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Chalte Chalte…

s we started packing up post our screening 
at a small community hall in Rajsamand 
village, Rajasthan, last March, a ten year old 
girl walked up to the projector and started 
looking behind the wall and into the projector 
curiously. She kept looking at the wall, tapped 
on the wall and tried to look behind the image 
projected and asked us, “TV bina kaise wahan 
pe film dikh raha hain?” (How can we see the 
film on the wall without a TV up there?)

 The first phase of Chalti Tasveerein Travelling 
Film Festival introduced us to so many enthusiastic 
and inquisitive souls, like this little girl, who had all 
sorts of questions about films: how we reached their 
school or village or basti, why we were screening these 
films, why we weren’t screening some other films, and 
who was paying us to do this! We explained at each 
venue how the whole travel was made possible by the 
efforts of enthusiasts whose time and efforts were being 
made available by their respective associations with 
organisations, movements, unions and formal/informal 
collectives who wished to challenge the prevalent 
structures of film-viewing in the country. A constant 
refrain through the festival was the idea of ‘freeing films’ 
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from the clutches of the mainstream political economy. 
This was realised by holding screenings of independent 
videos in spaces which weren’t previously available 
and in ways which hadn’t been necessarily explored by 
filmmakers.

 The screenings laid emphasis on encouraging 
viewers to actively engage with independent cinema 
and develop a critical eye towards the medium itself. 
The films screened were curated through multiple 
consultations with the Advisory Committee of 
Chalti Tasveerein and also with the inputs of partner 
organisations and enthusiastic cinephiles. Through 
screenings in sixty different locations in nine North 
Indian states that included schools, streets, panchayat 
halls, garages, bastis, colleges, union offices, anganwadis, 
factory workers’ dormitories and sea shores, Chalti 
Tasveerein could become one of the many efforts to 
bring cinema to the people.

 The festival opened our eyes to the wealth of 
opportunities the medium provides, and reaffirmed 
our faith in its potential to further social change and 
initiate engaging conversations. However, it would be 
incorrect to say that all our insights were positive and 
encouraging. The festival also exposed us to the many 
challenges the medium faces today in terms of wide 
access, reduced attention span of audience, proliferation 
of fake news, etc. The explosion of multimedia of a very 
specific kind too has impacted audiences across every 



spectrum and has given rise to many dangerous trends 
and have further entrenched xenophobia, misogyny, 
hatred and violence. Hence the organisers suggested 
that it is important to develop a critical eye towards the 
medium among the community members of the material 
they receive on social media and mainstream channels. 

 With this vision, the second phase of Chalti 
Tasveerein is conceptualised as a series of film festivals 
curated and organised by members of communities who 
will be trained in the process of film screening. These 
screenings would facilitate community engagement with 
the audio visual form and also further conversations on 
contemporary and relevant issues. This manual is a step 
to aid that process. 

 The document hopes to provide the reader with 
the technical know-how in conducting a community 
screening and also to zero in on the socio-political 
motivation behind the exercise. The articles prepared 
through conversations with various media practitioners 
associated with Chalti Tasveerein intend to highlight the 
importance of community film screenings in the current 
context and explore ways to encourage people to engage 
with the medium. Some of these have been compiled 
using extracts from sessions delivered at the workshop 
held before the first phase of the festival where around 
thirty people from the partner organisations participated. 
The transcriptions were prepared by Fouziya Tehzeeb 
who was integral in executing the workshop and also 



part of the yatra for 45 days. 

 In the first piece titled ‘People and Cinema’, 
Sanjay Kak briefly summarises the history of 
documentary filmmaking in India and draws attention 
to its relationship with the people and the importance 
of holding screenings independently. Sanjay Joshi’s 
article ‘Conversations at Community Screenings’ takes 
this idea forward and introduces ways to enhance the 
viewers’ experience and participation at the screenings. 
This is followed by Amudhan RP’s ‘Curating for a 
Community Film Festival’, which through instances from 
his experiences, offers an insight into the act of choosing 
films for a specific audience.

 The article by Asha Achy Joseph stresses on 
the importance of documenting community screenings 
and ways it can be used as a means to understand and 
map the transition of such screenings. This follows 
the narrative piece by filmmaker and teacher Fathima 
Nizaruddin who joined us for a couple of days during 
the yatra. Her piece on the experience of the journey 
highlights the challenges and learnings from community 
screening and articulates some very crucial aspects about 
the initiative. 

 Apart from these descriptive articles, we have 
put together a ‘Dos and Don’ts of film screening’ which 
is collated from our follies and mess-ups through the 
festival. There is an additional infographic which covers 



the technical aspects including equipment list, the many 
steps involved in film screenings and some things to 
remember. 

 The rationale behind having a majority of the 
document dedicated to personal experience stems from 
the idea that each film screening is an independent 
multifaceted event where every participant has a unique 
experience. Pracitioners have had varied and sometimes 
contradictory views on certain aspects of film screening 
and it is important that we acknowledge and dive 
through those differences. From our experience, we have 
learned that there is no perfect or right way to watch 
a film or even talk about a film. Still we hope that this 
document will help the readers organise a screening 
better and observe what unfolds... 

-Aswathy Senan & Sameer Gardner 
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People and Cinema: A Very Short Introduction
Sanjay Kak

n India, the first documentaries were made 
in the 1940s, as part of official British 
propaganda to convince largely unwilling 
Indians to participate in the Second World 
War. They were to be recruited as soldiers as 
well as civilians in the war effort, and the aim 
was to make Indians feel that the war was 
about them too. With independence in 1947, 
the scenario did change, but not in its essence: 
documentaries now became a medium to serve 
the interests of the newly formed government, 
and documentary filmmaking in India 
continued to be closely tied in with official 
propaganda.

 For almost a quarter-century, it was compulsory 
for cinema hall owners to screen a government-produced 
film before every show. This single 10 minute reel 
could show the visit of the Soviet Premier to India, a 
new variety of agricultural crop in Punjab, and less 
often, but much looked forward to, a cricket test-match 
report, or even something from the Olympics. Not 
only was it compulsory, the hall owners also had to 
pay the government to screen these films. Since it was 

 I



largely viewed as an imposition—by both exhibitors 
and audience—this early exposure to documentary 
films considerably damaged the relationship between 
documentaries and their audience in India.
 
