg r o wi n
much | arger amount of pictures and videos ab
ago. Because of the internet, the access to diverse images hasedcielereas before the

digital generation, people had to do with newspapers, news programs, and movies.

The question rises in this context what this means to the feeling of belonging. Does living in

an environment that offers links with many parts of Wwld, also make people feel they

belong to that worlshsa-whole? In other words, do youngsters these days see themselves as

citizens of the world, or cosmopolitans?

According to a study mentioned by Manschot & Suransky §R@0ey do. At least, the
edwated European youngsters that were askedrite about their identity. In the stories

these youngsters narrate it is evident that the nation and the state are not the final contexts for
constructing identity. Everyone is aware that global dynamics hes@nfee part of their own

private lives. Manschot & Suransky state that, although these youth also experience fears that

come with these new dynamics (for example new outbursts of violent nationalism), it is hope
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for a world full of diversity and respect faother cultures that dominates their self
understanding. (Manschot & Suransky, 2005: 65) According to them it is a cosmopolitan
education, that embraces and develops the values of diversity and respect, which is becoming
therefore more important today.

A few questions can be asked to enhance these findings for the purposedafsiritation

Although education is unquestionably very important in teaching youth to cope with new
dynamics, it might be equally significant to investigate the role of popuétia. These

popular media are increasingly available and present itiféhrevorlds of youngsters, and,
compared to schooling, they are a less formal context of identity construction. This does not
mean that it is a place with less power dynamics, bsitatplace freedom of choice is a highly

valued quiding principle. What this means needs to be explored later on.
Secondly, the experience of the new global dynamics might be very different when questions

of belonging were asked to youngsters living mlifferent place and context in the world. It is

i maginable that the European youth have a vi
by the coloni al hi story of 6égoing out and ex
of the planetHow do youngsters in a oatry thathas beercolonizedexperience the new

global images?

When trying to answer these questions, we first need to take a closer look at the concepts that
were introduced. How can we understand cosmopolitanism as a kintbogipg? Does this

mean that everyone becomes a membereforbi g community called o6w
need to look at the specific relationship between belonging and popular culture / media. This

is done in the next chapter by discussing the conceqptlfral citizenship.

2.2.Cosmopolitanismand the human community

There is a growing interest in the concept of world citizenship, or casiteopsm, as an

answer to theéssues of belonging in a globalizing world. A core idea of cosmopolitanism is
that humanity as a whole has to be seen as
identities consist of different Ocirclesdé or
is a strong one. Cosmopolitanism claims that an importane aafusonflict and violence is

created if people have a sense of identity that is based on only one of theseariitlase of

the circles is considered to be superior over others

When people thinkdentity has to be built first anidremost ontheibei ng 61l ndi ano,

person of Pakistani origin iautomatically seen as someone with the wrong identy.
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remedy to this explosive singtaindedness would be a cultivation of the idea that people
share a similar identity, which is a shared humaratybelonging to a single moral human
community After all, or first of all, we are all human beings. Next to this, it is important to
realize that all people have more categories to build an identity on, which Amartya Sen (2006)
calls plural affiliations. The problem arises when people believe that one of these affiliations
is considered to be above history and above context. Then this affiliation becomes holy and
therefore untouchable. And when somedonestouch upon a circle, for example by claiming

othercircles are equally valuablthere is conflict.

Martha Nussbaum has been a major promoter of this idea of cosmopolitanism. She bases her
views on the stoic idea that people are born in two communities; one is the local community,
the secondiunstyhef 6baman argument and aspire
first allegiance should be towards this moral community of humanity at large, then to the local
one. This doesndét mean one should stop givVvi
the world would be better off if everyone took more caréhefr direct surroundings than if

they would consider themselves as global people without a fixed location.

So, cosmopolitanism means that wherever we live, we should always be aware that we a
part of one humanity. 6ln other words, we
identifications, whether national or ethnic or religious; but we should work to make all human
beings part of our community of dialogue and concern, showing respetheohuman

wherever it occurs, and allowing that respect to constrain aur h o n a | or | ocal
(ldem: 666 1) Now, for Nussbaum, this shared O6hun
reason and aspiration for justice and goodness. It is theraefpmtant to always be aware of

these shared capacities in our fellow human beings.

Two things are important for cultivating a cosmopolitan attitude, according to NusSbaum.

The first isknowledge of other nations and cultureghich makes a crossultural inquiry

possi bl e. It teaches us the retnatuwvaltryeodd do
own. It is possible that other equally relevant ways of living litejast as valid. Another part

is what she callsarrative imaginationThisme ans t hat o6we must al so c

capacity for sympathetic imagination that will enable us to comprehend the motives and

® Nusshaum mainly talks about formal education here, but we can argue that the same goe®forahon
education or even needucational, dayo-day practices of learning.
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choices of people different from ourselves, seeing them not as forbiddingly alien and other,

but as sharing many prigims and possibilities with us. Differences of religion, gender, race,

class and national origin make the task of understanding harder, since these differences shape
not only the practical choices peoptsandf ace ¢
ways of looking at the world. Here the arts play a vital role, cultivating powers of imagination

that are essenldema#8%) to citizenship. o (

A special role in cultivating this capacity is put aside for more complex works of literature.
Nussbam says that this narrative art is able to make us wonder about others, and see that they
are Ospacious and deepdé6 and worthy of respe:
basis for compassion for others. Everyone who has read a good nepetifédly the

examples Nussbaum mentions, which are about the socially marginalized or discriminated),

will agree that it has helped them understand and soften up prejudices. But the big question to

be asked is if this effect can only be established byywha s of t en cal l-ed Ohi
brow art, or popular culture, able to make one open the eyes to and grow sympathy for people

very different from oneself€ onsi dering hbesodevér popet ar meo

public and private spaces, tlyjgestions is extra relevant.

Nussbaum gives the impression that cosmopolitanism is something set aside for people with a
thorough education that has taught us about the great intellectual achievement from all over
the world. This sounds almost like Matthéwnolds old fashioned definition of culture as
civilization, as O6the best that has been sai
't would therefore, in todaybés mediated worl
culture couldhelp in (1). teaching peopl el2.axltivatintg a datrdtive ot h e
imagination.But before doing that, it is necessary to ask a few critical questions regarding the

concept of cosmopolitanism.

2.3.Beyond local vs. globa?

Cosmopolitanis is a normativeonept. It stands for the hope (abdlief) that people will

be able to have an identity that forms the basis for overcoming differences that cause
conflicts. It is a dream of being citizens of one world, and not just of different nafiores’y
praiseworthy dream, but of course also one that needs to be scrutinized cdvefatly being

A

Obelieved ind.

A problematic point with cosmopolitan inspired projects is the formulation of what belongs to
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the global and what to the local. Faetglobal to be a commonplace of human identity, one
ring that binds wus all, it needs to be cl ¢
Nussbaum, it is a shared human capacity for

suggests the globa a universal static, and the local is a place of difference.

More postmodern critique of this duality entails that the global and the local are both
embedded in discourses, and therefore both places of difference. The meaning of the global
differs from one person to another. Even stronger, the local and the global can be seen as both
products of modernist thoughtné therefore unsuitable falescribing the more chaotic
situation of todayo6s wo rAsiahdiasgtagdigngDesaig(2004h e c ul
shows how thdransnational might be a more suitable way ofescribing contemporary
culture formations, which changes the meaning of global and f8klbal and local are not
mutually exclusive predetermined units, but shifting lenses theabgnize multiple r=d
enmeshed s c al(2esai, 2004: 24)n Actoyding t@ herd many ideas of the global
and local (or national) aien f us ed wi t h Attholgloscholars have idebdteal hoy. A
best to comprehend the recent processes ofaligaltion and their subsequent impact on
nationstates and transnational migrations, the models for understanding global relations often
have beeneiher t ot al i z i(lden: 18)rThedranknatiormalahereforeg stands for a
heterogeneous place ede all different formations of local and global, national and
international, etc. come into being. It is a trope for understanding how people, especially the
diasporas who live somewhere in between or beyond, are constructing images about nation,

the locd, or home and the world. It is a zone of contestation.

To some, the transnational is the place where new authentic belonging is created. (Appadurai,
1996). Itis in cultural flows that are natooted in national discourses, that new global
belonging is eated. The end of the natigtate is celebrated as the welcoming of areas of
belonging that are not connected to geography. But this fails to acknowledge the extremely
important role that natiestates have played (and are playing) in what we know as
globalization. Historically it has often been the national wish for expansion or enrichment that

has driven international and global relatio®e could say: without the nation there is no

global To give an example, after 9/11 the United States have sedpmatratives about a-de
rooted and gl obal 6axis of evildé that had to
interest of the national.

This means that it is dangerous to uncritically celebrate the global, or the transnational, as a
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new areaf belongng and identity. There is alwagsmultiplicity of powers at play that have
a stake in deciding in what is local, what is national and what is gBbginstead of treating
the global and the local as fixed categories that influence eachwthbgve to treat them as

notions that are in themselves constructions in complex networks of power.

Another point is of importance here. Just as the global and the local are subject to (national)
interests, the national is just as less a etesientty.’ As mentioned in the introduction of this
dissertation Benedict Anderson(1989) argues that the nation itself is an imagined
communi ty. Simply because of the fact t hat
never meet all of each other face todait has to be an imagined grouphis does not mean

it is imaginary, as in: illusionary. It has an imagined nature, but this nature has very real

consequences.

Now, if the nation is an imagined community, then humanity, seen as a group to belong to,

has to be imagined even more. The nation often at least has a state with concrete boundaries
to be OHooaeddyi doesndt have a world govern
Universal Declaration of Human Rights perhaps. It still is a diffictdug to belong to, since

it doesnb6t have tother groups to relate

We have to consider the possibility that t he
Perhaps living in a globalized world, means having to live with the fact that belonging is

fundamentally problematic.

Nevertheless, since we earconcerned with belonging (as abgective dimension of
citizenship the globalad t he | oc al can stil!]l be major co
understanding. Even though philosophically (and fdicgmakers as well) they might be
highly problematic concepts, for the experie
becomes crucial then to reframe cosmopolitanism at this level.

Maybe it is not the right way forward to search for a néwd lof belonging in this world in

new formations of the local and the global that suit the new globalized situation. Instead of
formulating new definitions of what can be seen as universal humanity (or the national or the

global), it might be better to fas on the way people aeetuallyusing these categoriels.

® |t has to be noted that the nation and the state are two different things, and there is much debate on how these
co-exist, and which one precedes over the other. See for example Appiah, 1997. For now that debate will be left
aside, and the focus shifts on the nation as an i mpor
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might be more the attitude of persons which has a cosmopolitan quality or not, whether they

see themselves as members of one human community or not.

2.4. Heterotopian cosmopolitanism

Giami Vattimo has, in a different contexalso been critical of the global or humanity as
becoming one largfamework for belongingThese attempts to integrate humanity into one
whole, can be seen another modernist attempt to grasp a fundamentally divengenteali

one comprehensible category. In this sense, cosmopolitanism can be seen a new grand
narrative (Lyotard), which explains the way forward for humanity as a way towards one world

of enlightened worlditizens.

Vattimo statesthat a postmoderoutlook is what is needed now, and that this is strongly
related totheriseobtd ay 6 s me di a s oisthattheymediaHhave noamadewune n t
world more coherent and transparent, but on the contrary more chaotic and c@upise

of the unlimited vays that mass media is portraying reality, we are becoming aware of the
postmodern condition, which means that there is no such thirgplity or the real world that

can be portrayed, but that the real rather exists in its diverse portrayals abouR&séty

exists through the unlimited veils that foreground it and hide it at the sameltirmehe
fundanental complexity of being inthe wordrhat oO0shows iitselfd throlt
of media’ But this experience of complexighould insteadbf confusingbe seen as our hope

for emancipationEmancipation to him is then not the (Marxian and Hegelian) ideal of the
human being rising above his slavery of ideology, but ratheanaancipation of the human

being who idreed of the modernist befithat there is something like a realdyideal state of
beingwhich we have to find (through scienc@yattimo, 1998: 23)

It is especially themass media that have brought to light the fact that human ife
fundamentally heterogeneoun the contet of art, he claims the athetic experience (what

we feel/believe/think to be beautiful) has always been thought of as a kimwmé. For

Vattimo, the aesthetic experience is clearly an experience of a human being who recognizes
himself as part o& date of being where the world is seen as a whole that makes sense, when
t he human being experiences himself being fr
humanity as a wholeNow, since the rise of the mass media, an awareness is growing of the
enormous plurality of human life, different individuals, different groups, each with their own

idea of beauty and good. The postmodsesthetic experience must therefore be thought of

Il' would like to point out here that todayods popul ar
industry that becomes awareitsf reality producing quality, and therefore trying to find new formats that play

with the conceptions of reality and show.
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as aheterotopia an experience of community that presents itsel adurality. Community
itself is then not experienced as one coherent structure, but as a world that is in itself diverse.
Plurality is then the normative criteriaccording to Vattimo, and othersulture necessarily

needs to reflect this plurality.

Agreeing with Vattimo that | ooking for unit.\
today, vhat could be & het er ot o p i afmosrhopalitamistPameansahléastthat

we have to be careful in simply stating that the global should be aumr affiliation. In a
postmodern condition, our relation with the world and with fellow human beings is equally
threatened aisnprovedwhen thoughof in terms of coherent communities.

Instead, we could see cosmopolitanism aatatudethat wants to mee beyond the duality of
global and local andholdsplurality as a valueThis attitude can be individual, or shared by a
group.Someonecan be considered a cosmopglishen he or she is always and ever willing

to admit thathings might be differenThis is a courageous attitude, because it requires living
with radical uncertaintyHeterotopian cosmopolitanism refrains from finding a new coherent
idea of community to which we can belong in the new globalized world. Instead it realizes
that we live in a ime of asymmetry, where differences remain differences and stability is
always disrupted. Accepting this situation of difference, making choices, and at the same time
being aware they are choices (as a person can be aware of choosing to speak ahdiisct), t
cosmopolitanismGlobalization is a disruption, and heterotopian cosmopolitanism is living

with that disruption.

This resembles the version of cosmopolitanism formulate@Hhmgnaian philosopher Appiah

(2007) He defines cosmopolitanism more asaiiment one that recognizes the fact that
everyone is rooted in some local community, but that all are living in a different one that can

be equally valuable to them. Being a <c¢cosmc
possibility of being a patriot agell; one can be proud of ones heritage as long as that person

never states his heritage is of a fundamental higher quality than the heritage of others, or

8 For Vattimo it is especially art that has the capacity to make us aware of this postmodern condition, and teach
ushowtolivem i t. Art can give us an experience of shock, t
worl dé and | eaves us with an experience that things ¢
the notion of art itself is changing. Aihgh he believes that mass media are incapable of really reflecting

plurality i they have to be recognizable and easy to digest in order to biels®lithinks the line between mass

media and art is becoming thinner. Being a member of the postepkstale societyone is constantly

confronted with multiple worlds and communities. In the next chapters it will extensively be addressed, how

popul ar culture (cinema in particular) has the capaci
community as art does with shock.
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makes ones heritage synonymous with the heritage of the whole of humankind.
Although | would liketo go a step further, and state that cosmopolitanism means admitting it

has become unclear what it is that belongs to the local heritage oneself, and what it is that
bel ongs to the | ocal heritage of anot her . V

things up a bit?

Figure 2.Cosmopolitanism as: a) global community, b) heterotopia

Local
The global Global

But to stay with Nussbau, for the cosmopolitarsensibility and the value of pluralityo

grow, it definitely comes in handg meet othes who are crucially differentBut this needs to

be done in a manner that does justice to botdsmopolitanism needs to first and foremost

have an arena where people can na@et develop a sympathetic understanding towards each

other, whether in person, viral or through popular cultur@his meeting of paeple happens

in many ways, bumany wi | | agree that an enormous r ol
media and popular cultur€astells (2000) description of the network society is apt here. He
claimsnetworks are becoming the main building blocks of a globalizing society. It is through

digital networks (whether they are financial, cultural or political) that people are connecting to

each other. These networks make it possible to have connectionsr®wlierever they are.

