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Bangalore Film Society is a nonprofit organisation consisting of cineastes 
who explore cultural politics through the  medium of cinema and how 
cinema impacts and shapes modern cultural practices, politics and social 
behaviour. BFS has  been organising film screenings and discussions on 
feature and documentary films and also has been proactively curating  film 
festivals and conducting conferences on various themes for the past 40 
years. 

¨ÉAUÀ¼ÀÆgÀÄ ¦ü¯ïä ¸ÉÆ¸ÉÊn MAzÀÄ ¯Á¨sÉÆÃzÉÝÃ±À«®èzÀ ¸ÀA¸ÉÜAiÀiÁVzÀÄÝ, ¹¤ªÀiÁ ªÀiÁzsÀåªÀÄzÀ 

ªÀÄÆ®PÀ ¸ÁA¸ÀÌøwPÀ gÁdQÃAiÀÄªÀ£ÀÄß C£ÉÃé¶¸ÀÄªÀ avÀæ ¤ªÀiÁð¥ÀPÀgÀ£ÀÄß M¼ÀUÉÆArgÀÄvÀÛzÉ ªÀÄvÀÄÛ 

ZÀ®£ÀavÀæªÀÅ DzsÀÄ¤PÀ ¸ÁA¸ÀÌøwPÀ DZÀgÀuÉUÀ¼ÀÄ, gÁdQÃAiÀÄ ªÀÄvÀÄÛ ¸ÁªÀiÁfPÀ £ÀqÀªÀ½PÉAiÀÄ£ÀÄß 

ºÉÃUÉ ¥Àæ¨sÁ«¸ÀÄvÀÛzÉ ªÀÄvÀÄÛ gÀÆ¦¸ÀÄvÀÛzÉ. BFS ZÀ®£ÀavÀæ ¥ÀæzÀ±Àð£ÀUÀ¼ÀÄ ªÀÄvÀÄÛ ªÉÊ²μÀÖå avÀæUÀ¼À 

ªÀÄvÀÄÛ ¸ÁPÀëåavÀæUÀ¼À PÀÄjvÀÄ ZÀZÉðUÀ¼À£ÀÄß DAiÉÆÃf¸ÀÄwÛzÉ ªÀÄvÀÄÛ PÀ¼ÉzÀ 40 ªÀμÀðUÀ½AzÀ 

ZÀ®£ÀavÉÆæÃvÀìªÀUÀ¼À£ÀÄß £ÀqÉ¸ÀÄwÛzÉ ªÀÄvÀÄÛ ««zsÀ «μÀAiÀÄUÀ¼À PÀÄjvÀÄ ̧ ÀªÉÄäÃ¼À£ÀUÀ¼À£ÀÄß £ÀqÉ¸ÀÄwÛzÉ.

Film Southasia is a biennial documentary festival launched in 1997 with 
the goal of popularizing the genre of non-fiction film to inform, educate, 
entertain and help transform lives and livelihoods. We believe that non-
fiction film is a powerful medium that contributes immensely to initiatives to 
bring change at the local and national level besides representing the region 
internationally.

¦ü¯ïä ¸ËvÁ¹AiÀiÁ J£ÀÄßªÀÅzÀÄ 1997 gÀ°è ¥ÁægÀA¨sÀªÁzÀ zÉÊéªÁ¶ðPÀ ¸ÁPÀëåavÀæ GvÀìªÀªÁVzÀÄÝ, fÃªÀ£À 

ªÀÄvÀÄÛ fÃªÀ£ÉÆÃ¥ÁAiÀÄUÀ¼À£ÀÄß w½¸À®Ä, ²PÀët ¤ÃqÀ®Ä, ªÀÄ£ÀgÀAd£É ªÀÄvÀÄÛ ¸ÀºÁAiÀÄ ªÀiÁqÀ®Ä 

PÁ®à¤PÀªÀ®èzÀ ZÀ®£ÀavÀæzÀ ¥ÀæPÁgÀªÀ£ÀÄß d£À¦æAiÀÄUÉÆ½¸ÀÄªÀ UÀÄjAiÉÆA¢UÉ ¥ÁægÀA©ü¸À¯ÁVzÉ. 

PÁ®à¤PÀªÀ®èzÀ ZÀ®£ÀavÀæªÀÅ ¥Àæ§® ªÀiÁzsÀåªÀÄªÁVzÉ JAzÀÄ £ÁªÀÅ £ÀA§ÄvÉÛÃªÉ, CzÀÄ ¥ÀæzÉÃ±ÀªÀ£ÀÄß 

CAvÀgÀgÁ¶ÖæÃAiÀÄ ªÀÄlÖzÀ°è ¥Àæw¤¢ü¸ÀÄªÀÅzÀgÀ eÉÆvÉUÉ ¸ÀÜ½ÃAiÀÄ ªÀÄvÀÄÛ gÁ¶ÖæÃAiÀÄ ªÀÄlÖzÀ°è 

§zÀ¯ÁªÀuÉAiÀÄ£ÀÄß vÀgÀ®Ä G¥ÀPÀæªÀÄUÀ½UÉ C¥ÁgÀ PÉÆqÀÄUÉ ¤ÃqÀÄvÀÛzÉ.

Shramana Samskruti Trust® is a collective of educators and artists who share 
a common vision of building a plural, inclusive and just society. The mission 
of the trust is to empower the youth, Children and Women through creative 
arts and Social skills  to work as agents of transformation in society. The 
founders of the trust bring in decades of collective experience in education, 
arts, and community engagement to create truly original and creative 
projects aimed at a holistic empowerment of communities. The trust has its 
office in Thippuru of Bangalore Rural district and works across Karnataka.

The Hri Institute for Southasian Research and Exchange is engaged with 
scholarship in the arenas of politics and culture in Southasia. The Hri 
endeavour, besides engaging in political issues of cross-border relevance, 
focuses on culture, music, literature and the performing arts. Our diverse 
projects are an effort to animate the intellectual and cultural space in 
Southasia, through a gender and intersectional lens.

St. Joseph’s College of Commerce (SJCC), originated as the Department 
of Commerce at St. Joseph’s College in 1949, subsequently evolving into 
an autonomous institution with its premises on Brigade Road in 1972. The 
institution envisions higher education as a catalyst for fostering a socially just 
world, while its mission focuses on empowering individuals to actualize this 
vision. In pursuit of its goal to provide high-quality education, the college 
continuously innovates across all facets of higher learning.

Gamana Women’s Collective: Gamana from the word meaning journey or 
departure (Hindi) and also mindfulness  (Kannada) is a women’s collective that 
seeks to weave in concerns of gender justice and feminist understandings 
of power,  politics and plurality while working through crisis intervention, 
campaigns and strengthening solidarities in and with  diverse vulnerable 
communities.

UÀªÀÄ£À ªÀÄ»¼Á ¸ÀªÀÄÆºÀ : UÀªÀÄ£À, ¥ÀæAiÀiÁt CxÀªÁ ¤UÀðªÀÄ£À (»A¢) ªÀÄvÀÄÛ ¸ÁªÀzsÁ£ÀvÉ (PÀ£ÀßqÀ) 

JA§ ¥ÀzÀ¢AzÀ C£Ë¥ÀZÁjPÀ ªÀÄ»¼Á ¸ÀªÀÄÆºÀªÁVzÉ, EzÀÄ ¸ÀªÀÄÄzÁAiÀÄzÀ ªÀÄzsÀå¹ÜPÉUÀ¼ÀÄ, 

C©üAiÀiÁ£ÀUÀ¼ÀÄ, vÀgÀ¨ÉÃw ªÀÄvÀÄÛ ¸ÁA¹ÜPÀ MUÀÎnÖ£À PÉëÃvÀæUÀ¼À£ÀÄß D¼ÀªÁV¸À®Ä ¥ÀæAiÀÄwß¸ÀÄvÀÛzÉ, CzÀgÀ 

C£ÉÃPÀ ¸ÀzÀ¸ÀågÀÄ zÀ±ÀPÀUÀ½AzÀ ¸ÁéAiÀÄvÀÛ ªÀÄ»¼Á ZÀ¼ÀÄªÀ½AiÀÄ°è vÉÆqÀV¹PÉÆArzÁÝgÉ.

±ÀæªÀÄt ¸ÀA¸ÀÌøw læ¸ïÖ® §ºÀÄªÀZÀ£À, CAvÀUÀðvÀ ªÀÄvÀÄÛ £ÁåAiÀÄAiÀÄÄvÀ ¸ÀªÀiÁdªÀ£ÀÄß ¤«Äð¸ÀÄªÀ 

¸ÁªÀiÁ£Àå zÀÈ¶ÖAiÀÄ£ÀÄß ºÀAaPÉÆ¼ÀÄîªÀ ²PÀëtvÀdÕgÀÄ ªÀÄvÀÄÛ PÀ¯Á«zÀgÀ ¸ÀªÀÄÆºÀªÁVzÉ. ¸ÀªÀiÁdzÀ°è 

¥ÀjªÀvÀð£ÉAiÀÄ KeÉAmïUÀ¼ÁV PÉ®¸À ªÀiÁqÀ®Ä ¸ÀÈd£À²Ã® PÀ¯ÉUÀ¼ÀÄ ªÀÄvÀÄÛ ¸ÁªÀiÁfPÀ PË±À®åUÀ¼À 

ªÀÄÆ®PÀ AiÀÄÄªÀPÀgÀÄ, ªÀÄPÀÌ¼ÀÄ ªÀÄvÀÄÛ ªÀÄ»¼ÉAiÀÄgÀ£ÀÄß ¸À§°ÃPÀgÀtUÉÆ½¸ÀÄªÀÅzÀÄ læ¸ïÖ£À zsÉåÃAiÀÄªÁVzÉ. 

læ¸ïÖ£À ¸ÀA¸ÁÜ¥ÀPÀgÀÄ ²PÀët, PÀ¯ÉUÀ¼ÀÄ ªÀÄvÀÄÛ ¸ÀªÀÄÄzÁAiÀÄzÀ vÉÆqÀV¹PÉÆ¼ÀÄî«PÉAiÀÄ°è zÀ±ÀPÀUÀ¼À 

¸ÁªÀÄÆ»PÀ C£ÀÄ¨sÀªÀªÀ£ÀÄß ¸ÀªÀÄÄzÁAiÀÄUÀ¼À ¸ÀªÀÄUÀæ ¸À§°ÃPÀgÀtzÀ UÀÄjAiÉÆA¢UÉ ¤dªÁzÀ ªÀÄÆ® 

ªÀÄvÀÄÛ ¸ÀÈd£À²Ã® AiÉÆÃd£ÉUÀ¼À£ÀÄß gÀa¸À®Ä vÀgÀÄvÁÛgÉ. læ¸ïÖ ¨ÉAUÀ¼ÀÆgÀÄ UÁæªÀiÁAvÀgÀ f¯ÉèAiÀÄ 

w¥ÀÇàj£À°è vÀ£Àß PÀZÉÃjAiÀÄ£ÀÄß ºÉÆA¢zÉ ªÀÄvÀÄÛ PÀ£ÁðlPÀzÁzÀåAvÀ PÁAiÀÄð¤ªÀð»¸ÀÄvÀÛzÉ

¸ÉÃAmï eÉÆÃ¸É¥sïì PÁ¯ÉÃeï D¥sï PÁªÀÄ¸ïð (SJCC), 1949 gÀ°è ¸ÉÃAmï eÉÆÃ¸É¥sï PÁ¯ÉÃf£À°è 

ªÁtÂdå «¨sÁUÀªÁV ºÀÄnÖPÉÆArvÀÄ, vÀgÀÄªÁAiÀÄ 1972 gÀ°è ©æUÉÃqï gÀ¸ÉÛAiÀÄ°ègÀÄªÀ vÀ£Àß 

DªÀgÀtzÉÆA¢UÉ ¸ÁéAiÀÄvÀÛ ¸ÀA¸ÉÜAiÀiÁV «PÀ¸À£ÀUÉÆArvÀÄ. ¸ÀA¸ÉÜAiÀÄÄ G£ÀßvÀ ²PÀëtªÀ£ÀÄß GvÉÛÃf¸À®Ä 

ªÉÃUÀªÀzsÀðPÀªÁV gÀÆ¦¸ÀÄvÀÛzÉ. ¸ÁªÀiÁfPÀªÁV PÉÃªÀ® dUÀvÀÄÛ, CzÀgÀ GzÉÝÃ±ÀªÀÅ F zÀÈ¶ÖAiÀÄ£ÀÄß 

ªÁ¸ÀÛ«ÃPÀj¸À®Ä ªÀåQÛUÀ½UÉ C¢üPÁgÀ ¤ÃqÀÄªÀÅzÀgÀ ªÉÄÃ¯É PÉÃA¢æÃPÀj¸ÀÄvÀÛzÉ. G£ÀßvÀ-UÀÄtªÀÄlÖzÀ 

²PÀëtªÀ£ÀÄß MzÀV¸ÀÄªÀ vÀ£Àß UÀÄjAiÀÄ C£ÉéÃμÀuÉAiÀÄ°è, PÁ¯ÉÃdÄ G£ÀßvÀ PÀ°PÉAiÀÄ J¯Áè CA±ÀUÀ¼À°è 

¤gÀAvÀgÀªÁV D«μÁÌgÀUÉÆ¼ÀÄîvÀÛzÉ.

Hri E£ï¹ÖlÆåmï ¥sÁgï ¸Ëvï K¶AiÀÄ£ï j¸ÀZïð CAqï JPïìZÉÃAeï ¸ËvÁå²AiÀiÁzÀ°è£À 

gÁdQÃAiÀÄ ªÀÄvÀÄÛ ¸ÀA¸ÀÌøwAiÀÄ PÉëÃvÀæUÀ¼À°è «zÁåyðªÉÃvÀ£ÀzÉÆA¢UÉ vÉÆqÀV¹PÉÆArzÉ. HRI 

¥ÀæAiÀÄvÀßªÀÅ UÀrAiÀiÁZÉV£À ¥Àæ¸ÀÄÛvÀvÉAiÀÄ gÁdQÃAiÀÄ ¸ÀªÀÄ¸ÉåUÀ¼À°è vÉÆqÀV¹PÉÆ¼ÀÄîªÀÅzÀgÀ eÉÆvÉUÉ, 

¸ÀA¸ÀÈÌw, ¸ÀAVÃvÀ, ¸Á»vÀå ªÀÄvÀÄÛ ¥ÀæzÀ±Àð£À PÀ¯ÉUÀ¼À ªÉÄÃ¯É PÉÃA¢æÃPÀj¸ÀÄvÀÛzÉ. £ÀªÀÄä ªÉÊ«zsÀåªÀÄAiÀÄ 

AiÉÆÃd£ÉUÀ¼ÀÄ °AUÀ ªÀÄvÀÄÛ bÉÃzÀPÀ ªÀÄ¸ÀÆgÀzÀ ªÀÄÆ®PÀ ¸ËvÁå²AiÀiÁzÀ°è ¨Ë¢ÞPÀ ªÀÄvÀÄÛ ¸ÁA¸ÀÈÌwPÀ 

eÁUÀªÀ£ÀÄß C¤ªÉÄÃmï ªÀiÁqÀÄªÀ ¥ÀæAiÀÄvÀßªÁVzÉ.



Organised by  
Bangalore Film Society (BFS) in collaboration with Film Southasia, 

Gamana Women’s Collective and St. Joseph’s College of Commerce (Autonomous) 

Southasian Stories: 
Bridging Boundaries of Nation and Gender

zÀQët KμÁå PÀxÀ£ÀUÀ¼ÀÄ:
gÁμÀÖæ ºÁUÀÆ °AUÀvÀézÀ UÀrUÀ¼À£ÀÄß ¨É¸ÉAiÀÄÄvÁÛ...



Southasia, used as a single word, is a cohesive, 
syncretic region with shared histories, cultures, 
languages, popular culture, waters, trade 
and economy. Though often drowned out by 
the clamour and compulsions of politics, the 
commonalities of a shared colonial past, and 
potential for mutual interdependence and 
harmonious co-existence in the future draw us 
together.

This festival believes that the documentary 
is a powerful medium that contributes 
immensely to prompting introspection and 
creative initiatives to bring about change at 
the local, national and regional level. Notions 
of belonging and nationhood, gender and 
identity, personal longing and societal taboos – 
these are the threads that make up the shared 
weft and weave of the fabric of our region. 

Through films, exhibitions and accompanying 
conversations, the festival will create space 
for reflection, critical thinking and debate 
around a multitude of diverse strands that 
bind Southasians. In a first time venture, the 
Kathmandu-based Southasia Trust (with its 
two arms Film Southasia and Hri Institute of 
Research and Exchange) supported six films 
from Nepal, Bangladesh, India and Sri Lanka 
that attempt to transform the visual depiction 
of women and violence across media in the 
region. We present these, along with the 
other selections from Travelling Film Southasia 
documentaries that seek to entertain and 
educate, make us laugh and weep, question 
and hope.