 The declaration of the Emergency in June 1975 
was a significant marker in the contemporary history 
of India, and inevitably marked a major rupture in 
the cultural field. For almost three decades, artists and 
the intellectual class in India had seen themselves as 
part of the process of nation-building, and the idea of 
questioning the state was rare. With the Emergency, the 
privilege that journalists, writers and intellectuals had 
enjoyed, and their close and cordial relationship with 
the government began to pose a problem. While some 
cultural practitioners acquiesced, many were jailed; 
as a result their relationship with the state was deeply 
scarred, some would say forever.

 It was during this time of rupture that 
filmmakers like Anand Patwardhan, Utpalendu 
Chakravorty and Tapan Bose started making films, 

working closely with 
people in the civil 
liberties movement. 
Films like Prisoners 
of Conscience (1977, 
Patwardhan) and 
Mukti Chai (1977, 
Chakravorty) were 



15

followed by An Indian Story (1980, Bose). The 
documentary filmmaking tradition that developed after 
the Emergency, therefore, continued to have a close 
association with social movements, and filmmakers were 
able to build strong relationships with those working 
at grassroots level. In the absence of any institutional 
support for such films, even the movements had a certain 
confidence that there was no hidden agenda involved in 
the production of these films.

 To take just one useful example: over a period 
of twenty years, more than half a dozen films were made 
on the struggle against big dams in the Narmada valley. 
We cannot say whether the social movements benefitted 
from these films, but the films did play a supporting 
role, building an ecosystem of understanding, just as 
good journalism or outstanding photographs also can 
(remember the Vietnam War?). Because of the linkages 
with social movements and involvement of youth in such 
spaces, the culture of showing the films in colleges and 
universities also began to spread gradually.

 Technology too was undergoing a massive 
change during the early 1980s. The earlier processes of 
filmmaking were slow and expensive. The state was able 
to exercise considerable control, starting with access to 
negative film, which was an expensive and scarce item;  
acquiring it required permits and permissions, many of 
which were a carry-over from the wartime scarcities. 
This permission could be taken for granted for feature 
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and ad films, which were not inclined to take issue with 
the government, but it was significantly more difficult 
for a documentary. Before a final ‘release’, print of the 
film was released to the filmmaker, laboratories and 
producers were required to obtain a certificate from the 
government censor board.

 It was with the 1982 Asian Games, when 
the state-run Doordarshan began colour television 
broadcasts for the first time, that the shift in technology 
took place. A series of rapid changes occured soon after. 
Smaller, lighter video cameras arrived, and eventually 
so did desktop editing. Significantly, making films away 
from the scrutiny of the state became easier with the shift 
to the digital. To the enormous relief of filmmakers, the 
process of democratisation of filmmaking had finally 
begun. More and more people were drawn into making 
documentary films, and more activist groups and NGOs 
suddenly became aware of the value of making and 
screening such films. 

 In 2002, however, the Mumbai International 
Film Festival, India’s most celebrated documentary 
film event at the time, announced that it would screen 
only those films which had been cleared by the censor 
board. The target was clear: to choke the space that had 
been created and sustained by the new genre of activist 
documentary films. Filmmakers quickly came together 
to resist this move and decided to organise an alternative 
film festival,Vikalp. This festival was organised literally 
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across the road from the Mumbai Film Festival, and 
ended up becoming a bigger draw than the Government-
run event! The documentaries and short films that were 
screened received huge media coverage, and people 
realised nothing more than a large room, a projector, 
and some films were required to have a festival. Almost 
immediately several such festivals sprung up across the 
country, from Madurai to Gorakhpur. Some of these shut 
down after a point of time, but all of them played a role 
in increasing the audience base, not just for so-called 
activist films but also for a wide range of films, which 
used a variety of forms to tell their stories.

 Today, the difference between feature and 
documentary films is not of consequence, for the 
boundaries between them are fast blurring. What 
matters is the difference between commercial and non-
commercial films. Commercial cinema needs to produce 
something which can reach out to the largest number 
of people. The industry certainly does not want an 
entanglement with the state: it is a business after all. The 
possibility of challenging the existing social, cultural 
and economic paradigm exists only in non-commercial 
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cinema, and I dare say, particularly in documentaries.
The relationship between the documentary, our reality, 
and its audience creates a space for questioning what is 
around us, and that, in turn, helps to build a network. 

 When we are part of a film screening, it creates 
a space to engage and question. Each question has a 
role to play in creating a discourse, because people 
inevitably read films in different ways. This variety 
emerges only when people watch films together, and 
the picture that a film is attempting to paint becomes 
clearer only when people talk about it together. In and 
through these conversations, people often question 
filmmakers about the things they have decided to leave 
out in their documentaries. Perhaps that is the point of 
a documentary: to push people to think about what has 
been said and what has been left unsaid.

 The potential of any film depends largely on 
how it is screened. A film screening excites viewers just 
as watching a singer sing live at a concert excites music 
lovers. It gives them the chance to talk to filmmakers and 
fellow film lovers. It has a political dimension as well, 
particularly in today’s time when a singular ideology is 
being pushed and propagated by those in power. There 
are many possibilities to expand the potential of films, 
especially with the young, because it is from them that 
we are hearing the loudest voices of dissent. A range of 
different factors influence the impact of screenings which 
include, but are not limited to, the technical set up, the 



19

introduction of the film to an unfamiliar audience, the 
conversation surrounding the film, the frequency of the 
screenings, and more importantly the various genres of 
films. All these come together to form a process which is 
as exciting as it is vital.

 I would like to end with a quote from the recent 
book Towards a People’s Cinema (2018) by People’s Film 
Collective in Kolkata, who have been organising film 
festivals and film screenings in various parts of Bengal:

We would argue and claim that no cinema, 
documentary or otherwise, can intrinsically be 
a tool of dissent and resistance. How cinema is 
screened and viewed—the very act of projection, 
the time, place, situation, inclusivity and 
relationship between the organisers and the 
audience of a film screening is of paramount 
importance. What kind of an active response 
can film initiate in its audience depends on these 
factors.

(Adapted from a session delivered for a workshop of Chalti 
Tasveerein Travelling Film Festival 2018)
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Conversations at Community Screenings
Sanjay Joshi

ver the decades, the exhibition of cinema has 
developed almost as rapidly as its content. 
The first film festival was organised in Venice 
in 1932, and festivals have played a vital role 
in how people perceive and consume films 
ever since. Watching a film on a laptop or a 
desktop at home is different from watching it 
in a dark soundproof environment. Similarly, 
watching a film within the hustle and bustle 
of a film festival, in the presence of the actors 
and directors, allows for another kind of 
experience. In this article, I will be examining 
some of the factors that contribute to the 
experience of the collective viewing of 
cinema, with a special emphasis on the 
conversations that happen around such a 
screening. 

