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BACKGROUND OF FILMS 

The Evolution of the Language of Cinema was marked during 1928-30, from 

Silent Era to sound films. There was discernible evidence of a close relationship 

ōŜǘǿŜŜƴ ŎŜǊǘŀƛƴ 5ƛǊŜŎǘƻǊǎ ƻŦ мфнр ŀƴŘ мфорΤ мфплΩǎ ǘƘǊƻǳƎƘ мфрлΩǎΦ Lƴ ǘƘŜ 

Cinema between 1920 and 1940 two broad and opposing trends were evident: 

those Directors who put their faith in the image and those who put their faith 

in reality. 

 

It depends simply on what one wants to study- the Cinema possesses various 

ΨŘƛŀƭŜŎǘǎΩ ŀƴŘ ǘƘŀǘ ŜŀŎƘ ƻƴŜ ƻŦ ǘƘŜǎŜ ΨŘƛŀƭŜŎǘǎΩ Ŏŀƴ ōŜŎƻƳŜ ǘƘŜ ǎǳōƧŜŎǘ ƻŦ ŀ 

specific analysis. In the realm of the Cinema, all non-narrative genres- the 

documentary, the technical film etc. - have become marginal provinces, border 

regions so to speak, while the feature length film of novelistic fiction, which is 

ǎƛƳǇƭȅ ŎŀƭƭŜŘ ŀ ΨŦƛƭƳΩ ς the usage is significant. 

 

¢ƘŜ ΨƛƳŀƎŜΩ όƛǎύ ŜǾŜǊȅǘƘƛƴƎ ǘƘŀǘ ǘƘŜ ǊŜǇǊŜǎŜƴǘŀtion on the screen adds to the 

ƻōƧŜŎǘ ǘƘŜǊŜ ǊŜǇǊŜǎŜƴǘŜŘΧΦǊŜŘǳŎŜŘ ŜǎǎŜƴǘƛŀƭƭȅ ǘƻ ǘǿƻ ŎŀǘŜƎƻǊƛŜǎ ǘƘƻǎŜ ǘƘŀǘ 

relate to the plastics of the image(film) and those that relate to the resources 

of the montage, which after all, is simply the ordering of images in time. 

¦ƴŘŜǊ ǘƘŜ άǇƭŀǎǘƛŎǎέ Ƴǳǎǘ ōŜ ƛƴŎƭǳŘŜŘ ǘƘŜ ǎǘȅƭŜ ƻŦ ǎŜǘǎΣ ƻŦ ǘƘŜ ƳŀƪŜ-up and to 

a point, even of the performance, to which we naturally add the lighting and 

finally the framing of the Shot which gives us its composition. We have the 

statement of MalraǳȄ ƛƴ Ƙƛǎ ΨtǎȅŎƘƻƭƻƎƛŜ Řǳ /ƛƴŜƳŀΩ that it was montage that 

gave birth to film as an art, setting apart from mere animated photography, in 

short, creating a language. 

 



Those who consider Film to be a language often rely on the analogy between 

the word and the shot.  

 

D.W.Griffith, the American Director was important for having discovered 

ƳƻƴǘŀƎŜΣ ǘƘŜ ŦƭǳƛŘ ƛƴǘŜƎǊŀǘƛƻƴ ƻŦ ǘƘŜ /ŀƳŜǊŀΩǎ ǘƻǘŀƭ ǊŀƴƎŜ ƻŦ ǎƘƻǘǎΣ ŦǊƻƳ 

extreme close-up to distant panorama so as to produce the most coherent 

narrative sequence, the most systematic meaning, and the most rhythmic 

pattern. In doing so, Griffith had contributed to the development of a 

Cinematic language and invented the distinctive art of the film. 

 

Where the Shot is an element of montage and Montage is the assembling of 

these elements, each taken separately corresponds to an object but their 

combination corresponds to a Concept. For example, the representation of 

ǿŀǘŜǊ ŀƴŘ ŀƴ ŜȅŜ ǎƛƎƴƛŦƛŜǎ Ψǘƻ ǿŜŜǇΩΤ ǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ŀƴ ŜŀǊ ƴŜȄǘ ǘƻ ŀ 

ŘǊŀǿƛƴƎ ƻŦ ŀ ŘƻƻǊ ƳŜŀƴǎ Ψǘƻ ƭƛǎǘŜƴΩΦ ¢Ƙƛǎ ƛǎ aƻƴǘŀƎŜ ΧƧǳȄǘŀǇƻǎƛƴƎ 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ ǎƘƻǘǎΧΦǘƘŜ ǎŀƳŜ ƳŜŀƴƛƴƎΧΦƛƴ ƳŜŀƴƛƴƎŦǳƭ ŎƻƴǘŜȄǘǎ ŀƴŘ ǎŜǊƛŜǎΦ 

 

In Japanese script you do not know whether it is the inscription of a character 

or the independent product of graphics. Sharaku was the creator of finest 

prints of the 18th ŎŜƴǘǳǊȅ ŀƴŘΣ ƛƴ ǇŀǊǘƛŎǳƭŀǊ ƻŦ ŀƴ ƛƳƳƻǊǘŀƭ ƎŀƭƭŜǊȅ ƻŦ ŀŎǘƻǊǎΩ 

portraits. He was the Japanese Daumier. That same Daumier, the Bonaparte of 

[ƛǘŜǊŀǘǳǊŜ ǿŀǎ ƛƴ ǘǳǊƴ ŎŀƭƭŜŘ ǘƘŜ ΨaƛŎƘŜƭŀƴƎŜƭƻ ƻŦ /ŀǊƛŎŀǘǳǊŜΩΦ 

 



  

His features in the sculptured wooden mask are the same as that in the portrait of 

Tomisaburo Wakayama. 

 

 

 

 

 

 

 

SaitǾ JȊrǾbei 

TǾshȊsai Sharaku, 
original name SaitǾ JȊrǾbei, 
pseudonym Sharaku, 
(flourished 1794ï95, 
Japan), one of the most 
original Japanese artists of 
the Ukiyo-e movement 
(paintings and prints of the 
ñfloating worldò). 

 

TomisaburǾ Wakayama   

(  ҈

, Wakayama Tomisabur

Ǿ, September 1, 1929 ï 

April 2, 1992), born 

Masaru Okumura (  

 was a Japanese actor ,(רּ

best known for playing 

Ogami IttǾ, the scowling, 

19th century ronin warrior 

in the six Lone Wolf and 

Cub samurai movies. 



FILM GAZE- LOOKING AT FILMS 

The set of all the events in a narrative, both explicitly presented and those the 

viewer infers, constitute the story --- atleast two depicted events and two 

inferred ones. We can list the inferred ones in parentheses. 

Film Style: 

How may a technique guide expectations or furnish motifs, for the film?- how 

it develops across film- how does it direct our attention, clarify or emphasize 

meanings & shape our emotional response? Every film develops specific 

techniques in patterned ways. This particular technical choices we call Style. 

In a narrative film, techniques  can function to advance the cause-effect chain, 

create parallels, manipulate story-plot relations, oǊ ǎǳǎǘŀƛƴ ǘƘŜ ƴŀǊǊŀǘƛƻƴΩǎ Ŧƭƻǿ 

of information. 

Mise-en-Scene: (meez-ahn-ǎŜƴύ ƳŜŀƴǎ ΨǇǳǘǘƛƴƎ ƛƴǘƻ ǎŎŜƴŜΩ ς ŘƛǊŜŎǘƻǊΩǎ ŎƻƴǘǊƻƭ 

over what appears on screen- these overlap with the art of the theatre: setting, 

lighting, costume and the behaviour of figures- viewers often judge mise-en-

scene by standards of realism- use to create an impression of realism, comic 

exaggeration, supernatural terror, understated beauty etc.  

General areas: Setting, Costumes & Makeup, Lighting and Staging 

Setting: 

The drama on the Screen can exist without actors- a banging door, a leaf in the 

wind, waves beating on the shore can heighten the dramatic effect. Setting can 

overwhelm the actors- the overall design can shape how we understand story 

action- may commit to historical accuracy. A full size setting need not always 

be built for digital special effects are also used. 