Societal conflict, violence and complex family 
structures are poignantly expressed through 

Before You Were My Mother. Exploring the 
relationship between mothers and daughters, 
unearthing layers of childhood, youth and past 
traumas, this intensely personal observational 
documentary moving from Manipur to Nepal, 
touches each one of us. 

Flames of a Continuous Field of Time uses 
wide spectrum visual imagery to engulf us in 
accounts of violence on Dalit women’s bodies 
across the plains and hills of Nepal. Harrowing 
experiences are shared with sensitivity and 
care, both for the audience and the women 
who tell these stories.

In Sri Lanka, the Face Cover extends beyond 
gender, affecting all marginalized individuals. 
In a country laden with political and social 
significance for Muslim identity, the face cover 
serves as a symbolic crossing of boundaries, 
an outward manifestation of internal conflicts, 
and a reflection of continuing societal 
violence, prompting profound questions for 
the women it impacts.

Decoding Gender from Bangladesh tells 
stories of women’s rights, trans identities and 
the quest for gender representation through 
the personal journey of the filmmaker. In 
a remote village of Nepal, we follow the 
yearning of a Gurkha Girl wanting to join 
the British Gurkha regiment, her aspirations 
resonating with every young woman trying to 
break out of the stranglehold of tradition. 

Over in Karachi, the city’s feminists organise a 
women’s march, coming up against Pakistan’s 
state, media and radical religious right. We 
follow the Aurat March’s organisers as they 
negotiate a deeply surveilled, paranoia-
inducing, and often physically violent space 
in the hopes of spurring a revolution for 
women’s rights. This Stained Dawn is not just 
about the “Aurat March”, but about the act of 
political organising itself.

From vehemently public protests, the arc 
to deeply personal acts of resistance holds 
lessons for us all. If I Could Tell You is an 
evocative inquiry into the significance of 
language in our shared human experience. 
How can various manifestations of visual 
language and expression help us understand 
violence, agency, autonomy and care? How 
can we make meaning of silences? 

Iqraar Naama (The Agreement) is the story 
of a partition refugee from Lyallpur who 
collected, archived and preserved every 
official piece of paper that told his story of 
love and loss; of ‘home’.

Two poignant tales of exile tell us of a deep 
longing for what the heart defines as “home”.  
Ghar ka Pata (Home Address), tracks the 
journey of a young Kashmiri pandit woman 
returning to her birthplace after 24 years of 
exile to tell a story of hope and humanity in 
the midst of conflict. Taangh (Longing) is a 
daughter’s tribute to her father, a member 
of the first Indian hockey team to win the 
Olympic gold. Her poignant journey to 
her father’s watan (homeland) brings to life 
memories of love, friendship and sacrifice 
even in the throes of a violent partition. 

Accompanying the films is an exhibition 
by the Hri Institute which aims to generate 
fresh discourse around stereotyped motifs 
in the depiction of violence against women 
that re-victimizes survivors. The multi-media 
exhibition presents selected works that allow 
us to view violence, gender, victimization and 
justice through a more empowering lens that 
is thoughtful and enables a reimagination 
of a visual language that speaks in different 
timbres. 

Through film, exhibitions and dialogue, we 
hope to collaboratively catalyse fresh ways of 
representing violence and justice.

About



zÀQët KμÁå MAzÀÄ ¥ÀzÀªÁV §¼À¸À¯ÁVgÀÄªÀ 

J®èªÀ£ÀÄß M¼ÀUÉÆArgÀÄªÀ ºÁUÀÆ  EzÀÄ DyðPÀ, 

ªÀåªÀºÁgÀ, ¤ÃgÀÄ, d£À¦æAiÀÄ ¸ÀA¸ÀÌøw,  ¨sÁμÉ, 

¸ÀA¥ÀæzÁAiÀÄ, ºÀAaPÉÆArgÀÄªÀ EwºÁ¸ÁªÀ£ÀÄß 

M¼ÀUÉÆ¼ÀÄîvÀÛzÉ.

gÁdQÃAiÀÄzÀ UÀ®¨sÉ ªÀÄvÀÄÛ MvÁÛAiÀÄUÀ¼À°è 

DUÁÎV ªÀÄÄ¼ÀÄUÀÄwÛzÀÄÝ ºÀAaPÉÆAqÀAvÀºÀ »A¢£À 

ªÀ¸ÀºÁvÀÄ±Á» ¸ÁªÀiÁ£ÀåvÉUÀ¼ÀÄ ªÀÄvÀÄÛ ¨sÀ«μÀåzÀ°è 

¥ÀgÀ¸ÀàgÀ CªÀ®A§£É ªÀÄvÀÄÛ ¸ÁªÀÄgÀ¸ÀåzÀ ¸ÀºÀ¨Á¼ÉéAiÀÄ 

¸ÁªÀÄxÀåðªÀÅ £ÀªÀÄä£ÀÄß MnÖUÉ ¸É¼ÉAiÀÄÄvÀÛzÉ. 

¸ÀÜ½ÃAiÀÄ gÁ¶ÖæÃAiÀÄ ªÀÄvÀÄÛ ¥ÁæzÉÃ²PÀ ªÀÄlÖzÀ°è 

§zÀ¯ÁªÀuÉAiÀÄ£ÀÄß vÀgÀ®Ä DvÁäªÀ¯ÉÆÃPÀ£À 

ªÀÄvÀÄÛ ¸ÀÈd£À²Ã® G¥ÀPÀæªÀÄUÀ¼À£ÀÄß ¥ÉæÃgÉÃ¦¸À®Ä 

¸ÁPÀëåavÀæªÀÅ ¥Àæ§®ªÁzÀ ªÀiÁzÀåªÀÄªÁVzÉAiÉÄAzÀÄ 

F ZÀ®avÉÆæÃvÀìªÀ £ÀA§ÄvÀÛzÉ. £Á£ÀÄ 

eÉÆvÉAiÀÄ°ègÀÄªÉ£ÉA§ÄzÀgÀ CªÀ¯ÉÆÃPÀ£À ªÀÄvÀÄÛ 

gÁ¶ÖæÃAiÀÄvÉ, °AUÀvÀé ªÀÄvÀÄÛ UÀÄgÀÄvÀÄ, ªÉÊAiÀÄQÛPÀ 

ºÀA§® ªÀÄvÀÄÛ ¸ÁªÀiÁfPÀ ¤μÉÃzÀ- EªÀÅUÀ¼É®èªÀÇ 

zÁgÀ«zÀÝAvÉ, F zÁgÀªÀÅ £ÀªÀÄä ¥ÀæzÉÃ±ÀªÀ£ÀÄß §mÉÖ 

£ÉÃAiÀÄÝ jÃwAiÀÄ°è ¸ÉÃj¸ÀÄvÀÛzÉ. 

ZÀ®£ÀavÀæUÀ¼ÀÄ, ¥ÀæzÀ±Àð£À ªÀÄvÀÄÛ eÉÆvÉ ¸ÉÃj¸ÀÄªÀ 

¸ÀA¨sÁ±ÀuÉUÀ¼À ªÀÄÆ®PÀ  ZÀ®£ÀavÉÆæÃvÀìªÀUÀ¼ÀÄ 

«ªÀÄ±ÁðvÀäPÀ aAvÀ£É ªÀÄvÀÄÛ zÀQët KμÁåªÀ£ÀÄß  

eÉÆvÉUÀÆr¸ÀÄªÀ  ªÉÊ«zsÀåªÀÄAiÀÄ J¼ÉUÀ¼À ¸ÀÄvÀÛªÀÄÄwÛ£À 

ZÀZÉðUÀ¼ÀÄ  ¥Àæw©A©¸À®Ä ¸ÀÜ¼ÀªÀ£ÀÄß ¤ÃqÀÄvÀÛzÉ.  

ªÉÆzÀ® ¨ÁjUÉ, PÀläAqÀÄ ªÀÄÆ®zÀ zÀQët KμÁå 

læ¸ïÖ (EzÀgÀ lÆ DªÀiïìð ¦ü®A ¸Ëvï KμÁå 

ªÀÄvÀÄÛ »æ E¤ìÖlÆåmï D¥sï j¸ÀZïð CAqï 

JPÉìÑÃAeï)  £ÉÃ¥Á¼À, ¨ÁAUÁèzÉÃ±À, ¨sÁgÀvÀ ªÀÄvÀÄÛ 

²æÃ®APÁzÀ 6 ZÀ®£ÀavÀæUÀ¼À£ÀÄß ¨ÉA§°¹vÀÄ, 

¥ÀæzÉÃ±ÀzÀ ªÀiÁzsÀåªÀÄUÀ¼ÁzÀåAvÀ CzÀÄ ªÀÄ»¼ÉAiÀÄgÀÄ 

ªÀÄvÀÄÛ »A¸ÉAiÀÄ zÀÈ±Àå avÀætªÀ£ÀÄß ¥ÀjªÀwð¸À®Ä 

¥ÀæAiÀÄwß¹vÀÄ. mÁæªÉ°AUï ¦ü¯ïä ¸ËvÁ¹AiÀiÁ 

¸ÁPÀëåavÀæUÀ¼À EvÀgÀ DAiÉÄÌUÀ¼ÉÆA¢UÉ £ÁªÀÅ EªÀÅUÀ¼À£ÀÄß 

¥ÀæzÀ²ð¸ÀÄvÉÛÃªÉ, CzÀÄ ªÀÄ£ÀgÀAd£É ªÀÄvÀÄÛ ²PÀëtªÀ£ÀÄß 

¤ÃqÀÄªÀ eÉÆvÉ, £ÀªÀÄä£ÀÄß £ÀV¸À®Ä ªÀÄvÀÄÛ C¼À®Ä, ¥Àæ±Éß 

ªÀÄvÀÄÛ ¨sÀgÀªÀ¸ÉAiÀÄ£ÀÄß ¤ÃqÀÄvÀÛzÉ.

“©¥sÉÇÃgï AiÀÄÄ ªÀgï ªÉÄÊ ªÀÄzÀgï” avÀæzÀ  

ªÀÄÆ®PÀ ¸ÁªÀiÁfPÀ ¸ÀAWÀμÀð, »A¸É ªÀÄvÀÄÛ 

¸ÀAQÃtð PËlÄA©PÀ gÀZÀ£ÉUÀ¼À£ÀÄß wÃPÀëtªÁV 

ªÀåPÀÛ¥Àr¸À¯ÁVzÉ. vÁ¬Ä ªÀÄvÀÄÛ ªÀÄUÀ¼À £ÀqÀÄ«£À 

¸ÀA§AzsÀªÀ£ÀÄß C£ÉéÃ¶¸ÀÄvÁÛ, ¨Á®å, AiÀiËªÀ£À ªÀÄvÀÄÛ 

»A¢£À DWÁvÀUÀ¼À ¥ÀzÀgÀUÀ¼À£ÀÄß C£ÁªÀgÀtUÉÆ½¸ÀÄvÀÛ, 

ªÀÄtÂ¥ÀÅgÀ¢AzÀ £ÉÃ¥Á¼ÀPÉÌ ZÀ°¸ÀÄªÀ F wÃªÀæªÁzÀ 

ªÉÊAiÀÄQÛPÀ «ÃPÀëuÁ ¸ÁPÀëåavÀæªÀÅ ¥ÀæwAiÉÆ§âgÀ£ÀÄß 

¸Àà²ð¸ÀÄvÀÛ ºÁzÀÄºÉÆÃUÀÄvÀÛzÉ. 

“¥sÉèÃªÀiïì D¥sï D PÀAn£ÀÆå¸ï ¦üÃ¯ïØ D¥sï 

mÉÊªÀiï” £ÉÃ¥Á¼ÀzÀ §AiÀÄ®Ä ªÀÄvÀÄÛ UÀÄqÀØ ¥ÀæzÉÃ±ÀzÀ°è 

£É¯É¹gÀÄªÀAvÀºÀ zÀ°vÀ ªÀÄ»¼ÉAiÀÄgÀ zÉÃºÀzÀ ªÉÄÃ°£À 

zËdð£ÀåzÀ CSÁå£ÀUÀ¼ÀÄ DªÀj¸À®Ä «±Á®ªÁzÀ 

zÀÈ±Àå avÀætUÀ¼À£ÀÄß §¼À¸ÀÄvÁÛgÉ. £ÉÆÃ«£À C£ÀÄ¨sÀªÀUÀ¼À 

PÀxÉUÀ¼À£ÀÄß ¸ÀÆPÀëävÉ ªÀÄvÀÄÛ PÁ¼ÀfAiÉÆA¢UÉ «ÃPÀëPÀgÀÄ 

ªÀÄvÀÄÛ ªÀÄ»¼ÉAiÀÄjUÉ ºÀAaPÉÆ¼Àî¯ÁUÀÄvÀÛzÉ.

¥sÉÃ¸ï PÀªÀgï avÀæªÀÅ ²æÃ®APÁzÀ °AUÀvÀéªÀ£ÀÄß 

«ÄÃj CAaUÉ vÀ¼À®àlÖ J¯Áè ªÀåQÛUÀ¼À£ÀÄß 

¥ÀjuÁ«Ä¸ÀÄªÀAvÀzÁÝVzÉ. ªÀÄÄ¹èA UÀÄgÀÄw£À 

gÁdQÃAiÀÄ ªÀÄvÀÄÛ ¸ÁªÀiÁfPÀ ¥ÁæªÀÄÄRåvÉAiÀÄ£ÀÄß 

ºÉÆA¢gÀÄªÀ zÉÃ±ÀzÀ°è, ¥sÉÃ¸ï PÀªÀgï avÀæªÀÅ 

UÀrUÀ¼À£ÀÄß zÁlÄªÀ MAzÀÄ ¸ÀAPÉÃvÀªÁV, DAvÀjPÀ 

¸ÀAWÀμÀðUÀ¼À ¨ÁºÀå C©üªÀåQÛAiÀiÁV, ªÀÄvÀÄÛ 

ZÁ°ÛAiÀÄ°ègÀÄªÀ ¸ÁªÀiÁfPÀ »A¸ÉAiÀÄ ¥Àæw©A©ªÁV 

PÁAiÀÄð¤ªÀð»¸ÀÄwÛzÀÄÝ CzÀÄ ¥ÀjuÁ«Ä¸ÀÄªÀ 

ªÀÄ»¼ÉAiÀÄgÀ°è UÀºÀ£ÀªÁzÀ ¥Àæ±ÉßUÀ¼À£ÀÄß ¥ÀæZÉÆÃ¢¸ÀÄvÀÛªÉ.

¨ÁAUÁèzÉÃ±ÀzÀ “rPÉÆÃrAUï eÉAqÀgï” ªÀÄ»¼ÉAiÀÄgÀ 

ºÀPÀÄÌUÀ¼ÀÄ, mÁæ£ïì ªÀåQÛUÀ¼ÉAzÀÄ UÀÄgÀÄw¸À®àqÀÄªÀªÀgÀÄ 

ªÀÄvÀÄÛ °AUÀvÀé ¥Áæw¤zsÀåzÀ C£ÉéÃμÀuÉAiÀÄ PÀxÉUÀ¼À£ÀÄß 

avÀæ ¤ªÀiÁð¥ÀPÀgÀÄ vÀªÀÄä ªÉÊAiÀÄQÛPÀ ¥ÀæAiÀiÁtzÀ 

ªÀÄÆ®PÀ  ºÉÃ¼ÀÄvÁÛgÉ. £ÉÃ¥Á¼ÀzÀ zÀÆgÀzÀ 

ºÀ½îAiÀÄ°è, ©ænμï  UÀÆSÁð ¸ÉÃ£ÉAiÀÄ£ÀÄß ¸ÉÃgÀ®Ä 

§AiÀÄ¸ÀÄªÀ “UÀÆSÁð ºÀÄqÀÄV” AiÀÄ ºÀA§®ªÀ£ÀÄß 

C£ÀÄ¸Àj¸ÀÄªÀ avÀæªÁVzÀÄÝ, ¸ÀA¥ÀæzÁAiÀÄzÀ 

PÀlÄÖ¥ÁqÀÄUÀ½AzÀ ºÉÆgÀ§gÀ®Ä ¥ÀæAiÀÄwß¸ÀÄwÛgÀÄªÀ 

¥ÀæwAiÉÆ§â AiÀÄÄªÀwAiÉÆA¢UÉ DPÉAiÀÄ DPÁAPÉëUÀ¼ÀÄ 

¥ÀæwzsÀé¤¸ÀÄvÀÛªÉ.