The Importance of Conversation
At a mainstream cinema theatre, the film is a product. 
The motivation behind the screening is to maximise the 
consumption of this product in order to gain profits. The 
number of screenings is directly proportionate to the 
profits gained. Therefore, it is in the interest of cinema 

O



21

halls to have as many shows as possible, and sell other 
complimentary products such as snacks in the process. 
It is therefore impossible to hope for a meaningful 
discourse surrounding films at a mainstream cinema 
theatre. The odd press conference, marketing gimmicks, 
etc. take place, but those are few and far between, 
depending on specific films. Unlike these mainstream 
film screenings, the main attraction at independent film 
festivals or community screenings are both the films 
and the conversations that follow after. Meaningful 
conversations in mainstream cinema theatres are almost 
impossible because to the simple agenda is to earn a 
profit; cinema is reduced to being a commodity for 
consumption. 

 Discussions at film festivals enhance the 
experience of the film, as different parts of it are brought 
into focus. Hearing the viewing experiences of different 
audience members compels viewers to look at films 
from different perspectives. Let me illustrate how this 
happens through a personal experience: At the fourth 
Udaipur film festival a documentary film titled Flames of 
Freedom (1991) by Subrata Kumar Sahu was screened 
on the second day, under the ‘Cinema of Resistance’ 
campaign. The film highlights the process of social 
change taking place in Odisha, by portraying the vital 
changes happening in the small village of Icchapur in 
Kalahandi district. Green and calm for many years, 
Icchapur became a hotbed for violence for a year when 
Brahmins conspired to adopt a local Adivasi goddess 
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Dokari and denied the Adivasis access to her temple. The 
time allotted for the discussion fell short after the 80 
minute film. The organisers had to request the audience 
to take the discussion to the tea break. The area where 
the tea was being served turned into a conference venue. 

 The discussion bore great relevance because the 
previous day Jayesh Solanki, who is associated with the 
Una Dalit Torture Fighting Committee, had discussed 
atrocities against Dalits in Gujarat. Through Flames 
of Freedom, the audience was trying to understand 
the social upheaval of Odisha with reference to what 
they heard from Jayesh. The complexities of the issues 
of upper caste violence in Odisha and Gujarat were 
understood better when they were put together. This 
engagement would not have been possible if people did 
not have a way to place specific problems within a larger 
geographical framework, and films are a particularly 
good medium to do this.

 The primary purpose of documentary films is 
to be a catalyst for such conversations. This is because 
documentaries address the issues plaguing society 
directly and attempt to provide a certain form of 
commentary. The commentary is meant to push viewers 
to contribute to the discourse around the issue being 
highlighted.



23

Engaging people in conversation
Obviously, a film can generate conversation only when it 
has been understood by the audience. However this is a 
fact often overlooked when people organise community 
screenings. The audience may not connect with a film for 
a variety of reasons. It could be the language, the context 
or even the aesthetic of a film which distances the 
audience from it. It is possible to influence some of these 
factors and attempt to bring a certain screening closer to 
its audience. 

 Let us look at some examples to see how: The 
Gorakhpur Film Festival was organised by the Cinema of 
Resistance campaign on 25-26th March 2017. The main 
objective and of this festival was to place an emphasis 
on new methods of showing films. Holy Cow (2016), 
directed by C.V Sathyan, is a documentary about the 
demand for a ban on cow slaughter. It explores animal 
killings within the purview of religious institutions 
and discusses the social, political, economic, and legal 
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arguments surrounding the issue. At the festival it was 
decided in advance that the film would be presented 
by Sybill K Vinodan, a professor of Political Science at 
Ambedkar University, Delhi, who brought along a copy 
of the film with English subtitles. Since the content of 
the film was in Malayalam, it was important for the 
subtitles to work; but due to some technical difficulties 
they were not displayed. The festival team decided to 
translate the whole movie on the spot! Sybill stopped the 
film at various points to translate the content into Hindi. 
This proved to be a blessing in disguise, as the audience 
grasped the film better than they would have had the 
English subtitles been displayed. 

 We came to know about the effectiveness of this 
approach from two things. Firstly, no cell phones rang 
during the translation which meant that people liked the 
way film was screened and secondly, the participation 
of the audience in discussions lasted longer than the 
allotted time. This proved to be a crucial lesson for all 
the organisers. This interactive method of showing a film 
must be explored further. 

 If the audience is unfamiliar with the language 
of the film, we don’t necessarily have to rely on subtitles. 
Subtitles are only effective in cases where the audience is 
accustomed to the idea of watching videos with subtitles. 
On the spot translation can be a more viable option 
in other cases. One way to do this would be by fading 
out the sound partially, and translating over the sound 
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while the music plays. It is important however, for the 
translator to figure out the timings for the fade-ins and 
fade-outs. Once mastered, this technique could add great 
value to our pursuit to make films and cinema more 
inclusive. In my experience, I haven’t met any filmmaker 
who would have a problem with someone translating 
their work, if this was a way to reach a wider audience.

 Another way to help facilitate the consumption 
of a film is by showing a film in excerpts. This is 
particularly helpful for films dealing with a context 
which the audience is unfamiliar with. For instance, 
when Shit (2003), a Tamil documentary about manual 
scavenging by Amudhan RP, was shown in North Indian 
schools, we began by talking to the students about what 
they knew about the Tamil language. As we showed 
them different parts of the film, we tried to familiarise 
them with the space and issues the film was dealing 
with. The objective of a screening of this kind is to help 
people connect with different parts of the country and 
thereby make them feel connected to the issues the film is 
pointing to. 

 A significant challenge in making a particular 
audience consciously engage with a film is to help them 
develop an interest in films which are different in its 
aesthetic and treatment. Often it can be seen that rural 
audience, especially those linked with a movement, could 
lose interest in a documentary unless it is dealing with an 
issue that affects them directly. Norman McLaren’s films 



are particularly useful in this regard. The simplicity of 
the films allows the organisers to introduce the audience 
to the language of films.