The film maker may create props (property)- object has a function in the 

ongoing action- a prop may become a motif- Color, Costume can have specific 

functions- Costume help pickout the character- makeup to enhance actors 

appearance, tiny facial changes- also accentuates expressive qualities of the 

ŀŎǘƻǊΩǎ ŦŀŎŜ- unsuitable blemishes, wrinkles, sagging skin may have to be 

hidden ς can often enhance eye behaviour- important in creating character 

traits or motivating plot action. 

Lighting: 

Guides our attention to certain objects& actions- can articulate textures- 

conceal a detail- build suspense- creates highlights and shadows (attached 

shadows/shading and cast shadows) 

Four qualities of Lighting:  Quality, Direction, Source and Colour 

Quality: Lighting intensity of the illumination 1. Hard lighting 2 Soft Lighting 

Direction: refers to the path of light from its source ς frontal lighting, 

sidelighting ( cross lighting), backlighting (silhouettes, edge/rim lighting) , 

underlighting & toplighting 

Sources: 1. Key light   (Primary/ directional), 2. Fill light (Fills-in), 3. Back light as 

in 3 point lighting 

High Key lighting: uses fill light & backlight to create low contrast between 

brighter and darker areas ς different times of day or night 

Low Key lighting: creates stronger contrast, sharper/ darker shadows. Fill light 

is lessened or eliminated. 

Filters placed in front of the light source can colour the onscreen illumination- 

computer generated imagery allows to create virtual lighting designs- reduce 



the vast amount of visual information in front of the camera, to clarify and 

simplify the space. 

Staging: Movement & Performance- Acting & Actuality- Concepts of realistic 

acting- individualised and Stylised performance- function according to the 

context of film- typical representative of a social class or historical movement- 

camera techniques and editing also create a controlling context for acting. 

 

NOTING DOWN FILM CONTENT 

It is to note down how a film fit together systematically, any review or 

analytical essay includes detailed and extensive descriptions ς ǿǊƛǘŜǊΩǎ ƻǇƛƴƛƻƴΦ 

The need is to describe, evaluate or analyse to defend the view and supply 

good reasons. 

Step 1: Develop or explain, (thesis) 

¶ Anything intriguing or disturbing or noteworthy 

¶ Does it illustrate filmmaking with special clarity 

¶ Unusual effect on viewer 

¶ Do its implicit or symptomatic meaning have particular importance 

¢ƘŜ ǘƘŜǎƛǎ ǿƛƭƭ ōŜ ŀ ŎƭŀƛƳ ŀōƻǳǘ ŦƛƭƳΩǎ functions, its effects, and its meanings 

backed up with evidences and examples. 

Step 2 :  Draw up a Segmentation of the Entire film 

¶ 9ȄǇŜǊƛŜƴŎŜ ǎŎŜƴŜ ōȅ ǎŎŜƴŜ ŀƴŘ ƘŀǾŜ ŀ ǎŜƴǎŜ ƻŦ ǘƘŜ ŦƛƭƳΩǎ ƻǾŜǊŀƭƭ ǎƘŀǇŜΦ 

¶ Breaking the film into sequences give a convenient overview- line them 

to spot the pattern of development- how the parts are connected. 



¶ In a narrative film how each scene set up causes and effects? ς the 

ŎƘŀǊŀŎǘŜǊΩǎ Ǝƻŀƭǎ- how the goals develop during the course of action- 

what principles connect one scene with another- Segmentation (Plot 

outline), Characterisation, Causal Progression.  

Step 3: Note Outstanding Instances of Film Technique 

Brief, accurate descriptions of various Film Techniques used- Stylistic patterns- 

propose functions for those techniques. ( Eg: 3 point lighting / Continuity Cut) 

ς does the technique repeat Shot composition, Performance, Lighting, Camera 

movement, Color design, Dialogue, Music ς What are the more pertinent 

techniques used- various motifs creating thematic effects- of similarities and 

differences. 

Organising & Writing: 

Introduction: Background Information, Vivid example leading to Statement of 

thesis. 

Body: Reasons to believe the thesis, Evidence & examples that support the 

thesis 

Conclusion: Restatement of the thesis and discussion of its broader 

implications. 

Each reason becomes the topic sentence of a paragraph supporting with 

evidence & examples ς vivid instances of mise-en-scene, cinematography to 

backup the main point. 

Cinema can also define genres through conventional iconography consisting of 

recurring symbolic images that carry meaning from film to film. Objects, 

settings and even Stars can become iconographic. 



The interplay of convention and innovation, familiarity and novelty, is central 

to genre film. It is to show how important causality, space and time are to 

narrative form- drawing parallels among characters, settings and situations. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



BASIC THEORIES OF VISUAL COMMUNICATION 

 

Visual communication ŀǎ ǘƘŜ ƴŀƳŜ ǎǳƎƎŜǎǘǎΣ ƛǘΩǎ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ǘƘǊƻǳƎƘ 

visual aid and is described as the conveyance of ideas and information in forms 

that can be read or looked upon. Visual communication in part or whole relies 

on vision. It also explores the idea that a visual message accompanying text has 

a greater power to inform, educate, or persuade a person or 

audience. [Wikipedia] 

In visual communication we deal with different theories 

We have the sensual theories 

¶ Gestalt (means forms or shapes) 

¶ Constructivism 

¶ Ecological 

 

And we have the perceptual theories 

¶ Semiotics 

¶ Cognitive. 

What does Sensual and perceptual mean anyways in Visual communication? 

 

άSensualέ are raw data from nerves transmitted to brain. 

άtŜǊŎŜǇǘǳŀƭέ are meanings concluded after the stimuli are received. It is drawn 

from prior experiences comparison with other senses, stored images etc. 

 

Sensual Theory: Gestalt  

A gestalt theory deals with how our mind perceives wholes out of incomplete 

elements. To gestaltists, things are affected by where they are and by what 



surrounds them. When parts are identified individually it has different 

ŎƘŀǊŀŎǘŜǊƛǎǘƛŎǎ ǘƻ ǘƘŜ ǿƘƻƭŜ όƎŜǎǘŀƭǘ ƳŜŀƴǎ άƻǊƎŀƴƛȊŜŘ ǿƘƻƭŜέύ 

Gestalt Principles 

Figures & grounds 

The terms figures and grounds explains how we use elements of the scene, 

which are similar in appearance and shape and group them together as a 

whole. Similar elements figured are contrasted with dissimilar elements 

(grounds) to give impression of whole. 

Gestalt states that the eye merely takes in all the visual stimuli and that the 

brain arranges the sensation into coherent images. 

4 fundamental groupings or laws of Gestalt 

1. Similarity 

2. Proximity  

3. Continuity 

4. Common fate 

Similarity: The principle states that things, which share visual characteristics 

such as, shape, size, color, texture, value or orientation will be seen as 

belonging together. 

Proximity: The principle of proximity or contiguity states that things, which are 

closer together, will be seen as belonging together. 

Continuity/ Good continuation: The brain does not prefer sudden or unusual 

changes in movement of a line ςit seeks a much as possible a smooth 

continuation of a line. 

Common fate: The brain will mentally group items all pointing in the same 

direction ς items pointing in a different direction than most of the whole 

create tension. 



The brain classifies visual material in discrete groups. What we see when 

looking at a picture is modified by what we have seen in the past and what we 

want to see 

Sensual theory: Constructivism 

Minor clarification to gestalt theory, attributing active perception and eye 

movement in constructing an image 

Julian Hochberg, psychology prof. (Columbia Uni.), 1970, found that human 

eyes are constantly in motion as they scan an image. Emphasizing that the 

viewer constructs the scene with short-lived eyes fixation, the mind combines 

into a whole picture. This finding helped to explain how the mind perceives 

difficult images. 

Researchers found that the content, size, and placement of photos on 

a newspaper page are more important than whether the image is printed in 

color. 