In India, the cinema known as Bplood plays a major role her&n Indian youngster living

in Bangalorefor examplehas met a variety of people in his life, living in a city that is often
described as cosmopolitan (which here nyjost means O compr i styofg of é
nati onal i ti es)®@utthe vie@s ohthat youngstei abautarady of those others

are absolutely formed in part by the movies he sees on Sunday or after college. The
6westerner 6 i s The noenersidne facdsroopatitansrtwbued mav.be to see

if the westerner Omeetsdé this youngster in
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counts also for his or her ideas (imaginations, narratives) about India, about Bangalore and
about the wod are for a great deal shaped by the heroes and villains who star on the screen in
the dark.

It is for these reason that an understandingosimopolitanisntan be enhanced by turning to
the theory of cultural citizenshipvhich has focused specificallyydhe creation of a sense of

belonging through (popular) culture
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3. Cultural citizenship and belonging

fié cinema in India is crucially linked with the production of cultural citizenship. Cinema
was the first institution to permit Indians to partiatp as citizens irrespective of caste and
ot her diofDissanagakec&dvioti Gokulsing, 2004: 2)

3.1.Theo6 c u | tincitizanshp

According to the writers on cultural citize
belonging are created he views are of course very different, depending on how culture is
being used. They vary from culture in the shape of media, to popular culture, traditional
culture, ethnic cultures or neoliberal culture.

Laurence Pawley (2002) has given an overviéthe main strands within cultural citizenship
discourse. He identifies three main groups of thought. The first is cailddcultural
citizenship which is about granting equal citizenship to groups of people with different
cultural/ethnic backgroundsdeéas about enhancing cultural citizenship have to do with
improving political participationin this first strand Pawley places people like Kymlicka and
Rosaldo, more from the field of political theory. They both believe that the granting of special

rightst o speci al cultural 6subgroupsd can bring

The secad group can be identified withultural product and citizenshipyhere one is
concerned with studying the production of al
most studid cultural artifacts are of course the media; the news, internet, music and popular
cinema. HerePawley claims thaenhancing cultural citizenship is done by for example
regulating the production of cultural products in a way that it becomes more demaunditi

allows for more diversityln this group we find a bigger influence from cultural studies;

people like Miller en Van Zooneihese people have backgrounds in cultural studies, and are
concerned with the analysis how popular culture relates to restige. It is within this field

that thisdissertatiorwill mainly move, so | will come back to some of the constituents later.

9Pawley claims that the danger with this I|Iine of thou

individual can in the end be seen as the true subject, the true bearer of rights, albeit from different backgrounds.
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Pawley calls the third, moresociological strand of thoughtommunicative -cultural
citizenship He sees it as a strand that meweyond and integrates the previous two strands.

In communicative cultural citizenship, culture is seen as the area of our daily
communications. From voting to buying a bread, everything is cultural, but at the same time
also political. Political powels not just in the public arena, but part of everyday life.

This further deconstruction between culture and politics, and between private and public,
means that is more difficult to indicate policies. Because, how daonfloence and regulate
people talkng in their homes? That is why he for example mentions De(@0)3) who has

a very processual account of cultural citizenship; mase alearning processvhere we can
slowly learn to live more democratically togethtris with Stevenson (1999) ah Pawley
stresses the importance of the creation of a public space that allows for diversity, in order for
cultural citizenship to flourish. Stevenson thimkass culture can have the effect of killing the
creativity of the individual. He hopes foram@ex per i ment al Tkeiamivhlobf c ul
more nichemarketed cultures has not yet displaced some of the predictable and canformis

featur es o f(Stewenson, 199U 6)t ur e. 0

The mostmportant contribution besides his clear categorizatidhasw!| e y 6 sultwral e w o f
citizenship as a processstead of an end result. This means that belonging is not a state of
being to be achieved, but more a quality of life that can be enhanced or undermined. In a
world that continually changes it is more Wuowvhile to speak of degrees of belonging, than of
belonging as something to have or not. It becomes interesting to analyze how much people
feel they belong to a community, in relation to another community.

Another isue that needs attention is the questbrdiversity For Pawley the process of
citizenship in the end &ls to a more inclusive society, if diversity is a guiding principle in

the policesBy strongly stressing the work of Steve
cul tur al onetthatalbwssadn diversity, ansl, through the public sphere, is able to
make many different people belong.

It is questionable though, if this process towards more diversity also needs a popular culture
that reflectsthis diversity. Some even say thhe products of popular culture necessarily
subvert diversity, in order for it to become popular!

Since we are here concerned with the specific role contemporary Hindi cinema plays, we will

now look more deeply into the relation between cultural ciskgnand popular culture.
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3.2.Cultural citizenship and popular culture

For understanding the relation between cultural citizenship and popular culture, two
contributors are especially interestidgke Hermes and Toby MilleThe secondchas mainly

written about news media, tliest about popular culture in the sense of what used to be
considered 6l ow culturebd, soap ser i asth sitec

will help come to an understanding of what cultural citizenship entails.

3.21. Hermesthe power of the people

Joke Hermes (1998, 2005) has produced substantial work on cultural citizenship in relation to
popular culture. Her project is mainly to make us take popular culture serious, and therefore at

the same time deflate therao gance of 6high cultured as t
meaning'® Building strongly on the work of John Fiske, Hermes believes in the positive
power of popular culture as a constructive force. Precisely because of the fact that it is based

on a logic ofconsumption (a program wants viewers who watch it), it has the power to draw
people together. It i s however not a revolut
of the peopled. Although it might smomest i mes
have definitely doThecorstoultiyve powersot populariculturediesens n 6t .
its ability to make people bond and get thengagedHermes argues that popular culture is a

realm which offes possibilities for people to4iaventthemselves, and cultural citizenship is

then the way in which people do that. She defines cultural citizenship therefditbeas

process of bonding and community building, and reflection on that bonding, that is implied in
partaking of the textelated pracices of reading, consuming, celebrating, and criticizing

offered in the realm of (popular) cultuée(Hermes, 2005: 10)

So, by taking part irenjoying (or disliking) popular culture, there is a process of bonding and
community building. But,cultural citzenship is not only an unconscious process, as
according to Hermes it involves an elementedfection on that bondings well In addition,

she states how much thfe cultural citizenship is a routine activigy simple dajto-day use of

popular culture.

This bondingp ower of popul ar culture is especially
Hermes. She ab refers to theational sovereigntgs problemati¢Hermes, 1998). People are
part of different but sometimes overlapping communities, onlyainehich is ideally the

191t is with the same purpose that some have chosen to use the term public culture instead of popular culture, for
the latter is too closely related to a pmopular or elite culture. See for example Pinney (2001) or Sarkar (2008).
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national (political) culture. Therefore, Hermes wants to see nation more as a procedural, than

as a substanti al concept. The idea of 6the n
many nationalists like us to believe, tna fixed set of practices and values. Cultural
citizenship starts to appear as the process in which people reposition themselves continually

within their different communitie®Now, how does this happen?

The process

Hermes says her definition of cultu@tizenship does not sayow popular culture offers a

sense of bonding and community. But according to her, this is not possible, since it thoes so

a multitude of ways. | t (Ibidesn: 11)aAhhougipskenalso sayg i t at |
that thelink between popular culture and culture citizenship lies in the fietthoftives the

stories people tell about themselves related to the stories seen on the screen or in the book.
She gives three different terms for these narrative processes, nazablg stories, fictional

rehearsal andvorking through They stand for the ways people use the narratives of popular
culture to reflecton their own lives. Although unrealistic and often highly dramatized, th

stories that are offered cae bsedtocompar and eval uate oneds own |
strategies to cope with situations that one might land in, and it offers us frameworks to

interpret what is happening in the world.

At the same time it happens in more ways than these more narrativelpgycdl processes

of audiences. She says that popular culture is not just a big collection of culturabtbgts t

i nter pr et ehdge piecé af fabri¢, pulled is difserent directions by the many parties
involved: producers, advertisers, reajaritics, activists, and legislators. While holdindgoon

the fabric, it is also what they fight over. The fighting, the holding onto, and the claiming of
the fabric are alll of interest her e. Popul a
culturalci ti zenship a state of Dbeing. For audien
and to be recognized as a@ener is involved. Cultural citizenship is taking responsibility

f or ( onoefé)s ppo peucleaam:16)B50, henercdtural citigehghturns out to be a

matter of responsibility and ownership as well. It helps people making claims about where
they belong and where they do not belong. In other words, people fightvdver t i's o0t he

and what i This épldins fortexampiég great anger sometimes shown by Indian
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cinemagoers when a movie is disappointing to théfith hissing sounds and sometimes by

throwing stuff at the screen this disapgtaient is actively expressét.

Lastly, Hermes makes an important point about thalityuof cultural citizenship as well.

Al t hough not wanting to make normative sta
citizenship, it is clear that she envisiansvorld where people areore seriousbout popular

culture. Enhancing cultural citizehip is done by increasing the importance of popular culture

in our daily understandings. If we increase to talk and listen to others about the programs we
love, the matches we watch, it will help us to understand each other, and underdtand bet

who we & e . Thi s populacauleire $teyadly i s a fAde moc (ldegm:i ¢ |1 my
159)

Figure 3. Arelation between globalization and citizenship

Community Subjectivity

Nation-state Citizen

Legal
Citizenship

uonezifeqo|o

Belonging

1 At the time of writing,Indian weblogs are full with resentment over the academy award winning movie
Slumdog Millionairg(2008), which is felt as misrepresenting India as just a place of slums and shiny buildings,

and nothing in between.
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Power issues

Her mesd account of cul t ugtieelunderstanding & whatothggs | e a v
could see as degrading mass culture. It also leaves us with a slightly fuzzy ideavof

cultural citizenship happen&Ve would be more convinced of the constructive power of
popular culture if the process through whimnding and commitment (and reflection on that

bonding)wereexplained in further and concrete det&ven though it is done in many ways.

This oO0fuzzinessd6 could be related to her ide
audiences as powesk®, but rather as very productive in the processes of consuming, etc. That

is why she seep owe r i n the f Wlheh powernsgconoeptualizedr as a i
productive force, as Foucault suggests, and not just as repression, our dealings with
commercial ppular culture can be understood as much more than the brainwashing and
exploitation of thosewhodidot st ay i n s¢demdd | ong enough. 0o
Hermes claims that it is not so that the belonging and commitment in popular culture is a
specific kind of pdtical poweri n i While it allows political issues to be raised, the very

strength of popular culture is that it is not a manifesto. Popular culture suggests, it implies, it
ironizes. It functions much like the chorus in classical Greek drama.kiésthe presence
known of those who are not in positions of ¢
pushandpull here between manipulation by the industry, by dominant ideology, and by
regrouping on the part of those who are being manipulatguuil@oculture hides rather than
foregrounds itself as a domainof poli c al and i de(odmold)i cal struggl
With this vision of power, her view of popular culture becom&y broad. Popular is seen as

fforand ofte p e o p | @)@and cultweamrbadih how we understand the world, as where

and how we live our lives, and the production of artifacts that amuse or move us, that have us

thinking aboutwhave ar e and how(lbkidbr@i ngo i s done. 0

It is agreeable that commercial popular cultureigh more than the brainwashiaffect the

Marxian Frankfurter Schule has so strongly defehdehinkers like Adorng Benjaminand

Horkheimer have warned against the dangers of mass culture being an enonifyog

force, trying to suppresall difference into a capitalist status quo.

But Her mesd seems t Boputocultaré becomés alindsteeven/tpipgave i t e .
do as humans to make sense of our world, a sort of neutral zone where people have the power

to make the sense and meanings they wahtt hough s he -amdpultbetoeers a 0p

mani pul ators and the mani pul atedd her focus
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Perhaps for rhetoric reasons, but for our understanding of what is going amfirisinately

too simplistic. Because the fact that, like Hermes says herself, popular culture rather hides
than foregrounds the political and ideological aspects, could also be seen as the powerful
outsmarting the people again.

This critigue i s si miladdohntFiske.|Skensaygd\thag @hen hgl 9 9 6
formulates his view of popular culture as per definition containing countercultures against the
dominant powers, he still uses power inaverygdop wn manner . According |
postmodern globalizedorld, power should more be seen as a chaotic force. Chaotic is not

seen as opposed to order, but much more as preceding order. It is therefore that she says we
dondét have to deconstruet bt Hptabe:nd thagde aivni
haveto beactive in order to produce any meaning at all out of the ogerdf images thrown

bef or @nguld96:d 3) Her concept of the Oactive au
and object of postmodern consumer culture at the same time. It makes its amingnbut is

also subject to controlling powers over which it has no control.

In other words, for understanding the role of popular culture in the construction of cultural
citizenship, it is important to have a clear view of the power of this constudibo is in

charge of the construction, and to what extent?

3.2.2.Miller: the power of the ones in power

Interestingly, Hermes positions her own views against those of Toby Miller (1993, 1998).
Miller can be placed on the other side of a-tlmvn powe line. According to him,
citizenship (andsimilarly cultural citizenship) is especially a realh subjection. He states

t h dahe civic cultural subjedt the citizeni is produced as a polite and obedient servant of
etiquette, within limited definitins of acceptabléoehaviouo (Miller, 1993: 223, quoted in
Hermes, 2005: 6). For Hermes, this disciplining has its value as a daily vice, like hypocrisy or
jealousy also sometimes have. It serves as a bringer of possibilities.

But this dismissal of Millers@i nt i s t oo easy. I n his | atest
read before her remarks about him), he illustrates widely how the disciplining happens in
American news medidle thinks the media, especially the news on television, are sustaining
an imageof America that is clean and without internal conflict.order for the media to
sustain democratic cultural citizenship, it has to be in the hands of people that have
democracy and diversity amongst their guiding princip&gdtural citizenship is enhaerd
according to Milleri f t her e frons prohibitere ahd freeddm to act via political,

economi c, and (wend i73Butadhp mamierit, ithe media is mainly run by
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reactionary Christian neoliberalwho have great interest in a widesgd image of America

as one nation under GoHor this it has to filter out facts that distort this image, for example
information about the possible dubious role of the US government aroundi®/1érms of
knowledge of the events of September 11 anmsquent invasions, the population knew less
about the world and its own government than

active audience, hullo ideology and the passivee ¢ i p (Mdlaer,t 20@7 108110)

It is another job to assess if Mill is completelyright in his depressing analysis of the
American news media. But he brings in an important factor of the relationship between
cultural citizenship and popular culture, namely the side of the producers, media makers, etc.
He shows how thesgarties can be very powerful in determining what is being shown and
what not, in other words, how the local, the national and the global arerbpiegented

Even though Hermes brings this side in the huge piece of fabric that popular culture is, she
does not seem to be very interested in the analysis of the powers this side holds over the
images that eventually come to the screen or on the paparsnterest is with the viewers

and readersIn a liberal country like The Netherlands, where she is feord bases her
research, the situation is probably such that it can more easily sustain an image of audiences
very actively participating in the practices of popular culture. But when we move our attention
to other countried® ; much larger contexts of ppp ar cul ture, we have t
definitely into account. Not directly as a top over down, but rather as a very powerful co
player. The political power is very much an important stakeholder in popular culture that
cannot be dismisse®r in thewords d Mi IWe eeed to ifiterrogate the absences that
commercial dictates produce, even as we acknowledge the importance of the quotidian [daily

mundane life, MB]totheélved experi enf@dem:@4) citizenship. o

3.3.Bonding, but also separation.
Hermes has given an important vision of what meaning(s) popular culture caormoémple.
It has the power tadraw people togethein diverse waysand rebuild their frames of

belonging Cultural citizenship is a process of belonging through popuitnre. Belonging

12 The Chinese version of Google is awélustrative extremeexap | e her e, wheanaeameaear ches
Square6 ong6Fatubhe& time of writingfereftresultsthenindheapt er s
.comversion of the site. Also, bloggers who write pieces on therietéhat might be interpreted as anti

government, are regularly taken and put into prison. The 2004 Shicbase is most striking, where Microsoft

handed over details of the source to the Chinese government, so he could be taken into custody.
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is an active, constructed sense of membership to multiple communities. This activity is
however not completely in the control of the viewer. There are other forces in play as well.
With the critique of Miller we can be more nuanced ahibe beautiful power of popular
culture to bring people together. By the forces of the creators of that popular culture, it also
has the power to separate and create images of ¢¢hdys Some of the American news
channels mentioned by Miller, had aryestrong interest in making the people bond to their
version of the US Nation. This could not be done without creating a discursive other, an
enemy rather, who is not oOlike themo. For on
it is not difficult to guess who these discursive enemies are.