¥ÁQ¸ÁÛ£ÀzÀ ¥Àæ¨sÀÄvÀé, ªÀiÁzsÀåªÀÄ ºÁUÀÆ 

ªÀÄÆ®¨sÀÆvÀªÁ¢AiÀÄ  zsÁ«ÄðPÀ  §®¥ÀAy UÀÄA¥ÀÅUÀ¼À 

«gÀÄzÀÞ ¹ÛæÃªÁ¢ ¸ÀAWÀl£ÉUÀ¼ÀÄ PÀgÁaAiÀÄ°è ªÀÄ»¼Á 

ªÉÄgÀªÀtÂUÉAiÀÄ£ÀÄß ºÀ«ÄäPÉÆArzÀÝgÀÄ. PÁæAwAiÀÄ£ÀÄß 

¥ÉæÃgÉÃ¦¸ÀÄªÀ D±ÀAiÀÄzÀ°è ªÀÄ»¼Á ªÉÄgÀªÀtÂUÉAiÀÄ 

DAiÉÆÃdPÀgÀÄ ªÁå¥ÀPÀ PÀuÁÎªÀ°£À, £ÀA§¢gÀÄªÀ 

CwgÉÃPÀzÀ ¥ÀæªÀÈwÛAiÀÄ ºÁUÀÆ C£ÉÃPÀªÉÃ¼É zÉÊ»PÀ 

»A¸É¬ÄAzÀ PÀÆrzÀ ¸ÀAzÀ¨sÀðzÉÆA¢UÉ ¸ÀAzsÁ£À 

£ÀqÉ¸ÀÄªÀ CªÀgÀ£ÀÄß ¸ÉgÉ»rAiÀÄÄvÀÛzÉ. ¢¸ï ¸ÉÖÃ£ïØ qÁ£ï 

PÉÃªÀ® “ªÀÄ»¼Á ªÉÄgÀªÀtÂUÉ” AiÀÄ §UÉÎ ªÀiÁvÀæªÀ®èzÉ 

¸ÀévÀB gÁdQÃAiÀÄªÁV ¸ÀAWÀn¸ÀÄªÀ QæAiÉÄAiÀÄ §UÉAiÀÄÆ 

DVzÉ.

wÃªÀævÀgÀªÁzÀ ¸ÁªÀðd¤PÀ ¥Àæw¨sÀl£ÉUÀ½AzÀ, D¼ÀªÁzÀ 

ªÉÊAiÀÄQÛPÀ QæAiÉÄUÀ¼À ¥ÀæwgÉÆÃzsÀªÀÅ £ÀªÀÄUÉ®èjUÀÆ 

¥ÁoÀªÀ£ÀÄß PÀ°¸ÀÄvÀÛzÉ. E¥sï L PÀÄqï mÉ¯ï AiÀÄÄ 

avÀæªÀÅ ªÀiÁ£ÀªÀ£À ºÀAaPÉÆAqÀ C£ÀÄ¨sÀªÀzÀ°è ¨sÁμÉAiÀÄ 

ªÀÄºÀvÀéªÉÃ£ÀÄ JA§ÄzÀgÀ §UÉÎ MAzÀÄ ¥ÉæÃgÀPÀªÁzÀ 

±ÉÆÃzsÀ£ÉAiÀiÁVzÉ. zÀÈ±Àå ¨sÁμÉ ªÀÄvÀÄÛ ªÀÄÄR¨sÁªÀzÀ 

««zsÀ C©üªÀåQÛUÀ¼ÀÄ ºÉÃUÉ »A¸É, PÀvÀÈðvÀé, ¸ÁéAiÀÄvÀÛvÉ 

ºÁUÀÆ PÁ¼ÀfAiÀÄ£ÀÄß CxÀð ªÀiÁrPÉÆ¼Àî®Ä £ÀªÀÄUÉ 

¸ÀºÁAiÀÄ ªÀiÁqÀÄvÀÛzÉ? ªÀiË£ÀUÀ¼À CxÀðªÀ£ÀÄß £ÁªÀÅ 

ºÉÃUÉ ªÀiÁqÀ§ºÀÄzÀÄ?

EPÁægï-£ÁªÀiÁ (zÀ CgÉAeÉäAmï) «¨sÀd£ÉUÉ vÀÄvÁÛzÀ 

¯ÉÊAiÀiÁ®ÆàgÀ ¤gÁ²ævÀ vÀ£Àß ‘ªÀÄ£É’AiÀÄ ¦æÃw ªÀÄvÀÄÛ 

£ÀμÀÖzÀ PÀxÉAiÀÄ£ÀÄß ºÉÃ¼ÀÄªÀ ¥ÀæwAiÉÆAzÀÄ C¢üPÀÈvÀ 

PÁUÀzÀzÀ vÀÄtÄPÀ£ÀÄß ¸ÀAUÀæ»¹, zÀ¸ÁÛªÉÃdÄUÀ¼À£ÀÄß 

ªÀiÁr ªÀÄvÀÄÛ ¸ÀAgÀQë¹zÀ  PÀxÉAiÀiÁVzÉ;

UÀr¥ÁgÁzÀ JgÀqÀÄ PÀlÄªÁzÀ PÀxÉUÀ¼ÀÄ ºÀÈzÀAiÀÄªÀÅ 

“ªÀÄ£É” JA§ÄzÀ£ÀÄß ªÁåSÁå¤¸ÀÄªÀ D¼ÀªÁzÀ 

ºÀA§®ªÀ£ÀÄß ºÉÃ¼ÀÄvÀÛzÉ. WÀgï PÀ ¥ÀvÀ (ªÀÄ£É «¼Á¸À), 

PÁ²äÃgÀ ¥ÀArvÀ ªÀÄ»¼É 24 ªÀμÀðUÀ¼À PÁ® 

UÀr¥ÁgÁV vÁ£ÀÄ d£À¹zÀ £É®PÉÌ »A¢gÀÄUÀ®Ä 

zÁjAiÀÄ£ÀÄß PÀAqÀÄPÉÆ¼ÀÄîªÀ ¥ÀæAiÀÄvÀßzÀ »£Éß¯ÉAiÀÄ°è 

CzÉÆAzÀÄ WÀμÀðuÉAiÀÄ £ÀqÀÄ«£À°è ¨sÀgÀªÀ¸ÉAiÀÄ, 

ªÀiÁ£À«ÃAiÀÄvÉAiÀÄ PÀxÉ. mÁAUïí (¯ÁAVAUï) 

avÀæªÀÅ  vÀ£Àß vÀAzÉUÉ ªÀÄUÀ¼ÀÄ PÉÆqÀÄªÀ UËgÀªÀªÁVzÉ, 

M°A¦Pï a£ÀßªÀ£ÀÄß UÉzÀÝ ªÉÆzÀ® ¨sÁgÀwÃAiÀÄ ºÁQ 

vÀAqÀzÀ ¸ÀzÀ¸Àå. vÀ£Àß vÀAzÉAiÀÄ ªÁvÀ£ï (vÁAiÀiÁßqÀÄ) 

UÉ CªÀ¼À PÀlÄªÁzÀ ¥ÀæAiÀiÁtªÀ£ÀÄß ºÀ«ÄäPÉÆArzÁÝUÀ 

»A¸ÁvÀäPÀ «¨sÀd£ÉAiÀÄ ºÉÆqÉvÀzÀ°èAiÀÄÆ ¸ÀºÀ 

¦æÃw, ¸ÉßÃºÀ ªÀÄvÀÄÛ vÁåUÀzÀ £É£À¥ÀÅUÀ¼À£ÀÄß 

fÃªÀAvÀUÉÆ½¸ÀÄvÀÛzÉ.

»æ E£ï¹ÖlÆåmï£À°è ZÀ®£ÀavÀæUÀ¼ÀÄ ¥ÀæzÀ±Àð£ÀªÁVzÀÄÝ, 

EzÀÄ ªÀÄ»¼ÉAiÀÄgÀ ªÉÄÃ°£À zËdð£Àå¢AzÀ 

§zÀÄPÀÄ½zÀªÀgÀ£ÀÄß ¥ÀÅ£ÀB §°¥À±ÀÄ ªÀiÁqÀ®Ä 

¥ÀæAiÀÄwß¸ÀÄªÀ avÀætzÀ°è ¹ÖÃjAiÉÆmÉÊ¥ï ªÀiÁqÀ¯ÁzÀ 

®PÀëtUÀ¼À §UÉÎ ºÉÆ¸À ¥ÀæªÀZÀ£ÀªÀ£ÀÄß gÀa¸ÀÄªÀ 

UÀÄjAiÀÄ£ÀÄß ºÉÆA¢zÉ.  »A¸ÁZÁgÀ, °AUÀvÀé, 

§°¥À±ÀÄ ªÀÄvÀÄÛ £ÁåAiÀÄªÀ£ÀÄß ºÉZÀÄÑ ¸À±ÀPÀÛUÉÆ½¸ÀÄªÀ 

ªÀÄ¸ÀÆgÀzÀ ªÀÄÆ®PÀ «ÃQë¸À®Ä £ÀªÀÄUÉ C£ÀÄªÀÄw¸ÀÄªÀ 

DAiÀÄÝ PÀÈwUÀ¼À£ÀÄß §ºÀÄ-ªÀiÁzsÀåªÀÄ ¥ÀæzÀ±Àð£ÀªÀÅ 

¥Àæ¸ÀÄÛvÀ¥Àr¸ÀÄvÀÛzÉ, CzÀÄ aAvÀ£À²Ã®ªÁVzÉ ªÀÄvÀÄÛ 

«©ü£Àß zsÀé¤UÀ¼À°è ªÀiÁvÀ£ÁqÀÄªÀ zÀÈ±Àå ¨sÁμÉAiÀÄ 

ªÀÄgÀÄPÀ®à£ÉAiÀÄ£ÀÄß ¸ÀQæAiÀÄUÉÆ½¸ÀÄvÀÛzÉ.

ZÀ®£ÀavÀæ, ¥ÀæzÀ±Àð£ÀUÀ¼ÀÄ ªÀÄvÀÄÛ ¸ÀA¨sÁμÀuÉAiÀÄ 

ªÀÄÆ®PÀ, »A¸É ªÀÄvÀÄÛ £ÁåAiÀÄªÀ£ÀÄß ¥Àæw¤¢ü¸ÀÄªÀ 

ºÉÆ¸À ªÀiÁUÀðUÀ¼À£ÀÄß ¸ÀºÀAiÉÆÃUÀzÉÆA¢UÉ 

ªÉÃUÀªÀzsÀð£É ªÀiÁqÀ®Ä £ÁªÀÅ ¨sÁ«¸ÀÄvÉÛÃªÉ



Schedule 15th February, Thursday

10:00am  Decoding Gender rPÉÆÃrAUï eÉAqÀgï

 by Rawyan Shayema gÁAiÀÄ£ï  

 μÀAiÉÄÃªÀÄ, 50 mins, Bangladesh
 Followed by film discussion 
11:00am  Ghar ka Pata (Home Address)
 WÀgï PÀ ¥ÀvÀ (ªÀÄ£ÉAiÀÄ «¼Á¸À)  
 by Madhulika Jalali ªÀÄzsÀÄ°PÁ d¯Á°,  
 67 mins, India

 Followed by discussion with the  

 filmmaker   

12:30pm  Lunch Break

1:15pm  Taangh (Longing) mÁAUïí (¯ÁAVAUï)

 by Bani Singh §¤ ¹AUï, 

 75 mins, India

 Followed by discussion with the  

 filmmaker  
3:15pm  Panel Discussion 
 Notions of Home and Belonging: 
 Perspectives from the Region
 ªÀÄ£É ªÀÄvÀÄÛ ¸ÀéAwPÉAiÀÄ PÀ®à£É: ¥ÀæzÉÃ±ÀUÀ¼À  

 zÀÈ¶ÖPÉÆÃ£À

13th February, Tuesday

10:00am  Inauguration
11:00am  Before You Were My Mother 
 ©¥sÉÇÃgï AiÀÄÄ ªÉÃgï ªÉÄÊ ªÀÄzÀgï by  

 Prasuna Dongol ¥Àæ¸ÀÆ£À zÉÆAUÉÆÃ¯ï,  

 73 mins, Nepal 

 Followed by film discussion

12:30pm  Lunch Break

1:15pm  Face Cover ¥sÉÃ¸ï PÀªÀgï 
 by A.M. Ashfaque J. JªÀiï. C±ÀáPï,  

 70 mins, Sri Lanka

 Followed by a discussion with the  

 filmmaker

2:40pm   Flames of a continuous Field of  
 Time ¥sÉèÃªÀiïì D¥sï C PÀAn£ÀÆå¸ï ¦üÃ¯ïØ  

 D¥sï mÉÊªÀiï by Barkha Mukhia §SÁð  

 ªÀÄÄTAiÀiÁ, 55 mins, Nepal 

 Followed by discussion with the  

 filmmaker 

3:50pm  Gurkha Girl UÀÄSÁð UÀ¯ïð 
 by Bishal Roka Magar ©μÁ¯ï gÉÆÃPÁ  

 ªÀiÁUÀgï, 35 mins, Nepal

 Followed by film discussion

14th February, Wednesday

10:30am  This Stained Dawn ¢¸ï ¸ÉÖÃ£ïØ qÁ£ï

 by Anam Abbas C£ÀªÀiï C¨Áâ¸ï, 

 89 mins, Pakistan

 Followed by discussion with the  

 filmmaker 

12:20pm  Lunch Break

1:15pm  Iqraar- Naama (The Arrangement)
 EPÁægï-£ÁªÀÄ (zÀ CgÉAeÉäAmï) 
 by Priyanka Chhabra ¦æAiÀiÁAPÁ  

 bÁ¨Á, 55 mins, India

  Followed by discussion with the  

 filmmaker

2:35pm  If I Could Tell You 
 E¥sï L PÀÄqï mÉ¯ï AiÀÄÄ 

 by Niharika Popli ¤ºÁjPÁ ¥ÉÇ¦è,

 69 mins, India

 Followed by a discussion with the  

 filmmaker

3:45pm Panel Discussion 
 Sounds of Silence: The Politics of  
 Language and Listening 
 ªÀiË£ÀzÀ ±À§ÝUÀ¼ÀÄ: ¨sÁμÉ ªÀÄvÀÄÛ D°¸ÀÄªÀ  

 gÁdQÃAiÀÄ



DAY 1 
13th February, 2024



INAUGURAL 
FILM

Before You Were My Mother
Nepal | 2022 | 73 mins | Nepali/Manipuri/
Newari | Prasuna Dongol 

Born and brought up in Manipur and currently 
living in New York, Ibemhal (59) left her 
childhood home in Manipur and moved to 
Nepal after her marriage. Ibemhal’s whole 
life has been dedicated to raising her two 
daughters while trying to find her own identity 
in new places. Who is Ibemhal beyond her 
identity as a mother and a wife? What was her 
life like in Manipur? 

Prasuna (30), Ibemhal’s eldest daughter 
longs to understand the person that is her 
mother. Prasuna’s bond with her mother is 
shaped by the conflict-ridden socio-political 
environment in which she was raised, 
patriarchal expectations of being a woman in a 
Nepali society and years of living apart. When 
Ibemhal returns to Nepal to visit Prasuna in 
2020, both of them take a trip to Manipur to 
visit Ibemhal’s mother, Prasuna’s grand mother.

This 73 minutes deeply personal observational 
documentary explores the relationship 
between mothers and daughters and unearths 
layers of their childhood, youth and past 
traumas. Prasuna tries to come to terms with 
the differences she has with her mother and 
seeks a way to define her own life.

Prasuna Dongol is a documentary filmmaker 
from Kathmandu. She works as a DocLab 
Coordinator at KIMFF and is one of the 
Filmmaker Mentors for the Camera Sika 
project run by The British Council Nepal. She 
was also one of the Filmmaker Fellows of One 
World Media’s Global Short Doc Forum 2021. 
Her documentary Dolpa Diary (2019) was 
screened at many film festivals in and outside 
of Nepal. The documentary was awarded in 
the category of Best Adventure Film at KIMFF 
2018 and Best Woman Filmmaker at Human 
Rights International Film Festival (HRIFF) 2019.

F 73 ¤«ÄμÀzÀ wÃgÁ ªÉÊAiÀÄQÛPÀªÁzÀ «ÃPÀëuÁvÀäPÀ 

¸ÁPÀëå avÀæªÀÅ vÁ¬Ä ºÁUÀÆ ªÀÄUÀ¼À £ÀqÀÄ«£À  

¸ÀA§AzsÀªÀ£ÀÄß ±ÉÆÃ¢ü¸ÀÄvÁÛ CªÀgÀ ¨Á®å, AiÀiËªÀ£À 

ºÁUÀÆ »AzÉ £ÀqÉzÀ WÀl£ÉUÀ½AzÀ GAmÁzÀ 

ªÀiÁ£À¹PÀ DWÁvÀUÀ¼À ¥ÀzÀgÀUÀ¼À£ÀÄß ºÉÆgÀUÉqÀªÀÅvÀÛzÉ. 