Sensual theory: Ecological 

The ecological theory uses people in the real-world environments, not eye-

tracking equipment in a lab. It interprets depth from light and shadow cues, 

and no high-level brain function is required. Many perceptions about size and 

ŘŜǇǘƘ ǊŜǉǳƛǊŜ ƴƻ άƳŜƴǘŀƭ ŎŀƭŎǳƭŀǘƛƻƴέΦ 

Perceptual theory: Semiotic 

Semiotic is the study of signs; it is the study of anything that stands for 

something else. In a semiotic sense signs take the form of words, images, 

sounds, gestures and objects. It is the field of research that studies signs as an 

essential part of cultural life and communication. According to semiotics, we 



can only know culture (+reality) by means of signs, through the process of 

signification. 

There are 3 types of signs 

¶ Iconic 

¶ Indexical 

¶ Symbolic  

Iconic: To be like or to seem as something. Iconic signs most closely resemble 

the thing they represent. 

 

Indexical: Have a logical, common sense connection to the thing or idea they 

represent rather than a direct resemblance to the object 

 

Symbolic: Symbols that have not logical of representational connection 

between them and the things they represent. Examples of Universal Symbols 

are Danger Signs as Skull and bones symbolically representing as a warning. 

Another example is traffic signal where everyone has a universal 

understanding what it stands for. Unlike the other types of signs, symbols are 

learnt and have to be taught.  

 

Perceptual theory: Cognitive A viewer does not simply witness a light-structure 

object ςbut actively arrives at a conclusion about the perception through a 

mental process. Mental activities that affects visual perception [Carolyn 

Bloomer] 

¶ Memory: works both ways τ images are interpreted by recalling 

stored images, and images we see spark memories of other things (seeing 

the mailbox reminds us we have to pay our bills) 



¶ Projection: we project meaning onto what we see, based on mental 

state, personality, and other factors (two people whispering and laughing) 

 

¶ Expectation: we often see what we expect to see, overlooking details 

thaǘ ŘƻƴΩǘ Ŧƛǘ ƻǳǊ ƳŜƴǘŀƭ ƳƻŘŜƭ ƻŦ ǿƘŀǘ άǎƘƻǳƭŘέ ōŜ ǘƘŜǊŜ  

 

¶ {ŜƭŜŎǘƛǾƛǘȅΥ ǿŜ ŦƛƭǘŜǊ ƻǳǘ ŘŜǘŀƛƭǎ ǘƘŀǘ ŀǊŜƴΩǘ ǊŜƭŜǾŀƴǘ ŀǘ ǘƘŜ ǘƛƳŜΣ ǘƻ 

avoid overload (looking for a friend in a red hat in a crowd) 

 

¶ Habituation: we ignore stimuli that we see often. One key to creativity 

is to look at familiar things in a new way. Conversely, unfamiliar stimuli 

help us think in new ways (go to a new place to think up new ideas) 

 

¶ Salience: we notice stimuli that are somehow relevant or have 

significance (hungry people notice restaurants) 

 

¶ Dissonance: we can only process one thing at a time. Distractions 

ŦƻǊŎŜ ǳǎ ǘƻ ŀǾƻƛŘ ǇǊƻŎŜǎǎƛƴƎ ƻǘƘŜǊ ǎǘƛƳǳƭƛ όǘǳǊƴ Řƻǿƴ ǘƘŜ ǊŀŘƛƻ ǿƘŜƴ ǿŜΩǊŜ 

looking for a house). 

 

¶ Culture: many factors affect how we interpret visual stimuli τ 

ethnicity, age, gender, socio-economic status, work, location, education, 

nationality, etc. (the image of Uncle Sam means many different things, 

depending on culture) 

 

¶ Words: we categorize, frame, interpret and remember ideas as words. 

Our language has a great bearing on what we perceive and recall. (Eskimos 



ƘŀǾŜ ƻǾŜǊ млл ǿƻǊŘǎ ŦƻǊ ǎƴƻǿΧ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜȅ Ƴŀȅ ǎŜŜΣ ǊŜƳŜƳōŜǊ ŀƴŘ 

describe a particular winter scene differently than someone with only 2 or 

3 words) 

 

 

 

BASIC APPROCHES TO VISUAL ANALYSIS  

FUNCTIONALISM 

Â Functionalist approach believes that society  works toward equilibrium  

and stability 

Â According to functionalism society is a system of interrelated parts ς 

economy, family, religion, mass media, etc. 

Â 9ŀŎƘ ƻŦ ǎƻŎƛŜǘȅΩǎ ǇŀǊǘǎ function to maintain the  stability of the larger 

system 

Â Main questions asked by functionalists: How do the  institutions (parts) 

of society contribute to social  stability and/or instability? 

MARXISM 

Â In contrast to functionalists who focus on order and stability, the conflict 

approach focuses on conflict and social change. 

Â According to the conflict approach, society is based  on conflict between 

social groups 

Â Patterns of inequality create social stability in some  circumstances and 

social change in others 



Â Social conditions are the expression of the ongoing power  struggle 

between groups 

Â The main question asked by the conflict approach is: Who benefits from 

a particular pattern or social arrangement and at whose expense? 

 

SYMBOLIC INTERACTIONISM 

Â {ȅƳōƻƭƛŎ  ƛƴǘŜǊŀŎǘƛƻƴƛǎƳ ŦƻŎǳǎŜǎ ƻƴ Ƙƻǿ ǇŜƻǇƭŜΩǎ ƛŘŜŀǎ/values  shape 

their behaviour 

Â Symbolic Interactionism assumes that social life is possible because 

people attach meaning to it. 

RATIONAL CRITICISM 

Â Main question asked by symbolic interactionism is:  how do individuals 

communicate and interact to make social life meaningful? 

Â Instrumental (rational action) behaviour is the  key variable to explain 

social life 

Â Self-interested behaviour 

Â People make rational, self-interested decisions  based on the 

circumstances presented to them 

Â Main question asked by rational choice theorists is: how does individual 

self-interest shape society? 

 

 



POSTMODERNISM 

Â Social life is influenced by images and  symbols 

Â Reality is what we make it to be 

Â Meaning is created and constantly in flux 

Â Main question asked by rational choice theorists is: how do we make 

meaning in life and how are we affected by images/symbols? 

COGNITIVE ANALYSIS 

In the cognitive approach a person uses complex mental operations to derive 

the meaning of things seen. 

Memory : People use pictures as memory aids or to recall events or verbal 

passages 

Projection: We see pictures in the clouds, or listen to readings of our future 

from tarot cards, a person's mental state can be projected on inanimate 

objects 

Expectation: In a classroom you expect to see desks, blackboard, teacher. 

Having strong preconceived expectations often leads to mistakes in our 

perceptions 

Selectivity: We have a choice what we attend to. Much of what we see is not 
part of conscious processing. We focus on significant details. 

Habituation: Habituation occurs when we stop paying attention to something. 
We may have seen it so much that we no longer notice it. The mind ignores 
visual stimuli that are part of everyday habitual activity.  

Salience: A stimulus with meaning to an individual will be noticed more. 

Something that is relevant to us will stand out.  

Dissonance: Concentration is limited to one thing at a time. If something else is 

on your mind, it competes for attention. 



Culture: We are affected by the cultural artefacts, rituals and behaviours 

around us. We are influenced by the norms of the culture. The way people act, 

dress, eat behave, practice religion impacts visual perception. It includes 

ethnicity, economic status, work, gender, age, sexual orientation, geographic 

location. 

Words: Thoughts are framed by words. When words are combined with 

images a more impactful message can result. 

 

  MEDIA ANALYSIS TECHNIQUES BY ARTHUR ASA BERGER 

SEMIOTIC ANALYSIS 

PSYCHOANALYSIS 

MARXIST ANALYSIS 

SOCIOLOGICAL ANALYSIS 

FEMINIST ANALYSIS 

The above techniques of analysis are adopted for the present study. These 

concepts are a base to the analysis of the Tamil movies figuring the narrative 

structures and symbolic representations that are through the visual imageries 

latent or superficial. 

SEMIOTICS 

Visual imageries are studied as Codes, Signs & Symbols and are interpreted 

applying universal or from specific cultural contexts. 

 

 



PSYCHOANALYSIS 

The Psyche and motives in the projection or depiction of certain imageries are 

analysed from the aspect of mental functioning. 

MARXISM 

The class structures or the social strata based on political and economic 

reasoning are applied. 

SOCIOLOGICAL ANALYSIS 

The psychographic and demographic profile of the characters and the intended 

audience are valued. 