In other words, if popular culture has the power to make people bond and commit and also
reflect on that bonding and commitment, it would be a mistake not to look at the separation
that could also be happeninghis is crucial when we are interested in the idea of
cosmopolitanism formulated in the previous chapter. For seen in this way, popular culture
could also nurture an imagination of new others, new enemies, that are crucially different
from 6us @snotaverdhurpaa at hlla

The questiorstill remains if this recreation of community happemsaway thatit serves our

ideal of cosmopolitanismDoes it help us, as Vattimo suggests, become aware of human
plurality? It might be, that the active commityrproject that happens in popular culture has

the effect of people becoming aware of their own commorating activity, and hence
develop a flexibility. But that could be wishful thinking.

In the next chapter we will take cinema in general, andeoopbrary Hindi cinema
specifically as a case study for answering the questions abauan B waythat hopefully
does more justice to the different powers in
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4. Cinematic belonging the imagined viewer

Al am inserting a rather more live political dimension to what is otherwise a relatively
straightforward phenomenon: that reliffie readers and viewers of any text at some level

usually try to comprehend and put in place some abstracted categarywdi o t hi s t e x
me ant for o, and engage with this <category
(Rajadhyaksha, 2003: 279)

Ci nema i s known for I ts specific power of
explorations of this power range from pgagstives that stress a brainwasheftect, to the

now more famous ideas of an active audience that constructs its own meaning out of a film.
The range of studies of the relation between film and politics, film and the nation/state, film
andcitizenship is quite enormousdt is imperative to therefore make difficult choices.

Since we generally perceive cinema as a relation between the film on one side and the viewer
on the other, the research has foetion either one of these poles. But in this chapiéh |

show that in order to understand cinema as a source of belonging, it is more interesting to
theorize on amteractionbetween the film and the viewéra space in between the two poles.

| will formulate an attempt to theorize this more contextuatess, with the concept of the
imaginedviewer.But before going into that, it is helpful fost give an insight in the theory

of the film and of the viewer.

4.1.The problem offilm as text

Most Indian film theory is concerned with the content analg§imovies; it is about film as a

text that repr es entkndngthe mdaning yodideolagy) of a fineart ai n
genre of films is a very dubious enterprise. Depending on the framework of analysis, a
different ideology could be found. the words of film scholaBuckland:iiOne of the biggest
probl ems (é) is being able to establish a
hi st or i c a llnvasian roft teexBody Snatchecan be read as either supporting or

opposing American Coldlvar i deol ogy. € The answer genre

13 as said most of the previous theory on cultural citizenship is mainly based on research in western (American,
EasterrEuropean) contextsRecently, there has been increasing interest in cultural citizenship as a way of
understanding the importance of populalture in India.

This research doesndédt just concern cinema, but also g
specific link with cinema is a minor field, will use insights from different fields.
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are plausible but not conclusive. Additional work needs to be carried out into the lcultura
meani ngs o f(Butklamd, 1698:r1@1013 . ©

In a recent article, Wimal Dissanayake (2008} triedto shift from text analysis by saying

that cinema in general reflects the sogalitical situation of a time, but in a paradoxical
way* Here he also introduces cultural citizenshigthe cultural production of citizenship
(Dissanayake, 2@ 84) Compared with national citizenship, which focuses more on citizens

as individual unitseultural citizenship places more emphasissbared understandings and
imaginaries In other words, it creates a social reality feople to use in understandithe

world around.Cinema has always played a big rolearr eat i ng t hi $hesoci al
contradictions and ambivalences associated with the Indian state, find expression in its
cinemao (Idem: 86)

According to him, cinemamaginesand reflects themportant cultural changes of a certain

time. This in turn gives people a social reality, images and narratives that provide people with
material to understand society. Cinema puts themes on the map that are apparently important
and have to be dealt with.

He showsfor examplehow, especially since the ninetiethe global aspect has become an
important factor in the themes of Hindi cinema. Confronted with new global forces, this part
of experience has to be incorporated into the narratives and images.

But it remainsunclear what that projected social reality or cultural citizenship means to the
people who are watching the movies. Di ssana
are dealt with, and what that might entail for the viewers. What do pdopleth this social

reality?

For example, does the avenging vamngenre of the eighties also lead to a more open attitude

“46The move awa y 6 f r o afew new and \ery iatérgsting saysi VBorthdneentiening trere is
especially the work of Lawrence Liang (2008g argues that besides moving away from just studying film as
text, which are shown in particular spaces, but analyze ipeascticewith spatialdimensions, it is more true to

todaydés form of cinema which is highly networked and
anymore.
6There can, arguabl vy, be no distinctatthecsan®timah of ci nen

account of the history of the city, of the experiences of modernity and of the conflicts that define the very

occupation of these spaces. (...) The movement from an examination of ciregraaggo a larger idea of
cinematicpracticesmay entail a shifinto a larger spatial history, one that foregrounds the importance of space

in relation to the larger histories of the state and the public sphere. A history of spectatorship for instance does

not merely provide us with a way of engaging withatpeoplesee, andiowpeople see, but also with stories of

crowds, of their interaction with each other, with #ipace in which the film was screened and how this may have
bearing on their interaction with the screen. 6 (Liang, 2
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towards female agency amongst the audiences? Do women who watch these movies suddenly
feel part of a community they did not belongotefore? Or, if movies are more reflecting the
6signs of the timesbé, as Dissanayake al so su
of general depiction of what ®s amongst the people? And, fire purpose of this
dissertation does the new glab imagery in the cinemaince the ninete help people

recognize a common humanitydifferent other earthlings

Too many questionget us therefore now take a closer look at the activity of audiences.

4.2.The activeaudience

The concepitveofautdhiee nbceeddt i s, at | east i n the
point. This concept says that the messages,
brains silently, but viewers have a O6shiel di

their own beliefs?>

Interestingly there is littleextensive research on thmeaningmaking activity of film

spectators in India, especially not of the qualitative ®ahaji (2006) interviewed groups of

young viewers in Bombay and London about theiteasnd their opinions concerning the

movies and the images they portray. She concludes that these opinions are as diverse as the
people themselves, and it is not such that specific movies have specific opinions as a result. It

is even so that a movie mighave a different impact when watched at different times or in
different social settings.

This is a rather unsurprising result. Di f fe
mean that a study of peopl eds iswpimportaat.ritss on t |
very valid to sedow for example a stereotypical representatiorioogignersin Bollywood

movies is appreciated by viewers. But the opinions people have when they discuss film, are
but one of the ways ihuaewarhii ch movies O6interac
If we would shiftthe focus of analysiaway from opinions taneaningswve enter a level of

human experience tha in a sense more embedded in social context. Opinions are definitely
formed in a social context, but they are generally congidéoe be an expression of
individuality. This also counts for meanings to a certain extent, but psychologically,

something gets meaning only when it is experienced as being related to a larger context.

15 A striking counterexaple would be Bandhu (2001) who claims that current Hindi movies are purveyors of
neacolonial consciousness, which directly results in mental slavery and exploitation. This happens mainly by a
western juxtaposition in the films between tradition and maitie which viewers simply consume and
Obelieved. I't has however been demonstrated by many
incorporated into the Indian context in very paradoxical ways.
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Meaning includes opinions, but it also includes expess, emotions, feelings, etc.
Baumeister (1999) explains hosomething is experienced as meaningftien things
(events, emotions, et@je experienced as connegtas if together in one web of meaning.

Verstappen (2003) has come closer to this amgpraaher resarch with young Dutch Hindu
viewers of Bollywood moviegMost of the Hindu population in Holland migrated from
Surinam, after originally having come from India to Surinam). By asking them why watching
Bollywood is so important to them, thestdt was one of great variety, but there were striking
similarities as well. It did not have to do with a lost bonding with India, a country with which
they had almost no connection whatsoever anymore, but the main appeal of the movies was
the portrayal othe families and the Hindu culture. Although portrayed in an excessive way,
and different from their reality, the portrayals came closer to their Hindu family situations
then the general Dutch or Hollywood movie. Verstappen concludes that most of thése yo
wat ch Bol | ywo oidanteaviroanieet ¢hat is differemhfom dheirs

One could say that the movies present them with a community of people with similar family
circumstancesvhich makes them feel less as an outsilgen though they safey are not

Indians, they sliibelong to a group of people that share certain qualities.

Now we are getting closer to an idea of how people use films for an idea of community and
belonging. Verstappens research shows how Hindustani youth in Hollendhages to
connect with a community that has certain cultural traits, that most others in their environment
do not haveBut the communities they resort to when talking about the movies are the ones
already at hand, for ergle their families. When focusy mainly on the experiences of
viewers, films appear rather @einforcer$of abelonging that was already there.

A problem that remains ithe ability to understand if cinema has a specific community
building capacityof its own Can it create a kindf belonging that is specifically cinematic?

For this it is necessary to shift to seeing cinema as more than just a combination of movies

and viewers, but as a social institutions.

4.3.The imagined viewer

| argue that it is mainly through what we caal ¢the imagined viewethat cinemaasan
institution constructdelonging.

Shortlyand simply the process works as follow& movie (or movies)is always made for a

certain kind (or certain kinds) of audience(s) in mind, which is the person to whiotothe
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speaks. I n this sense, a movie produces a ¢
educatedDutchbor o6t he refl ectiAef,i lcnmid&pgrcajlecitnsddi vti Hi
seat in the cinema, and the viewan sit in that chair and lidbat imaginedsiewer for some

time. The institution of cinema needs the viewer to play a certain role, for it to funittion.

needs the actual viewer to be the imagined viewer.the viewer this offers a catay of

belonging, that they cape part of o not. But what kind of belonging is that?

This can befurther explored withAlthusseés (1970) idea of interpellation Interpellation

could shortly be summari zed as 0o Peopldcanc o me s
only becomesubjects i@ationd self-conscious individua)swhen they learn this in a social

context. Accoding to Althusser, the subjeista role that is forced upon a person, by living in

social institutions. These institutions (educational, family, religious, political, cultuc), e
represent a certain hegemonic ideology, and on behalf of that ideology they make an appeal to
subjects in order for them to be incorporated into that ideology. When a police officer shouts
Ohey you! b6, one woul d i mmeddtiisanore than thateachusez e 0t
one realizes he is someone under the jurisdiction of the law, a citizen of the hatidinet

police officer representdn this way, a subject is directly incorporated in a belonging to the
greater bodyldeology in this ense, is not something that is embodied by ideas, beliefs and
representations in peopleds minds, but rat h
governed by the their pdi&in in materiakcircumstancedt is in the way people are positioned

towards each other that ideology finds expression.

Cinema could also be seen asi@eplogical State Apparatubat represents a hegemoiayd

on behalf of thats hout s o6 hey yG@ineda canaher be seervas & repeesentative
of the hegemonic iddogy of a society at a certain tim&.propagandist film would be the
most ideal example of this.

Ashish Rajadhyaksha (2003) shaapplied thisprocessto cinema by explaining how
filmmaking per definition relies on the assumption of idealized viewerThe set up of
watching a film is such that there is an assumption of a relation between the screen and an
individual subjectviewer. In other words, filmmakers cannot but think of an idealized viewer
to whom they address the movie. Thisalized viewethat was in mind of the makers of the
movie, makes thactual vieweranscribe themselves into that idealized category. According
to him, this is becausBlmmaking these days strongly relies on the fact that therdrangal

address This means, using tHamous theory of looks by Laura Mulvey, that the basiaipet
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is that between the frame (on screen), which is the look of the camera, and the look of the
actual spectator in front of that screen. Now, a frame narrates the story in such a way that it
mostly does not allow for many fierent viewpoints, unliken a theatre with glay. The
camera O0decidesd where to | ook. camhnsgibemeans
themselves into the role of the idealized viewdnstribed viewers, in other wordgermit

actual ones to disclaim, negate or renouin@e Freudian termslisavowi the fact that it is

always and at all times within the duration of a filthey wh o ar e watchin
(Rajadhyaksha, 2003: 280)

But becoming that idealized viewer is notnsthing that completely escapes the
consciousness of the audienBg. entering a cinema hall, a viewer can enter into a category

t hat was designed for the purpose of wat chi
Obecomed someone defingien the protaganist ofithe movie.tlt can ée a

different version of oneself as well. This has a liberating effect, since it makes a viewer aware

of the fact that he is free to choose to become part of this idealized category Bomot.

example in a&orror movie, when the movie gets too scary, the viewer may want to fall back
into the position of actwual viewer to protec
The process of engaging with the idealized viewer, makes the actual viewetlzatdre is a

subject with the ability of engaging with the screen in his/her own Bay.rather than

identifying with the protagonist onscreen, the viewer identifies with himself sactof
perception. A movie gives the option of going along with timséribed viewer, and becoming
someone who is possibly different from who ¢
of making the viewer into a subject, a persmbecoming® Rajadhyaksha says that in this

way the movieexperience is similartodeamc r ac vy , it édbestows right s

case the right to be a viewer with an own, and possibly, different persp€ctive.

% The process is comparable with the currenett®pments around web 2.0, for example the video site

youtube.com.Beg able to put a video on a website that is available to everyone in the world with an-internet
connection, makes one O6inscribebd in a ,esomeoeegory of so
6famousd. This awareness will definitely have an i mpa
films are hardly watched, there will still be viewers from parts of the world that would otherwise (with vcr, or

through print media) ner be reached. By making use of the Youtube.com interface, one cannot but become

aware of oneb6s position in a gl obal context and refle
7 According to Rajadhyaksha, this viewiegperience is specifically related to tielian situationwhich

explains the resistance of Indian viewers to the Hollywood form of representdtioh | y wood oOr eal i st 6
based on the fact that the inscribed viewer and the actual viewer have to be one and the same. For understanding
realis m, it is important to be 6realdé in front of the sc
aware that it is 6theyd who are watching. For under st

narratives, this is not so much the case
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n At this | evel, therefore, when the viewer
60rel easesd therédl mMdbsagmnpgr @&s emmé hle hel p it
is also doing is to incarnate one of the most fundamental, even if ambiguous at times, rights of

democracy. o (ldem: 283)

This adds depth to Althus$erprocess of interpellation. Where the latiresses the process

of embodying viewers into a larger ideological framework, Rajadhyaksha theorizes how
cinema at the same time makes the viewer become aware of himself as a subject, as someone
spokento and with the power to speak back. The fantagymEma makes the actual reality of

the viewers (as being real people in real contexts) an 1&g interesting thing about this
process is, that it has éscapehe viewer in a sense, in order for it to become an area for new
6horizons WF¥hibse |l meagrisngtbhat a movie 6workso,
the idealized viewer, at least for some time. The process of belonging might lie less in a
rational and conscious activity of the audience in relation to the texts of a film, and more in a
relation it has with cinema itself. When entering a cinema hall, one enters a practice, that
makes one play a role. The role of the one that the film is shot for, and the hall is built around.
This role is a powerful role, because filmmakers know the emprences of an uninvolved
audience for their financial results. And audiences know that filmmakers know. And
filmmakers know that audiences know that.. etc.

This double(or double doubleprocess ofincorporatingthe subject and at the same time
making tke subject aware of itscorporation, is a very minute descriptianf Her mes o
definition of cultural citizenshipi as bonding/commitmentand reflection on that
bonding/commitmentWith this as an explanation of the bonding powkcinema, | want to

leaveR a j a d h g fadcisating éombiniatn of political and film thery, and take off in a

different directionin the direction of the experiences of the actual viewers.

18|t is worth noting that this idea about what happens in a cinema hall, strongly correlates with what viewers say

about watching movies. It accounts for the escapist element of the-moviper i ence (t o be in a
some time)put also forthe immediate reaction of most viewers to relate the movie to reality as they know it. In
that sense, i tr eeaxlpiltayion so fh omo vtihees 6hiacve t he capacity of

the fore. Fantasy makes reality exist.

9 This is probably the reason why Nayar (2006) says that films should primarily be sser@inment,

instead of carriers of ideolog{Nayar, 2006: 4819) Cinema is more than a cognitive or emotional activity, it is

a physical activity of entering into ansiitution that does an appeal to you as a viewer. An interesting question
would therefore also be if people experience a different appeal in the cinema then at home, where the private
confines of the house make someone feel a different appeal thanwittiredrangers in a public space.
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Besides finding themselves in an institutional pasdpull of viewersubjectivity, tlere is

also a conscious activity of viewers on the contentjuality of the idealized viewerAs
Rajadhyaksha mentioned, actual vi ewers have
movie is made foro. I n additi omsionwrem theo ul d
perspective of cultural citizenship, is the fact that this idealized viewer is imagined by the
actual viewers to haweertain characteristics, certaabilities.

| want to call this dimension of the viewer tineagined viewersince it is lhe imagination on

all sides of the cinematic spectrum (producers, actors, viewers, etc.) that imagine the qualities
of this viewer. And it is over these qualities that tligferent parts in the cinematic institution
seem to be fighting. For whom shouldnavie be made? What should producers expect from
their audiences, and vice versa? Should the viewer be imagined as Indian? As intelligent or

impressionable? As rich or poor?

| 6d | i ke thé imagihdd giesvein oodartfor it to becoma more usde concept. For
this dissertationthe focus will be on the imagined viewer of the actual viewer, the ones in
front of the screenBased on the previous theory and interviews could identify three
varieties of the imagined viewer. They should be sedrappgening in variable order, or even
simultaneously.