¥Àæ¸ÀÆ£À vÀ£Àß vÁ¬ÄAiÉÆA¢UÉ CªÀ½VgÀÄªÀ 

©ü£Áß©ü¥ÁæAiÀÄUÀ¼À£ÀÄß M¦àPÉÆ¼ÀÄîªÀ ¥ÀæAiÀÄvÀßªÀ£ÀÄß 

ªÀiÁqÀÄªÀÅzÀgÀ eÉÆvÉUÉ vÀ£Àß ¸ÀéAvÀ fÃªÀ£ÀªÀ£ÀÄß 

¤gÀÆ¦¹PÉÆ¼Àî®Ä MAzÀÄ ªÀiÁUÀðªÀ£ÀÄß ºÀÄqÀÄPÀÄvÁÛ¼É.

¥Àæ¸ÀÆ£À zÉÆAUÉÆÃ¯ï PÀläAqÀÄ«£À ¸ÁPÀëåavÀæ 

¤ªÀiÁð¥ÀQ. EªÀgÀÄ KIMFF £À°è qÁPÁèå¨ï 

¸ÀAAiÉÆÃdPÀgÁV PÁAiÀÄð¤ªÀð»¸ÀÄwÛzÀÄÝ ©ænμï 

PË¤ì¯ï, £ÉÃ¥Á¼À £ÀqÉ¸ÀÄwÛgÀÄªÀ PÁåªÉÄgÁ ¹PÁ 

AiÉÆÃd£ÉAiÀÄ avÀæ ¤zÉÃð±ÀPÀgÀ ªÀiÁUÀðzÀ±ÀðPÀgÀ°è 

M§âgÁVzÁÝgÉ. M£ï ªÀ¯ïØð «ÄÃrAiÀiÁzÀ UÉÆèÃ§¯ï 

±Ámïð qÁPï ¥sÉÇÃgÀªÀiï 2021 £À°è M§â 

¤zÉÃð±ÀQAiÀÄÄ ¸ÀºÀ DVzÀÝgÀÄ. CªÀgÀÄ ¤zÉÃð²¹gÀÄªÀ 

¸ÁPÀëå avÀæ qÉÆÃ¯Áà qÉÊj (2019) £ÉÃ¥Á¼À ºÁUÀÆ 

¨ÉÃgÉ zÉÃ±ÀUÀ¼À ºÀ®ªÀÅ ZÀ®£ÀavÉÆæÃvÀìªÀUÀ¼À°è 

¥ÀæzÀ±Àð£ÀªÁVzÉ. ¸ÁPÀëåavÀæªÀÅ KIMFF 2018 

gÀ°è CvÀÄåvÀÛªÀÄ ¸ÁºÀ¸ÀªÀÄAiÀÄ ZÀ®£ÀavÀæzÀ ªÀÄvÀÄÛ 

CAvÀgÀgÁ¶ÖæÃAiÀÄ ªÀiÁ£ÀªÀ ºÀPÀÄÌUÀ¼À ZÀ®£ÀavÉÆæÃvÀìªÀ 

(HRIFF) 2019 gÀ°è CvÀÄåvÀÛªÀÄ ªÀÄ»¼Á 

ZÀ®£ÀavÀæ ¤ªÀiÁð¥ÀQAiÀÄ ¥ÀæªÀUÀðzÀ°è ¥Àæ±À¹ÛAiÀÄ£ÀÄß 

¥ÀqÉ¬ÄvÀÄ.

©¥sÉÇÃgï AiÀÄÄ ªÉÃgï ªÉÄÊ ªÀÄzÀgï
£ÉÃ¥Á¼À | 2022 | 73 ¤«ÄμÀ | £ÉÃ¥Á½/ 

ªÀÄtÂ¥ÀÅj/ £ÉÃªÁj | ¥Àæ¸ÀÆ£À zÉÆAUÉÆÃ¯ï

ªÀÄtÂ¥ÀÅgÀzÀ°è ºÀÄnÖ ¨É¼ÉzÀÄ ¥Àæ¸ÀÄÛvÀ £ÀÆå AiÀiÁPïð 

£À°è ªÁ¸ÀªÁVgÀÄªÀ E¨ÉªÀiÁí¯ï (59) CªÀgÀ 

«ªÁºÀzÀ £ÀAvÀgÀ vÀ£Àß ¨Á®åzÀ vÀªÀgÀÄ ªÀÄ£ÉAiÀiÁzÀ 

ªÀÄtÂ¥ÀÅgÀªÀ£ÀÄß ©lÄÖ £ÉÃ¥Á¼ÀzÀ°è  ªÁ¹¸À®Ä 

vÉÆqÀVzÀgÀÄ. E¨ÉªÀiÁí¯ï CªÀgÀÄ ºÉÆÃzÀ ºÉÆ¸À 

¸ÀÜ¼ÀUÀ¼À°è ¸ÀévÀB vÀªÀÄäzÉÃ DzÀ C¹ävÉAiÀÄ£ÀÄß 

PÀAqÀÄPÉÆ¼Àî®Ä ¥ÀæAiÀÄwß¸ÀÄvÀÛ¯ÉÃ vÀªÀÄä ErÃ 

fÃªÀ£ÀªÀ£ÀÄß vÀªÀÄä E§âgÀ ºÉtÄÚ ªÀÄPÀÌ¼À£ÀÄß 

¨É¼É¸ÀÄªÀÅzÀPÉÌAzÀÄ ªÀÄÄqÀÄ¦lÖgÀÄ.  vÁ¬Ä ºÁUÀÆ 

¥ÀwßAiÀÄ C¹ävÉ¬ÄAzÁZÉUÉ E¨ÉªÀiÁí®æ  C¹ävÉ 

K£ÀÄ? ªÀÄtÂ¥ÀÅgÀzÀ°è CªÀgÀ fÃªÀ£À  ºÉÃVvÀÄÛ?

E¨ÉªÀiÁí®gÀ »jAiÀÄ ªÀÄUÀ¼ÁzÀ ¥Àæ¸ÀÆ£À (30) 

½UÉ vÀ£Àß vÁ¬ÄAiÀÄ£ÀÄß  CxÀð ªÀiÁrPÉÆ¼Àî®Ä 

ºÁvÉÆgÉAiÀÄÄvÁÛ¼É. CªÀ¼À vÁ¬ÄAiÉÆA¢V£À 

¥Àæ¸ÀÆ£Á¼À ¨ÁAzsÀªÀåªÀÅ CªÀ¼ÀÄ ¨É¼ÀzÀAvÀºÀ 

¸ÀAWÀμÀð ¦ÃrvÀ ¸ÀªÀiÁeÉÆÃ-gÁdQÃAiÀÄ 

ªÁvÁªÀgÀt, £ÉÃ¥Á¼À ¸ÀªÀiÁdzÀ°è ªÀÄ»¼ÉAiÀiÁV 

CªÀ¼ÀÄ ¥ÀÇgÉÊ¸À¨ÉÃPÁzÀ ¦vÀÈ¥ÀæzsÁ£À ¤jÃPÉëUÀ¼ÀÄ 

ºÁUÀÆ §ºÀ¼À PÁ®zÀªÀgÉUÉ CªÀ¼À vÁ¬ÄAzÀ zÀÆgÀ 

ªÁ¹¸ÀÄwÛzÀÝzÀÄÝ EªÉ®èªÀÇ gÀÆ¦¸ÀÄvÀÛªÉ. 2020 

gÀ°è E¨ÉªÀiÁí¯ï ¥Àæ¸ÀÆ£Á¼À£ÀÄß £ÉÃ¥Á¼ÀzÀ°è ¨sÉÃn 

ªÀiÁqÀ¯ÉAzÀÄ »A¢gÀÄVzÁUÀ, E§âgÀÄ E¨ÉªÀiÁí¯ï 

vÁ¬Ä, ¥Àæ¸ÀÆ£Á¼À CfÓAiÀÄ£ÀÄß PÁt¯ÉAzÀÄ 

ªÀÄtÂ¥ÀÅgÀPÉÌ ¥ÀæAiÀiÁtÂ¸ÀÄvÁÛgÉ. 



Face Cover
Sri Lanka | 2022 | 70 mins | Tamil | A.M. 
Ashfaque

Taking the cataclysmic Easter Sunday 
Bombings of churches and hotels in April 2019 
by ISIS inspired Islamists in Sri Lanka as the 
point of departure, the film follows the life 
of Ashifa in Kattankudy, in Eastern Sri Lanka, 
as she navigates the complex social forces 
shaping her and other women’s stories. The 
film tells the story of the town as a woman’s 
tale.

Face Cover follows Ashifa’s daily life, exploring 
the town’s boundaries—a place laden with 
political and social significance for the Muslim 

identity. The face cover, a fundamental aspect 
of women’s lives, extends beyond gender, 
affecting all marginalized individuals. It serves 
as a symbolic crossing of boundaries, an 
outward manifestation of internal conflicts, 
and a reflection of the prevailing societal 
violence, prompting profound questions for 
the women it impacts.

ªÀÄvÀÄÛ ZÁ°ÛAiÀÄ°ègÀÄªÀ ¸ÁªÀiÁfPÀ »A¸ÉAiÀÄ 

¥Àæw©A©ªÁV PÁAiÀÄð¤ªÀð»¸ÀÄwÛzÀÄÝ CzÀÄ 

¥ÀjuÁ«Ä¸ÀÄªÀ ªÀÄ»¼ÉAiÀÄgÀ°è UÀºÀ£ÀªÁzÀ ¥Àæ±ÉßUÀ¼À£ÀÄß 

¥ÀæZÉÆÃ¢¸ÀÄvÀÛªÉ. 

J. JªÀiï. C±ÀáPï   ºÀ®ªÁgÀÄ QgÀÄ avÀæUÀ¼À£ÀÄß 

¤zÉÃð²gÀÄªÀgÀÄ ºÁUÀÆ CªÀÅUÀ¼À°è PÉ®ªÀÅ 

CAvÀgÀgÁ¶ÖæÃAiÀÄ ªÀÄlÖzÀ°è ¥ÀæzÀ²ð¸À¯ÁVzÀÄÝ  

CªÀÅ ¥Àæ±À¹ÛUÀ¼À£ÀÆß ¸ÀºÀ ¥ÀqÉ¢ªÉ. EªÀgÀÄ AiÀÄÄzÀÞ 

ºÁUÀÆ ¸ÀAWÀμÀð ¦ÃrvÀ ¥ÀÇªÀð £ÀUÀgÀªÁzÀ 

¨ÁnPÀ¯ÉÆÃªÁzÀ°è ZÀ®£ÀavÉÆæÃvÀìªÀªÀ£ÀÄß 

DAiÉÆÃf¸ÀÄªÀ°è ¥ÀæªÀÄÄR ¥ÁvÀæ ªÀ»¹zÀÝgÀÄ ºÁUÀÆ 

ªÀÄÄ¹èA ªÀÄvÀÄÛ vÀ«Ä¼ÀÄ ¸ÀªÀÄÄzÁAiÀÄUÀ¼À £ÀqÀÄªÉ 

±ÁAw ¸ËºÁzÀð ¸ÉÃvÀÄªÉUÀ¼À£ÀÄß PÀlÄÖªÀÅzÀgÀ°è 

vÉÆqÀV¹PÉÆArgÀÄvÁÛgÉ. CªÀgÀ avÀæUÀ¼ÀÄ CAa£À 

§½AiÀÄ°ègÀÄ«PÉ, °AUÀvÀé, ¯ÉÊAVPÀvÉ ªÀÄvÀÄÛ ªÀUÀð 

ºÁUÀÆ ¸ÀÜ¼ÁAvÀj¸ÀÄ«PÉUÉ ¸ÀA§A¢ü¹zÀ «μÀAiÀÄUÀ¼À 

ªÉÄÃ¯É PÉÃA¢æÃPÀj¸ÀÄvÀÛªÉ. ¥sÉÃ¸ï PÀªÀgï, EªÀgÀ 

ªÉÆzÀ® ¢ÃWÀð ¸ÁPÀìåavÀæªÁVzÉ.

¥sÉÃ¸ï PÀªÀgï
²æÃ®APÁ | 2022 | 70 ¤«ÄμÀ | vÀ«Ä¼ï | J. JªÀiï. 

C±ÀáPï

2019 K¦æ¯ï £À°è L¹¸ï ¥ÉæÃjvÀ ²æÃ®APÁzÀ°è£À 

E¸Áè«Ä¸ïÖ vÀAqÀªÉÇAzÀÄ F¸ÀÖgï ¨sÁ£ÀÄªÁgÀzÀAzÀÄ 

ºÉÆÃmÉ¯ï ºÁUÀÆ ZÀZïð UÀ¼À ªÉÄÃ¯É £ÀqÉ¹zÀ 

WÉÆÃgÀ ¨ÁA¨ï zÁ½AiÀÄ£ÀÄß  avÀæ PÀxÉAiÀÄ 

«μÀAiÀÄªÀ£ÁßV vÉUÉzÀÄPÉÆAqÀÄ F avÀæªÀÅ vÀ£Àß 

ºÁUÀÆ ªÀÄwÛvÀÛgÀ ªÀÄ»¼ÉAiÀÄgÀ fÃªÀ£ÀªÀ£ÀÄß 

gÀÆ¦¸ÀÄwÛgÀÄªÀ ¸ÀAQÃtð ¸ÁªÀiÁfPÀ ±ÀQÛUÀ¼À£ÀÄß 

DPÉAiÀÄÄ ºÉÃUÉ ¸ÀA¨Á½¸ÀÄwÛgÀÄªÀ¼ÉAzÀÄ ¥ÀÇªÀð 

²æÃ®APÁzÀ PÀlÖAPÀÄrAiÀÄ°è ªÁ¹¸ÀÄwÛgÀÄªÀ 

C²¥sÁ¼À fÃªÀ£ÀªÀ£ÀÄß »A¨Á°¸ÀÄvÀÛzÉ. F avÀæªÀÅ 

gÀÆ¥ÀPÀªÁV D ¥ÀlÖtzÀ PÀxÉAiÀÄ£ÀÄß ªÀÄ»¼Á 

PÀxÉAiÀÄ£ÁßV ºÉÃ¼ÀÄvÀÛzÉ. 

avÀæ ¥sÉÃ¸ï PÀªÀgï ªÀÄÄ¹èA ¸ÀªÀÄÄzÁAiÀÄzÀ C¹ävÉUÉ 

gÁdQÃAiÀÄ ªÀÄvÀÄÛ ¸ÁªÀiÁfPÀ ªÀÄºÀvÀé ºÉÆA¢gÀÄªÀ 

¸ÀÜ¼ÀªÁzÀ ¥ÀlÖtzÀ UÀrUÀ¼À£ÀÄß C£ÉéÃ¶¸ÀÄvÁÛ 

D²¥sÁ¼À zÉÊ£ÀA¢£À fÃªÀ£ÀªÀ£ÀÄß  ¸ÉgÉ»rAiÀÄÄvÀÛzÉ. 

ªÀÄ»¼ÉAiÀÄgÀ fÃªÀ£ÀzÀ ªÀÄÆ®¨sÀÆvÀ CA±ÀªÁzÀ 

ªÀÄÄR UÀªÀ¸ÀÄ °AUÀvÀéªÀ£ÀÄß «ÄÃj CAaUÉ vÀ¼À®àlÖ 

J¯Áè ªÀåQÛUÀ¼À£ÀÄß ¥ÀjuÁ«Ä¸ÀÄªÀAvÀzÁÝVzÉ. 

CzÀÄ UÀrUÀ¼À£ÀÄß zÁlÄªÀ MAzÀÄ ¸ÀAPÉÃvÀªÁV, 

DAvÀjPÀ ¸ÀAWÀμÀðUÀ¼À ¨ÁºÀå C©üªÀåQÛAiÀiÁV, 



Flames of a Continuous Field 
of Time
Nepal | 2022 | 54 mins | Nepali/Maithili/
Bhojpuri/English | Barkha Mukhia

This film travels through a multitude of voices 
that reflect the interdependent nature of our 
existence in a system that has, for thousands 
of years, dehumanized Dalit women’s bodies 
and existence. In the film, we live through 
the experiences of injustice, resilience 
and resistance of women from the Dalit 
community, examining the ever reproducing 
nature of an oppressive society by invoking 
the art of seeing, learning, and listening.

Director Barkha Mukhiya uses a wide spectrum 
visual imagery as her film engulfs the audience 
with accounts of violence done to primarily 
Dalit women’s bodies over two decades across 
the plains and hills of Nepal. Mukhiya tells a 
wide variety of harrowing stories with care, 

both for the audience and the women who tell 
these stories.