Between his tory and mythology   ARTICLE FROM THE HINDU 

          7June2016          E NEWSPAPER 

The casualty of the creation of the dichotomy between history and mythology is the 

attempt to understand the nature of both. But they are not dichotomous; they have much 

in  common  

The recent observations of the new Indian Council of Historical Research (ICHR) Chairman, 

Professor Yellapragada Sudershan Rao, that the Ramayana and the Mahabharata are not 

works of mythology but of historical veracity brings back to the fore the old debate about 

the nature of history and mythology. The fundamental assumption here is that the two 

stand in a dichotomous relationship with no common space between them. This dichotomy 

also places them in a hierarchy, with history being equated with tru th and mythology with 

falsehood.  

Evidence and belief  

The dichotomy was created by Positivism, which has unquestioned European provenance. 

Positivism had, during the eighteenth century and down to much of the twentieth century, 

sought to recreate the exacti tude of the natural sciences in forms of societal knowledge, the 

social sciences. Auguste Comte, the founder of Sociology, placed this new discipline at the 

highest level of precision and Mathematics at the lowest, because Mathematics had no 

objective basi s except for a commonly accepted set of values. For Leopold von Ranke, 

ñHistory tells us as it really happened.ò It reveals to us the objective truth, with no 

ambiguity. The veracity of history is proven by the evidence of facts gathered from archives, 



epigraphs, archaeology, coins, monuments etc., all being objective realities rather than 

imaginary creations. Certain norms of spatial and temporal location of events form its core.  

On the other hand, mythology stood at the other end of objectivity: all of it  was the 

product of imagination, much like fiction, with no objective evidence open to rational, 

scientific scrutiny, but dependent instead on oneôs beliefs and faith. 

It is in this backdrop that the struggle to place mythological creations on a par with 

history or objective truth, is best understood, for any concession to the imaginary nature of 

mythology relegates it to an inferior status. Or so it is assumed.  

The chief casualty of the creation of this dichotomy is the attempt to understand the 

nature of both history and mythology. To begin with, it is a false dichotomy and no 

hierarchy of status is implied between them. The difference between the two does not 

amount to dichotomy and they do have much in common. Both history and mythology are 

creations of human imagination. History, however, is limited to retrieval of verifiable ófactsô 

and evidence from the past, which is construed as a reality, even as it varies from one 

school of history to another or even from one historian to another. Mythology has no such 

limitations. It is not bound by space, chronology, and evidence that is indisputable. Space 

and time here are entirely created in the mind, just as in a novel, even as it bears 

semblance of reality. The nature of folklore is similar.  

Does it then impl y that mythology does not reflect any reality? Mythology, fiction, poetry 

and paintings relate to a different genre of reality which could, for convenience, be 

grouped under culture, of which religion is also an important segment, even as the two are 

not s ynonymous. In that sense culture and mythology also acquire the characteristics of an 

objective reality that governs our attitudes and behaviour as social beings. Indeed, the reach 

of culture in any society is far more pervasive than that of historical fac ts. If Ram was to 

be treated as a real historical figure, as a ruler of a small and insignificant kingdom of 

Ayodhya, compared, for example, to the massive Maurya or Gupta Empire, he would have 

been relegated to a minor footnote in history books. A good te st is to try to recall the 

name of another ruler of Ayodhya ð very unlikely to come to oneôs mind. Ramôs pervasive 

presence in India is because he is a cultural icon. No real rulerôs presence in the life of 

Indiaôs millions, even that of Asoka, comes anywhere near it. Probably a sizeable number of 

the population have his name as part of their own personal names. Would that pervasive 

presence have arisen from his being the king of Ayodhya and doing things that kings do all 

the time? Surely, his larger than l ife figure as a cultural icon is what gives him that stature 

that no other real life king could achieve.  

Plural versions  

There is also the question of plural versions of mythologies, as there are of history. Paula 

Richmanôs book is titled Many Ramayanas  an d the great Professor A.K. Ramanujam was 

the author of the superb essay, ñThree Hundred Ramayanasò. The Mahabharata similarly 

has not one but numerous versions, and Madhavacarya in the thirteenth century speaks of 

the text teeming with interpretations, int erpolations and transpositions. Thatôs a few 

centuries before the modern day baddies among historians came in to question the 



singularity of the sacred texts. So, which version is one seeking to authenticate in terms of 

its historical veracity?  

The study o f mythology would be greatly enriched as a cultural phenomenon rather than 

as authentic history that is based on material evidence, without it suffering the ignominy of 

being false or inferior.  

But then, the very assertion that mythological figures are not  necessarily historical figures 

immediately invites political fire from the Sangh Parivar. The Parivarôs Hindutva sentiment 

is hurt precisely because it has accepted the Positivist dichotomy of history and mythology 

and its ensuing hierarchisation of statu s. How far has the Parivar really travelled from the 

celebration of plural versions of truth in ancient Indian intellectual and cultural milieu to 

the modern day assertion of singularity of Truth, which is what Positivism has bestowed 

upon us and dominated  our thinking for nearly three centuries?  

(Harbhans Mukhia was Professor of History, Jawaharlal Nehru University, New Delhi.)  
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The list of the Tamil (Native) Films and their specific approach to Content 

Analysis are as mentioned below. These narratives  are chosen on the basis of  

either transition in Character, transition in Time and also the transition in 

Space.  There maybe two of the transitions or all the transitions quite evident 

through these narratives. 

S.NO APPROACH TO CONTENT 

ANALYSIS 

NAME OF THE NATIVE FILM 

1. PSYCHOANALYSIS ZERO (2016) 

2. RATIONAL CRITICISM 24 (2016) 

3. MARXIST ANALYSIS  I (2015) 

4. HISTORICAL MYTHOLOGY  AAYIRATHIL ORUVAN (2010) 

5. FUNCTIONALISM RAGASIYAM (2018) 

6. COGNITIVE ANALYSIS MAANAADU (2021) 

7.  POSTMODERNISM  SOLO (2017) 

8. ROMANTICISM  96 (2018) 

9.   SOCIOLOGICAL ANALYSIS  MAAN KARATE (2014) 

10. SEMIOTIC ANALYSIS  MAARA (2021) 

 

 

 

 



A Content Analysis on the Tamil Movie ZERO 

(as Psychoanalysis) 

 

The Tamil movie released in 2016 is an example to understand how Film Form 

works. Some elements are paid closer attention to the Film Narrative, various 

Symbolism used and how these parts create a greater whole as structure of the 

film. It is also important in creating the Visual Culture of sharing and 

understanding these experiences,  

The film culminates the diaspora of Universal belief rooted in the cultural 

system and psychic conventions of Womanhood. The female lead in the story 

is a newlywed intrinsic partner and supposedly the couple reincarnated seven 

births as couple. However this can happen only when there is love and 

confidence in one another. Largely the film unfolds from the female 

ŎƘŀǊŀŎǘŜǊΩǎ ǇŜǊŎŜǇǘƛƻƴ ƻŦ ŜǾŜƴǘǎ ƻƴ biological and spiritual realms of truth. 

How the past may recur in conscience and how new beginnings emerge.  

This task is set to identify the symbolism through visual cues that help in the 

narrative. Imageries actually narrate than actual words spoken through these 

characters. Particular and peculiar visual codes are elaborated in structuring 

the narrative. 

The book FILM ART An Introduction Eighth edition by David Bordwell, Kristin 

Thompson, published by McGraw Hill is used as reference text to highlight on 

Film Form. It provides insights on key areas such as, 

By what principles is a film put together? 

How do the various parts relate to one another to create a whole?  



In answering these above questions David Borewell explains A film is not a 

ǊŀƴŘƻƳ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ŜƭŜƳŜƴǘǎΧ ŀ ǇŀǘǘŜrn exists there, that some overall logic 

governs the relations among parts and engages your interest. This system of 

relationships among parts we call Form. 

Artworks involve us by engaging our senses, feelings and mind in a process. 

That process sharpens our interest, tightens our involvement, urges us forward. 

How does this happen? 