1) When viewers are invited to inscribe themselves into an idealized viewer, the viewers
will form an image of this idealized viewer being theneral audienceThis is the
image viewers have ofthegeaedr 6whoé a movie is made for

2) But since there is an immediate process of becoming conscious of oneself as possibly
different, the viewer will imaginehimself as a viewemwith possibly different
characteristics then the general audience.

3) Then the awarenesd this process will probably also make the actual viewer imagine
the viewer as it is imagined ltlge other sidé the filmmakers, producers, etc. How do
viewers think they are perceived by theopledbehindthe screen This is therefore
an imagination ban imagination.

These thregypologieswill be used as basis for the analysis of the interviews in chapter six.

Actual viewer Therealperson sitting in front of the screen

Idealized viewer The supposed viewer on which the cinema is based

Inscribed vewer The actual vieweé pl ayi ng the roledé of
Imagined viewer The qualities ascribed to the idealized viewer, by the actual viey
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4.4.Back to cosmopolitanism

This process now gives an entry into analyzing cinema from thepgerge of
cosmopolitanism.With globalization, Hindi film and its audiences might have changed
drastically. The interesting question now is, how this affects the way viewers imagine
themselves and others, with respeaglttbalization

If cinema, as desibe above, has the simultaneous power to make a persparbef an
imagined viewer community and lagpart fromit as well, then this could definitely help to
sustain the cosmopolitan attitude as defined in chapter two. Fixed viewer categories could be

created and transgressed at the same time.

Mo or t i 0 sregwmakgdme showin Tamil Nadusupports this suspicion. She claims

that globalization has given riseo neither cultural imerialism, nor a conservative
regional/local response. Instead, thirmat of the participative game show gives the
audiences the ability to interact on the border of the global and the regional in new ways that

are hard to pin down in binary categoriBy.using a mix of local and global stereotypes, the

game showsarebbe t o f ashi on what Moorti calls a oc
global at the same timé&By renegotiating the boundaries of the global and the regional, these
programmes are able to hail the viewer simultaneously as a cosmopolitan and alaernacu
subjecdt ( Moorti, 2004: 550)

Clearly, the question for the coming chapters should be: dodgw®od offer the same

possibility?

In the next chapter the purpose is to find out how contemporary Hindi cinema has changed in
O6produci ngo iaapehedeup the passibiltyafsr diverse audiences, and for a
respecof di fferent audi ence PDoes iboffer a glabal Yiehvangp 6 ot her
that is not narrowed down lgcal constraints?

Secondly, it is necessary to investigate amongstwers themselves how they imagine
themselves and others as audiences. How do they feel spoken to? To whom do they think
movies speak? Is there scope faurality? Is there scope of respect for the difference of other

audiences?
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Scene from Rang de Basaicture courtesy of planetguru.com

(http://www.planetguru.com/images/entertainment/movies/Rang_De_Basanti_mHféuypgd on 185-2009
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5. Analysis 1:Bollywood

Signs of changing horizons

6l ndianness isCianemaeimatibbenoniynartform tha
we ared i n a @0 HManbaran, Glmrbakee/actoraaydtional Conference for

Psychology ad Cinema Bangalore, February 2008)

Alncreasingly, Hindi cinema is turning into a party of the rich, and the rest of India is invited
as Vv o )y@Eeshpande,008: 192)

It is impossible to give a fulbverview of the history oHindi cinema, let alondndian

ci nema. A few people have tried to cover tt
industry, which has inevitably lead to critique of the chosen timeframes and demarcations.
Therefore this chapter will give a short overview of the charaeisthen will focus on a few

of the most recent changesthre Bollywood film industry This we can only do by placing

the film industry in relation to some large changes in the political economy of India in
general, and the urban life in particulém. the light of the vision of cinematic belonging

through the imagined viewer, as formulated in the previous chapter, the focus will be on the
changes in the place and role of the viewer/spectBiar.before getting into that, for the

reader uninformed about Kii cinema and Bollywood, | will present a small historical

overview.

5.1.A very short history

The film medium was introduced in India in 1896 by an operator of the Lumiere brothers
from Pari s, by showing the f amofinsscréeflingsn e mat o
were mainly an elite activity, since the film material was often of American import. It was not

until 1912 that the first full length Indian movie was shown nafeddalik and in1913 it

was Ot he father of | n d dasaheb)fPhdlken@who mé&da withi is a | (
generally seen as the first Indian filRaja HarischandraPhalke was inspired by a screening

of The Life of Christ, and based on that he wanted to make a similar film for the Indian
audience. Raja Harischandra was a silepthological movie, that was meant to reach a large
indigenous audience. Phalke, part of sh&adeshimovement, was a fighter for Indian

independence from the British, and believed in-sefficiency.
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Since the early 1930s sound entered into the wafricinema. This marked the start of the
0t al ki esd er a, referring to the biggest stu
still know of those days showed an interest in social issues like caste, class and division

between men and women.

Hindi cinema since 1940 s often referred to as O0the Gol d
cinema really started booming. Big heroes liMargis, Madhubala, Dilip Kumark, Raj
Kapoor and Dev Anand are still remembered as timeless icons.

From 1947 to 1950 Indieas in a process of becoming independent, with as a major turning
point the inauguration of the Constitution on Januar¥, 2®50. Prime minister Jawaharlal
Nehwu started thgrocess othe thorough modernization of India based on the ideology of
socialig planning®® Nationwide education programs, stimulation of national economic
activities and the building of big construction like dams, and power plants were aimed at
making India a strong and modern first world country of citizens. The movies of these day
reflect the spirit of an India wanting to be a nation proud of its workers, and in a socialist
manner, distrusting the corruptive power of capitaliStsree 42Q1955) is about a Charlie
Chaplinesque poor village man, who sets off to the big city thllfbis dreams. There he
realizes how the lust for money has changed the city into a domain of greedy and inhuman
people. His nationalism is best represented through the classic lines of a hugely popular song
in the movie:Mera joota hai &Apani, yeh pdbon Inglistani, sar pe lal topi Rusi, phithbdil

hai Hi n @My shbea aré Jaganese, These pants are from England, The red hat on my

head is Russian, but still, my heart is Indian.)

Probably due to the influence of the western tendency to zmaiyovies from a
psychoanalytic point of view, the dran nation has often been symbolizedthe mother

figure in films. The mother that protects her sons who are so different. The ultimate
nationalist portrayal of this should be by NargisMother India(1957). She is shown as a
woman with a strong pride in handwork on the field, and a strong feeling for communal unity.
When her free spirited son Bhiju, the one she loves most, ends up being a disgrace to the

village, she kills him out of respect for tewmen in the village.

The role model of this planning was the Russian socialist model. Interestingly, the movies of these days found
a wide audience in Russia. They are known for their specifiecapttalist mood. The rich guys are the bad
guysé
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In order to cater for the extremely large audience that Indians comprised, movies took on the
form that Hindi movies are famous for: the-iallspectacles, that include romance, family
drama, action, comedy and not to forget thedasmisong and dance sequences. This formula

film could guarantee that any group had something to recognize and go for. This does not
mean that every film was a success. The movies have always had to find a balance between
convention and a little bit of inmation. For reasons not always known, a movie that violated

the expectations of an audience would flop and run into huge financial losses.

I n the 1970s I ndia saw a period of politica
modernization was appently not without failure, with extreme poverty, high unemployment,

and a food crisis. ftme minister Indira Ghandi asked the president to declare a state of
Emergency, in order to push through large repalicies. Madhava Prasadays that India

saw a fagmentation of national consens@nematically this resulted in different filmic

genres: developmentalist state realism, identificatioented realism of middle class,
aesthetic of mobilizationPrasad, in: Dwyer & Patel, 200Zhey weremostly movies about

the hardship of living in a city, and this thematic is most famously characterized by superstar
Ami tabh Bachchan i n hi sDeévwaar(§o75) tellg thaustory oftma n 6 ar
brothers, one a policeman, the other a lonely rebel aghi@stdrruption of the capitalists.

The mostly romantic movies of the period before had turned into dark and violent cinema,

that show individuals struggling with pent up anger on the one hand and the call of the
civi/normal on the other. Bachchan inspiradwhole range of new stars representing this

Indian Robin Hood, like Mithun Chakraborty and Anil Kapoor.

By the end of the 80s, Hindi cinema was in a crisis. Ticket sales went down, there were
mainly only men visiting the halls, and the state of the teldgies was in bad shape.

Besides, television had been introduced to the homes, so a large part of the middle and upper

classes, who could afford one, stayed at home to have their entertasemvext there

Inl ndi aés political earlyudneteshave been of grdatiinporamceg/tp t h e
t he count r y 6 s-pescéeption. aTthé anangdargelg gosuederfthe name of The

Reform or The New Economic PolicyJnder Prime minister Narasimha Rao and Finance
minister Manmohan Singh (the cant Prime minister), a policy of radical liberalization and
privatization was pushed through from 1991 onwards. Enormous tax reductions were
enforced angbreviously statowned enterprises or dlifnits family enterpises (like the film

businesscould engr into the world of private sector industries; there was the liberalization of
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foreign direct investment and foreign portfolio investment; and many subsidies were cut
down, mainly in agriculturelndia opened its borders to the possibilities of a gloaiz

world economy.

Of course, the media landscape saw huge changes because of these reforms-Geestate
television network Doordarshan (DD) got competition with many commercial stations like

Star and ZEETV. In the words of an informaatt h e afrtetevision diaonels changed
overnight from three to thirty .

Another effect of the reform was an enormous increase in Indians going abroad for study,
work and living.It is roughly estimated that between 15 and 40 million Indfeere working
incountris very different from their Omotherl and

and o6l ndiannesso. This diaspora has theref

1

movi es. Besides that, amongst t he reifimher N R

industry for example by funding part ofthe production.

For the film industry the liberalization offered huge possibilities for funding by teaming up

with a growing advertisement industry. Besides that, the new economic spirit of free market
erterprise brings with it an ideal of entrepreneurship in the imagination of the Indian citizens.
India sees an extreme growth in the midcless society, a group of people with more to
money to spend and more time to 6be entertai
In the face of the @wing influence of Hollywood cinema, Hindi cinema reinvents itself by
employing the slightly mocking term Bollywood which appeared to be an extremely catchy

identification in the world markets.

The movies of the ninetiewe clearly inspired by thesew& o s mo p ol i§thagpiritNRI 6 s
of entrepreneurship, and the questions this poses to identity, values and tradition. The new
hero of the Hindi movie is often a young and extremely rich NRI who has made it abroad,
living a glamorous life of luxury andlgasure (not rarely surrounded by the white flesh of
European girls). When faced with the pulls of tradition (marrying a girl chosen by parents) an
identity conflict follows that leads him through a confrontation with his hidden or forgotten
Indianness, ahafter lots of misery he finds himself purified of western influence, and back in

the comforting arms of the (Hindu) family. The movies are mainly feel good celebrations of
family 1ife, even i f t hissye.HunocAapkda Haid Eaafi(Whevi t h t

2L (http://www.nriworldwide.com/cgilocal/pages.plfound on July %, 2009
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am | to you, 1994)Kuch Kuch Hota Ha{Sometimes something happens, 1998) ldathi

Khushi Kabhi Ghan{Sometimes happiness, sometimes sadness, 2001) are the blockbusters
that have impressed millions of viewers with this melodrama of the superrich.

It is with the culmination of Hindi cinema into Bollywood that we will end the historical
overview now. The most recent developments, roughly since the millennium, will be treated

in paragraptb.4.

5.2.A national cinema

Most research on Indian cinentes focused itself on the dominant Hindi cinema, and
recently on the Hindi cinema called Bollywood. This is definitely due to the fact that Hindi
ci nema, l' i ke i tods | angua gwithin Imdiant cmema.nrbaut a o n ,
third of all themovies was produced in Mumbai.

After Independence, Hindi was pronounced the national language of India. Therefore, Hindi
cinema could perfectly figure as a national cinema, for instigating national feelings and
loyalty.

It is not a surprise then, that Hindinema has mostly been analyzed as a national cinema
functioning as a purveyor ofational consciousisg or a keeper of national unity. Perhaps it
could possibly do so perfectly per definition, since the medium was aimed at large groups of
people, alway a highly diverse audience. For finding this groups approval it was necessary to
cater to differences, but at the same time create a unity, whickers rdturally that of the

Indian nation.

Jyotika Virdi (2003) hagslemonstrated perfectly how the raives of movies perform this
function by subsuming fractions and tensions of the country under one narrative whole.
AiPopular Hindi films locate these fractures within the nation by projecting a national edifice
and the rumblings against it. The nationt mmly subsumes personal identities but also
collectivities identified by class, gender, sexuality, community and caste, although social
movements centered around these threaten the hierarchies (feudal, capitalist, and patriarchal)
maintained by the natiostate. Hindi films explore the tensions these collectivities generate,
even openly articulate their conflicts within the nation; they offer a glimmehafgei and

t hen c o(Witdia2008: 206) . O

It has oftenbeen demonstrated in film analyses hibwe containmengffect, or subsumption

of differences has been carried outhe figure of the western, white woman in Hindi cinema

forms a great example. Many movies have one of tlhese w @hevering around the hero
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and heroine, often representing a gam a threat. Geetanjali Gangoli has shown how the
representation of this white woman has changed over time, but always kept its function of
preserving that what is Indian. In the 60s and early 70s the white woman was a vamp,
showing female agency and sek freedom. She was most prominently portrayed as a dancer

in a stripclub, who t rSheesrtrayed sexual agencyw somethindgp e h ¢
generally not concerned praiseworthy for an Indian wortiahe attraction between the two

was seriog, than one of them always had to be punished -&stablish the narrativie and

moralT order. Sometimes a mother would punish her {serg or the vamp would die in a

painful accident. The hero would learn his lesson, and the moral framework wasd®sto

Over time, the white woman was more and more presented as a sort of heroine as well,
although never without losing her status of morally less valuable protagonist. Until in the 90s,
when Gangoli says that due to changing norms within India the westenan is represented

by the Indian heroine herself. She embodi es
with a western woman, often picked up by living in the West, but along the movie she has to
re-learn what it takes to be a proper Indiannvam/wife. It is now the Indian girls that are

allowed to party and get drunk, but not without making big mistakes that will make them
sorry f or tnkKech KuchdHota ldatdarikgeh@ first half of the movie we meet a
6west er ni s emthihe hdaror She wears dhiot,\jeans and plays basketball; a tom
boyish type. The hero sees her just as a fri
desire. It is only in the second half, where she undergoes a transformation into antobedie

and servat motherly type, wearing a saree, not being able to winbtsketballgame

anymore, that the hero discovers his own love for her. The independent woman makes way

for a more traditional one, but not withoutdv i ng 1 n t he é&leuriouswgllabi g | e
Yes, the movies show changing morals for Indian wonieen,in the words of Gangoli:

fethe terms of reference continue to be set |
Anglo-Indian woman appears to be irrelevant. (...) In meoent films, the globalised Indian

remains Hindu, and the ideal woman combines the sensuality of the vamp that has always
been seen as a western characteristic witet chast i ty o {(Gangdh,00Wwi f e f
157)

It is clear how a red line thrgh Hindi popular cinemas history has been a preservation of

something Indian. Of course, immediately this makes us aware of the precariousness

2Asha Kasbekar (2001) has interestingly noted how thi
without having to feel guilty, since the erotic act w
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definition of this Indianness. For, whit Indian? It can be argued that Hindi cinema has
especially since the08 shown a celebration of Indianness that is similar to a specific-North
Indian, Punjabi, Hindu culture. It shows in the ceremonies that are shown, the dialect that is
used, the | ocations, et c. This ha@as pdsanzd i to
places abroad {le 1994 blockbustddium Aapke Hain Kauhaspopularized the practice of

hiding thejooti, the shoes of the groom somewhere during the three day wedding ceremony:.).
But there has always been a resistance to what is called the ineasi@nculture from the

north, especially in the southern states.