 What we usually do in such cases is to play the 
film, and cut out the sound. On doing this, we ask the 
audience if they liked the film. After this, we play the 
film and cut out the video and repeat the same question. 
This leads to a conversation about cinema as a marriage 
of audio and visual stimuli. Typically, this leads to 
conversations around more complex aspects of film. For 
instance, people have raised the point about the long 
shots in Shit, which gives the film its characteristic raw 
and honest quality. These conversations are not limited 
to ‘form’ alone. They also engage with the content. 

 The film Neighbours (1963) by Norman 
McLaren is a great example in this regard. I have 
screened this film in almost 150 different places and have 
seen this short film generate hour-long discussions. At the 
surface it talks about love and friendship, however the 
symbolism in the film allows it to be interpreted in many 
different ways. Gender, nationality and resources are 

some of the issues 
one can discuss 
with regard to this 
film. Moreover, one 
can also discuss 
the reactions to 
different parts of 
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the film, and urge people to reflect on why they laughed 
at certain points. 

 For instance, we have observed that young boys 
growing up in urban areas often laugh hard even when 
the characters in the film slap the women of the house. 
In this situation, you can share how their reactions 
are manifested by what they watch on TV. In a rural 
context, the film is often interpreted as depicting land 
disputes within families. Moreover, the history behind 
the reception of this film can also be used to further 
the conversation. The fact that it was banned by the 
government of the USA during the Vietnam War bears a 
testament to the importance of the film and can act as a 
trigger for discussion. Stories and trivia about a film and 
its reception add to the interest of the viewers.

 Screening films is a political act in itself, and 
it is essential to look at it that way. Therefore while 
facilitating conversations and screening films, one 
needs to encourage a multiplicity of interpretations 
and opinions. It is important to convey to the audience 
that film can be an influential medium to communicate 
ideas, while simultaneously providing an opportunity 
for a conscious viewer to exercise their agency. Hence 
community screenings and the conversations that follow 
after must be valued immensely and facilitated tactfully. 

(Adapted from a session delivered for a workshop of 
Chalti Tasveerein Travelling Film Festival 2018).
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Curating for a Community Film Festival
Amudhan RP

hile organising a film festival or a film 
screening, the curation of films is one of 
the crucial steps. The curation or selection 
of films is the central aspect of the event, 
around which all logistical and technical 
arrangements are made. Everything 
about the event, including its publicity, is 
contingent on the curation and hence the 
process should start well in advance. Here, 
I will lay out some of the crucial points 
to remember while curating for a film 
screening. 

Motive behind the festival
The selection of films is always intrinsically linked to 
the motivation behind organising the screening. It is 
this motivation that determines the ‘theme’ of a festival. 
When we think about the ‘motivation’ behind a festival, 
the organisers must ask themselves why they are running 
the festival, and should repeatedly revisit this question 
as they proceed. This will help you to arrive at a ‘theme’ 
for the festival. Once a theme is identified, it will help to 
narrow down the films to be screened and also determine 
the order in which they are to be screened.  

W
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 There are endless possibilities for themes one 
can think of, similarly there can also be many different 
motivations behind organising screenings. However, 
one common aspect of every screening is that it 
aims to facilitate a conversation around films. A film 
screening could be organised because of an important 
contemporary moment of political or social relevance, or 
a historical day or event. For instance, a certain political 
climate may demand an intervention from civil society 
through movie screenings.  It could also be because the 
people who are from a particular constituency (college, 
area, linguistic community, civil society organisation, 
political group) want to organise a screening. In all these 
cases understanding the audience, and the dynamics 
of the area in which the screening is being arranged, is 
imperative.  

Understanding the audience
Gauging the interest and intention of the audience is 
a complex process which is influenced by a range of 
factors. When organising a screening, one needs to have 
at least a vague, if not a clear, idea about the kind of 
audience. While it is not possible to list out all these 
factors, and these are not water tight categories, it may 
be useful to reflect on some of my experiences as a 
festival organiser, to help identify some of these factors in 
the process. 

 Given the turbulent political situation in our 
country, I was hoping to have a film festival which would 
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explore the theme of the ‘politics of hate and oppression’. 
However, I was aware of the risks involved, not only in 
the logistics, but also regarding the reception of such 
a festival. At a time when the mainstream media is 
subscribing to a biased majoritarian narrative, there was 
a strong possibility that the festival would be restricted 
to a few like-minded people, without reaching out to the 
masses. Thus we decided to have the festival centered on 
the idea of ‘social justice’. This allowed us to incorporate 
films which are not evidently ‘activist’, but explored 
different ideas of social justice. More importantly, 
this added to the range of people that the festival was 
targeting. ‘Social Justice’ was an idea that appealed to a 
larger magnitude of people and we managed to conduct 
screenings across various cities in the country: Delhi, 
Bangalore, Chennai, Patna, etc.

 Another vital part of understanding the audience 
is curating films that are likely to spark the desired 
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conversations among them. Selecting the films according 
to the demographics of your audience, in consultation 
with the local coordinators, is therefore a must. It is 
crucial to consult people from within the screening space 
to guide you to develop a theme. For example, a film 
festival within a college will require an engagement with 
the students and faculty to gain an understanding of the 
themes that would be best relevant or suited for them.

Pushing the audience
A vital part of any curation is providing the audience 
with an experience which differs from their regular 
experience of consuming films. This difference is often 
something which stems from ‘pushing’ the audience 
towards a new experience. Some of the ways of 
facilitating this push are as follows.

 Recently, we were trying to organise a screening 
of Kakoos (2017) a Tamil documentary by Divya 
Bharati, on the lives of people engaged in manual 
scavenging. As we spoke to different people about the 
film, many suggested that we screen the film for people 
engaged in manual scavenging. Nobody wanted to 
organise a screening for the people who were benefiting 
from this oppression. This is a common problem people 
run into while organising ‘theme-based’ film screenings. 

 For most people, documentary films become an 
avenue to learn, but their understanding of ‘learning’ is 
restricted to gaining information on subjects they think 
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bear relevance to 
them. A tendency 
to assume that a 
certain kind of film is 
not meant for them 
is quite prevalent 
among viewers. A 
good curation is one 

which pushes people to engage with things they are not 
instinctively interested in; it introduces the viewers to 
newer perspectives and challenges them to revisit their 
‘interests’. While screening Kakkos to a wide range of 
audiences, we were able to help a set of people realise 
that their lack of interest was born out of a subconscious 
invisibilisation of people who were very much part of 
their environment. 

Possibilities of the medium
Given the proliferation of videos all around, it is easy 
to ignore the value of the medium in itself. As a curator 
it is important to keep in mind that every film is a fresh 
engagement with the medium. A curator should also, 
therefore, try to push the audience to understand its 
various manifestations. 