This text is found to be appropriate at the completion of the analysis of the 

¢ŀƳƛƭ ŦƛƭƳ ά½ŜǊƻέΦ ²Ŝ ǎƘŀƭƭ ǎŜŜ Ƙƻǿ ǘƘŜ ōƛƻƭƻƎƛŎŀƭ ŀƴŘ ǎǇƛǊƛǘǳŀƭ ǊŜŀƭƳ ƻŦ ǘǊǳǘƘ ƛǎ 

depicted.   

 

 

BIOLOGICAL AND SPIRITUAL REALMS OF TRUTH 

¶ Biological inheritance of troubled mind ,  

Plot: In the film the mother of the girl developed symptoms of such troubled 

mind which aggravates as the pregnancy matures. It is to be noted that the 

film stresses on how the father desolates her mother under such a critical 

situation. The mother dies during childbirth and the girl is left to grow under 

societal care.  

See how 
the 
biological 
and 
spiritual 
realm of 
truth is 
depicted



Elaborated Visual Codes 

ü Later after the girl settles down in marriage {a relationship in love, she 

finds her own partner). Her mother tries for marital separation to safeguard 

her daughter from pregnancy as such complications are feared to be inherited. 

The mother appears in her dreams and repeatedly warns her. Here the fear Is 

only about biological inheritance {genetic}. In actuality the girl is already made 

to believe that she cannot have a natural pregnancy. 

Restricted Visual Codes: 

ü ¢ƘŜ ƳƻǘƘŜǊΩǎ ǿǊƛǘƛƴƎǎ ǘƻ ƘŜǊ ŘŀǳƎƘǘŜǊ ǘƘŀǘ ŀǊŜ ǘǊŜŀǎǳǊŜŘ 

ü Vessels that fall off from the dining table 

ü In dreams her mother persistently takes her for a stroll (wandering) in 

the meadow, among female spirits {that are supposedly holy and spiritual) to 

avoid male intervention and prevalence 

 

 



 

 

¢ƘŜ ƳƻǘƘŜǊ ǿƘƻ ƛǎ ŀǇǇŜŀǊƛƴƎ ǾŜǊȅ ǘǊŀŘƛǘƛƻƴŀƭΧΦǘŀƪŜǎ ƘŜǊ ŘŀǳƎƘǘŜǊ ŦƻǊ ŀ 

stroll amonƎ ǘƘŜ ǎƻǳƭǎ  ƻŦ άŦƻǊŜƛƎƴŜǊǎέ ŀƴŘ ǘŜƭƭǎ ƘŜǊ ǘƘŀǘ ǘƘƛǎ ƛǎ ǿƘŜǊŜ ǎƘŜ 

ōŜƭƻƴƎǎΧΦ  

{ƘŜ ǎŜǇŀǊŀǘŜǎ ƘŜǊ ŦǊƻƳ ǘƘŜ ƳŀƴΧŀƴŘ ǿŀǊƴǎ ƘŜǊ ƛǘǎ ƴƻǘ ŀ ŘǊŜŀƳΧŀƴŘ 

not to trust him 

²ƘƛƭŜ ǘƘŜ ƎƛǊƭΩǎ ƘǳǎōŀƴŘ ǿƛƭƭ ǎǘƛƭƭ ōŜ ƘƻƭŘƛƴƎ ƘŜǊ ŀƴŘ ǘǊȅ ǘƻ ǿŀƪŜ ƘŜǊ ǳǇΦ  

She would be strollinƎ ƻƴ ǘƘŜ ǊƻŀŘǎ ƛƴ ƘŜǊ ƴƛƎƘǘΩǎ ǎƭŜŜǇ 

What she goes through in her mind and what she is physically into is 

totally different in actuality 

 

 



 

EXPERIENCE RECUR IN CONSCIENCE AND IN DREAMS 

ü Love at first sight 

ü Inducing personalities of the husband 

ü Confusing Multiple presence / appearances/ personalities of the 

husband 

ü Husband realises her obsession (ESP) and her fight against it 

ü The daughter envisions her mother 

SPECIFIC AND PECULIAR VISUAL CODES - SYMBOLISM 

ü The Door ς A pathway to dream 

ü The roots above the lake (Peculiar) - Celestial 

ü The dead fish  in the handbag- An unforeseen danger, warning 

ü Her collections of Pink items (Peculiar) ς Acutance,  

ü The White Snake ς Soul (here the snake does not lie or mislead) 

ü The Scissor- here, a tool of self-defence 

ü The deafening sound ςa tormented atmosphere 

ü The Eye from the window ς a Watch 

ü The Chain ς ¢ƘŜ ƘǳǎōŀƴŘ ƛŘŜƴǘƛŦƛŜǎ ǘƘŜ ǿƛŦŜΩǎ ŀōŘǳŎǘƛƻƴ 

ü The Pink Crystal ς The symbol of ZERO ς a female spirit 



ü The Red Sun - fearful 

ü The blind eyes  of the spirits-  stroller, free, liberated, independent, 

maybe angels waiting for a call 

ü Confusing Multiple presence / appearances/ personalities of the 

husband ς dominates, emerges and hides out  one another (Peculiar, a 

biological hint about conception) 

ü The Revenge and killings of a barren spirit ς the spirit against mankind 

ü The Beads ς Rosary ς a protective force to ward off evil 

ü The Star ς a regeneration, guiding pole  

 

 



 

The blind man envisions- ƻƴƭȅ ƘŜ ΨǎŜŜǎΩ ǘƘŜ ŎŜƭŜǎǘƛŀƭ ƻōƧŜŎǘ  

άǘƘŜ Ǉƛƴƪ ŎǊȅǎǘŀƭέΦ 9ŀǊƭƛŜǊ ƘŜ narrates how it all begins when god creates 

everything. That is how Lilith (supposedly the first woman as so she claims) 

projects to him. 

The pink crystal which later the woman feels in her womb; 

to believe something celestial is what you are receiving , you definitely ought 

to sense the satellite dish alongside. The signals you do not see but when you 

have an appropriate device you see the form. Then it will be all over again, in 

ǘƘŜ 9ŘŜƴ ƎŀǊŘŜƴ ǿƻƳŀƴ ǿƻǳƭŘ ŦƛƴŘ ŀƴ ŀǇǇƭŜΧΦ ¢ƘŜ 9ǾŜ ƳŜŀƴǎ ǘƘŜ ǿƻƳŀƴΦ Lƴ 

the story, the purpose of woman is to serve man, if she disobeys the man she 

ǿƛƭƭ ŀŎŜ ǘƘŜ ƎƻŘΩǎ ǿǊŀǘƘΣ ǇŜƻǇƭŜ ǿƛƭƭ ŘƛǎŎǳǎǎ ǘƘŀǘ ƻǊ ŘŜōŀǘŜ ŦǊƻƳ ŀ ŦŜƳƛƴƛǎǘ 

point of view. 

We find this movie using the principles of Expectation, Convention and 

Experiences. In reading a mystery, we expect that a solution will be offered at 

some point, usually at the end. The satisfaction of our expectations maybe 

ŘŜƭŀȅŜŘΦ !ǎ ǘƘŜ ǘŜǊƳ ƛƳǇƭƛŜǎΣ ΨǎǳǎǇŜƴǎŜΩ ƭŜŀǾŜǎ ǎƻƳŜǘƘƛƴƎ ǎǳǎǇŜƴŘŜŘ ς not only 

the next element in a pattern but also our urge for a completion.  

     ---- 



A Content Analysis on the Tamil Movie 24 

(as Rational Criticism) 

Watch, Time, Clocks, Timepiece, Alarm are all very common in usage, be it how 

many number of times showed or uttered in the whole movie. 

In the beginning of ǘƘŜ ǎǘƻǊȅΣ ǳƴŘŜǊ ǘƘŜ 9ŀƎƭŜΩǎ ŎƭƻǎŜ ǿŀǘŎƘ ό ōƛǊŘΩǎ ŜȅŜǾƛŜǿύΣ 

the Watchman is shot dead at the entrance of a villa while simultaneously the 

ƪƛƭƭŜǊΩǎ ȅƻǳƴƎŜǊ ōǊƻǘƘŜǊ {ŜǘƘǳǊŀƳŀƴ ƛǎ ƛƴǾŜƴǘƛƴƎ ŀ ƳƛǊŀŎǳƭƻǳǎ άǘƛƳŜ ǘǊŀǾŜƭέ 

watch for what he devoted to all his life. 