Notwithstanding this resistance, which is undoubtedly an extremely important factor when
discussing national identity, a reasonable amount of Hindi blockbusters have made their way

into farcorners of the nation.

5.3.The fight over the nation

Interestingly lowever, the state has always been in dubious spirits towards the power of
popular cinema to create the Indian citiz€s peci al |l y Nehru wasndét mu
power of commercial cinema, and therefor@e 1980, the state set up the National Film
Development Corporain which was mainly aimed at pronmg and developinggood

cinema This good cinema was based upon exemplary icons such as Satyajit Ray, who made

an enlightenedracinema that catered to individual rationality and freedom of thought. This,

it was believed, was the basis of a good citizenship. Popular cinema from that perspective
coul dnét be much more than catering &o regi
hand, the state representatives have realized the powerful reach of the medium, and tried
using it for example by playing the national anthem and showing the dfagebthe start of

every movie.

But overall, popular Hindi cinema has been seen by reptatsves of the state as an escapist

form of entertainment, that has to be monitored carefully not to disrupt the spirits of the
people. The Central Board of Film Certificath ( t he 6 Ce nsebuptoProwde d 6) w
films in advance with aratingarder t i f i cat e. Often this doesn

hassle between Board and flmmak&rRecently, a huge clash between the health minister of

23 At the Conference on Cinema and Psychology in Bangalore, February 2008, filmmaker Hariharan explained
how he experiences the Censor Board as still being rulecelyotbnial mindset, since it is this mindset which
perceives cinema as a dangerous force that corrupts the citizens mind with cheap sentiment.
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India and Shah Rukh Khan about his alleged bad influence on youth because of his habit of

smoking in publi, is one more example of a gowment trying to keep its grip.

In spite of the fact that Hindi cinema was back on the majhe ninetiesnationaly and
globally, for many anabts, Bollywood means a downfall in quality. By catering to so many
with a snooth masala it is said tocompromise on interesting topics that could mean
something for society. A main complaint is the fact that the movies simplify every aspect of
Indian culture into a more vulgar version of it. The debates could largely be sueunasiz
revolving around the question if the movies still portray Indian culture or not.

fiWhen the Nargigname of protagonist, MBpf Mother Indiashot down her beloved but
errant son to protect another woman and the collective honour of the villagetsthasthe
custodian of dharma and paid an emotional price for it. She enjoyed emotional and
psychol ogi cal aut onomy. But Mot her I ndiads
of this autonomy in the name of tradition attired inedwtively moder grab . (Mailthili

Rao, 2003114)

Nevertheless, even the recent moviestcane seen as an attempt to create unity where there
is growing confusion and diversitin that sense they are still nationalist, arat different

from before.The fight is batveen the different opponents is rather about what counts as
Indian and what not. And what can content is suitable for an Indian and which not? Like the
earlier mentioned Censor Board, which believes in an impressionable and slightly dumb
audience, a lot afheory also assumes that the decadence of Bollywood would somehow be

bad influence for the people.

These discussions over content and viewers are extremely important in the process of
belonging, since they are directly discussions about identity golRiat the question is, if
cinema has the capacity at all to create the Indian citizen, as the supporters of good cinema
believe.

Lawrence Liand2003)has demonstrated that, when moving away from an analysis of film as
text (as discussed in the previattgapter), but by looking more at cinema as a practice, we
see other dynamics at plale shows that cinema is, just as much as a project of nation
building, also a project of modernizatioind in a country as plural as India, this project is

bound to fail

24 Unknown, http://timesofindia.inditimes.com/articleshow/2734848.crfeund on 0205-2009
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He argues that besides moving away from just studying film as text, which are shown in
particular spaces, but analyze it apractice with spatial dimensions, it is more true to
todayodos form of cinema which i s confirgethtbys net we
images on screen anymore.

0There can, arguably, be no distinctattheccount
same timean account of the history of the city, of the experiences of modernity and of the
conflicts that define thevery occupation of these spaces. (...) The movement from an
examination of cinematispacedo a larger idea of cinematgracticesmay entail a shift into

a larger spatial history, one that foregrounds the importance of space in relation to the larger
histories of the state and the public sphere. A history of spectatorship for instance does not
merely provide us with a way of engaging withatpeople see, andow people see, but also

with stories of crowds, of their interaction with each other, withsipece in which the film

was screened and how this may have bearing
2005: 368)

Studied in this way, cinema most certainly is a story of belonging. Cinema as a practice is a
zone where larger power differendassociety are fought over. Liang claims that it is not just

a reflection of these bigger powers, but it has its own ways of fighting these battles.
Especially since the Emergency in the 70s, which marked the start of a period of critiquing the
big Nehruvan project of building the modern nation. In this project it was necessary that the
people of India started seeing themselves as free individuals, rather than people marked by
religion, caste, gender, etc. People had todlsincorporatedof their older skes, and
incorporated into a new selves, the citizens of civil society. However, according to Liang and
many others, this citizenship was clearly not available to everyone. The institutions that make
up a modern India, the law apparatus, the democrateabuaracy, were especially accessible

for English speaking, middlelass, uppecaste, Hindu males.hE project of disincorporation
immediately creates a discursive other, the illegal;eont i zen who refuses t
excesso.

0 Thus, aedship aad nodetnity are normatively constructed as highly desirable, and
the grand project wills everyone into a state of modernity, there arises from the start a clear
lack or inability for the bulk of the population to occupy this space. So what hapgen

people fall off these official maps and plans? How do they find their way back into official
memory and create for themselves avenues of participation. | would suggest there lies a great

deal of work to be done on engaging with how people creatantispaces outside of official
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plans through which they participate, and more often than not these spaces are marked by
their high degree of illegality. (373)

It is cinema which has offered one of these vibrant spaces where people can find a way of
participating. It is thes spaces that Chatterjee callditical societyas opposed to the civil
society of the elitecitizen.

But Liang follows, that this political society is something that happens mainly through the
activities offscreen, in the theatrendhe street. Necessarily, these activities have to be of a
semtlegal nature, since a legal way of being a fdpectator would not accord with the codes

laid out by law. People can make their claim of existence by using the available structures in a

credive way.

In other words, B trying to create the modern citizerewer,there was also the rise of non

modern, nortitizen. Paradoxically, we could say that it is exactly this-citimen, that the

government i s al ways t r gdatiorgButitomight be esactly theiré f r o
status as secorll ass I ndian that explains the popul
and without O6qualityéo. | t tciizert arspase tokparticipateo f  c i
in public.

Besides, gmg back to the entry point of film narrativas must be noted that Hindi cinema

has definitely put the discussion of Indianness on a public/popular agenda. We can say that
however its formulation, people have become aware of being a person thatns Jyditéka

Virdi says that this is a very important factor. Although the nation is constantly secured in
movies, they do question the nature of thisnafighi. ven any narrativeobs d
Hindi films use this effectively to challenge and rdva@blems within the hegemonic ideal

of nation. And although the nation is vigorously reinstated through forceful rhetoric, the films
certainly question, or atleastssp | out , it s (Vpdi,200221l)ous nat ur e.
This power of interrogating the &% quo must have become especially crucial in recent
times, when globalization has speed up and increased the forces interrogating the solidness of
the nation. Therefore it is necessary to zoom in on the most recent changesngow

investigate how thisds affected the public space that is offered to the film viewer

5.4.Recent hanges in the industry:serious business
The last decade of Hindi cinema is a period that is still qunteerexamined Most analyses
are still based on thbollywood as weknow it, the ninetie masala The before described

changes in the film industry havenot sl owed
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still growing, and the country is further showing its face in the international scene. There is an
increasing invesnent of foreign capital on the one hand, and Indian companies on the other
become more and more important in the international field. The moskm@in example

being the software, IT and IF&ervices from cities as Bangalore, Hyderabad and recently also

Chennai.

Filmed entertainment

The film industry has also kept-meventing itself as a proper industry. In 1998, the film

industry wadinally officially awarded the industry status, under the headirgndértainment

and Media Industry (EMI)An insightful view on the changes on the way in this industry is

given by a report made in collaboration by FRAMES (The chambers of commerce department

for EMI) and PriceWaterhouse Coopersereport of 2006 gives an impression of the current

status of the industr and the trends that are embarked upon in order to increase tite qfrof

the companies involved.he report shows an industry that is literally booming, in an already
booming Indian economyAccording to this report, in the past media was offeredlinear

way to the consumer , in the form of mass mec
which produces a segmented market and niche markets. The two major trends for the future
areconvergencandlifestyle media Thig term convergence descrilie® trends: the ability

of different network platforms (broadcast, satellite, cable, telecommunications) to carry
similar kinds of services; and the merging of consumer devices suclkleghadnes,

tel evi si oFIGC]&RWMC, 2P06:€11) 0

The consumeis seen as the center of a network, who is-méirmed about products and

services and has very specific wishes. He wants to be part of the marketplace himself, not just

a user. Consuming 1 s seen eavwthinaa saciplecomsxotn.adl i z
(Idem: 8)

What does this mean for popular cinerddsout the film sectothe report says the following:

AThe Indian Filmed Entertainment industry is projected to grow from the present size of Rs.
84 billion to Rs. 175 billion by 2011, implying a J@rcent cumulative annual growth over

the next five years. Indians love to watch movies. Advancements in technology are helping
the Indian film industry in all the spherédilm production, film exhibition and marketing.

The industry is getting increasilygcorporatized. Several film production, distribution and
exhibition companies are coming out with initiatives to set up more digital cinema halls in the

country are already underway. This will not only improve the quality of prints and thereby
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make film viewing a more pleasurable experience, but also reduce piracy of prints. More
theatres across the country are getting upgradé o mu [ (RIGCp& RANC £2606:@24)

This multiplexis a typical manifestation of the wayimed entertainmenis being presnted
these days. I n the year before o6industry st
multiple halls, located in a big shopping mall where restaurants, shops and entertainment
comes together. Watching movies in this way has become part aftabpdack of
entertainment, targeted at families who spend a day at the mall to shop, eat and enjoy
themselves. The huge crowds on Sundays in any of the multiplexes in Bangalore are a clear
example of this. Multiplexes are places where people come to gpanétee time.

Aparna Sharma (2003) explains how besides this being a symptom of a liberalized economy,
where more activities are getting commercialized, it has also created an opportunity for off
beat and art cinema to be shown for a bigger audiéibereas single hall cinemas would

only go for safebets, and show blockbuster Hindi movies, the multiplex can spread its risks,
and show less popular movies in small halls. However, Sharma stresses how the multiplex has
mostly been a phenomenon in favadirthe middle and upper classes, with tickets costing at

least 100 rupees, against 30 or 40, in single hall cinemas.

Another change is, that because of convergence, more and more traditionally separated
businesses are networking and getting togetheestyife media means, that in the end all
media come together at the central point, the consumer. Just to give some examples, if
someone uses a mobpéone that has videaptions, there are possibilities fioim producers

to tie up withphone providers andromote their latest films. At the same time, it is possible

for the producers of technological deviceshmwcaséheir latest products in movies. Some

of the current trends are mobile television or internet television. (FICCI & PWC, 2006: 12)
Besidesthat, a growing number of companies are themselves trying their hand in other
products and serviceSlews channelset up entertainment channels, television companies tie
up with radio stations or games software producers, and the Times of India Graofpgot

filmed entertainment in 2006, producing an English film in 2006.

Foreign players
Of course, the corporatization of the film industry offers tremendous possibilities for investors
abroadHollywood movies have always had their share in the Indidrayrtheatres, catering

a reasonable audience. It is estimated, in 2005, 5 percent of the tickets sold was for a
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Hollywood movie?® But since some timeHollywood studios like Sony Entertainment,

Disney, Warner Bros and Paramount are teaming up with Irdtir@ctors and production

houses to get a share of the profit that is hidden in the huge audiences of India, by co

producing movies in Hindi. Someew Hindi film blockbusters are almost as much

Hollywood as they are BollywoodChandni Chowk to Chiné2009)was presented as the

first Bollywood Kungfu movie, entirely produced by Warner Bros. And vice versa there are

interests as well, as some Indian production houses are very keen on goingNéubal.

tycoon Ani |l Ambani 6s ¢ o mp srcyrenfeahnounaing deal8i g E

with actors such as Julia Roberts, Brad Pitt and Jimegafor launching films abroad.

Hollywood company Dreamworks struck a deal with Disney, stating together they will

distribute movies prodied by Dreamworks and Reliane

It is often mentioned however, that it is still difficult for these foreign companies to cater to

t he Ol ocal 6 audi ®aneccensideredlth ke sd differant, that fetv peome

actually believe Hollywoods able to take over Bollywood. Weave to see how this will

work out, but it is clear that these new international players are there to stay. Hollywood

studios still have a lot of money and knowledge to offer, which combined with the enormous

crowd of film viewers in India will keepffering new tieups and inventive productions.

lllustration: convergence of the industry,
convergence of culture?

Reebok sponsored the movizhan Dhana Dhan
Goal (2007). In the film the brand is clearly visible
in many scenes, and the Reebok stores irsjti
show big posters of the movie. One radjo

unveiled their Goal 6llection, showcased in the

and be the first mover in what will swball into

the world's leading sportswear brand, today

soccer based movie Goal by John, Bipasha jand
other stars. The new range consists of sogcer
apparel, footwear and accessories. The tie up Wwith
Goal is an attempt to support an upcoming sport

commercial said: O6Do you wan
as the people in Goal? Go to your Reebtike
now! 6 An online newspaper a

the big next trend: love for soccer and a sports inspired lifestyle. Targeted at the youth, Reebok's Goal ¢ollection
is a fusion of sports and lifestyle and is targeted at a growing, globally sports & fashion conscious Indian market

thatisredy t o experiment with styl e, concepts and |ethos
writer of the article seems to have been sponsored by Reebok, which is not altogether surprising, since
newspapers fall under t &l eustsmaemn aevill gee td see Rdelboki'sunew range of 61 n

apparel and sports shoes sported by the star cast that would be launched in November along with the movie. The

% sappenfield, Mark (2007 hftp://www.csmonitor.com/2007/0517/p01s@Bno.htm found on 64-2009) New
Delhi: The Christian Sciex®@ Monitor

% Lakshman, Nandini (2009htp://www.businessweek.com/globalbiz/content/feb2009/

gb20090220 330804.htrfound on 64-2009) Mumbai: McGrawHill
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key highlight of the Reebok's Goal Collection is the Goal trainer, a high performanceligetistiioe which ca
be worn by anyone practicing soccer or anyone who simply loves to wear a sporty look. (...) The Goal footwear
starts at approximately Rs 3400 and the Goal apparel is available from Rs. 999 onwards at all Reebok flagship
stores acrosstlia. Reebok brings the onscreen drama of the movie Goal closer and makes the feel of the game
much more real through the RBK Goal collectioworn throughout the movie by John, Arshad, Boman pnd

Bi pasha. & Now, this examptlfoebeingsaboatthg @mvgrgence trereds; ieissatsp amg o
example of one way globalization is influencing the themes chosen. It is interesting that in India, no doubt a
country dominated by cricket as the favorite sports (although hockey is officially tibealagame), a movie i$
made that deals with the passion for soccer in the suburbs of London Southall. Clearly, this has to do|with the
fact that there is a huge audience for Bollywood in that part of London. But the fact that it was launchedq widely
in the Indian metropoles, surrounded by a chain of commerciatulisk makes one wonder about the
motivations. According to the filmmakers of the bollywood industry, there must be a soccer minded mafket out
there. But, as good marketers know, good marketiadsis about creating a market. Creating a buzz aroungl the
product in order for people to start wanting it. Is Goal an attempt to try and sell soccer, the multibillion dollar
industry of the West (Europe in particular)? Are we witnessing a-clg#acase otultural imperialism? Maybel
But if that is the case, which culture is imperializing which other one then?
Movies like Goal are growingly eproductions between Indian companies and British or American ones. [For a
good answer to these questions, an agguato the decision making and cooperation on the level of produgtion
houses would be interesting then. Who decided it would be about soccer? Was it a compromise? Was itfa request
from Britain?
Whatever the answers to these questions, the hypothesdsishsitnply Western culture trying to get into the
minds of Indian youth is almost surely too simplistic. For if so many Indian corporates are involved in prgducing
these movies, then the soccer in Goal can not be easily seen as British or Westerf{ cultur

A changing public sphere

The described processes in the media and film industry, can be compared with the media
situation that Elsaesser (2000) claims we have entered today. With all the convergence, the
tie-ups between industries, and a greatereo f or -ther 6 mednaumer , It
industry has shifted from a more hierarchal way of arranging into a more flat or networked
system. El saesser explains how, because of
industry teams up toreateexperiencegin Dutch: belevenisserervaringef®® In a media

experience, where the focus of film moves away from the actual film, and to the more

ne

N

physical 6going to the theatre in the <citybé

gadgets, he music, etc. comes together and forms a package of consumed experiences. The
bl ockbuster is therefore todayodés form of «ci
Besides that, he expl ains anot heure, whictohee s s
summar i ztledall wmagstithodg,i and t he dog seems tolt like
means that today the audiences are fairly mediscated; they are well aware of the
techniques television and commercials in particular are using to seduce the viewer. That is

why seltirony isthe new style, which forms a shield against critique of the viewer. By letting

2" Unknown, http://www.andhranews.net/India/2007/Decembd®£8bokl aunches24806.aspfound on 0501-

2008, Vishakapatnam: AndhraNews.net

3t is not difficult to see thactuality of this experieneeulture. Restaurants, theme parks, shopping centers, and
even norcommercial organizations frequently use the word experience to attract new consumers/participants.
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the product or brand make fun of itself, the viewer no longer has to do it and the latter can
even develop positive emotions to tbwer brand
today for commercials, is by making small storiesitwationsthat are hardly related to the
product/service or its qualities. They make the viewers guess what it is all about, and if you

do, Elsaesser says it makes you feel smart, and right them,y6 ar e hooked6é. And
get it, you can still like the style or the image that was created just for the sake of that style or
image.