 While one approach to curation can be based 
on theme, another can be based on genre. Pushing the 
viewers to watch films which don’t fall into categorical 
divisions of genre and form can yield interesting 
responses. When curating films for a festival in Chennai, 
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we decided to introduce a whole new category called TV 
documentaries. This was because many filmmakers were 
making short 20-30 minute documentaries to be screened 
for television. These follow a very specific format. We 
wished to introduce this newly developed format to 
the film enthusiasts at the festival and thus decided to 
include them. A curator should be open to the broadest 
possible definition of ‘films’ and should be experimental 
enough to not disregard films on the basis of genres or 
sources.

 A curator should also stay up to date with 
contemporary video content being made and circulated, 
and should be smart enough to use such content 
strategically. Stinking Story by Loksen Lalvani is a 
film commissioned by the Films Division of India on 
open defecation. Made in 1980, this film offers a very 
interesting critique of the government and can very 
tactfully be used to look at the current situation. It is 
possible to find interesting films coming from the most 
unlikely spaces. A curator must therefore have a keen eye 
when looking for films to screen. Restrictions of any kind 
are very dangerous for film screenings.

 There are many challenges and concerns that 
come up during film selection. These are influenced 
by factors such as state intervention, logistics, an 
unpleasant/intolerant member of the audience, technical 
issues, etc. Most of these factors have to be dealt with 
on a case to case basis. A curator is a facilitator in the 
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relationship between a cinematic work and the audience, 
and both the parties should benefit from this encounter. 
Curation is a task which is cinematic, cultural and 
political, and when undertaken earnestly, it is just as 
delightful and significant as making a film. 

(Prepared from an interview with Amudhan RP.)
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Documenting Community Film Screenings
Asha Joseph

hen I first watched Battleship Potemkin 
(1925), which is said to be a must-watch 
film for any movie lover, I didn't even 
realise that the ship was called Potemkin. I 
barely understood the film, but what was 
more important was to be able to say, "I 
have seen Battleship Potemkin". It was 
many years later that I understood what 
the film was actually about. That was also 
when I began realising that the reception 
of every film is inherently linked to the 
discourse surrounding it; a discourse 
which is a product of the context within 
which it is watched. In other words, the 
environment in which a film is watched 
and the dialogue (charcha) around it 
heavily influences our understanding of it.

 While I am no expert on film-viewing cultures, 
I grew up in Kerala where film societies and clubs have 
always been very popular. Therefore, I am conversing 
today on the basis of what I have witnessed and 
understood in my experience as a filmmaker, teacher 
and cinema lover. Collective viewing or watching films 

W



36

together positions a piece of art in a given context. When 
we think about the setting in which a film is watched, 
we realise that every setting has a different social and 
cognitive impact on the reception of the film. Just like 
the conversations around a film influence our experience 
of watching it, the act of watching a film alone and 
watching it in the presence of others is very different. The 
experience of Adivasi children as they watch a film in the 
presence of Medha Patkar is different from when they 
watch a film on a mobile phone. 

 The idea of the atmosphere affecting the 
reception of a film needs to be explored, and therein 
lies the need for more documentation of festivals and 
community screenings. This is of particular importance 
when we look at the rapid change in viewing cultures 
over the past few years. Over the years, both screens 
and videos have reduced in size. The 70 mm screen 
which stood at least nine feet away from the viewer is 
now a quarter inch screen in the palm of one’s hand. 
The available video content has changed significantly 
too. Films can now be two or three minutes long, and 
the modern day viewer is more impatient than ever. 
The economy is continually finding ways to monetise 
the crowds of faceless whistlers at movie halls. Hence, 
mainstream cinema is heavily dependent on stereotypical 
representations to draw crowds and make money. This 
industry has done little however to bridge the divide 
between filmmakers and film viewers.
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 The person watching a film on their mobile 
phone in a crowded train continues to have a limited 
exposure to the potential of the visual medium. The 
consumerist understanding of films dictates that films 
only be looked at as a source of momentary pleasure. 
This isn't to say that the earlier film societies or clubs 
were without their faults. The male gaze that was 
dominant even in the post screening discussions bears 
testament to the fact that cinema viewing spaces 
were never perfectly egalitarian. The discussions were 
dominated by men and women did not have the space to 
engage with a feminist viewpoint or even interpret films 
from their perspective.

 One way of attempting to move towards 
that is by bringing the viewers back into focus. 
Not as buyers as the corporates do, nor as the male 
intellectuals or connoisseurs of the film societies did; 
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but by acknowledging the heterogeneity and agency of 
viewers. An effective way of doing that is by creating 
documentation around community-funded film 
screenings: one that is repeatedly revisited to understand 
the shifts in the reception of films. This must not be 
limited to the content of the film, but should also include 
the technical aspects of the film. The impact of sound 
and picture quality on the experience of the viewers must 
be documented too.

 The goal of the documentation should be to 
allow the viewers to witness their own experiences of 
cinema. By observing the conversations and experiences 
that the screening give rise to, communities can have 
a better collective understanding of the medium while 
facilitators, researchers and filmmakers would gain a 
better understanding of their audiences. This could lead 
to a more wholesome and critical reception of cinema. 
The essence of collective film viewing must lie in bringing 
the viewers, in all their diversity, back into focus; and 
documentation plays a vital role in this project. Without 
it, we will continue to have cinema lovers who haven't 
really watched Battleship Potemkin.

(Prepared from an interview with Asha Joseph)
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My Travels with Chalti Tasveerein
Fathima Nizaruddin

s a documentary filmmaker, I have always 
been interested in the unique spaces 
of interaction which emerge during  
independent documentary film screenings 
in India. It is a very different mode of 
spectatorship. Instead of sitting in front of 
your TV or computer in your home, you  
join a community of viewers, for whom 
watching the film is often a starting point 
for a longer engagement with a particular 
topic or issue. 

 When the first phase of Chalti Tasveerein 
started, I was in a particular stage as a filmmaker. I 
had finished my film Nuclear Hallucinations (2016) 
which was centered around the Kudankulam anti-
nuclear struggle in Tamil Nadu. The film was screened 
at a few festivals. However, I was unable to screen 
the film more extensively. The experimental nature of 
the film was a hurdle in getting more screening spaces 
for it. By this time, I had reached a realisation: if you 
want to make your kind of film, you need to have 
your kind of audience as well. From John Abraham to 
Cinema of Resistance, there is a long history in India of 

 A
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travelling film collectives who managed to create their 
kind of audience. From my association with Cinema of 
Resistance, I had a sense that often the audience also 
start making films and this leads to a sustained kind of 
engagement around cinema. 