Barkha Mukhia is a visual storyteller based in 
Kathmandu. In 2020 she was the recipient of 
the British Council’s ‘Gender Grant’. Barkha 
has worked as a writer, director, director 
of photography and editor for several 
documentaries, ad films and music videos. 
Her first short film was screened at Pinewood 
Studios in the UK and Raleigh Studios in 
Hollywood (First-Time Filmmaker Sessions) 
and Museum of Creative Minds (Shanghai 
Shorts – Shanghai, China). She is currently 
associated with Fuzz Factory Productions, a 
multimedia collective based in Kathmandu.

¥sÉèÃªÀiïì D¥sï C PÀAn£ÀÆå¸ï ¦üÃ¯ïØ 
D¥sï mÉÊªÀiï
£ÉÃ¥Á¼À | 2022 | 54 ¤«ÄμÀ | £ÉÃ¥Á½/ ªÉÄÊy°/ 

s̈ÉÆÃd¥ÀÅj/ EAVèμï | §SÁð ªÀÄÄTAiÀiÁ

F avÀæªÀÅ ¸Á«gÁgÀÄ ªÀμÀðUÀ½AzÀ zÀ°vÀ 

ªÀÄ»¼ÉAiÀÄgÀ zÉÃºÀ ªÀÄvÀÄÛ CªÀgÀ C¹ÛvÀéªÀ£ÀÄß 

CªÀiÁ£À«ÃAiÀÄUÉÆ½¹zÀ ªÀåªÀ¸ÉÜAiÀÄ°è £ÀªÀÄä C¹ÛvÀézÀ 

¥ÀgÀ¸ÀàgÁªÀ®A©AiÀÄ ¸ÀégÀÆ¥ÀªÀ£ÀÄß ¥Àæw©A©¸ÀÄªÀ 

§ºÀÄ¸ÀASÁå zsÀé¤UÀ¼À ªÀÄÆ®PÀ ªÀÄÄAzÉ 

¸ÁUÀÄvÀÛzÉ. ¤gÀAvÀgÀªÁV ªÀÄgÀÄgÀavÀUÉÆ¼ÀÄîvÀÛ¯ÉÃ 

EgÀÄªÀ ¸ÀªÀiÁdzÀ zÀªÀÄ£ÀPÁjAiÀÄ ¸ÀégÀÆ¥ÀªÀ£ÀÄß 

¥Àj²Ã°¸ÀÄvÁÛ £ÀªÀÄä £ÉÆÃqÀÄªÀ, PÀ°AiÀÄÄªÀ ªÀÄvÀÄÛ 

D°¸ÀÄªÀ PÀ¯ÉAiÀÄ ¸ÁªÀÄxÀåð ±ÀQÛAiÀÄ ªÀÄÆ®PÀ 

zÀ°vÀ ¸ÀªÀÄÄzÁAiÀÄ ªÀÄ»¼ÉAiÀÄgÀÄ C£ÀÄ¨sÀ«¸ÀÄªÀ 

C£ÁåAiÀÄ, CªÀgÀÄ ºÉÆA¢gÀÄªÀ zÀÈqsÀ¤μÉ× ºÁUÀÆ 

ªÀåPÀÛ¥Àr¸ÀÄªÀ ¥ÀæwgÉÆÃzsÀªÀ£ÀÄß F avÀæzÀ°è  £ÁªÀÅ  

C£ÀÄ¨sÀ«¸ÀÄvÉÛÃªÉ. 

¤zÉÃð±ÀQ §SÁð ªÀÄÄTAiÀiÁ £ÉÃ¥Á¼ÀzÀ §AiÀÄ®Ä 

ªÀÄvÀÄÛ UÀÄqÀØ ¥ÀæzÉÃ±ÀUÀ¼À°è £É®¹gÀÄªÀAvÀºÀ 

ªÀÄÄRåªÁV  zÀ°vÀ ªÀÄ»¼ÉAiÀÄgÀ zÉÃºÀUÀ¼À ªÉÄÃ¯É 

JgÀqÀÄ zÀ±ÀPÀUÀ½AzÀ J¸ÀUÀ¯ÁzÀ zËdð£ÀåzÀ 

DSÁå£ÀUÀ¼ÀÄ  «ÃPÀëPÀgÀ ªÀÄ£À ªÀÄÄlÖ¯ÉAzÀÄ 

ªÁå¥ÀPÀªÁV zÀÈ±Àå avÀætUÀ¼À£ÀÄß §¼À¸ÀÄvÁÛgÉ. 

ªÀÄÄTAiÀiÁ ªÁå¥ÀPÀªÁzÀ ºÁUÀÆ «©ü£Àß 

ddðjvÀUÉÆ½¸ÀÄªÀ PÀxÉUÀ¼À£ÀÄß PÁ¼Àf¬ÄAzÀ vÀªÀÄä 

«ÃPÀëPÀjUÉ ºÁUÀÆ  F PÀxÉUÀ¼À£ÀÄß ºÉÃ¼ÀÄwÛgÀÄªÀ 

ªÀÄ»¼ÉAiÀÄjUÉ ºÉÃ¼ÀÄvÁÛgÉ.

§SÁð ªÀÄÄTAiÀiÁ PÀläAqÀÄ«£À°è £É¯É¹gÀÄªÀ 

zÀÈ±ÀågÀÆ¥ÀzÀ PÀxÉUÁwð. 2020 gÀ°è CªÀgÀÄ 

©ænμï PË¤ì¯ï £À  ‘°AUÀ¸ÀA§A¢ü C£ÀÄzÁ£À’ zÀ 

¥ÀÅgÀ¸ÀÌøvÀgÁVzÀÝgÀÄ.  §SÁð ºÀ®ªÁgÀÄ ¸ÁPÀëåavÀæ, 

eÁ»ÃgÁvÀÄ ¹¤ªÀiÁ, ¸ÀAVÃvÀ «rAiÉÆÃUÀ½UÉ 

§gÀºÀUÁwð, ¤zÉÃð±ÀQ, bÁAiÀiÁUÀæºÀt ¤zÉÃð±ÀQ 

ªÀÄvÀÄÛ ¸ÀA¥ÁzÀPÀgÁV PÁAiÀÄð ¤ªÀð»¹gÀÄªÀgÀÄ. 

EªÀgÀ ªÉÆzÀ® QgÀÄ avÀæ  ¥ÉÊ£ÀÄéqï ¸ÀÄÖrAiÉÆÃ¸ï, 

AiÀÄÄ.PÉ  ºÁUÀÆ  gÁ° ¸ÀÄÖrAiÉÆÃ¸ï, ºÁ°ªÀÅqï 

(ªÉÆzÀ®¨Áj avÀæ vÀAiÀiÁgÀPÀgÀ CªÀ¢üUÀ¼À°è)  

ªÀÄvÀÄÛ ªÀÄÆå¹AiÀÄªÀiï D¥sï QæAiÉÄÃnªï ªÉÄÊAqïì 

(±ÁAWÉÊ ±Ámïìð - ±ÁAWÉÊ, aÃ£Á)  £À°è 

¥ÀæzÀ²ð¸À¯ÁVvÀÄÛ. CªÀgÀÄ ¥Àæ¸ÀÄÛvÀ PÀläAqÀÄ«£À°ègÀÄªÀ 

ªÀÄ°Ö«ÄÃrAiÀiÁ ¸ÀªÀÄÆºÀ ¥sÀgÀhiï ¥sÁåPÀÖj ¥ÉÇæqÀPÀë£ïì 

£À ¨sÁUÀªÁVzÁÝgÉ.



Gurkha Girl
Nepal | 2021 | 35 mins | Nepali | Bishal Roka 
Magar

In 2017, news began surfacing that Britain 
would recruit Nepali girls in its army. This 
news led many Nepali girls, mainly from rural 
backgrounds, to join the training centers in 
preparation. Dilmaya, a young girl from a 
mountain village, sees it as a life changing 
opportunity and devotes all her time in 
preparation. Coming from a country like 
Nepal, Dilmaya sees joining the British Army 
a lucrative career that would change not 
only her life but her entire family’s. Drawing 
on his own experience of being a British 
Gurkha candidate, Bishal Magar artfully and 
empathetically tells the story of Dilmaya’s 
struggles and challenges in trying to join the 
army.

Bishal Magar is a trainer in a pre-Gurkha 
training centre. In 2016 he had the 

opportunity to learn the fundamentals of 
cinema through a short-term filmmaking 
course organized in Kathmandu. He 
participated in and holds a diploma of 
Dov Simons’s ‘Cinema Director and Film 
Production’ program 2017. Lahureni (2021) is 
his first documentary short. Born and raised in 
in a remote village in Rolpa in the western hills 
of Nepal, Magar seeks to bring the stories of 
the region and its people to the world.

UÀÄSÁð UÀ̄ ïð
£ÉÃ¥Á¼À | 2021 | 35 ¤«ÄμÀ | £ÉÃ¥Á½ | ©μÁ¯ï 

gÉÆÃPÁ ªÀiÁUÀgï

2017 gÀ°è ©æl£ï vÀ£Àß ¸ÉÃ£ÉAiÀÄ°è  £ÉÃ¥Á½ 

ºÀÄqÀÄVAiÀÄgÀ£ÀÄß ¸ÉÃj¹PÉÆ¼ÀÄîªÀÅzÀÄ JA§ 

¸ÀÄ¢ÝAiÀÄÄ PÉÃ¼À¯ÁgÀA©ü¹vÀÄ. F ¸ÀÄ¢ÝAiÀÄÄ, 

¥ÀæªÀÄÄRªÁV UÁæ«ÄÃt »£Àß¯ÉAiÀÄ ºÀ®ªÁgÀÄ 

£ÉÃ¥Á½ ºÀÄqÀÄVAiÀÄgÀÄ ¥ÀÇªÀð¹zÀÞvÉUÉAzÀÄ vÀgÀ¨ÉÃw 

PÉÃAzÀæUÀ½UÉ ¸ÉÃgÀ®Ä PÁgÀtªÁ¬ÄvÀÄ. ¥ÀªÀðvÀ 

UÁæªÀÄ MAzÀPÉÌ ¸ÉÃjzÀ J¼ÉAiÀÄ ºÀÄqÀÄV ¢¯ÁäAiÀiÁ 

CzÀ£ÀÄß fÃªÀ£À §zÀ¯Á¬Ä¸ÀÄªÀ CªÀPÁ±ÀªÀ£ÁßV 

£ÉÆÃqÀÄvÁÛ¼ÁzÀÝjAzÀ CªÀ¼ÀÄ vÀ£Àß  ¸ÀA¥ÀÇtð 

¸ÀªÀÄAiÀÄªÀ£ÀÄß CzÀPÉÌ ¹zÀÞUÉÆ½¹PÉÆ¼ÀÄîªÀÅzÀgÀ°è 

PÀ¼ÉAiÀÄÄvÁÛ¼É. £ÉÃ¥Á¼ÀzÀAvÀºÀ  zÉÃ±ÀPÉÌ ¸ÉÃjzÀ 

¢¯ÁäAiÀiÁ ©ænμï  ¸ÉÃ£ÉAiÀÄ£ÀÄß ¸ÉÃgÀÄªÀÅzÀÄ MAzÀÄ 

¯Á¨sÀzÁAiÀÄPÀ ªÀÈwÛAiÀiÁV £ÉÆÃqÀÄwÛzÀÄÝ  CzÀÄ 

PÉÃªÀ® vÀ£Àß fÃªÀ£ÀªÀ£ÀÄß ªÀiÁvÀæªÀ®èzÉ vÀ£Àß ErÃ  

PÀÄlÄA§zÀ fÃªÀ£ÀªÀ£ÀÄß §zÀ¯Á¬Ä¸ÀÄªÀÅzÀÄ JAzÀÄ 

£ÀA§ÄvÁÛ¼É. NªÀð ©ænμï UÀÄSÁð C¨sÀåyðAiÀiÁV 

vÀ£ÀßzÉÃ ¸ÀéAvÀ C£ÀÄ¨sÀªÀzÀ DzsÁgÀzÀ ªÉÄÃ¯É 

©μÁ¯ï ªÀiÁUÀgï ¸ÉÃ£ÉAiÀÄ£ÀÄß ¥ÀæAiÀÄwß¸ÀÄwÛgÀÄªÀ 

¢¯ÁäAiÀiÁ¼ÀÄ £ÀqÉ¸ÀÄwÛgÀÄªÀ ºÉÆÃgÁlUÀ¼ÀÄ ªÀÄvÀÄÛ 

CªÀ¼ÀÄ JzÀÄj¸ÀÄwÛgÀÄªÀ ¸ÀªÁ®ÄUÀ¼À PÀxÉAiÀÄ£ÀÄß 

PÀ¯ÁvÀäPÀªÁV ºÁUÀÆ C£ÀÄ¨sÀÆw¬ÄAzÀ ºÉÃ¼ÀÄvÁÛgÉ.

©μÁ¯ï ªÀiÁUÀgï UÀÄSÁð ¥ÀÇªÀð vÀgÀ¨ÉÃw 

PÉÃAzÀæzÀ°è vÀgÀ¨ÉÃvÀÄzÁgÀgÁV PÁAiÀÄð 

¤ªÀð»¸ÀÄwÛzÁÝgÉ. 2016 gÀ°è PÀläAqÀÄ«£À°è 

DAiÉÆÃf¸À¯ÁzÀ C¯ÁàªÀ¢üAiÀÄ ZÀ®£ÀavÀæ ¤ªÀiÁðt 

PÉÆÃ¸ïð £À ªÀÄÆ®PÀ ¹¤ªÀiÁzÀ ªÀÄÆ®¨sÀÆvÀ 

«ZÁgÀUÀ¼À£ÀÄß PÀ°AiÀÄÄªÀ CªÀPÁ±À EªÀjUÉ 

zÉÆgÀQvÀÄÛ. CªÀgÀÄ qÉÆÃªï ¸ÉÊªÀÄ£ïì gÀ  “¹¤ªÀiÁ 

¤zÉÃð±ÀPÀ ªÀÄvÀÄÛ ZÀ®£ÀavÀæ ¤ªÀiÁðt” 2017 gÀ 

PÁAiÀÄðPÀæªÀÄzÀ°è ¨sÁUÀªÀ»¹zÀÄÝ CzÀgÀ°è  r¥ÉÇèªÀiÁ 

¥ÀzÀ«AiÀÄ£ÀÄß ºÉÆA¢zÁÝgÉ. ¯ÁºÀÄgÉÃ¤ (2021) 

CªÀgÀ ªÉÆzÀ® QgÀÄ ¸ÁPÀëåavÀæ. £ÉÃ¥Á¼ÀzÀ ¥À²ÑªÀÄ 

UÀÄqÀØ ¥ÀæzÉÃ±ÀzÀ°è£À gÉÆ¯Áà J£ÀÄßªÀ zÀÆgÀzÀ 

ºÀ½îAiÀÄ°è ºÀÄnÖ ¨É¼ÉzÀ ªÀiÁUÀgï D ¥ÀæzÉÃ±À ºÁUÀÆ 

CzÀgÀ d£ÀgÀ PÀxÉUÀ¼À£ÀÄß ºÉÆgÀ ¥Àæ¥ÀAZÀzÉÆA¢UÉ 

ºÀAaPÉÆ¼Àî®Ä §AiÀÄ¸ÀÄvÁÛgÉ.
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This Stained Dawn 
Pakistan | 2021 | 89 mins | Urdu/English | Anam 
Abbas

Chronicling the weeks leading up to – and the 
day of – the 2020 edition of the aurat march, a 
multi-city women’s demonstration in Pakistan, 
filmmaker Anam Abbas shows Karachi’s 
feminists organise come up against Pakistan’s 
state, media and radical religious right. The 
film follows the march’s organizers as they 
negotiate a deeply surveilled, paranoia-
inducing, and often physically violent space in 
the hopes of spurring a revolution. Bookended 
by vibrant animated scenes illustrating 
the unity of Pakistani women confronting 
patriarchal violence, “This Stained Dawn” 
also explores the intricacies of community 
organizing with candid authenticity. 