I n other words, todaybds media creates an irc
the viewer. Thisnvolvement is seen everywhere nowadays, perhaps especially in the west,
but i n urban India this iIs not much | ess. Tc

your owno6é, and Do It Yourself.

For Elsaesser, this is strongly related to a notiorthef public sphere. The media are
everywhere in the urban landscape. That stresses its paradox, they are very public, but at the
same time anonymous. We never know who is really behind something we see.

The public space, itself an imagined spdsebecoming imagined through the media. That
public spae is a paradoxical space, where anonymity and publicity are two parts of the same

coin. It makes people feel part of it, but at the same time in a disconnected way.

Elsaesser mainly writes about Hollywoadd its dominance in European cinemas. But, since
Bollywood is working on becoming a professional global film industry, his analysis definitely
points out tendencies happening currently in Ind@ifeere are an increasing number ofufes

between differenplayers, different industries. The viewer is seen as an integral part of that
mediated network, whose participation can be put to use in different ways. But where
El saesser says that Hol l ywood is therefore
different. Whereas Bollywood has always been on the street in one sense (with posters
everywher e, t el evi si stallsanddusdetc.yYiCléo&ssmore hke ieig e r y
now, at least partially, movinfyom the street anéhto the multiplex. So th ones who have

access to that new mediated public sphere, are the ones who are able to cross the security
checks in front of the shopping mall, and have the money to buy a 150 rupee ticket in the
weekend.The new participative, experienced, netwarkdiaed public sphere is especially
accessible for people who speak the language of that sphere.
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5.5.Recent changes in the movies.

The previous description of changes in the film industry (as part of the media and
entertainment industry) forms the backgrduof changes in movies themselves. But most
studies have used films till around 2000 as their matdrialould be interesting to see if the
developments in the industry also had their reflection on the kind of movies being made. If
this is true, it mighhave important consequences for cosmopolitanssnce globalization is

such an important factor in explaining these developments

Besides a furthdBollywoodisatiorof the films in the last years, due to the convergence of the
media landscape, we rcalso observe the space that is made for more diversity of films
coming out. Because of the financial space there has been to experiment, producers have
started to make movies for specific target audiences.

A growing amount of cooperations between praaunchouses in India and other countries
(Hollywood, Britain), have resulted in specific cinema for the diasporic audiences, but also
for nonindians. The current swooping popularity of Hollywood producti®lumdog
Millionaire (2009), shot entirely in Indiwith Indian actors, is an example of the appeal that
6Bol |l ywoodd might have for comqvielevere new audi
Another vey interesting development ealled transnational cineman this casenovies that

have been shot by Irahs having lived abroad for years already. Directors like Mira Nair and
Deepa Mehta make movies without the song and dance sequences, and that often touch upon
social issues like homosexualitiFie, 1996; Bombay Boys1998;Bend it Like Beckham,

2002) orchild abuse Monsoon Wedding2001). The movies are set in multicultural settings

and deal specifically with identity issues related to not having a rootedness in a homeland.

Sreela Sarkar claims thdonsoon Weddings an example of a movie that, on thew of

globalizatonand 6édi asporaticé audiences, changes fi
di fferences are confused, and Athe film att
2008)

The interesting thing about this transnational mosighat it is a sort of genre that finds
reasonably good following in Indidbut especiallyin other countries among ndndians.

Now, the Hindi film has always had a following in other parts of the world like Russia and
Africa. But unlike in those movieshe transnational film explicitly addresses the complexity
of nation and identity in its narrative. Instead of presenting nation and identity silently as
natural and given, these movies specificilhing forward the problematinature of these
categories(Desai, 2004/2006)
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Theurban youth film

When speaking with youngsters living in the metropolitan Bangalore about their favorite
films, it is alsonot what is considered as typically Bollywood that stands on these lists. The
films mentioned are espedilmovies like Dil Chahta Hai (What the heart wants, 2001),
Rang de Basani{Paint it saffron, 2006) antife in a Metro(2007). A few characteristics
about these movieseed to be mentioned@he meanings these movies hold for the youth will

be examined ithe following chapter.

These movies can be seen as a follgnbut also a deviation from what we have described as
the 90s bollywood blockbuster. A folleup in the sense that, importantly, the protagonists of
the movies are mostly the youth, still goitgycollege or just starting a professional career.
But unlike many movies of the 90s, the relationship between the youth and their parents is not
so mut a topic. If it is then it 8 mostly shown in the sense that parents can be either
supporting or resictive for the choices of the youth. The sacrifice that youth give for parents,
so famously shown by Shah Rukh Khan Diiwale Dulhania Le Jayengand K3G, is
strikingly absent in these movies. The youth are becoming more an authority for themselves
instead of subjected to parents. Rang de Basan{RDB), one of the protagonists finds out

that his father has played a significant role in an army conspiracy, which lead to the death of
jet fighter pilots. Instead of being loyal to his parents, he decidestity against him, which

leads to a break in the relationship and a loss of trust. But it is in the circle of friends that he
finds his bonding again. Admitted, RDB has mainly been so extremely popular because of its
perceived patriotism. This movie BRakesh Omprakash Mehdaals mainly about a group of
uninvolvedyouth who, in a video project about historical Indian patriotic heroes, find back
their commitment to the Indian nation and ultimately decide to tackle corruption and injustice
by violently t&ing justice in their own hands. Dilip (2008) has analyzed extensively how the
movie had an aftereffect that enhanced the public and political participation of large groups of
youth. There were massive online discussions, and youth went for protestoalese their

anger about two murder cases of yo8h e c onc | ud e sRabgyde Basaatithasn g
helped revitalize citizenship among the youth and brought aboetxpansion of the public
sphere in India (Dilip, 2008: ?) Dilip might overstaténé causality here, by noting a direct
effect between the film and the activities of the youth in the public spBatéhe massive

appeal to the youthoés i magination cannot be

It needs to be highlighted that thgssriotic sentiments wenmainly aimed at young people,

who need to fight the injustices within India. So it is the young that still have feelings of
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justice, who need to fight the old and corrupted. Besides, the movie strongly portrays a
conflict and the resolution between people offdrent religions. It is their being young and
committed to fighting for a common cause, an India free of corruption, that binds the different

faiths as one.

SomeDiversity

Another quality is a growth in the diversity of identities that is explocéd.in a Metrois a
mozaiquelike film, which follows the lives of six young city dwellers struggling with
maintaining a meaningful relationship. In a similar fashdaombai Meri Jaan(Mumbai my

life, 2008) shows five different people coping in their own with the psychological impact

of the terrorist attack on the train. It is shown in a way that reminds of the Hollywood film
Crash (2004), where different life stories are uninvolved until one incident binds them. It is
pastiche like movies as these thatalge around the idea of people living alongside one
another, full of stereotypical images about each other, until they are accidentally tforce
meet and redefine these imagesnot) Mumbai Meri Jaarends dramatically with a scene of
city dwellers, uknown to each other, forming a circle of harst®wing how the idea of a
city, being a Mumbaite, can form an identity that overcomes differences of religion, etc.

Dil Chahta Haiis loved by many youths for its exuberant portrayal of friendship. It shows
again three different lives of friends, who are doing nothing but enjoying their friendship,
fighting over it, and rauniting. All this while exploring the meaning of romantic love. An
important storyline is formed by the character of Siddharth, whoifaleve with an older,
slightly alcoholic woman.

All in all, the narrative form of these films show a diversity of characters by not stressing
specifically on a single protagonist. Besides, there is the exploration of diversity of lifestyles,
expresseddr example in different ways of being in a relationship, different religions, or
di fferent ways of p alpdnarmtivedunigy snpghese tmdvied io oftenn e s
formed by the fact that they are ngitodiveng i n
togethedé whi ch bi nds tthsdrieriship tha forens theensoral gldenta hold
the people together.

Media awareness
Another striking feature of (most of) these films, is the central attention that media get in
these movieslt is especially the role these media play in the public imagination, the

manipulation of facts, that is a popular theme.
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In RDB the rebellious youth take charge of aradio oadcasti ng stati on,
publicdé why it was fThem kiblenglyheakel ovec
di f f er eln tife inra Metto &nd Mumbai Meri Jaana few of the protagonists are
journalists orworking in thetelevisionindustry. Especially the latter movie revolves around

the way people are makinghal e x per i en cniinzge dtbh ev e nseatisicka of t |
The film starts with original footage ®™ e h r lndépendenc&peech on August 41947

where he talks about an India that arises from the dark. The tectdaakness that follows in

the move, clearly makes it a film that questions the nature of the nation, and the role media
play in the creation of that oOonaturebo.

Badhur Bandarkars filnPage 3(2005) is entirely about the people one can see daily on the

third page of newspapest h e p g g, el thp movies tries to show a dark side of the

glamorous in show business.

Theglobal audiences

In the new mediated public pher e, t he 6gl obal 6 pl ays an
developments are happening crosgionally, this public sphetea s got t eaorba 06 gl ob
The films that are madad tiodanya nrye fdiefcfte rtemits v
Bollywood blockbusters from the 90s it is often said that they have catered an Indianized
version of globalization, especially for thnew NRI audienceslhe logic behind this, is that

the new wealthy audiences in the West erdor experiencing their motherland, and the
traditions they have difficulty practicinig their new homes. Cinema is one of the best ways

of satisfying these dasie s . Many films of the 90s revol ve
extremely rich entrepreneurs in the USA or in Britain) struggling in some way to keep up

their Indian traditionsBecause of a growing number of NRI's as spectators, fetishes are
created bout their homeland, with great nostalgia for an imagined home that is governed by
familiar and secure family ties and ritual observanceseimghasizes well as enforce those

ties. A favorite problem is that of theesternized daughter or son not wagtto get intaan

engaged marriage with a partnigom India. The narrative resolution of these conflicts

strongly tends to be intffavorof t he oO6traditiond that 1is port
the observation that it is arpperclass uppercaste Hindu version of Indian culture that is

being glorified in these films.

In a study about the heroes of these moweshpande (2005) observes thatribes hero is a
consumable herdie ends to be rich, upp@tass, Punjabi and conformist in his sdaialues,

which was not so earlieDeshpande argues that this is becadseli cinema is growingly
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financed by the rich investors, and less by the direct sales of tidketsefore, the movies
reflect these investment8ilis only fitting, then, thathis new, consumable hero wears Gap
shirts and Nike sneakers, and when he dances, it is in front of McDonald's outlets in white
man's land, or Hollywood studios, or swanky trains, and has white gids Indian peasants
ifdanci ng (Deshgandéd HiBn193)

Deshpande has another observation that needs to be mentioned Hereew hero of
Bollywood is generally someone without a pastl thus without a memaryhereas many

films before invested a large part of the story in historical explanatiotie afharacters, the

new heroes seem to only live in the now. The heroes no longer have something to be angry
aboutin For get about being enraged by soci al I ne
beloveds in the face of parental opposition. On c¢batrary, like the hero in Dilwale
Dulhania Le Jayenge, they celebrate their conformism as valour. But more striking still is the
fact that they do not have childhoods any 1| o
The film create a world that is ngoolitical and knows no aks or caste issues. There are only
family issues, that can be solved within tbeing arms of tradition and Goth this way, the
possible influences of cultures and constraints of different economical and political contexts
are taken outf the questionand what remains is an image of tradition that lives on its own.
Wherever you are.

There are very few movies that address the more political issues or problems of identity that
arise out of living in a globalized world, without resolving it in a natishar culturalist
manner. Perhaps in the more offbeat cinema, of which we have described a few in the
previous paragraphs, movies like Monsoon Wedding dare to treat issuesriHandostan

glorifying manner.

The question remains if this is a problegincethere is always the audience thas to make

up his or her mind about the films. As in the earlier mentioned study by Verstappen claims,
the Dutch Surinamesyouth watching these ninetidollywood movies are not too much
interested in the questioof Indian or Hindu identity. Thegre just happy to see family
situations that resemble theirBut this might be explained by the fact that all these
Surinamese youth were born and raised in The Netherlands, and have no connection
whatsoever with Indiggexcept perhaps from stories about (great)grandparents.

It might be different for youth in India who are confronted with rapid globalization and

cultural change in their environment.
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Vamsee Juluri shwes in his fascinating studdecoming a global audiee¢ longing and
belonging in Indian music televisigg003) how the enormous changeshe media industry

have been perceived by the audience, focusing on music televAdtbough specifically

about Music Television, his study is very applicable on caes well, since television and
cinema in India are very closely related.

He shows how the coming of international television channels like MTV, can not be seen as
imperialism of western images and sounds, but as a very specific Indian way of adopting to
this globalizationBut, there is a problem in this adaptation.

Juluri says there has been a fundamental change in the way the audience is perceived by
producers, since thentie s o f | i ber aDoomarshan® audience cofs&tddlof i
citizen viewes (in need of modernization and some firm instruction on the merits of the
ruling party), the posliberalization television audience is being imagined as consistifigeof
paiseconsumer s. 6 (°Thebattle dver attPabtiiglhe at@r&iortieé vieweras
consumer had started. Music television played an important role in this.

The main battle between Zee and DD, was fought with countdown music programs, mostly
film songs. These were cheap prageato produce, and therefore a safeibed sanewhat
uncertain and undifferentiated but attraety large mass audience.

Film producers had started using the music as one of the main sources of income for their
movies. Nowadays, the music is released a few weeks before the movie, sometimes even
whenthe shooting is still happening. Music producers started also producing movies, for the
sake of selling the songs. The movies would include a mega song, or item song, that has to be
spectacular, snetimes costing fifty percerdf the films budget. Beinguscessful with the

music, increased the chances of returning the investments, which is vesylditfith box

office alone

% Doordarshan (DD) is the national television channel, aasltve most important one till around 1991. Then it

had to start competing with many commercial others. The same counted for the national radio broadcasting
company, All India RadioThe termfive paisestands for how much a viewer is worth if redefine@conomic

terms.

30 Juluri sees a change in the style of the movie songs because of this, in the sense that songs are shot in a way
that makes them perfectly suitable for transportation to music television. In contrast, in older movies, songs used

to be nore integrated within the movie, which made it hard to choose the point where the song starts and where

it ends. Also, the video material was more difficult to understand, without the context of the film. Nowadays,

songs are often a stylreak with the rst of the movie, for example f@oal (2007) orAaja Naachlg2007).