 Hence, when the travels of Chalti Tasveerein 
began, I was very keen to be part of the experience. 
The way in which these travels took place allowed 
people like me to join different phases of travel as per 
our convenience. With a regular 9-5 job in Delhi, it was 
not possible for me to be on the road for the entire 45 
days of the festival. However, the WhatsApp group of 
the team allowed me and many others to follow the 
journeys of the team, and to communicate with them  
and figure out a feasible time and slot to join the yatra. 
I met the entire Chalti Tasveerein team in Delhi during 
the screening at Gandhi Ashram organised by the girls 
of the hostel. The film being screened was Bina Paul’s 
The Sound of Silence (2017), which looks at the deeply 
patriarchal attitudes in Malayali society. It does this 
through highlighting the issue of discriminatory practices 
in girls and boys hostels in various colleges in Kerala and 
opened up an active discussion after the screening. As a 
woman from Kerala, I could identify with the concerns 
raised by many Malayali women from the hostel who 
were part of the audience.

 Some of these women had already travelled 
to join the Chalti Tasveerein team at various stages of 
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their journey. For me and many others it was a truly 
great experience to travel with the core team of Aswathy 
Senan, Fouzia Tehzeeb and Sameer Gardner who had 
travelled and executed the 45 day travelling film festival. 
It is often a lot easier for men to join travelling film 
activist initiatives such as these, and often they end up 
becoming a kind of male network. In the case of Chalti 
Tasveerein, having two young women in the core team 
attracted a lot of women towards the initiative. At 
Gandhi Ashram also, many volunteers joined, including 
me.

 I travelled to Saharanpur in Uttar Pradesh 
to join the screenings there. There were two main 
screenings: the audience members at each screening site 
were very different, and a lot of thought was put into 
the selection of films. The first screening was at a school 
and was attended by teachers as well as students. We 
began with a music video “Kodaikanal Won’t” which 
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criticises Hindustan Unilever for the way in which 
its factory created mercury poisoning at Kodaikanal. 
The music video was well received by the students 
and it led to a very engaged discussion on the need for 
stricter safeguards to control polluting industries. The 
documentaries which were screened at this venue were 
the classic Films Division Film I am 20 (1967) and Fazil 
and Shawn’s In the Shade of Fallen Chinar (2016). I am 
20 looks at India after twenty years of independence, 
while In the Shade of Fallen Chinar documents the 
ways in which Kashmiri youth use art to respond to the 
conflict in their area. The first film catalysed discussions 
on India then and now. The second film evoked responses 
about the hardships of living in a conflict zone and 

the need for a peaceful 
resolution of the issue.

 The next screening 
was a mohalla screening 
at Khata Khedi. The last 
video of the session on 
‘Bhim Army’ evoked a 
mixed response, because 
of the existing local 
relations in the area. The 
responses from each set of 
audience was treated as 
a learning experience by 
the team. I realised that 
the practice here was very 
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different from the set curatorial pattern of a traditional 
film festival screening. There was a genuine attempt to 
select a film that would work well with a given audience. 
Often the final decision about the film to be screened was 
made after an interaction with the community. 

 Our screenings with the Sikh Banjara 
community at Tehra Tongiya village in Uttarakhand gave 
me a further glimpse into the importance of a screening 
practice that emerges from constant conversations 
with its audience. Here one of the films we screened 
was Maati Ki Maan (2017), which was dubbed into 
Hindi from Malayalam. The story of the Arippa land 
struggle in Kerala struck a chord with the community 
at Tehra Tongiya, who shared experiences about their 
fights with the forest authorities and for land rights. 
Similarly, screening music videos of Ginni Mahi, a 
Dalit Sikh woman, touched the question of caste at 
Haripur Tongiya and generated vibrant response from 
the audience. There was a small Guru Ravi Dass shrine 
near the screening space. Some of the audience members 
approached us to ask more about the videos and we used 
their phones to show them the availability of the videos 
via Youtube and the possibility of seeing them as and 
when they wanted.

 I had to return to Delhi on the third day and 
I said good bye to the Chalti Tasveerein team after the 
screening at Haripur Tongiya. But, my short journey 
with the team was an eye-opening experience for me. I 
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realised that the audience is not the ‘people out there’ 
who just turn up to watch your film. When you meet 
people at their village or mohalla, share food with 
them and work together to create a makeshift screening 
space out of nowhere, a new kind of screening practice 
emerges. The whole screening experience becomes very 
interactive and creates spaces for new beginnings. For 
example, at Tehra Tongiya, there were discussions about 
the possibility of creating videos about the land struggle 
in the area. 

 Chalti Tasveerein has made me reexamine my 
own practice as a filmmaker. I did not screen my film 
during the journey, but being part of the processes of 
selecting an appropriate film for each audience allowed 
me to see the need for cinema to  have a more interactive 
relationship with the audience. In my next project, I 
intend to work together with diverse sets of viewers to 
make the film, instead of making a finished film and 
going in search of an audience.

 It is very easy to sit and complain about the 
crass narratives and the prejudices of mainstream media. 
But, if you are ready to take up a projector and travel, 
there are people across the country who are ready to 
watch different kinds of cinema. Through such cinema, 
new conversations begin, and they certainly contain 
possibilities for a more equal society. 
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From our travel notes: 
Dos and Don’ts of Film Screening

Dos 

1. Do introduce the film by giving the details of the 
filmmaker, the theme of the film and some trivia 
about it before the film starts. 

2. Divide roles between the screening team members 
well in advance and delegate duties: setting up the 
projector, introducing the film, managing the entry 
of viewers, checking sound, publicity of the event, 
documentation of the event, etc. Make sure everyone 
is well aware of their duties and sticks to what they 
have been assigned unless there is some crisis.

3. Have a detailed equipment list which includes the 
number of wires, nails and even stones, if you have 
any! Remember to do an equipment check before 
and after every screening. 

4. Keep a backup of all your films on at least one 
other hard disk or pen drive. Copy the films to be 
screened directly onto the laptop in advance to avoid 
interruptions during the screening.