A philosophical work, This Stained Dawn is not 
just about the Aurat March, but about the act 
of political organizing itself.
Anam Abbas is a Pakistan based Pakistani/ 
Canadian filmmaker. She runs Other Memory 

¢¸ï ¸ÉÖÃ£ïØ qÁ£ï
¥ÁQ¸ÁÛ£À | 2021 | 89 ¤«ÄμÀ | GzÀÄð/EAVèμï | 

C£ÀªÀiï C¨Áâ¸ï 

2020 gÀ°è  DAiÉÆÃf¸À¯ÁzÀ ºÁUÀÆ C£ÉÃPÀ 

£ÀUÀgÀ¢AzÀ §AzÀAvÀºÀ ªÀÄ»¼ÉAiÀÄgÀ ¥ÀæzÀ±Àð£ÀªÁzÀ 

ªÀÄ»¼Á ªÉÄgÀªÀtÂUÉUÉ ªÀÄÄ£Àß PÉ®ªÀÅ ªÁgÀUÀ¼À°è 

ºÁUÀÆ CAzÀÄ £ÀqÉzÀ PÁAiÀÄðPÀæªÀÄUÀ¼À£ÀÄß 

zÁR¯É ªÀiÁqÀÄvÁÛ avÀæ ¤ªÀiÁð¥ÀQ C£ÀªÀiï 

C¨Áâ¸ï ¥ÁQ¸ÁÛ£ÀzÀ ¥Àæ¨sÀÄvÀé, ªÀiÁzsÀåªÀÄ ºÁUÀÆ 

ªÀÄÆ®¨sÀÆvÀªÁ¢AiÀÄ  zsÁ«ÄðPÀ  §®¥ÀAy 

UÀÄA¥ÀÅUÀ¼À «gÀÄzÀÞ PÀgÁaAiÀÄ ¹ÛæÃªÁ¢ 

¸ÀAWÀl£ÉUÀ¼ÀÄ £ÀqÉ¹zÀ ºÉÆÃgÁlªÀ£ÀÄß 

awæ¸ÀÄvÁÛgÉ. avÀæªÀÅ PÁæAwAiÀÄ£ÀÄß ¥ÉæÃgÉÃ¦¸ÀÄªÀ 

D±ÀAiÀÄzÀ°è ªÉÄgÀªÀtÂUÉAiÀÄ DAiÉÆÃdPÀgÀÄ ªÁå¥ÀPÀ 

PÀuÁÎªÀ°£À, £ÀA§¢gÀÄªÀ CwgÉÃPÀzÀ ¥ÀæªÀÈwÛAiÀÄ 

ºÁUÀÆ C£ÉÃPÀªÉÃ¼É zÉÊ»PÀ »A¸É¬ÄAzÀ PÀÆrzÀ 

¸ÀAzÀ¨sÀðzÉÆA¢UÉ ¸ÀAzsÁ£À £ÀqÉ¸ÀÄªÀ CªÀgÀ£ÀÄß 

¸ÉgÉ»rAiÀÄÄvÀÛzÉ. ¦vÀÈ¥ÀæzsÁ£ÀzÀ ªÀåªÀ¹ÜvÀ 

»A¸ÉAiÀÄ£ÀÄß JzÀÄj¸ÀÄwÛgÀÄªÀ ¥ÁQ¸ÁÛ£ÀzÀ 

ªÀÄ»¼ÉAiÀÄgÀ MUÀÎlÖ£ÀÄß awæ¸ÀÄªÀAvÀºÀ PÀA¥À£À²Ã® 

ªÀÄvÀÄÛ DªÉÃ±À vÀÄA©zÀ zÀÈ±ÀåUÀ½AzÀ PÀÆrzÀ 

¢¸ï ¸ÉÖÃ£ïØ qÁ£ï ¸ÀªÀÄÄzÁAiÀÄªÀ£ÀÄß ¸ÀAWÀn¸ÀÄªÀ 

vÉÆqÀPÀÄ¼Àî  PÁAiÀÄðªÀ£ÀÆß ¸ÀºÀ ¤μÀÌ¥ÀlªÁV ºÁUÀÆ 

¥ÁæªÀiÁtÂPÀvÉ¬ÄAzÀ ±ÉÆÃ¢ü¸ÀÄvÀÛzÉ. vÁwéPÀ PÀÈw DzÀ 

¢¸ï ¸ÉÖÃ£ïØ qÁ£ï PÉÃªÀ® ªÀÄ»¼Á ªÉÄgÀªÀtÂUÉAiÀÄ 

Media in Pakistan and is also one of the 
founding members of the Documentary 
Association of Pakistan (DAP). As a producer 
and Dp her first feature Showgirls of Pakistan, 
winner of the Best Pitch Award at the 2016 
Hotdocs Forum, premiered in competition 
at IDFA in 2020. Her latest fiction short 
Saya, co-directed with Fawzia Mirza, was 
selected to play in competition at the Chicago 
International Film Festival in 2019. Anam was 
among the organisers of the Aurat Marches in 
Karachi in 2018 and in Islamabad in 2019.

§UÉÎ ªÀiÁvÀæªÀ®èzÉ ¸ÀévÀB gÁdQÃAiÀÄªÁV ¸ÀAWÀn¸ÀÄªÀ 

QæAiÉÄAiÀÄ §UÉAiÀÄÆ DVzÉ. 

C£ÀªÀiï C¨Áâ¸ï ¥ÁQ¸ÁÛ£ÀzÀ°è ªÁ¹¸ÀÄwÛgÀÄªÀ  

¥ÁQ¸ÁÛ£À/ PÉ£ÀqÁ ªÀÄÆ¯ÁzÀ avÀæ ¤ªÀiÁð¥ÀPÀgÀÄ. 

CªÀgÀÄ ¥ÁQ¸ÁÛ£ÀzÀ°è CzÀgï ªÉÄªÉÆj «ÄÃrAiÀiÁ 

JA§ ¸ÀA¸ÉÜAiÀÄ£ÀÄß £ÀqÉ¸ÀÄwÛzÀÄÝ ¥ÁQ¸ÁÛ£ÀzÀ 

¸ÁPÀëå avÀæ ¸ÀAWÀ (DAP) zÀ ¸ÁÜ¥ÀPÀ ¸ÀzÀ¸ÀågÀ°è 

M§âgÁVgÀÄªÀgÀÄ. ¤ªÀiÁð¥ÀPÀ ªÀÄvÀÄÛ ¤zÉÃð±ÀQAiÀiÁV 

CªÀgÀ ªÉÆzÀ® ¢ÃWÀð avÀæ μÉÆÃUÀ¯ïìð D¥sï  

¥ÁQ¸ÁÛ£À 2016 gÀ ºÁmï qÁPïì ¥sÉÇÃgÀªÀiï 

£À°è CvÀÄåvÀÛªÀÄ ¥Àæ¸ÁÛªÀ ±ÉÊ° ¥Àæ±À¹ÛAiÀÄ£ÀÄß 

¥ÀqÉ¢PÉÆArzÀÄÝ 2020 gÀ°è IDFA £À ¸ÀàzsÁð 

avÀæ «¨sÁUÀzÀ°è CzÀgÀ ¥ÀæxÀªÀÄ ¥ÀæzÀ±Àð£ÀªÁVvÀÄÛ. 

EwÛÃZÉUÉ avÀæ  ¤ªÀiÁð¥ÀQ ¥sËjhÄ಼AiÀiÁ «ÄeÁð಼ 

CªÀgÀ ¸ÀºÀAiÉÆÃUÀzÉÆA¢UÉ ¤zÉÃð²¹gÀÄªÀ 

PÁ®à¤PÀ QgÀÄ avÀæ ¸ÁAiÀiÁ 2019 gÀ°è ²PÁUÉÆÃ 

CAvÀgÀgÁ¶ÖæÃAiÀÄ ZÀ®£ÀavÉÆæÃvÀìªÀzÀ ¸ÀàzsÁð 

«¨sÁUÀPÉÌ DAiÉÄÌ DVvÀÄÛ. 2018 gÀ°è PÀgÁa ªÀÄvÀÄÛ 

2019 gÀ°è E¸ÁèªÀiÁ¨Ázï £À°è £ÀqÉzÀ ªÀÄ»¼Á 

ªÉÄgÀtÂ«UÉAiÀÄ DAiÉÆÃdPÀgÀ°è C£ÀªÀiï C¨Áâ¸ï ¸ÀºÀ 

M§âgÁVzÀÝgÀÄ.



Iqraar-Naama 
(The Arrangement)
India | 2021 | 55 mins | Hindi | Priyanka Chhabra

In the grand narrative of the Partition of 
Punjab in 1947,  Iqraar-naama is a film about 
the ‘refugee’, ‘migrant’, ‘displaced person’ 
as the protagonist of his own story. Told 
through a collection of documents from 
the personal archive of Charandas Bangia, 
a Partition refugee from Lyallpur, Pakistan 
who finally settled in Amritsar, India. The 
documents preserved carefully for over 90 
years set the stage for history to unfold. The 
film de-centers historical narratives from the 
state to the citizen, from state archives to 
personal archives, looking at history from the 
perspective of those who experience it. Using 
documents, photographs, drawings, text 
and interviews, the film hangs on a series of 
dialogues between the state, citizen, allotment 
officers, ministry of relief and rehabilitation 
and other such sundry characters encountered 
in the history of the Partition of Punjab (1947).

Priyanka Chhabra is a film director and editor, 
exploring themes of memory, landscape 
and relationships of people to places. She 
articulates her practice as an archaeology 
of silences, digging at sites characterised 
by trauma; physical and emotional. Her 
filmography includes Iqraar- naama, Pichla 
Varka (The Previous Page) and A Summer Flu. 
Her work has been exhibited at film festivals 
in Oberhausen, Rotterdam, Cologne, Seoul, 
Kolkata, Mumbai and Delhi. She lives and 
works between Delhi and Manali.

EPÁægï-£ÁªÀÄ (zÀ CgÉAeÉäAmï)
¨sÁgÀvÀ | 2021 | 55 ¤«ÄμÀ | »A¢ | ¦æAiÀiÁAPÁ 

bÁ¨Áæ

1947 gÀ°è DzÀ ¥ÀAeÁ¨ï «¨sÀd£ÉAiÀÄ ªÀÄºÁ£ï 

DSÁå£ÀzÀ°è, EPÁægï-£ÁªÀÄ vÀªÀÄäzÉÃ ¸ÀéAvÀ PÀxÉAiÀÄ 

ªÀÄÄRå¥ÁvÀæzÁjUÀ¼ÁV ¤gÁ²ævÀgÀ, ªÀ®¹UÀgÀ, 

¸ÀÜ¼ÁAvÀjvÀ ªÀåQÛUÀ¼À PÀÄjvÁzÀ ZÀ®£ÀavÀæªÁVzÉ. 

avÀæ «¨sÀd£ÉUÉ vÀÄvÁÛV ¤gÁ²ævÀ£ÁV ¥ÁQ¸ÁÛ£ÀzÀ 

¯ÉÊAiÀiÁ®ÆàjAzÀ §AzÀÄ CAwªÀÄªÁV ¨sÁgÀvÀzÀ 

CªÀÄÈvÀìgÀzÀ°è £É¯É¹zÀ ZÀgÀuï zÁ¸ï §AVAiÀiÁgÀªÀgÀ 

ªÉÊQÛPÀ zÀ¸ÁÛªÉÃdÄUÀ½AzÀ ¥ÀqÉzÀ zÁR¯ÉUÀ¼À 

¸ÀAUÀæºÀzÀ ªÀÄÆ®PÀ C£ÁªÀgÀtUÉÆ¼ÀÄîvÀÛzÉ. 90 

ªÀμÀðUÀ½AzÀ Cw eÁUÀgÀÆPÀªÁV ¸ÀAgÀQë¹ 

EnÖzÀAvÀºÀ zÁR¯ÉUÀ¼ÀÄ F EwºÁ¸ÀzÀ 

C£ÁªÀgÀtPÉÌ »£Àß¯ÉAiÀÄ£ÀÄß MzÀV¸ÀÄvÀÛzÉ. avÀæ 

EwºÁ¸ÀzÀ DSÁå£ÀUÀ¼À£ÀÄß ¥Àæ¨sÀÄvÀézÀ §zÀ®Ä 

£ÁUÀjPÀgÀ, ¥Àæ¨sÀÄvÀézÀ zÀ¸ÁÛªÉÃdÄUÀ¼À §zÀ®Ä 

ªÉÊAiÀÄQÛPÀ zÀ¸ÁÛªÉÃdÄUÀ½UÉ ¥ÁæªÀÄÄRåvÉ 

PÉÆqÀÄvÁÛ ªÁ¸ÀÛªÀªÀ£ÀÄß CzÀ£ÀÄß C£ÀÄ¨sÀ«¹zÀªÀgÀ 

zÀÈ¶ÖPÉÆÃ£À¢AzÀ £ÉÆÃqÀÄvÀÛzÉ. zÁR¯É, bÁAiÀiÁavÀæ, 

gÉÃSÁavÀæ, ¥ÀoÀå ªÀÄvÀÄÛ ¸ÀAzÀ±Àð£ÀUÀ¼À£ÀÄß 

§¼À¹PÉÆAqÀÄ, avÀæªÀÅ ¥Àæ¨sÀÄvÀé, £ÁUÀjPÀ, «vÀgÀuÁ 

C¢üPÁjUÀ¼ÀÄ, ¥ÀjºÁgÀ ªÀÄvÀÄÛ ¥ÀÅ£ÀªÀð¸Àw 

¸ÀaªÀ¯ÁAiÀÄ ºÁUÀÆ ¥ÀAeÁ§ß «¨sÀd£ÉAiÀÄ 

EwºÁ¸ÀzÀ (1947) ¸ÀAzÀ¨sÀðzÀ°è JzÀÄgÀÄUÉÆAqÀ 

EvÀgÀ £Á£Á §UÉAiÀÄ ªÀåQÛvÀéUÀ¼À £ÀqÀÄ«£À ¸ÀAªÁzÀ 

¸ÀgÀtÂAiÀÄ ªÉÄÃ¯É gÀavÀzÁÝVzÉ.

¦æAiÀiÁAPÁ bÁ¨Áæ £É£É¥ÀÅ, ¨sÀÆzÀÈ±Àå ºÁUÀÆ 

MAzÀÄ ¸ÀÜ¼ÀPÉÌ d£ÀgÀÄ ºÉÆA¢gÀÄªÀ ¸ÀA§AzsÀUÀ¼À£ÀÄß 

±ÉÆÃ¢ü¸ÀÄªÀ avÀæ ¤zÉÃð±ÀQ ªÀÄvÀÄÛ ¸ÀA¥ÁzÀQ. 

CªÀgÀÄ vÀªÀÄä PÁAiÀÄðjÃwAiÀÄ£ÀÄß zÉÊ»PÀ 

ªÀÄvÀÄÛ ¸ÀAªÉÃUÁvÀäPÀ - F JgÀqÀÄ jÃwAiÀÄzÀ 

DWÁvÀPÉÆÌ¼ÀUÁzÀ ªÀÄ£À¸ÀÄìUÀ¼À CAvÀgÁ¼ÀªÀ£ÀÄß 

CgÀ¸ÀÄªÀ ªÀiË£ÀzÀ ¥ÁæPÀÛ£À±Á¸ÀÛæªÀ£ÁßV 

C©üªÀåPÀÛ¥Àr¸ÀÄvÁÛgÉ. EªÀgÀ avÀæ¸ÀÆa EPÁægï-

£ÁªÀÄ, ¦ZÀ¯Á ªÀPÁð (F »A¢£À ¥ÀÅl) ªÀÄvÀÄÛ 

¸ÀªÀÄägï ¥sÀÇè avÀæªÀ£ÀÄß M¼ÀUÉÆArgÀÄvÀÛzÉ. 

M§ºËð¸À£ï, gÁlqÁåðªÀiï, PÉÆ¯ÉÆÃ£ï, 

¹AiÉÆÃ¯ï, PÉÆ®ÌvÁÛ, ªÀÄÄA¨ÉÊ ªÀÄvÀÄÛ zÉºÀ°AiÀÄ°è 

DAiÉÆÃf¹gÀÄªÀ ZÀ®£ÀavÉÆæÃvÀìªÀUÀ¼À°è EªÀgÀ 

avÀæUÀ¼ÀÄ ¥ÀæzÀ±Àð£ÀUÉÆArªÉ. DPÉ PÉ®ªÉÇªÉÄä 

zÉºÀ°AiÀÄ°èAiÀÄÆ PÉ®ªÉÇªÉÄä ªÀÄ£Á°AiÀÄ°èAiÀÄÆ 

ªÁ¸À ªÀiÁrPÉÆAqÀÄ PÁAiÀÄð¤ªÀð»¸ÀÄvÁÛgÉ.



If I Could Tell You
India | 2022 | 69 mins | Indian Sign Language/
English/Hindi | Niharika Popli

If I Could Tell You is an evocative inquiry into 
the significance of language in our shared 
human experience. Following the journeys of 
two friends, Surbhi Taneja, a Hearing person 
and Charu Narang, a Deaf person and their 
relationships to Indian Sign Language. The 
film includes diverse perspectives from Deaf 
and queer communities including a drag 
queen’s transformation, a Mohiniyattam 
dancer’s experiences with being selectively 
nonverbal, and a theatre artist teaching 
students from different communities. If I Could 
Tell You explores how various manifestations 
of visual language and expression help us 
understand agency, autonomy and care. 