During the National Conference on Psychology and Cinema 2008 in Bangalore, dancer and psychoanalytic
Shuma Basak said about the | atter mymoregeshawingpat t he song
something on a deeper level about the psychology of the characters. Whereas in theakaszial{1972), the

songs and dances were integrated in the narrative, portraying the unexpressed emotions of love, wiath were
otherwise narrateih the text of the movie. Without the songs the story would stay much more superficial,
whereas nowadays they are mere O6breaks6é in the movie

68



Along with the increased tiep between film music and television, Juluri observes that the

shape and format of these programs based on the audience as p
the Oo0voiced of the audience that determines
way, television creates an O6audiencehoodd, F
imageoft he community that is created i s one tha
that it appeals to a specific kind of viewer, the viewer that has purchasing power and is able to

0 ¢ 0 n s (Atnthee dime of writing, this was a minority of the Indipopulation, 100 million

on a one billion population, but also a growing international audience of, amongst others,
NRI) s .

Accordingt o Jul uri, this gives rise to a problem
inthep r o g r Belmsion répesents to audiences a sense of belonging with a community

that, under capitalism and modernity, is perhaps easier to find on television rather than among
the Areal publ i co. € In other words, these
selfrepregntation and community that arises from the rigors of daily life in a competitive

urban environment and present an appropriately sanitized worldaeimpose on that
enviroM@Ment . o

During commercials and fillers, the programs are showing caricatoagles of Indianness,

like snakecharmers, tegellers, paawallas (sellers of chewing tobacco) and men with big

curly moustaches. The typical language in the programs is something that has been called
OHiIi ngl i shod, a mi xtur e mdges thatrcauid beaseah asEtypigdl i s h .
characteristics or stereotypes of Owesternbd
media producers in representing India is to construct images that appear like they are being

watched by the rest of the Wi even if it is only Indian audiences that are watching them.

Jul ur i says that there is a sense of 6gl ob
perception is that India is becoming more in touch with the world, and is not being invaded
but o6gbeso the worldé. There is an idea crea
But,ffitf i s profoundly troubling t hadpresertaBonise ed f
done through images like snakkarmers and ethnic dancers. It not only reinfoxm®Esain

i mages which are straight out of the col oni z
also restricts other images from acquiring the same representational value. These
representations may thus constitute an emerging hegemonialigto anong Indian

audi efixres. o
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After having said that the globalization of Indian television is not a western dominance, he
clearly regrets a loss of a typical Indian kind of representation and narrative style. The young
middle class audience draw more andrenupon discourses that are modern, rational and
individually selfcentered, instead of basing upon emotional experience. This has as an effect
that thesadiscourses become morestricted to the people who speak the language of these
discourses; the yognand urban educated. This marginalizes other forms of experience, or at
least prevent these experiences from assuming epistemic authority.

SummarizingJ ul ur i tbtse liomagi,ned viewer of todayds mi
consumer. And in oet to cater for thisarge audienc@sconsumer, it is necessary to bring
stereotypical representations that mainly fit the mindset of the paying middlecasgsdset

that is apparently formed by colonial conceptiofisis is a loss of representatiomersity,

and thereforef viewerdiversity. Large parts of the audience are not spoken to, and aiteeref

also other parts of human experience.

Bearing in mind the representations generally used in blockbuster Bollywood cinema, this
criticism counts fofilm as much as it does for the music television.

If this is true there are serious question to be asked conagruitural citizenship. If

popul ar culture is everyoneds culture, shoul
Is it problematidhat in a globalizing country, there is just a small part of the audience that has
access to a cinematic imagery that can help understand themselves as people of a country that

is becoming global?

As described before, ceritciaema egperiallyg fordhe yoatht s 1 n
that Juluri talks about might point in other directions as well. There is a certain growing
diversity in representations, narratives, themes and hence imagined audiences. However, even
these films specifically catehé¢ urban youthWhat about the old? What about the lower

classes? These questions are essential, but cannot be deaktesitsivelyin thisdissertation

31 Juluri offers an interesting alternative of such different knowledge. This knowledgeisliagcto him
specifically Indian, which is emotional and relational, the ide@asd. A rasa is seen as an emotion that is an

expression of onedbés true self, the essence of true re
beseparetd from the rational self or the body either. é T
not in terms of a primary denotative meaning and a secondary connotative meaning, but in terms of emotional

and relational e xnentrastaevithehe weisteris ideh, fiwhete erfiotiansareimainlyi that what

happens when the ratio breaks down.

The way these different édknowledgesd are combined can
would constitute a popular cultutest is truly popular again, available for a wider Indian audiefltkough his

views might be a little culturalist in its essericie western thought similar lines of thinking can be fourids

attempt to offer alternative imaginings of experiencindurelis pivotal.
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In the next chapter we will turn to see what the changing cinematic environmerd foean
the discused urban youthFor now the focus will shift to the small part of society that has
this access, and see what they make of the imagery that is being presented and the audience

hood that is imagined.

5.5.Conclusion

60Bol |l ywoodd al s oa ceriaig refiexivity, tedominga dineman for itself as it

were, recognizing its own unique position in the world, the contrastive pleasures and values
that it represents via-vis Hollywood. This reflexivity is as much a form of-sglreness as

it is a know-how that enables the Hindi film to reproduce itself for a market that demands its
perpetuation as a s(Prasadc2003f cul tur al Il dentit

60Bol |l ywoodd is how t heinvddtedhidelf asfa droper busimksss t r y
Bollywood is anindustry that sells cultur&ollywoods audiences are growingly imagined as
consumers, who make conscious choices which films they want to pay for and which not.

This draws these audiences into a public sphere, where they are spoken to as being modern,
smat individuals that have power over the industry by their purchasing pdlernational

identity seems to adine in its imaginative powei he young and urban identity has however

risen in its imaginative power, which is an identity that is less corshéata geographical or

local space. These youth could live in any city in the world. The multiplex is the perfect
location where this audience can become a public and find each other, a space that is stripped

of local signs, but full with international brds andair-conditionedspacesLiang (2005)
refers to these multiplexes as examples of 0
masque the huge differences that are arising between viewers who are able to join the new
bollywood, and the onesaht don 6t . T h-+¢helmoweasd the bnes who age out n
of-the-know. (Juluri, 2003) The still largest part of the population that is not a part of the
middlec | ass, and who cannot join in the rapid ¢
the corner of the slums. They have to keep finding new ways to be represented in the public,
now that cinema is offering less opportunities for these groups.

At the same time for these privileged youth a variety of representational forms is dtising.

looks ke Bollywood is growing over itself, and addressing its younger audiences as people

32 Prasad, Madhava (2003) This thing called Bollywood. India seminar: unsettling cingméviww.india
seminar.com/2003/525/525%20madhava%?20prasagdfatmd on07-11-2007)
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becoming aware of themselves as audiences who reflect on their identity and affiliations. The
problem of belonging for these groups, is left more as an open questiohowng
Indianness as an inherently diver§his is an indication in favour of cosmopolitanism.

It is in contemporary theorgimost a joke to say thatdésecinematic developments aaecase

of western imperialism. Especially in cultural studies one takes starting point at least the
assumption that there is something | ike a |I¢
that cross the world. But, according to some Indian scholars, even this position serves as an
example of the Euro/Americatentist approach. For it would imply that the global flows

often originated in the west, and were sent all over the world to be received in a multitude of

| ocal ways. I n todayobés worl d, the situation
images havés origins in more places simultaneously, thanks to digitalization, and sometimes

the origins are unknown to even the producers.

But at the same tim# starts looking like is not so muchwertical geographical division

between east and west (or northsouth), but more &orizontaldivision between top and

bottom, rich and poor. Are we witnessing a cinematica®struction of belonging along the

lines of consumer power, instead of national backgrolmks Bllywood sustain a society
wherethe corportes are the new governing eliteofporatocracy Perkins, 2004)and in

doing so widen the gap between the rich and the poor? If so, then we have to be afraid that
cosmopolitanism takes a huge blbere Insteadof sustaining a sympathetic understanding,

it might increase the difficulty to understand a growing group of others.

Letdéds turn our focus to the viewers now, i n
Maybe the youth lookbeyond ths kind of stratification and hava different sense of
belonging?
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6. Analysis 2: Viewer experience

If the sense of belonging of urban youth in India is to a large extent mediated through
Bollywood, it is imperative to inveigate their sense of cultural anshematic citizenship.
Following the previousrelysis the nexthree groups ofjuestions aréo be answered when

taking the experience of young viewers as material.

1. We neel to see how they experienendi cinemain general Is it experienced in terms of
an industry, a business? How do they ustind their relationship with this cinem@® they

see changes in the recent years? What do they understand as Bollywood cinema?

2. After this general description it is necessary to investigate the concept whagaed
viewer. What are the differentrgups of audiences in society they differentiate? What is the
kind of audience they belong to, and which ndt?hat is their view of the general Indian
audience?

3. The last enquiry point is that thfe global In which way is Hindi cinema a global cinetha
How do they see the relationship with other forms of cinema (mainly Hollywdad)they
have clear conceptions of what is Indian and what isIndian (western, American, etc.)

about it?

These three groups have been didd into suluestions, andor each question hypotheses
have been formulated. With the use of the atlas.ti software, eight interviews have been
analyzed thoroughl$? This has brought the following results.

6.1.Interpretation

1) Bollywood: mainly entertainment

Meekasha: Entertainments t he main thing. I donodt go wa

other thing can happen. I f 1t does, itbds ok

When speaking about Bollywood and Hindi cinema in general three things are most striking.

33 An overview of the methodology is dealt with in chapter 1, and an impression of the interview data is given in
appendix B.
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First of all it has to be noted that the cinema is foremost experienaatteatainmentand

they often refer to Bollywood as O0the enter
movies is for entertainment, having fun, which you do when youogetd or need some
relaxation.

And for most, because it is an entertainment industry, this means that it is not an area that
needs to be questioned much. It is O6just for
even a little strange to have anwersation about what movies might mean to them in other

areas of life, likevhat it would imply fortheir concept of India.

Kiran: See, boll ywood is somehow beyond quest:.
claim they dondét. Srdicsmomehow it goes beyond
(e)

| nt er vi eaowasrit beydnecyiticisin?
K: See | donodt set any standards. Boll ywoo
bollywood. And if | go with that feeling, there is no questioning. | know for a fact that most of

the films ae not realistic. And they know it. It is like.. they are selling entertainment. And they

donodt make anything different out of it I
something. So in that sense | diogsoressidles it a
I dondt Kknow. . I dondét have this frame of cr

See, the ethical thinghere is always atrade f f é

Now talking about it, it makes me think, but | never questioned it. | think, oh there eould b
something about it. Like the whole corporate responsibility thing, should thley
responsibility?

I: So why do you think it is you never asked this question before?

K: Because it never meant mu ¢ h . They orare ve
something. There is no force in what they saying. So in that way | never seen it as a heavy
part of my life or something. So | never questioned it. But now, when you ask questions about

it, does it bring change? Does it influence certain things? Whbamk about questions like

that, then I think, oooh, maybe there is something like that. And we should question that. It is

worth asking the question, but | really donbod

The experience of the cinema as an industry is also squtan a different way. Most of the

youth say that they show appreciation for a movie by supporting it financially. If a movie is
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good, they will see it in a cinema instead of at home, and sometimes even more than once. A

good movie desérves to be O6bought

Interviewer Do you think Bollywood has an influence on the youth today? Or is it maybe the

other way round?

Vandana It is actually both ways! We are influencing bollywood, and bollywioddence

us. These days movies are made for us, the youth.nNom| | v a datdhtoemadyon 6t w

movies, so they try to cater to our interests. They have to impress us. And the movies they

make for us, we pay money in the theatresé
For Jodhaa Akbar | felt | ike going .Bgtiti n anc
didndét work, haha.

A second striking feature is that all the interviewees expressed an happiness about the fact that
recently the movies have started to becdrager and more diversé&enerally they make a

distinction between movies that aretjder entertainment and movies that have a deeper
meaning or a message. The first type of movie is mostly seen as the quirdeBsdgwood

movie, the films that follow the standard masala formula. Then, the interviewees say since
aroundthe year2000 anew type of movie has come out that is more interesting for a few
reasons. The narratives of these movies have become more intéirgsting s s pfhiedi ct a

and the themes of the movies have changed as well.

Bhavna: Yeah, it was just like a guy andid meet, fall in love and then discover that their
families donét | i ke each other, and they hav

They mention for example that more movies have come out that touch upon social issues; deal
with the life ofthe urban youth without being always aba suppressed romantic lgaend
have narrative structures that dderéBhavhao!l | ow

talksRace(2007), a movie shot entirely in South Africa:

Bhavna: The scenes were liBellywood movies have entered a new era or something. It was
likee cars and everythingé such kind of things
kind of plot, like it was basically two brothers fighting over property and everything, but the
car chases and the thinking of the whole movie, it keeps you wondering what will happen

next. Thatds never happened to me before wit
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For a few of themthese new movies amategorized a8ollywood moviesas well, since
Bollywood refers taHindi movies made in Bombay (Mumbai). But for othédiese new and
di fferent movies donoét really fit i n their

Bollywood has become more diffuse because of the variety of movies coming out now.

Kiran: Bollywood was BahrukhKkhan,Kajol and Rani Mukherjee. | mean | never tgbt
about it as movies like 15 Parkvénue. That was not bollywood.éAnd then again, what
bollywood is, is changing nowadays.. There are different movies being madanwbthat

coud also come underd@lywood. Johnny Gaddar was a different type of movie.

Anot her aspect o f these Onew moviesd is the
something about reality. This means that some of these movies have the ability to shbw soci
problems, or teach about Indian history. This was something that traditional Bollywood could

not, since it was mostly about families.

In the group discussion, everyone agreed thetause of all thi8ollywood was a name that
might not do justice t@verything that is coming out under Hindi cinema now. It is a hame
that creates an effect by itself they said, it is not a very neutral category. An alternative
mentioned was just Hindi film or Indian film.

This is also related to the observation thalyBeood stands for much more than just movies.
Bollywood is related to music, television, clothing, radio, advertisements, etc. The word has a
sort of power in itself, which invokes a lifestyle of wealth and glamour.

K: Yeah. The glamour, the temptatipmeyerything was bollywood. See, the funny thing is,

even the name itself creates that. See, when you say bollywabfferent from when you

say Indian film, or Bombay film. It is sensationalizing by itself.

M: What does that mean, sensationalizing?

K: Creating a very starry outlook. Like you add gloss, like magazines are glossy, the word is
doing that. Kind of setting something. Like a big image of grandness, it feels that way. When

you think of bollywood, you think of stars, you think of moneymiigsions, a posh life, etc.
That s the kind of i mage the word evokes. S
ground word, but when you say bollywood, it becomes something e . . l'toés | i ke

to a Black and White movie.
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The main reasoffior the changes that are currently happening is related to the economic
changes of the country. Since India is generally doing economically well, technology is
improving, and that effect cinema as well. Many said that there is more money and freedom to
experiment now. Bhavna mentioned for example how Kannada movies were so bad today

because there was not enough money to experiment.

The third aspect mentioned in the experience of Bollywood is the partindian character

of the cinema. This his howevarmore complex topic to talk about than the previous ones.
Agreed, except for one interviewee, nobody could imagine an India without Bollywood. This
is because people would not have their entertainment anymore, and the Indian economy
would suffer a hugeoks since Bollywood is inextricably linked to many industries and jobs.

But when asked about the what there is specifically Indian about the movies themselves, the
responses are mostly paradoxical. Most claim it shows Indian culture because it deals with
Indian (joint) family situations. For some of them it is especially North Indian (Panjabi)
culture, and not all of Indian culture. At the same time, many agree that the recent movies
reflect the crisis that is going on in Indian (family) culture due totevemation and the
modern life in the cities. What it is that is specifically Indian, is not always clear and open for
discussion.

When asked if the family situations in the movies are typically Indian, Bhavna answers:

ores | think it so.. uh.. or adlly no, they show it that way but it is not necessary that every
Indianfamilys | i ke t hat. But in general yes. 0

Even though Bhavnads own si t masttnmowen, shamthighkst b e

in general the movies portray it right, and lyirgy so she form an opinion of what general
Indian family life is like. This brings us to the second cluster of questions.

2) Imagined viewer: the Indian after all

First of allthe imagined vieweseemed to be a concept that suits the experiences afrgiew
well. By talking about movies and their experience of it, all the interviewees invoked

conceptions of different viewer groups or audiertoeshich they felt to belongr not.
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The general audience

Interestingly, most of the interviewees would stastnfulating an idea of thgeneral
audience the masseshavi ng certain qualities, but most
that general audience.