5. It is also important to organise the films properly: 
alphabetically or by genre. The best way is in fact 
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to organise them by session for screening. Have a 
fixed format to name the files and if there is more 
than one version of a film, remember to name the 
files accordingly and clearly. The person handling the 
laptop at the screening must know the order of the 
films and the folders they are in. 

6. Remember to keep your laptop fully charged before 
the screening starts. Many spaces have limited 
plug points. Alternatively, carry a couple of extra 
extension boards. 

7. Have an extension board with five or more sockets 
and a wire that is a minimum of 30-40 feet long.

8. Request people to switch off their mobile phones or 
put them on silent. Emphasise how distracting it is to 
those watching the films, if a phone rings during the 
screening.  

9. As of now VLC is the most effective multimedia 
player programme. Ensure that you have 
downloaded VLC player onto the laptop.

10. If you are doing live translation of the film, please 
keep a hard copy of the translation on hand. Ensure 
that you have at least one rehearsal before the 
screening.

11. Check if the visual and sound is clear and audible till 
the last row of the room. 

12. Many people may ask for copies of the films. Make 
sure you have a plan to make them available: pass 
them on to one or two community members or share 
online links (as long as you are allowed to distribute 
them freely).
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13. Always plan the screening in such a way that there 
is ample time for conversations. Make sure you have 
a plan to moderate the conversation, in consultation 
with the local coordinators. For example, you can 
have a pre-decided set of questions for the audience 
to start the conversation, or you can open the floor 
for questions to the filmmaker if they are present. 

14. Ensure that the screening room/place has maximum 
darkness. Keep in mind that even indoor lighting 
is different at different times in the day. Request 
the local point person to make any necessary 
arrangements in advance. If possible keep a few 
black cloth pieces in your luggage. The positioning 
of the door is important, and light shouldn’t fall on 
the screen when it is opened.

15. It is good practice to always ask the permission of 
the filmmaker before screening their film for a film 
festival. 

16. Have a hat, box or piece of cloth to pass around 
to collect donations after the screening. Do lay 
emphasis on the fact that the point of the screening 
is to promote community participation in the 
screening and hence it is important for people to 
contribute as much as they would like.

17. Ensure that there is a person who clicks photos of 
the event, and that someone writes a small note for 
documentation or publicity purposes. This could also 
include some of the questions or observations that 
come up during the conversation about the film. 

18. Always thank the audience and appreciate their 
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interest and participation at the film screening. 
19. Create a comment wall using white chart paper and 

sketch pens. Do encourage people to write down 
their thoughts after the screening or during the 
break. This will ensure that those who may not want 
to speak to the crowd still have a chance to express 
their view.

20. In case the equipment used for the screening are 
rented, do return them within the stipulated time 
intact.

Dont’s

1. Children often get fascinated by the projector and 
other equipment - do not let them touch or play with 
any of it. You can keep them engaged by getting 
them to help you put up posters, chart paper to 
darken the room, etc.

2. Do not leave the equipment unattended. At least one 
person from the team or a technician should be on 
guard. 

3. Do not connect the projector directly to the plug 
point. Use a UPS instead to avoid the danger of 
electric fluctuation.

4. Do not reach the venue at the exact time of the 
screening. Reach at least a couple of hours in 
advance so you have time to do a thorough check of 
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the screening place and the sound quality. 
5. Do not force people to speak up after a screening, 

explore ways to encourage and support them to 
participate in the conversation.

6. Do not get into arguments with the viewers about 
any particular film. Instead try to facilitate a 
discussion and put forward your point of view. 
Emphasise the agency of the viewer at every 
screening.

7. Do not screeen low resolution files of the film. 
The filmmakers will be able to provide the highest 
resolution of the films available which should be 
used for screening. 

8. Do not screen a film without having watched it 
yourself beforehand.

9. Do not operate someone else’s equipment without 
taking permission and gaining an understanding of 
how to operate it.

10. Do not allow any physical activity such as running, 
fighting, etc. near the projector and speakers.

11. Do not leave the projector on if the film screening 
is not happening. The life of the projector depends 
on the life of the bulb, and hence it should be used 
judiciously. 

12. Do not proceed with a screening without obtaining 
permission from the person-in-charge of the space. It 
is preferable to obtain a written confirmation from 
the owner of the property.

13. Do not put up posters on walls of the room in which 
the screening is happening without the permission 
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from your host. 
14. Do not discourage questions about your motives, 

goals or experiences. 
15. Do not encourage arguments between the members 

of the audience. If the discussion starts getting too 
aggressive, intervene and stop it from escalating, or 
request the local coordinator to do so. 

16. Do not leave the premises of the venue while the film 
screening is happening. Be around and available in 
case any technical glitch happens or to answer any 
query from the audience. 

17. Do not do outdoor screening without ample 
preparation to deal with unexpected rains, barking 
dogs, roaming cows, and curious children!

18. Do not let people talk on their phone during 
screening. Ask them politely to leave the room if 
answering the call is unavoidable. 

19. Never pause the screening while the credits are 
playing. It is important to play the movie till the last 
name has been displayed. 

20. Do not let the generator be placed anywhere near 
the screening space. The constant buzzing sound will 
disturb the audio experience of the film.
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Things to know

1. There are two kinds of cables that connect the laptop 
to the projector:

HDMI: This is the cable which most new laptops have. 
Remember that this cable transfers both video and audio. 
Therefore you will need to change the settings on your 
laptop so as to make sure the sound comes from your 
speakers and not the projector.

VGA: Most of the older laptops will have this cable. This 
cable goes into a thicker port and usually has screws 
accompanying the plug, which makes it very stable. This 
only transfers video and not sound, therefore a change in 
settings is not required. Remember to always check your 
laptop to see what cables fit into it; almost all projectors 
have inputs for both kinds of cables.

2. After the projector is set up there are likely to be some 
problems with the screen. In order to get the best picture 
quality one must go through the settings of the projector 
and adjust the brightness, aspect ratio etc. to one’s 
satisfaction. 

3. Ideally the screen should be perpendicular (90 degrees) 
to the ground. However if that isn’t the case then the 
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picture could take a trapezium shape.

This can be adjusted by using the keystone feature 
available on all projectors. The keystone can be adjusted 
vertically and horizontally.                           

4. The volume should never be set to the full capacity 
of the speakers. Ideally, changes in volume, if required, 
should be done from the source which is the laptop. 
If using VLC, keep the volume in the green zone at all 
times. It is advisable to figure out the optimal volume 
for a particular venue well in advance. Always try to 
ensure that the audio systems are placed at the same side 
as the screen so that they both emanate from the same 
direction.