Made in collaboration with artist Pakhi Sen, 
this documentary pushes the boundaries of 
storytelling by blending diverse media forms, 
including animation and artistic performances.  
It is also the first instance of an Indian film 

E¥sï L PÀÄqï mÉ¯ï AiÀÄÄ
¨sÁgÀvÀ | 2022 | 69 ¤«ÄμÀ | ¨sÁgÀvÀ ¸ÀAeÁÕ 

¨sÁμÉ/ EAVèμï/ »A¢ | ¤ºÁjPÁ ¥ÉÇ¦è

F avÀæªÀÅ  ªÀiÁ£ÀªÀ£À ºÀAaPÉÆAqÀ C£ÀÄ¨sÀªÀzÀ°è 

¨sÁμÉAiÀÄ ªÀÄºÀvÀéªÉÃ£ÀÄ JA§ÄzÀgÀ §UÉÎ MAzÀÄ 

¥ÉæÃgÀPÀªÁzÀ ±ÉÆÃzsÀ£ÉAiÀiÁVzÉ.    QªÀÅqÀ 

ªÀåQÛAiÀÄ®èzÀ ¸ÀÄgÀ©ü vÀ£ÉÃeÁ ªÀÄvÀÄÛ QªÀÅqÀ 

ªÀåQÛAiÀiÁzÀ ZÁgÀÄ £ÁgÀAUï JA§ ¸ÉÃ»vÉAiÀÄj§âgÀ 

fÃªÀ£À ¥ÀxÀ ºÁUÀÆ ¨sÁgÀwÃAiÀÄ ¸ÀAeÁÕ 

¨sÁμÉAiÉÆA¢UÉ CªÀjVgÀÄªÀ ¸ÀA§AzsÀUÀ¼À£ÀÄß  

¸ÉgÉ»rAiÀÄÄvÁÛ ºÉÆÃUÀÄªÀ F avÀæªÀÅ 

NªÀð C£Àå°AUÀªÉÃ¶AiÀÄ gÀÆ¥ÁAvÀgÀ, 

NªÀð ªÉÆÃ»¤AiÀiÁlÖªÀiï £ÀvÀðQAiÀÄ 

GzÉÝÃ±À¥ÀÇªÀðPÀªÁV DAiÀÄÝ ªÀiËQPÀªÀ®èzÀ 

C£ÀÄ¨sÀªÀUÀ¼ÀÄ,  ªÀÄvÀÄÛ ««zsÀ ¸ÀªÀÄÄzÁAiÀÄUÀ½AzÀ 

§AzÀAvÀºÀ «zÁåyðUÀ½UÉ PÀ°¸ÀÄwÛgÀÄªÀ 

gÀAUÀ¨sÀÆ«ÄAiÀÄ PÀ¯Á«zÀgÉÆ§âgÀ£ÀÆß ¸ÉÃjzÀAvÉ 

QªÀÅqÀ ºÁUÀÆ ¸À°AUÀ CxÀªÁ E¤ßvÀgÀ ««zsÀ 

¯ÉÊAVPÀ ªÀÄ£ÉÆÃzsÉÆÃgÀuÉAiÀÄ ¸ÀªÀÄÄzÁAiÀÄUÀ¼À 

ªÉÊ«zsÀåªÀÄAiÀÄ zÀÈ¶ÖPÉÆÃ£ÀUÀ¼À£ÀÄß M¼ÀUÉÆArzÉ.  

avÀæ E¥sï L PÀÄqï mÉ¯ï AiÀÄÄ  zÀÈ±Àå ¨sÁμÉ 

ªÀÄvÀÄÛ ªÀÄÄR¨sÁªÀzÀ ««zsÀ C©üªÀåQÛUÀ¼ÀÄ ºÉÃUÉ 

PÀvÀÈðvÀé, ¸ÁéAiÀÄvÀÛvÉ ºÁUÀÆ PÁ¼ÀfAiÀÄ£ÀÄß CxÀð 

ªÀiÁrPÉÆ¼Àî®Ä £ÀªÀÄUÉ ¸ÀºÁAiÀÄ ªÀiÁqÀÄvÀÛzÉ 

JA§ÄzÀ£ÀÄß ±ÉÆÃ¢ü¸ÀÄvÀÛzÉ.  

PÀ¯Á«zÉ ¥ÁT ¸É£ï £À ¸ÀºÀAiÉÆÃUÀzÉÆA¢UÉ 

ªÀiÁqÀ®àlÖ F ¸ÁPÀëåavÀæªÀÅ C¤ªÉÄÃμÀ£ï avÀæ ªÀÄvÀÄÛ 

PÀ¯ÁvÀäPÀ ¥ÀæzÀ±Àð£ÀUÀ¼ÀÆ ¸ÉÃjzÀAvÉ ªÉÊ«zsÀåªÀÄAiÀÄ 

ªÀiÁzsÀåªÀÄ ¸ÀégÀÆ¥ÀUÀ¼À£ÀÄß ¸ÀAAiÉÆÃf¸ÀÄªÀÅzÀgÀ 

ªÀÄÆ®PÀ PÀxÉ ºÉÃ¼ÀÄªÀ jÃwAiÀÄ UÀrUÀ¼À£ÀÄß 

«¸ÀÛj¸ÀÄvÀÛzÉ. EzÀÄ QªÀÅqÀ  PÀ«AiÉÆ§âgÀ  ªÀÄÆ® 

¨sÁgÀwÃAiÀÄ ¸ÀAeÁÕ ¨sÁμÉAiÀÄ PÀ«vÉAiÀÄ£ÀÄß 

¥ÀæzÀ²ð¸ÀÄªÀ ªÉÆzÀ® ¨sÁgÀwÃAiÀÄ ZÀ®£ÀavÀæªÁVzÉ. 

zÉºÀ° ¤ªÁ¹AiÀiÁzÀ ¤ºÁjPÁ ¥ÉÇ¦è ¸ÀévÀAvÀæ 

ZÀ®£ÀavÀæ ¤ªÀiÁð¥ÀQ.  CªÀgÀ ªÉÆzÀ® ZÀ®£ÀavÀæ 

gÀ¸À£ï ¦AiÀiÁ ¸Ëvï KμÁå ZÀ®£ÀavÀæ 2017 

gÀ°è CvÀÄåvÀÛªÀÄ ZÉÆZÀÑ® avÀæPÁÌV vÁjÃPï 

ªÀÄ¸ÀÆzï ¥Àæ±À¹ÛAiÀÄ£ÀÄß ¥ÀqÉ¬ÄvÀÄ. F avÀæªÀÅ 

fÃªÀ£ÀzÀ §UÉÎ G¸ÁÛzï C§ÄÝ¯ï gÀ²Ãzï SÁ£ï 

CªÀjVzÀÝ CvÀÄåvÁìºÀ ºÁUÀÆ CªÀgÀ ¸ÀAVÃvÀ¢AzÀ 

¥ÉæÃjvÀUÉÆArvÀÄÛ. E¥sï L PÀÄqï mÉ¯ï AiÀÄÄ, 

CªÀgÀ JgÀqÀ£ÉAiÀÄ ¢ÃWÀð ¸ÁPÀëåavÀæªÁVzÉ. EzÀÄ 

6 AiÀÄÄªÀPÀgÀÄ £ÀUÀgÀzÀ°è vÀªÀÄä ¢PÀÄÌzÉ¸ÉAiÀÄ£ÀÄß 

PÀAqÀÄPÉÆ¼Àî®Ä ¥ÀæAiÀÄwß¸ÀÄwÛgÀÄªÀ ¸ÀAzÀ¨sÀðzÀ°è 

C©üªÀåQÛ ªÀÄvÀÄÛ CxÀðªÀ£ÀÄß PÀAqÀÄPÉÆ¼ÀÄîªÀ 

PÀxÉAiÀiÁVzÉ.

featuring an original ISL poem by a Deaf poet.

Niharika Popli is an independent filmmaker 
from Delhi. Her first feature film, Rasan Piya, 
won the Tareq Masud Award for the Best 
Debut Film at Film Southasia 2017. The film 
was inspired by the music and zest for life of 
Ustad Abdul Rashid Khan. If I Could Tell You 
is her second feature length documentary. 
It is the story of six young people finding 
expression and meaning as they navigate their 
space in a city.



PANEL DISCUSSION 
Sounds of Silence: 
The Politics of Language and Listening

Who gets to speak,  and in which language? 
Who listens, and how? Who is silenced and 
by whom? Speech, silence and narratives 
emerge from specific social dynamics located 
in inequalities and marginalization of various 
kinds. This panel will analyze the politics of 
communication and explore possibilities of an 
inclusive language of compassion and mutual 
care. We will hear perspectives from activists 
from the deaf and queer communities, as 
well as understanding the complexities of 
representation in film.

with Charu Narang, Manju SK, Niharika Popli, Kiran Nayak
moderated by Laxmi Murthy

AiÀiÁgÀÄ ªÀiÁvÀ£ÁqÀÄvÁÛgÉ ªÀÄvÀÄÛ AiÀiÁªÀ ¨sÁμÉAiÀÄ°è 

ªÀiÁvÀ£ÁqÀÄvÁÛgÉ? AiÀiÁgÀÄ PÉÃ½¹PÉÆ¼ÀÄîvÁÛgÉ, 

ªÀÄvÀÄÛ ºÉÃUÉ? AiÀiÁgÀÄ ªÀiË£ÀªÁVzÁÝgÉ ªÀÄvÀÄÛ 

AiÀiÁjAzÀ? ªÀiÁvÀÄ, ªÀiË£À ªÀÄvÀÄÛ C¸ÀªÀiÁ£ÀvÉUÀ¼ÀÄ 

ªÀÄvÀÄÛ ««zsÀ jÃwAiÀÄ CAa£À°ègÀÄªÀ ¤¢ðμÀÖ 

¸ÁªÀiÁfPÀ qÉÊ£Á«ÄPïì¤AzÀ  ¤gÀÆ¥ÀuÉUÀ¼ÀÄ 

ºÉÆgÀºÉÆªÀÄÄävÀÛªÉ. F ¸À«ÄwAiÀÄÄ ¸ÀAªÀºÀ£ÀzÀ 

gÁdQÃAiÀÄªÀ£ÀÄß «±ÉèÃ¶¸ÀÄªÀ ªÀÄÆ®PÀ 

¸ÀºÁ£ÀÄ¨sÀÆw ªÀÄvÀÄÛ ¥ÀgÀ¸ÀàgÀ PÁ¼ÀfAiÀÄ CAvÀUÀðvÀ 

¨sÁμÉAiÀÄ ¸ÁzsÀåvÉUÀ¼À£ÀÄß C£ÉéÃ¶¸ÀÄvÀÛzÉ. QªÀÅqÀ 

ªÀÄvÀÄÛ PÀÆågï  ¸ÀªÀÄÄzÁAiÀÄUÀ¼À PÁAiÀÄðPÀvÀðgÀ 

zÀÈ¶ÖPÉÆÃ£ÀUÀ¼À£ÀÄß £ÁªÀÅ PÉÃ¼ÀÄvÉÛÃªÉ, eÉÆvÉUÉ 

ZÀ®£ÀavÀæzÀ°è£À ¥Áæw¤zsÀåzÀ ¸ÀAQÃtðvÉUÀ¼À£ÀÄß 

CxÀðªÀiÁrPÉÆ¼ÀÄîvÉÛÃªÉ.

Charu Narang (Deaf Women Too)

Niharika Popli (filmmaker, India)

Laxmi Murthy (Director, Hri Institute)

Kiran Nayak (trans disability activist)

Manju SK (Deaf Women Too)
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Decoding Gender
Bangladesh | 2022 | 50 mins |Bangla | Niharika 
Popli | Rawyan Shayema

A woman fighting for women’s rights, a 
transwoman who is seeking validation for trans 
women’s identity, a non-binary person who just 
wants to express themselves freely – this film 
is a quest  for the ultimate representation of a 
gender role through the personal journey of 
the filmmaker. 

Rawyan Shayema is a Bangladesh based 
filmmaker, bookworm and art aficionado. They 
studied Film and Media at Stamford University 
Bangladesh and worked as a cinematographer 
in more than twenty documentaries & short 
fiction films. In addition, they have directed 
several experimental shorts, and won the 
Best Cinematographer Award at Stamford 
University Short Film Festivals in 2014. Rawyan 
also won awards from the Docedge_Kolkata, 
Dhaka_doclab, Docskool_Nepal and attended 
a number of prestigious labs including IFFR’s 
Rotterdam Lab and Global Media Makers 
Program by Film Independent. Rawyan 
also founded Art Haaat, an experimental, 
independent production company.

Ghar ka Pata 
(Home Address)
India | 2021 | 67 mins | Hindi | Madhulika Jalali

All of six years old when her family had 
to leave the Kashmir Valley due to armed 
insurgency in 1990, Ghar Ka Pata is the 
director’s personal account seeking to 
understand loss and identity and to 
reconstruct a place and a time that exists in 
her and her family’s collective memories. It 
is a tale of hope, humanity and its complex 
tapestry of transience and memory as the 
heart seeks to find its way back home. Ghar Ka 
Pata reveals deep and personal connections 
that go beyond religion and politics.

rPÉÆÃrAUï eÉAqÀgï
¨ÁAUÁèzÉÃ±À | 2022 | 50 ¤«ÄμÀ | ¨ÁAUÁè | 

gÁAiÀÄ£ï μÀAiÉÄÃªÀÄ

ªÀÄ»¼Á ºÀPÀÄÌUÀ½UÁV ºÉÆÃgÁqÀÄwÛgÀÄªÀ 

ªÀÄ»¼É, ªÀåvÀå¸ÀÛ °AVAiÀÄ ªÀÄ»¼ÉAiÀÄgÀ C¹ävÉUÉ 

¹éÃPÁgÁºÀðvÉAiÀÄ£ÀÄß ¥ÀqÉAiÀÄ®Ä ¥ÀæAiÀÄwß¸ÀÄwÛgÀÄªÀ 

ªÀåvÀå¸ÀÛ °AVAiÀÄ ªÀÄ»¼É, vÀªÀÄä£ÀÄß ªÀÄÄPÀÛªÁV 

ªÀåPÀÛ¥Àr¹PÉÆ¼Àî®Ä §AiÀÄ¸ÀÄªÀ G¨sÀAiÀÄ°AV 

C®èzÀ ªÀåQÛAiÀÄ£ÀÄß M¼ÀUÉÆAqÀ  F ZÀ®£ÀavÀæªÀÅ 

¤zÉÃð±ÀPÀgÀ ªÉÊAiÀÄQÛPÀ C£ÀÄ¨sÀªÀzÀ  ªÀÄÆ®PÀ 

°AUÀ ¸ÀA§A¢ü ¥ÁvÀæzÀ CAwªÀÄ avÀætPÉÌ 

ºÀÄqÀÄPÁlªÁVzÉ.

gÁAiÀÄ£ï μÀAiÉÄÃªÀÄ ¨ÁAUÁèzÉÃ±À ªÀÄÆ®zÀ 

ZÀ®£ÀavÀæ ¤ªÀiÁð¥ÀPÀgÀÄ, NzÀÄUÀÄ½ ªÀÄvÀÄÛ 

PÀ¯Á C©üªÀiÁ¤. ¨ÁAUÁèzÉÃ±ÀzÀ ¸ÁÖåªÉÆáqïð 

«±Àé«zÁå®AiÀÄzÀ°è EªÀgÀÄ ¹¤ªÀiÁ ªÀÄvÀÄÛ 

ªÀiÁzsÀåªÀÄªÀ£ÀÄß CzsÀåAiÀÄ£À ªÀiÁrgÀÄvÁÛgÉ ºÁUÀÆ 

E¥ÀàvÀÛPÀÆÌ ºÉZÀÄÑ ¸ÁPÀìåavÀæUÀ¼ÀÄ ªÀÄvÀÄÛ QgÀÄ 

PÁ®à¤PÀ ¹¤ªÀiÁUÀ¼À°è bÁAiÀiÁUÁæºÀPÀgÁV 

PÁAiÀÄð¤ªÀð»¹gÀÄvÁÛgÉ. eÉÆvÉUÉ, ºÀ®ªÁgÀÄ 

¥ÀæAiÉÆÃUÁvÀäPÀ QgÀÄavÀæUÀ¼À£ÀÄß EªÀgÀÄ 

¤zÉÃð²¹gÀÄªÀÅgÀÄ ºÁUÀÆ 2014 gÀ°è 

DAiÉÆÃf¹zÀAvÀºÀ ¸ÁÖåªÉÆáqïð «±Àé«zÁå®AiÀÄzÀ 

QgÀÄavÀæ avÉÆæÃvÀìªÀzÀ°è CvÀÄåvÀÛªÀÄ  bÁAiÀiÁUÁæºÀPÀ 

¥Àæ±À¹ÛAiÀÄ£ÀÄß ¥ÀqÉ¢gÀÄvÁÛgÉ. qÁPÉqïÓ_PÉÆ®ÌvÁÛ, 

qsÁPÁ_qÁPï ¯Áå¨ï, qÁPÀÆìÌ¯ï_£ÉÃ¥Á¼À 

CAvÀºÀ ¥Àæ¸ÁÛ¥ÀUÀ¼À£ÀÄß ªÀÄAr¸ÀÄªÀ ªÉÃ¢PÉUÀ½AzÀ 

¥Àæ±À¹ÛAiÀÄ£ÀÆß ¸ÀºÀ UÉ¢ÝgÀÄªÀgÀÄ ªÀÄvÀÄÛ IFFR£À 

gÁlqÁåðªÀiï ¯Áå¨ï ªÀÄvÀÄÛ ¦ü¯ïä EAr¥ÉAqÉAmï 

ªÀw¬ÄAzÀ DAiÉÆÃf¸À¯ÁzÀ UÉÆèÃ§¯ï «ÄÃrAiÀiÁ 

ªÉÄÃPÀ¸ïð PÁAiÀÄðPÀæªÀÄ ¸ÉÃjzÀAvÉ ºÀ®ªÁgÀÄ 

¥Àæw¶×vÀ ZÀ®£ÀavÉÆæÃvÀìªÀ PÁAiÀiÁðUÁgÀUÀ¼À°è 

¨sÁUÀªÀ»¹gÀÄvÁÛgÉ. Dmïð ºÁvï JA§ 

¥ÁæAiÉÆÃVPÀ, ¸ÀévÀAvÀæ ¤ªÀiÁðtzÀ PÀA¥À¤AiÀÄ£ÀÄß 

¸ÀºÀ ¸ÁÜ¦¹gÀÄvÁÛgÉ.