His experimentation lab would have all the mechanism ς from the doors to the 

baby pacifiers to the lullaby- Sethuraman work on instilling life to the lifeless.  

His excitement in inventing the timeless watch is intervened by hearing a 

breaking glass and he senses danger, peeping out of the window, sees two 

bikes and his watchman dead. 

On coming down the spiral case, he sees spilt milk, blood stains, his brother 

playing the piano, his wife tied to a chair. 

The twin brothers are projected in their polar opposites. The elder points out 

how their difference in birth by 3 minutes just 180 seconds has put them both 

in opposite directions. 

One invents the other snatches by greed and force. After a hard battle, 

Sethuraman and his wife are killed. Before looking for the baby, the 

countdown tricks the villain to refrain and causes him, a leg amputated and he 

loses 26 years in coma. 



After 26 years, all monumental towers in Chennai  ticks and we see the 

²ŀǘŎƘƳŀƪŜǊǎ ǎǘǊŜŜǘΣ ǿƘŜǊŜ ŀƳŀȊƛƴƎƭȅ {ŜǘƘǳǊŀƳŀƴΩǎ ǎƻƴΣ aŀƴƛƪŀƴŘŀƴ ƛǎ living 

ƛƴ Ƙƛǎ ŦŀǘƘŜǊΩǎ ŀǇǇŜŀǊŀƴŎŜΣ ǎƛǘǘƛƴƎ ƻƴ ŀ ōǊƻƪŜƴ 9ȄŜŎǳǘƛǾŜ ǿƘŜŜƭŜŘ /ƘŀƛǊ 

supported and mounted by the priceless treasure. 

Old vessels weighed, Doom lights blink and the electrocuting old switches are 

connectors from the past to the present. They are relational and also temporal. 

Gaining consciousness, Athreya parts with the treasured key that leaves an 

imprint on his palm, from trash to metal shop and finally it finds its way to 

Manikandan.   

Coming to terms with his new acquisition he explores it thrice, where the 

freeze time is 29 seconds. First time he guards himself and his business 

transaction, second time he checks out his immediate surrounding and third 

time he manages to remove the dried up clothes before rain to save his 

surrogate mother from unnecessary chores.  The fourth time he convinces his 

ladylove repairing her broken wristwatch, he modifies it with a date 

ŀŎŎŜǎǎƛōƛƭƛǘȅΣ ǘƘŜ Řŀȅ ōŜƛƴƎ ƘŜǊ ƎǊŀƴŘŦŀǘƘŜǊΩǎ ōƛǊǘƘŘŀȅΦ ²ƛǘƘ ŀƭƭ ǘƘŜǎŜ ŀƴŘ ǎƻƳŜ 

more trials he learns mastery over the magic watch. 

Knowing the price offer in the Print Ad, he duplicates its model to see who is 

spying on the original and why. He gets killed in the Phoenix Foundation, in the 

pursuit, his hand axed to acquire the watch. His Uncle, Athreya, turns a brutal 

villain the second time for the watch. 

After Athreya realises that the time travel can happen only in 24 hours he 

ōǊƛƴƎǎ ōŀŎƪ aŀƴƛƪŀƴŘŀƴ ǘƻ ƭƛŦŜ ŜǊŀǎƛƴƎ ǘƘŜ ŘŀȅΩǎ ƳŜƳƻǊȅ ŀƴŘ Ǉƭŀƴ ǘƻ ƳŀƪŜ 

him believe Athreya as his father. In the meantime he coaxes Manikandan into 



a new invention to travel back in 26 years to regain his mobility and youthful 

charm.  

.ŜŎƻƳƛƴƎ ŀǿŀǊŜ ƻŦ Ƙƛǎ ¦ƴŎƭŜΩǎ ŘŜŎŜƛǘ ŀƴŘ ŎǊǳŜƭǘȅΣ aŀƴƛƪŀƴŘŀƴ ǎŜǘ ƻǳǘ ƻƴ ǘƘŜ 

Ƴƛǎǎƛƻƴ ŀƴŘ ŎƘŀƴƎŜǎ ŜǾŜǊȅǘƘƛƴƎ ǘƻ Ƙƛǎ ŦŀǘƘŜǊΩǎ ŀŘǾŀƴǘŀƎŜΦ IŜ ǎŜŜǎ Ƙƛǎ ǇŀǊŜƴǘǎ 

alive as a baby and sets a turning point to the story. From 13.01.1990 to 

23.08.2016 and back, the phase sets up a new pace and a new story emerges 

with the same people. 

Drawing contradictions, the movie is all about materialistic and spiritual 

transcendence. Ownership, Corporate hierarchy, Establishments, Inventions 

motivated for a price, jealousy, greed, acquiring through force, cultivating 

competitions, highly advanced modernised barbarism, technologically befitting, 

seeking to compensate for his losses is all about Athreya. 

An invention of just a 24 hours magic wand (watch) is sought to be upgraded 

to a 26 years reversal for his greed through deceit. 

Ignorant of the priceless treasure he has inherited, the son, Manikandan 

continues in line with his interests skilfully in watch mechanics. He labours and 

earns his wages. Though he gets a rebirth in the bigger plan, he revives his 

parents and fosters to start an entire new episode where the creator destructs 

the abductor. 

If an inventor of 24 hours time -travel could be rejuvenated and revived, what 

an inventor of 26 years time- travel should be bestowed with remains in 

tantrum. 

 



 

 

 

 



 

 

In the movie, the axed hand with the watch in the hands of the greedy. The 

movie resonate rebirth, revival and mastery over Life and Death 

 

 

 

 

 



Other Contexts 

The Shore Temple built in 700-

728 AD is located near Chennai in 

Tamilnadu, is also named 

Mahabalipuram 

 

 

 

Shiva Parvathi Deities with 

their son Karthikeya  

The Sculpture has a broken hand 

to be noticed and this is the 

historical reminiscence and 

benevolence. 

 

 

 

 

 

 



Contemporary Political Portfolio 

 

The Chieftain of the Dravida Munnetra Kazhagam spells one to consider the 

obstacles as setting our path straight and our journey in progress is etched in 

his monument. 

  

The historical reminiscence of the sculpture, the movie or the political scenario 

does not have any relational factors other than the symbolic signification of 

the hand. 

--- 



A Content Analysis on the Tamil Movie i 

(as Marxism) 

 

LǘΩǎ ŀ ǎǘƻǊȅ ƻƴ aƻŘŜƭƭƛƴƎ !ǊǘƛǎǘŜǎΦ  

Body building, Physical training and fitness regime get the male lead an 

identity as Mr. Tamilnadu (the State where he belongs) and he resorts to 

advertising local brands for his living. There comes the Star Celebrity full of 

beauty and fragility, the more Angelic female model advertising Top Brands.  

The introductory scenes establish these contradictions. One common focus is 

on body image, status and every ad promoted has sexist remarks and 

approaches to physical advances to hook the audience for selling brands and 

branded items. The male and female beauty pageants are sure to play these 

exotic roles together without a fuss barring any unnecessary moves in closer 

ΨǊŜŀƭƛǘȅΩΦ 

The admiration, friendship, and attraction take a little step further into making 

this a love story. The rise and fall of the celebrity status is akin to the movie, 

while love remains unchanged and dwells deeper is the moral of the story. 

Class-conflict, False Consciousness, Alienation, Hegemony, and Political 

Economy are all the knitting threads in the story and are remarkably handled. 

Class- conflict:  

The dialects, the mannerisms, dwellings, upbringing, food, products used or 

promoted, Style and looks everything show a stark difference in the class 

structure of their society. The lower class has to achieve a superior status. The 



dream girl as usual is well placed, brought up in a rich environment so that she 

can give a helping hand to the deserving charmer. 

 

This concept comes as an undertone of many Tamil movies. Love is glorified in 

movies but not encouraged in practice though. The movie does speak of the 

cultural identities, their differences; more elaborately as the rich and the poor. 