(Prepared with inputs from PD Valson)
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Team Chalti Tasveerein

It is with the support of activists, volunteers and film 
enthusiasts from the following groups that we were able 
to sustain Chalti Tasveeerein in the last year. They have 
been integral in various steps of the process of the film 
festival: curation, publicity, organizing films, logistics 
arrangements, and initiating discussion on films. 

• Adivasi Vikas Manch, Rajasthan 
• All India Democratic Women’s Association, 

Himachal Pradesh 
• All India Kisan Sabha 
• All India Peoples Science Network
• All India Union of Forest Working People, Uttar 

Pradesh & Uttarakhand 
• Awadh Peoples Forum, Uttar Pradesh 
• Bharath Gyan Vigyan Samiti, Himachal Pradesh & 

New Delhi 
• Budhan Theatre Society, Gujarat 
• Cinema of Resistance, Uttar Pradesh &New Delhi 
• Delhi Forum 
• Delhi Solidarity Group
• Delhi Young Artists Forum
• Dynamic Action, Kerala
• Ektara Collective, Madhya Pradesh 
• Guhaar, New Delhi 
• Harela Society, Uttarakhand 
• Himachal Gyan Vigyan Samiti 
• Insani Biradri 
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• Jagori, Himachal Pradesh 
• Jan Dastak Sanskritik Manch, Uttar Pradesh 
• Macchimar Adhikar Sangharsh Sangathan, Gujarat 
• Matu Jan Sangathan, Uttarakhand 
• Mazdoor Kisan Shakti Sangathan, Rajasthan 
• Minority Coordination Committee, Gujarat 
• Muskaan, Madhya Pradesh 
• Narmada Bachao Andolan, Madhya Pradesh & 

Maharastra 
• Narmada Navnirmaan Abhiyaan, Maharastra 
• National Alliance of Denotified Tribes, Rajasthan & 

New Delhi 
• National Alliance of People’s Movements, New Delhi 
• National Domestic Workers Union, New Delhi 
• National Fishworkers’ Forum
• National Foundation for Social Development, 

Rajasthan 
• New Trade Union Initiative 
• Pakistan India Peoples’ Forum for Peace and 

Democracy (India Chapter)
• Partners in Justice Concerns India
• People’s Union for Civil Liberties 
• Pinjratod, New Delhi 
• Progressive Cinephiles (Punjab University), 

Chandigarh 
• Rajasthan Mahila Kaamgaar Union 
• Rajasthan Asangathit Mazdoor Union 
• Samast Bharuch Jilla Macchimar Samaj, Gujarat 
• Sambhavana, Himachal Pradesh 
• School for Democracy, Rajasthan 
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• Stree Mukti Sangathan, Uttar Pradesh 
• Udaipur Film Society, Rajasthan 
• Vigyaan Foundation, Uttar Pradesh

Advisory Committee

• Aanchal Kapoor 
• Amudhan RP 
• Asha Achy Joseph 
• Kislay Gonzalvez 
• Nakul Singh Sawhney 
• Rahul Roy
• Ranjan De
• Sanjay Joshi
• Sanjay Kak
• Satish Poduval
• Tarini
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Partners of Chalti Tasveerein

Chalchitra Abhiyan
A film and media co-operative that trains local people 
in audio-visual media. Taking counter-culture to your 
homes. Because, counter-culture is mainstream culture.

Cinema of Resistance
A community-based grassroots cultural movement in 
India that started in Gorakhpur in 2006. It has carried 
out initiatives throughout the country – from big cities to 
small towns – through community screenings, film clubs 
and universities. Being a cultural campaign, CoR screens 
films from Indian languages and those around the world 
and provides a platform for activist film-makers and 
marginalized groups facing injustices as well as a space 
for a dialogue between these groups and students. In 
2013, People’s Film Collective joined and extended this 
movement – hitherto popular in the northern states – to 
the eastern state of West Bengal.

Kriti Film Club
An independent documentary viewing and sharing 
initiative of Kriti team which works as a support group 
on development and human rights. The screenings are 
organised in solidarity and support to the issues and 
movements in question.
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Magic Lantern Movies
Magic Lantern Movies (MLM) works in the field of 
production and circulation of knowledge and culture. 
They aim to create a discursive public sphere through 
multiple levels of engagement with the documentary 
practice. It does research on cinema, conceptualise and 
create a market for documentaries in a situation where 
traditional markets either don’t exist or are prohibitively 
expensive apart from production, exhibition, curation, 
dissemination, training and creating public-access 
archives of films that are difficult to find in the public 
domain. 

Marupakkam
Started by Amudhan RP, in 1997, Marupakkam is a 
media activism group that deals with social issues. It also 
coordinates the Madurai International Documentary 
and Short Film Festival, starting 1998. The festival is 
free entry and is a non-funded initiative without any 
corporate support and collaborates with universities and 
colleges in Madurai to provide screening venues and 
volunteers. Along with screening films, Marupakkam 
also trains people in filmmaking. 

Media Collective
Media Collective is an experiment of individuals and 
groups using diverse creative mediums as the mode 
of interaction with people’s struggles and politics. 
In the process, it hopes to evolve a creative spirit 
and expression, as well as a community of media 
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practitioners who can provide an alternative to 
mainstream media practices. 

ViBGYOR Film Collective
ViBGYOR Film Collective (VFC), formed in February 
2006, is an open coalition of various networks and 
groups, representing Indigenous People, Dalits, Youth, 
South Asian Relations, Human Rights, Environment 
and Development, Women’s Issues, Globalisation, 
Labour, Culture and Media etc. at National and South 
Asian level. The ViBGYOR Film Festival is the largest 
alternate film festival in South Asia. It is a five-day-long 
film festival held every year at the Sangeetha Nataka 
Academy Campus in Thrissur. ‘Celebrating Identities and 
Diversities’ is the central theme of ViBGYOR.





Chalti Tasveerein is an initiative that attempts to provide 
a collective experience of cinema viewing to a wider set 
of audience in small towns, rural areas, settlements in 
cities and educational institutions to watch inventive 
works across genres, styles, intent and content. It aspires 
to foster an alert viewing culture as well as a love for 
different kinds of cinema with the motto ‘cinema-
charcha-aur mil baat ke kharcha’. This manual lays 
down the fundamentals, motivations, processes and 
strategies behind organising community film screening.