The general masses who watch Bollywood movies (imthsalaformula style) is seen as a

mass that neead escapi st entertai nment to o6vent fr
mi seri es. Then movies dondét need to have a |

involves thinking and questioning.

Parth: To me it might not mean that much, but to general public, especially in the
northern areas, it is a way to vent our fru.

entertains them, thatodés what appeals to them

Although mostly admitting they also like these movies, they somehow see thesrseimore
demanding than this general audience. Besides admitting to enjoy these movies now and then
for fun, they find other movies (the newer, or Hollywood movies) a more meaningful watch.
Furthermore, they find that general audience more impresseiadh themselves. This is
expressed in different ways. Surabhi for example mentions that in general girls of her age are

6too much into moviesdéd; they want to | ook, w
it more lightly.

Theyoung

The comnunities of viewers that are imagined are often put in terms of dualities. The ones
that are mostly used by the interviewees are
elited. The first ones, young and ol d, ar e

specally made for the young viewers. Older people are seen as having more difficulties with
todayés movies, and preferring older movies.

when speaking about the filRang de Basanti

@&ome people that | spokewho were in their midifties, they did not like the movie, because
it was brought out with the young people in mind. | think the future is only made of young
people, and not people who are not gonna let the young people grow in whatever context they

wart to.6
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This shows that the youth are mostly thought of as an energetic group of people with an
important role to play for the future of the country. When asked to describe his generation of

young film viewers, Parth says:

d think the fact that they wamd be cool, the youth, it is a good trait. If the youth will lose its
interest in looking good, staying in shape, etc. the energy level of the country will seep. Most
youth of the north is not very influenced by the west. Their main resource of entertainm
and inspiration is bollywood. So | would describe them as optimistic, hopeful, they can be

loud, but overall very flamboyant and outgoing sort of y@auth.

The poor

Another community of viewers that is being imagined is the poor versus the elitpo®he

are being seen in different terms; people in the slums, the locals, uneducated or villagers. But
it is a mass of people on the lower rings of society that are strongly associated with certain
types of films. Mostly in the sense that these poor pduple so much hardship in their lives,

that they cannot take in too much intellectual complexity in a movie. All they need is
sensation and fantasy to escape from reality.

Especially in Bangalore, these people are associated with Kannada ¢iheromeman the

official language of the state Karnatakahich is seen as violent and simplistic.

It is not that the lives of the richer and educated people are glorified over the less fortunate
ones. On the one hand the poor are seen as impressionable aagatd¢ of enjoying more
than Omindless entertainmentd. On the other

knowl edge and wisdoms of the O6underdogso.

Mrinalika: Yeah.. well maybe that is again a classification of the head, that the educated are
suyposed to do something and the poor dondt .
Interviewer so could it be that that classification is not correct?

Mrinalika: Yes, of course! As you know, in the medical industry, wee le lot of
pharmaceutical companies. But the villagers, they use allskai herbs and they seem to be
fine. Theyo6re not getting killed by the herb

79



Another way the them poor versus elite is being worked out, is through the theme of life in the
city. Many films deal with the bhegrbacldenst r ast s
on the one hand contrasted with life in the village (generally more traditional and poor), but

the urban life is also a contrast in itself. The poverty is experienced daily by the youth living

in a city, seeing beggars and people livingtloa sidewalks or in slums. Living in the city,
experienced through Bollywood, is mostly understood in terms of elite versus gber

haves and haveots.

Vandana: They are now making movies for the uneducated mass. For the sidy theatres. They

c atnt@ke in a message. They would get too bored of it.

A striking absence in the interviews was the topic of religion and politics. Although these
dimensions of identity leave a great mark on the public debate in newspapers and in daily life,

when speaking alow movies they somehow leave the scene for their brothers poor and rich.

All-Indian

In contrast to these created divisions, Bollywood is very much experienced as a cinalina for
Indians just as much as different movies cater to different groups. Asaka saysb e v e n a
poor boy in Kerala will kne the songdard-e-disco from Om Shanti Orf.. € Jt shows that

at least in one aspect we are trying to reach out to the whole country. Without movies we

would probably not relate to the poor, and not relatett he ri ch, or to the

This experience, Bollywood a cinema for all Indians is a fascinating one, since clearly
Bollywood is not available for all Indians. First of all because of the plain fact that only fifty
percent of the country spealdindi. And the interviewed youth are well aware of the fact that
different regions have different cinemas (Kollywood, Tollywood, etc.). Even though
bollywood might be a notion that changes, and Indianness is something that is sometimes not

clear, the cinma resonates strongly with an experience of national integration.

Besides that, the youth didnodt mention a sel
vi ewers abroad mentioned are NRI O6s, wi t h wh
positively. The NRI&6s were mainly accused of arro
l ndi a. Whil e discussing the portrayal of N R
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characters mostly as people who have lost their roots and origins, and could just zes well

happy in India.

Interviewer Do you think there is a specific idea about India, or what it is to be Indian, in the
movies?

Mrinalika: Y es . Because you woul dnot have that
UusS. See, t h er e And they have d point to ddé madleRaboditseverything. They
think that they know India very well. They think they have a damn solution for every damn
thing happening in India. They quote as if India is some rural mecanomy, where they
have every solutioto every problem. And they have negative things to say about Bollywood.
But thanks to Bollywood a lot of people have jobs, we have lot of things to look forward to.
And the point of being nationalistic comes out in movies like Chak De, which shows that is

possible that women play hockey, and it is not just cricket cricket

Here Bollywood comes forward as a cinema that mostly means an experience of being Indian.
It becomes therefore necessary to see how these youth affiliateethesnsvith a global

perspetive when the analyze the film industry.

3) The global: the empty west

The main indicators of a global dimension in these experiences of Bollywood are Hollywood
and The West.

The name Bollywood is obviously a derivative of Hollywood. This is reflertetie opinion

that Bollywood is nothing more than a bad copy of Hollywood, a statement that some
interviewees claim others are havingr have themselves to a certain extent. Parth mentioned
how he, being a lover of American comic books, is sometimes disappointed to see a

Hindi version of Superman.

But during the interviews the main perception was that the gap between these two cinemas is
on the one hand seen as becoming smaller, and on the other as becoming less relevant.
Bollywood is firstly seeras becoming more advanced in its technologies and therefore able to
compete with Hollywood. The stories about movies going to the Oscars, Indian producers

signing contracts with foreign actors and Hollywood showing interest in Bollywood,
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definitely instal s a sense of pride in Oour ci nemabéo
gl obal 6. I nterestingly, It i's also perceivert
these international tigps, but it does so on its own accord. Bollywood is a symbol bfcha

in change, but without losing its pride.

Vandana: But thereds always a bit of I ndia i
Interviewer: What do you mean by that?

Vandana: Because, even though it might be turning into a little like Holywoo i t 6 s | u
because India is also improving in technology and gadgets. Before if we try to create a movie

|l i ke Superman or something, those special ef
a great thing.

(é) But now itésmotol akly wedpeovedg.i ngt @ i m

we are improving on our own.

At the same time, Hollywood is definitely considered to be cool. All the interviewees know
people who think Boll ywood i snot worth mu c
anytime. But the interviewees agree that the two cinemas in their experience can go together

fine. This is because Bollywood 6adds somet h

The reason why Hollywood is not taking over, might also have to dohwiththe concept of

the westis being formulated by these youth. Western is mainly perceived in two things:
clothes and romance. Western stands for clothes that reveal more parts of the body than a
general Indian costume, and romance stands for the (3draedom that the protagonists in
movies show in their choice of partners. The value behind this seems to be individual

freedom, or as Vandana puts it, a boldness in the lifestyle.

Interviewer What do you think movies portray about India, or Indianfiess
Vandana Yeah, right now, a little less. They are deviating, they are becoming more bold. But
that is also because the generation is more bold. Right now the whole scene is chaleging.

are becoming a littlenore western. At least the teenagers.

Thewes er nness that 1is perceived as O0coming to
integrated into the Bollywood movi es. As Paj

the western dimension seems to be mainly perceived in externalities, ratihér gignificant
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political or cultural differences, there is no need to take the that other part of world so serious.
And when it comes to the individual freedom, this is seen as something that can be put to

good use for the country.

It is therefore navonder that a few interviewees claim that foreigners will never be able to
understand what Boll ywood is about. They ge

these.

Meekasha: | was watching Kabhie Kushi Kabhi Kham with my brother in law, he is a
foreigner, and he said, how can she dance in a miniskirt in London where it is soo cold! But |
didndét | ook at it that way, I said just watoc

just coul dndét understand, tbwatchitve coul dndét ex

Furthermore, it is the perceived western sexual liberty wisisbmething that worries sorne
especially the girls. I n Holl ywood the eroti
and o6-ankméal ( Meekasha) . thBahangeaodf theobeauty ideBl @fltiey wo o

heroines towards fairer, slimmer and more naked women, is not always appreciated.

Interviews: Is there something you would like to see change in Bollywood?

Mrinalika: Yes, not so many itenumbers:* Because we sin the cinema, with so many
guys, we wouldnodét I i ke to show-respect.Buiftheg s | i k
would show women in full sarees, the movies

office is made of men. Male dominance

6.2 Conclusion

When asking the youth what Bollywood means to them, the general answer seemsttd be tha
mainly means entertainment, and an appreciation of the increase in cinematic diversity. They
feel their lives are being taken more serious noteyTare also happy that the cinema is

offering narratives that deal with social issues in a less glamorous manner.

#6101 theunrmber s6 refers to girls who show up as @hey extra |
dond6t have much to do with the movie itself, but are
actresses, doing an itemumber is a nice extra earning, but the implications for her career or image are highly

discussed in the magazines.
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Using the concept of the imagined viewer, bollywood mainly meaosnfirmaton of their
identities as young, middle/upperclas®l IndianThere are hardly any clues which indicate a
sense of crossational belonging

But, when asked about it further, they have no clear answer what is Indian though. It has
something to do with family, but traditions are highly questioned. The imagined benera
audience offers a view of how the youth formulate their idea of the general people living in
India. They are mostly impressionable, poor and unable to take an intellectually reflective
perspective on the movies they see.

In a global perspective, Bollyweal offers a sense of pride that it is improving and becoming a
global player, but this is due to their own efforts. Bollywood is an Indian cinema that takes
what is good in the West and balances it @lbobalization and westernization are mainly
experiened as an increase in variety, as well in goods (different movies) and in lifestyles.

They donét f or m aundesstaridings.hr eat to their self

It seems as if the youth imagine for themselves an important place in a society that is full of
inequalities.Dealing with the world or the global dimensions of thigientity is not so
important then. Although when taken seriously, they show an interest in l&sssargent

guestions.
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Two excerpts from The White Tiger, by Aavind Adiga

ARush hour arg, scooters, ImotorbikesCautorickshaws, black taxis, jostling for
space on the road. The pollution is so bad that the men on the motorbikes and scooters have a
handkerchief wrapped around their fadesach time you stop at a red light, you see a row of
men with black glasses and masks on their faces, as if the whole city were out on a bank heist
that morning.

There was a good reason for the face masks; they say the air is so bad in Delhi that it takes
ten years off a manodésatsfdon®f bavestpd bheat
it is just nice, cool, clean, aikconditioned air for us. With their tinted windows up, the cars of

the rich go like dark eggs down the roads of Delhi. Every now and then an egg will crack
openi a wo ma n @azzlingavithdyold bangles, stretches out of an open window, flings

an empty mineral water bottle onto the roaénd then the window goes up, and the egg is

r e s e aAdga 2008: 133134)

ADim streetlights wer e gl owisidegof tiiedraffic; amdrint o t h ¢
that orangehued hallight, 1 could see multitudes of small, thin, grimy people squatting,

waiting for a bus to take them somewhere, or with nowhere to go and about to unfurl a
mattress and sleep right there. These poor lvdsthad come from the Darkness to Delhi to

find some lighi but they were still in the darkness. Hundreds of them, there seemed to be, on
either side of the traffic, and their life was entirely unaffected by the jam. Were they even
aware that there wasjam? We were like to separate citiesiside and outside the dark egg.

| knew | was in the right city. But my father, if he were alive, would be sitting on that
pavement, cooking some rice gruel for dinner, and getting ready to lie down and sleep under
astreet | amp, and | couldnét stop thinking o

out there. So | was in some way (@dem: 138)f t he <c
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7. Conclusion

We have asked the questi@oes Bollywood help t@onstruct cosmopolitanism amongst
Indian urban youth, and if so, what does this mean for the understanding of cosmopolitanism?
Hereby we came to understand cosmopolitanism adtémdethat wants to move beyond the
duality of global and local antoldsplurality as a value

We have explored the possibility of Bollywood constructamgmopolitanismby showing

how cultural citizenship is the process of people reconstructing their sense of belonging by
using popular culturen a globalizing world, the namn as a source of community might be
declining in importance and other sources of community are gaining strength, mediated
through popular culture. Cinema, and specifically Hindi cinema, have this mediating power
through a process that | have conceptealias the imagined viewer. This standstfar way
viewers are simultaneously being cast into a viewer community that is formed by cinema (as a
practice, as an industry), and also create their own imaginations about the characteristics of
different viewercommunities.The detailed theoretical exploration of this power of popular
culture has made clear how we have to take the role of media in the formation of identity in
todayods wor |l d,aplaymg field that offeroopmortunities for pepptedefine

their sense of belonging on the one hand (and is therefore a source of empowerment), and on
the other hand it is a very diffuse playing field where it becomes growingly unclear who is in
charge of tk images and meanings involved in this conswacof belonging.n economic

terms popular culture is notlavel playing field

The analysis of Bollywood cinema has shown how this cineasadrastically changed under

the influence of globalization, mainly by becomimgre corporatizedBollywood is actually

a specific kind of Hindi cinema, with a great commercial appeal. It is under this name that the
world has come to know cinema from India, and hence has become synonymous with Indian
cinema. his hasboomeranged back to India, where much cinemavents itself in
6Bol | ywood s thgcome dommerciallysuccdssful. t o

At the same time a differentiatian cinematic forms can be witnessed, especially since the
millennium. Movies about different themes, without the typicahsala formula, have
complicated the difference between classifications such as art films, English films or
commer ci al fil ms. But it needs to be said,

The mairstreamcinema is a cunningly produced piece of entertainingurltwhere th
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audience is conceived of as a participatbogsumer who makes choices between different
products.The Bollywood entertainment industry has to keewenting itself to attract the
attention of the new customers, the boommmddle-class uban youngf India (and abroddl

These developments are most certainly reflected in the experiences that young viewers
express about Bollywoodlhe main concepts in understanding their cinema is that it is an
entertainment industry, which is specifigahimed at the youth.

From the perspective of the imagined viewer, the young viemaisly discern the young

and the old as viewer communities, and the poor versus the wealthy. The enormous popularity
of the movieRang de Basantndicates, thatn imag of the young, educated and wieHdo

are the peopl e who h a\ee findsgreanhgetognitidn andongstdhese f ut u
youth. The general audience, the masses, are not a community that is being associated with a
brighter future of the count. They are mostly imagined ampressionable, troubled and too

busy with managing a dap-day life. It is also thisyounggroup that is most associated with
understanding a gl obal i ma gaviesyand teflevision sepiea. mp | e
Very importantly, Bollywood is a sourcef national pride sinceit is experienced as India

going out into the world, andeing able to keep up with globalevelopmentsit therefore
doesndét do much harm to the c obbtd doesnatteetheo f t h
image of the communitiewithin India. This is also indicated by the fact that these youth

show considerable confusi@bout the meaning dndiana

The conceptin of the noAd ndi an, m oNedtelndyis asseciatéd witletereotyjcal

images such as modern (revealing clothing) maderial wealthThis western is however not

located outside India, but just as much part of India as well: the urban tmolsa strikingly
symbolized by the multiplex theatoeimshopping centreThe west is a land of empty
signifiers. On the other hand, the foreign viewer is imagined as someone fundamentally

different from themselvedt takes an Indian to really understand Bollywood, is the motto.

All in all, for the young viewers, Bollywood suppomsbelonging that isionIndian within
India, a fragmentationThis is heterotopian cosmopolitanism, since it reconfigures the local
andthe globalin an unfinished waymuch like the cosmopolitan Tamil identity of Moorti (see
4.4.).They experience themses as individuals of a changing and disrupted nation, and label
this more as a possibility than as a probl&urthermore, the youth show a high level of
awareness of there specific cultural background, taste} edanbst probablypecause of, and

notin spite of, the fact that Bollywood offers accessible and entertaining narnatoresand
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