False Consciousness: 

Advertising is to sell products, build brand image whether there is an actual 

need for it or not. The aim is to perpetuate and create a need, acquire, and 

possess something because you have to. As a consumer, the claim neither you 

know nor the advertiser knows, but the idea is that it must surely linger in the 

hearts and minds. You succumb to the aura; sentiments built around the 

brands so that you can identify with the brand and also reassure the ultimate 

necessity of the product. These are false consciousness. It is also cleverly 

shown in the movie how the male lead buy all the items advertised by the 

female lead out of his admiration for her though the products were meant only 

for women. 

 



 

 

 

 



 

 



 

 

Alienation: 

Although the man is made a Supermodel, he finds himself unsuitable for a duo 

with the classy female model. She has to lull him into believing to be in a love 

ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ǿƻǊƪ ƻǳǘ ΨŎƘŜƳƛǎǘǊȅΩ ōŜǘǿŜŜƴ ǘƘŜƳΦ ¢ƘŜ ǊŜǎǳƭǘƛƴƎ ŜƳƻǘƛƻƴǎ 

come out very real and true to life, and take them to fame in a short span. 



 

 

 

SYMBOLIC INTERACTIONISM 

Symbolic  interactionism focuses on how ǇŜƻǇƭŜΩǎ ƛŘŜŀǎκǾŀƭǳŜǎ  ǎƘŀǇŜ ǘƘŜƛǊ 

behaviour. 

Symbolic Interactionism assumes that social life is possible because people 

attach meaning to it. 



 

 

 



 

 

 

 

 



Hegemony: 

The powerful rules and the policies are well crafted by the elite. Here the client 

is the boss and knows his yardsticks. The tamed is famed according to his 

logistics. Similarly he can also lame the famed if things do not work his way. 

 

 

 



 

The villains who disintegrate the male lead find themselves in similar atrocities. 

They could not mǳǎǘŜǊ ǳǇ ǘƘŜ ƭŜŀŘΩǎ ŦŀƳŜΣ Ƙƛǎ ǊŜƭŀǘƛƻƴǎƘƛǇΣ Ƙƛǎ ǇǊƻƎǊŜǎǎ ŀƴŘ 

being successful unduly reflected on their monetary and personal growth. All 

the five were cruel on him and also were caught on his revenge motives. There 

is also a mention of how a third gender may become vulnerable to villainy due 

to alienation. 

 

 



 

 

 



 

Political Economy: 

Money, glamour, politicising competitions, jealousy, revenge, black motives all 

pay a morbid price in the political economy stature. The physical fitness regime 

is moved to shatters with a single dose of injected virus. The revenge 

executions are also equally and more sadistic. The initial hours of the movie 

glorifying the body image disintegrates in the latter half where the bodies are 

unbelievingly ugly and useless. 

Politicising often disintegrates be it in economy when the skyrocketing markets 

crashes or in the physical selves. 

The song sequences shows his dreams, imaginations of the girl; another 

ŘŜǇƛŎǘƛƴƎ ŀ ǎŜǉǳŜƭ ƭƛƪŜ ǘƘŜ Ψ.Ŝŀǳǘȅ ŀƴŘ ǘƘŜ .ŜŀǎǘΩΦ !ƴƻǘƘŜǊ ƛǎ ŀ ƭƻǾŜ sequence. 

Another song shows the promising future of the two. All the songs use 

extensive set designs and have consecutive sequences in the narrative 

structure. 



 

 

The movie ends in a positive note as how much she loves, treats, and cures him 

of his illness. An alms given to a stranger turns into a deep remorse once she 

comes to know the truth. She comes as a blessing to transform him and shape 

him for the better. 

 

 

 

 

 



A Content Analysis on the Tamil Movie- 

 AAYIRATHIL ORUVAN  

( As Historical Mythology) 

HISTORY AND MYTHOLOGY 

This needs a clear understanding of the two concepts 1. Dichotomy and 

2. Causal Connection. The following arguments are read over to 

understand the  

 ̧ Dichotomous relationship or Causal relationship between History and 

Mythology 

Dichotomous relationship suggests it to be HISTORY AND MYTHOLOGY as 

separate entities, whereas, Causal relationship gives the liberty to use as 

HISTORICAL MYTHOLOGY, as one embedded on the other. 

HISTORY AND MYTHOLOGY 

This needs a clear understanding of the two concepts 1. Dichotomy and 2. 

Causal Connection. The following arguments are read over to understand the  

Dichotomous relationship or Causal relationship between History and 

Mythology from the movie, Aayirathil Oruvan (2010). 

 ̧Dichotomy- Caved empire ς people then /  from now (at present time) 

Chariot /  the Car 

Jewellery, antiques, adornments, clothes and attires 

Mass Suicides /  Mass Murders 

Confinement /  Explorative 

Homogenous population /  Heterogenous Population 



 ̧ Causal Connection - The Characters of Karthi and Reema showing 

evidences as their magical agents- as a relational power structure 

among them 

Ships / Cruise 

Body is innate, spirits (souls ) take forms . The Characters of Reema and 

Karthi as examples 

 

To explain further in detail, 

 

The movie begins to Expedite 



 

Voyageur on Mission 

 

A lone Cruiser 



 

¢ƘŜ ƳƻǾƛŜ ŜƴŘǎ ǿƛǘƘ ǘƘŜ YƛƴƎΩǎ ±ƛǎƛƻƴ 9ƴǘƛŎŜŘ 

 

 

 

A Pleasure Rider- ŀ Cŀƴ ƻŦ ǘƘŜ рлΩǎ {ǘŀǊ- The Lead as a coolie arrives (squeezes 

ƻǳǘ ƘƛƳǎŜƭŦύ ŦǊƻƳ ǘƘŜ {ǘŀǊΩǎ ŎŀǊ ŦƻǊ ǘƘŜ DƻǾŜǊƴƳŜƴǘΩǎ ƳƛǎǎƛƻƴΦ 



 

Savage Rager -  on his Chariot 

 

 

A Causal connect between the Past and the Present 



 

Confined Homogeneity in Darkness 

 

 

 

 

 

 

 



 

Uprising or Pouncing Tiger 

 

Downfall or Plunging Tiger 

 

 

 

 

 



 

 

 

 

Prediction - Revelation 

 

Prediction - Revelation 



 

All Set Together 

 

Transcendence 

 



 

YƛƴƎΩǎ wŜǎǇŜŎǘǎ ǘƻ ǘƘŜ {ǇƛǊƛǘǳŀƭ 5ŜǎŎŜƴŘŀƴǘ - The Rescuer 

 

 

Stupa Structures in the Shadowed Divinity of Lord Shiva 



 

Predictory on Palm Leaves 

 

Stupa Structures- Bearers of Faith and Tradition 



 

The Rescuer protects the Prince and turns a Mirage to the eyes of his enemies 

 

ü DICHOTOMY 

The following are the highlights of a Dichotomy witnessed in the movie 

The Caved empire in darkness with people of the past glory (from the history of 

Kingdoms) and of the people from a mixed civilization of the present time 

Transport: The Chariot vs the Car 

Draperies: Jewellery, antiques, adornments, clothes and attires   

Sacrifice: In warfare and Battlegrounds 

Temper: Confinement vs Explorative 

Kind: Homogenous population / Heterogenous population 

Identity: Single Identity/ Multiple Identity 

Practice: Old Ways (Cultivation, Battle Swords )/ New civilization 

Their riches untouched , boundaries unexplored, these people are ruined to a 

Savage living, stagnated with Beliefs governed by the dictates of the foresight 

of ancestors which also show them the Emancipation. Enchantment prevails 

throughout the Wall Paintings revealing what to expect next in their lives, 

awaiting a  makeover shift from a magical agent. 

 



ü Causal Relationship:  The following are witnessed as elements of Causal 

connection from the movie.  

The Characters of Karthi and Reema showing evidences as being their magical 

agents- as a relational power structure among them. Karthiôs Character reveals 

the Pouncing Tiger upwards showing positivity while Reemaôs Character  

reveal a Tiger Plunging downwards that suggest a negativity and downfall. 

However one should understand a Tiger also knows to swim.  