Madhulika Jalali has worked in both 
commercial films and the advertising industry 
with a focus on production dynamics. She 
has a Master’s degree in Film making from 
Kingston University, London. While working 
as a line producer for the Hindi Film Industry, 
she also contributes to various independent 
projects in different formats.



WÀgï PÀ ¥ÀvÀ (ªÀÄ£ÉAiÀÄ «¼Á¸À)
¨sÁgÀvÀ | 2021 | 67 ¤«ÄμÀ | »A¢ | ªÀÄzsÀÄ°PÁ 

d¯Á°

1990 gÀ°è ¸À±À¸ÀÛæ zÀAUÉ¬ÄAzÁV ªÀÄzsÀÄ°PÁ 

CªÀgÀ PÀÄlÄA§ªÀÅ PÁ²äÃgÀzÀ PÀtÂªÉAiÀÄ£ÀÄß 

vÉÆgÉAiÀÄ¨ÉÃPÁV §AzÀ ¸ÀAzÀ¨sÀðzÀ°è DPÉUÉ 

PÉÃªÀ® DgÀÄ ªÀμÀð ªÀAiÀÄ¸ÀÄì. avÀæ WÀgï PÀ ¥ÀvÀ 

¤zÉÃð±ÀQ CªÀgÀ ªÉÊAiÀÄQÛPÀ DSÁå£ÀªÁVzÀÄÝ CzÀÄ 

PÀ¼ÉzÀÄPÉÆ¼ÀÄîªÀ ¸ÀAªÉÃUÀªÀ£ÀÄß ªÀÄvÀÄÛ C¹ävÉAiÀÄ£ÀÄß 

CxÀðªÀiÁrPÉÆ¼Àî®Ä ºÁUÀÆ vÀ£Àß ªÀÄvÀÄÛ vÀ£Àß 

PÀÄlÄA§zÀªÀgÀ ¸ÁªÀÄÆ»PÀ £É£À¥ÀÅUÀ¼À°è E£ÀÆß 

G½¢gÀÄªÀ zÉÃ±ÀPÁ®ªÀ£ÀÄß ¥ÀÅ£ÀgÀða¸ÀÄªÀ 

¥ÀæAiÀÄvÀßªÁVzÉ.  ªÀÄ£À¸ÀÄì vÀ£Àß £É®PÉÌ »A¢gÀÄUÀ®Ä 

zÁjAiÀÄ£ÀÄß PÀAqÀÄPÉÆ¼ÀÄîªÀ ¥ÀæAiÀÄvÀßzÀ »£Éß¯ÉAiÀÄ°è 

CzÉÆAzÀÄ ¨sÀgÀªÀ¸ÉAiÀÄ, ªÀiÁ£À«ÃAiÀÄvÉAiÀÄ PÀxÉ 

ºÁUÀÆ PÀëtÂPÀvÉAiÀÄ ªÀÄvÀÄÛ £É£À¥ÀÅUÀ¼À ¸ÀAQÃtð 

gÀZÀ£ÉAiÀiÁVzÉ. avÀæ WÀgï PÀ ¥ÀvÀ zsÀªÀÄð ªÀÄvÀÄÛ 

gÁdQÃAiÀÄªÀ£ÀÄß «ÄÃj EgÀÄªÀ D¼ÀªÁzÀ ªÀÄvÀÄÛ 

ªÉÊQÛPÀ ¸ÀA§AzsÀUÀ¼À£ÀÄß §»gÀAUÀ¥Àr¸ÀÄvÀÛzÉ. 

ªÀÄzsÀÄ°PÁ d¯Á° ¤ªÀiÁðtzÀ PÁAiÀÄðªÉÊRjUÀ¼À 

ªÉÄÃ¯É PÉÃA¢æÃPÀj¸ÀÄvÁÛ  ¯Á¨sÀzÀ ªÀÄÄRåªÁ»¤AiÀÄ 

ZÀ®£ÀavÀæUÀ¼ÀÄ ªÀÄvÀÄÛ eÁ»ÃgÁvÀÄ GzÀåªÀÄ 

JgÀqÀgÀ®Æè PÁAiÀÄð¤ªÀð»¹gÀÄªÀgÀÄ. ®AqÀ£ï 

£À QAUÀìÖ£ï «±Àé«zÁå®AiÀÄ¢AzÀ ZÀ®£ÀavÀæ 

¤ªÀiÁðtzÀ°è ¸ÁßvÀPÉÆÃvÀÛgÀ ¥ÀzÀ«AiÀÄ£ÀÄß 

CªÀgÀÄ ¥ÀqÉ¢gÀÄvÁÛgÉ. »A¢ ZÀ®£ÀavÉÆæÃzÀåªÀÄPÉÌ 

¤ªÀiÁðtzÀ eÁjªÀåªÀ¸ÉÜAiÀÄ ªÀåªÀ¸ÁÜ¥ÀPÀgÁV 

PÉ®¸À ªÀiÁqÀÄvÀÛ¯ÉÃ CªÀgÀÄ «©ü£Àß ¸ÀégÀÆ¥ÀUÀ¼À 

ºÀ®ªÁgÀÄ ¸ÀévÀAvÀæ AiÉÆÃd£ÉUÀ¼À°èAiÀÄÆ 

vÉÆqÀV¹PÉÆArgÀÄªÀgÀÄ.

Taangh 
(Longing)
India | 2021 | 75 mins | Hindi | Bani Singh

Against the backdrop of Partition, newly 
independent India’s first hockey team defeats 
England, their erstwhile coloniser, to win 
the Gold at the 1948 London Olympics. Six 
decades later, when Nandy Singh, a member 
of this iconic team suffers a stroke at the age 
of 84, his tenacious will to recover inspires his 
daughter to go on a journey to discover the 
champion he was before she was born and  
meet some of his other team members in India 
and find a friend who had stayed behind in 
Lahore after Partition.

Bani Singh studied at the National Institute 
of Design and after working in the area of 
furniture and space design for a few years 
specialised in Museum studies.  She worked 
at the Virasat-e-Khalsa museum in Anandpur 
Sahib, Punjab as a gallery visualiser and 
content interpreter. For the last couple of 
years she was senior faculty at Srishti School of 
Art, Design and Technology. Taangh (Longing) 
is her first film.



mÁAUïí (¯ÁAVAUï)
¨sÁgÀvÀ | 2021 | 75 ¤«ÄμÀ | »A¢ | §¤ ¹AUï

zÉÃ±À «¨sÀd£ÉAiÀiÁzÀ »£Àß¯ÉAiÀÄ°è, ºÉÆ¸ÀzÁV 

¸ÁévÀAvÀæå ¥ÀqÉzÀ ¨sÁgÀvÀzÀ ªÉÆzÀ® ºÁQ vÀAqÀªÀÅ 

1948 gÀ°è ®AqÀ£ï £À°è DAiÉÆÃf¸À¯ÁzÀ 

M°A¦Pïì ¥ÀAzÀåªÀ½AiÀÄ°è »AzÉ vÀªÀÄä 

ªÀ¸ÀºÁvÀÄ±Á» DVzÀÝ EAUÉèAqï C£ÀÄß  ¸ÉÆÃ°¹ 

a£ÀßzÀ ¥ÀzÀPÀªÀ£ÀÄß UÉ¢ÝvÀÄ. DgÀÄ zÀ±ÀPÀUÀ¼À £ÀAvÀgÀ 

F C¥ÀæwªÀÄ vÀAqÀzÀ ¸ÀzÀ¸ÀågÁzÀ £ÀA¢ ¹AUï 

CªÀgÀ 84 £ÉÃ ªÀAiÀÄ¹ì£À°è ¥Á±ÀéðªÁAiÀÄÄ«UÉ 

M¼ÀUÁzÁUÀ, CªÀgÀ zsÀÈqÀªÁzÀ ZÉÃvÀj¹PÉÆ¼ÀÄîªÀ 

EZÁÒ±ÀQÛAiÀÄÄ  CªÀgÀ ªÀÄUÀ¼À£ÀÄß CªÀ¼ÀÄ ºÀÄlÄÖªÀ 

ªÀÄÄ£Àß vÀ£Àß vÀAzÉ JAvÀºÀ ZÁå«ÄàAiÀÄ£ï DVzÀÝgÀÄ 

JA§ÄzÀgÀ §UÉÎ  ªÀÄvÀÄÛ ¨sÁgÀvÀzÀ°è£À CªÀgÀ vÀAqÀzÀ 

EvÀgÀ PÉ® ¸ÀzÀ¸ÀågÀ£ÀÄß ¨sÉÃnAiÀiÁUÀ®Ä ºÁUÀÆ 

«¨sÀd£ÉAiÀÄ £ÀAvÀgÀ ¯ÁºÉÆÃj£À¯ÉèÃ G½zÀÄPÉÆAqÀ  

¸ÉßÃ»vÀgÉÆ§âgÀ£ÀÄß ºÀÄqÀÄPÀ®Ä ¥ÀAiÀÄtªÉÇAzÀ£ÀÄß 

PÉÊUÉÆ¼Àî®Ä ¥ÉæÃgÉÃ¦¸ÀÄvÀÛzÉ.

§¤ ¹AUï £ÁåμÀ£À¯ï E¤ìÖlÆåmï D¥sï r¸ÉÊ£ï 

£À°è vÀªÀÄä ªÁå¸ÀAUÀ ªÀÄÄV¹ ªÀÄvÀÄÛ PÉ®ªÀÅ ªÀμÀðUÀ¼À 

PÁ® ¦ÃoÉÆÃ¥ÀPÀgÀt ªÀÄvÀÄÛ ¸ÀÜ¼À «£Áå¸À PÉëÃvÀæzÀ°è 

PÉ®¸À ªÀiÁrzÀ £ÀAvÀgÀ ¸ÀAUÀæºÁ®AiÀÄ ¸ÀA§A¢ü 

CzsÀåAiÀÄ£ÀzÀ°è «±ÉÃμÀdÕvÉAiÀÄ£ÀÄß ¥ÀqÉzÀgÀÄ. 

CªÀgÀÄ ¥ÀAeÁ¨ï £À D£ÀAzÀ¥ÀÇgï ¸ÁºÉÃ¨ï 

£À°è£À «gÁ¸Àvï-J-Rí¯Áì ¸ÀAUÀæºÁ®AiÀÄzÀ°è 

PÀ¯Á avÀæ±Á¯ÉAiÀÄ£ÀÄß zÀÈ²åÃPÀj¸ÀÄªÀ ªÀåQÛAiÀiÁV 

ªÀÄvÀÄÛ «μÀAiÀÄ zÀÄ¨sÁ¶AiÀiÁV PÁAiÀÄð 

¤ªÀð»¹gÀÄvÁÛgÉ. PÀ¼ÉzÀ PÉ®ªÀÅ ªÀμÀðUÀ½AzÀ 

CªÀgÀÄ ¸ÀÈ¶Ö ¸ÀÆÌ¯ï D¥sï Dmïð, r¸ÉÊ£ï 

CAqï mÉPÁß®f ¸ÀA¸ÉÜAiÀÄ°è »jAiÀÄ ¨ÉÆÃzsÀ£Á 

CzsÁå¥ÀPÀgÁV PÁAiÀÄð¤ªÀð»¸ÀÄwÛgÀÄªÀgÀÄ. mÁAUïí 

(ºÁvÉÆgÉAiÀÄÄ«PÉ) EªÀgÀÄ ¤zÉÃð²¹gÀÄªÀ ªÉÆzÀ® 

ZÀ®£À avÀæ.



PANEL DISCUSSION 
Notions of Home and Belonging: 
Perspectives from the Region

“Where are you from?” is a question to which 
there can be complex answers, and sometimes 
no answer at all. Where is our home and 
what engenders a sense of belonging? 
Whwn borders and boundaries of nations 
states are redrawn, often violently, homes 
and families are torn asunder. When political 
conflict and ethnic tensions cause an exodus 
or eviction from one’s land, what happens to 
our sense of home? The filmmaker-panelists 
of this session draw on personal and political 
experiences to tell stories of the partition of 
lands and communities in various nations of 
the Subcontinent.

with Bani Singh, Madhulika Jalali, Priyanka Chhabra, 
Ashfaque AM moderated by Deepa Dhanraj 

“¤ೕªÀÅ J°è£ÀªÀgÀÄ?” JA§ ¥Àæ±ÉßUÉ ¸ÀAQÃtðªÁzÀ 

GvÀÛgÀUÀ¼ÀÄ ¹UÀ§ºÀÄzÀÄ ªÀÄvÀÄÛ PÉ®ªÉÇªÉÄä GvÀÛgÀªÉÃ 

EgÀÄªÀÅ¢®è. £ÀªÀÄä ªÀÄ£É J°èzÉ ªÀÄvÀÄÛ AiÀiÁªÀ 

«ZÁgÀ ¸ÀéAwPÉ  ¨sÁªÀ£ÉAiÀÄ£ÀÄß ºÀÄlÄÖºÁPÀÄvÀÛzÉ? 

AiÀiÁªÁUÀ  gÁμÀÖæUÀ¼À gÁdåUÀ¼À UÀrUÀ¼ÀÄ ªÀÄvÀÄÛ 

¹ÃªÉÄUÀ¼À£ÀÄß ªÀÄgÀÄ awæ¹zÁUÀ, EzÀjAzÁV 

C£ÉÃPÀ¨Áj ªÀÄ£ÉUÀ¼ÀÄ ªÀÄvÀÄÛ PÀÄlÄA§UÀ¼ÀÄ 

»A¸ÁvÀäPÀªÁV ºÀjzÀÄ ºÉÆÃUÀÄvÀÛªÉ. gÁdQÃAiÀÄ 

¸ÀAWÀμÀð ªÀÄvÀÄÛ d£ÁAVÃAiÀÄ G¢éUÀßvÉUÀ¼ÀÄ 

M§âgÀ ¨sÀÆ«Ä¬ÄAzÀ ¤UÀðªÀÄ£À CxÀªÁ 

ºÉÆgÀºÁPÀÄ«PÉAiÀÄ£ÀÄß GAlÄªÀiÁrzÁUÀ, £ÀªÀÄä 

ªÀÄ£É J£ÀÄßªÀ ¨sÁªÀ£ÉAiÀÄÄ K£ÁUÀÄvÀÛzÉ? G¥ÀRAqÀzÀ 

««zsÀ gÁμÀÖæUÀ¼À°è£À ¨sÀÆ«Ä ªÀÄvÀÄÛ ¸ÀªÀÄÄzÁAiÀÄUÀ¼À 

«¨sÀd£ÉAiÀÄ PÀxÉUÀ¼À£ÀÄß ºÉÃ¼À®Ä F C¢üªÉÃ±À£ÀzÀ 

ZÀ®£ÀavÀæ ¤ªÀiÁð¥ÀPÀ-¥Áå£É°¸ïÖUÀ¼ÀÄ ªÉÊAiÀÄQÛPÀ 

ªÀÄvÀÄÛ gÁdQÃAiÀÄ C£ÀÄ¨sÀªÀUÀ¼À£ÀÄß ¸É¼ÉAiÀÄÄvÁÛgÉ.

Bani Singh (Filmmaker, India)

Ashfaque AM (filmmaker, Sri Lanka)

Deepa Dhanraj (Filmmaker, India)

Priyanka Chhabra (Filmmaker, India)

Madhulika Jalali (Filmmaker, India)
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