 

The movie begins setting on an Expedition with Ships / Cruise carrying men to 

unseen places on their mission. Towards the end of the movie a similar sight 

with Ships arriving on the Shore appears before the dying King who despite 

changed times remain a victim of history in the movie. His purpose and desire 

to get back to his hometown from their fallen empire in an isle; his home, a 

place called as Thanjai or Thanjavur in TamilNadu is in vain. The name of the 

place is suggestive of difference in meaning, óThanjaiô (old usage) for one who 

can and remain there and the other meaning óThanjavurô (modern usage) is 

suggestive of people who do not remain there.  

 

Sacrifices and Killing are a common norm (warfares and battlegrounds) in the 

movie. The warriors sacrifice themselves failing on their efforts to protect the 

King and the people. The oldest aged man offer himself for honour killing. 

Laborers get killed. Instead of Rescue Operations to save mankind history make 

a gory, shameful deployment for a future recourse that would unseemly repeat. 

 

Body is innate, spirits (souls ) take forms .The Characters of  Reema and Karthi 

are best examples. The physical body is only the form in which Spirits 

transcend and convey their motives.  The long churning history finds its best 

appropriation.  



Individuals encompass Multiple Identities and seek further ï The people from 

this heterogeneous population defend, compromise, accomplish or die. 

 

With all the Technological advancements yet the Map and the Olai Chuvadi 

(transcribes on Palm leaves) remain to guide them on their journey. They set 

their mission to explore on the lost Archeological Scientist and his findings but 

end up rescuing the Young Prince of a ruined devastated Kingdom and take him 

to hiding. 

 

Common Battle Ground ï a fight between the Past and the Present 

A few empowered people (here the Government representatives)waging against 

a multitude of helpless ñsons of soilò reemphasizing the dominance of the 

dictatorial debut 

 

Karthi introduced as a working labourer, hired on the mission along with 100s 

of his men as Coolie. As he expedites and move into the story, though projected 

as a romantic hero, he confesses to one of the two woman. His Choice is a ready 

answer to why he delineates the other woman who is only revealed much later 

as a transpirer and a clog of villainy and revenge. Though the expedition pose 

innumerable painful challenges, he moves ahead with vigour and passion. 

Winning the hearts of the sabotaged people, time manifests in him from being 

their Messenger and turn him to be their Saviour ( here, as God man).  

 

The two women have much in controversial acclaim. One (Reema) set all in 

action while the other (Andrea) carefully makes revelations on every next move. 

The constant, neutral embodiment is Andrea where she silently witnesses every 

turn of events undisturbed. She is the catalyst who made the loose ends meet 

and yet remain a silent observer. Reema is aggressive, revengeful and an 



emotional surpass from the past. Though both women take Karthi to where he is 

now, one is his opposite and the other remain his part. 

The Dichotomy from the movie is identified only to know the differences in the 

lifestyles of the sabotaged past and a distorted present. The rest of the movie 

level up and bring the contours together making it a Historical Mythology. 

The readings below are an excerpt and rationalization from the Article 

ά .ŜǘǿŜŜƴ IƛǎǘƻǊȅ !ƴŘ aȅǘƘƻƭƻƎȅέ ŀǊǘƛŎǳƭŀǘŜŘ ōȅ tǊƻŦΦ IŀǊōƘŀƴǎ aǳƪƘƛŀΦ IŜ 

was the Professor of History, Jawaharlal Nehru University, NewDelhi, India.  

The Article was published in THE HINDU , 17 July 2014 and updated on 07 June 

2016 

DICHOTOMY  BETWEEN HISTORY AND MYTHOLOGY 

Argument 1 : NO COMMON SPACE BETWEEN HISTORY AND MYTHOLOGY 

The fundamental assumption here is that the two  (to read as History and Mythology)  stand in a 

dichotomous relationship with no common space between them.  This dichotomy also places them 

in a hierarchy, with history being equated with truth and mythology with falsehood.  

Argument 2: HISTORY PROVEN WITH EVIDENCE WHILE MYTHOLOGY ARE 

IMAGINARY CREATIONS 

For Leopold von Ranke, ñHistory tells us as it really happened.ò It reveals to us the objective truth, 

with no ambiguity. The veracity of history is proven by the evidence of facts gathered from 

archives, epigraphs, archaeology, coins, monuments etc., all  being objective realities rather than 

imaginary creations. Certain norms of spatial and temporal location of events form its core.  

On the other hand, mythology  stood at the other end of objectivity: all of it was the product of 

imagination, much like fict ion, with no objective evidence open to rational, scientific scrutiny, but 

dependent instead on oneôs beliefs and faith. 



Argument 3: MYTHOLOGY RELEGATED TO INFERIOR STATUS 

It is in this backdrop that the struggle to place mythological creations on a par with history or 

objective truth, is best understood, for any concession to the imaginary nature of mythology 

relegates it to an inferior status . Or so it is assumed.  

 

CAUSAL RELATIONSHIP BETWEEN HISTORY AND MYTHOLOGY 

Argument 1 : THIS COUNTERS THE ARGUMENTS 1, 2 AND 3 OF DICHOTOMOUS 

RELATIONSHIP 

The chief casualty of the creation of this dichotomy is the attempt to understand the nature 

of both history and mythology. To begin with,  it is a false dichotomy and no hierarchy of 

status is implied between them.  The difference between the two does not amount to 

dichotomy and they do have much in common . Both history and mythology are creations of 

human imagination.  History , however, is li mited to retrieval of verifiable ófactsô and evidence 

from the past, which is construed as a reality, even as it varies from one school of history to 

another  or even from one historian to another.  Mythology has no such limitations. It is not 

bound by space , chronology, and evidence that is indisputable . Space and time here are 

entirely created in the mind, just as in a novel, even as it bears semblance of reality. The 

nature of folklore is similar.  

 

Argument 2: MYTHOLOGY AS A DIFFERENT GENRE OF REALITY  

Myt hology, fiction, poetry and paintings relate to a different genre of reality  which could, for 

convenience, be grouped under culture , of which religion is also an important segment, even as 

the two are not synonymous. In that sense culture and mythology als o acquire the characteristics 

of an objective reality that governs our attitudes and behaviour as social beings.  Indeed, the reach 

of culture in any society is far more pervasive than that of historical facts.  



é..The study of mythology would be greatly enriched as a cultural phenomenon  rather than as 

authentic history that is based on material evidence,  without it suffering the ignominy of being 

false or inferior.  

 

 

Argument 3: CULTURAL ICON OR THE REAL KING 

If Ram was to be treated as a real historical figure, as a ruler of a small and insignificant 

kingdom of Ayodhya, compared, for example, to the massive Maurya or Gupta Empire, he 

would have been relegated to a minor footnote in history books. A good test i s to try to recall 

the name of another ruler of Ayodhya ð very unlikely to come to oneôs mind. Ramôs pervasive 

presence in India is because he is a cultural icon. No real rulerôs presence in the life of Indiaôs 

millions, even that of Asoka, comes anywhere near it. Probably a sizeable number of the 

population have his name as part of their own personal names. Would that pervasive presence 

have arisen from his being the king of Ayodhya and doing things that kings do all the time? 

Surely, his larger than life figure as a cultural icon is what gives him that stature that no 

other real life king could achieve.  

Argument 4: PLURAL VERSIONS OF MYTHOLOGIES AND OF HISTORY 

There is also the question of plural versions of mythologies, as there are of history. Paula 

Richmanôs book is titled Many Ramayanas  and the great Professor A.K. Ramanujam was the 

author of the superb essay, ñThree Hundred Ramayanasò. The Mahabharata  similarly has not 

one but numerous versions , and Madhavacarya in the thirteenth century speaks of the text  

teeming with interpretations, interpolations and transpositions. Thatôs a few centuries before 

the modern day baddies among historians came in to question the singularity of the sacred 

texts. So, which version is one seeking to authenticate in terms o f its historical veracity?  

Argument 5: POWER STRUCTURE HAVING MULTIPLE TRUTHS OR 

SINGULARITY OF TRUTH 



But then, the very assertion that mythological figures are not necessarily historical figures 

immediately invites political fire  from the Sangh Parivar. The Parivarôs Hindutva sentiment is 

hurt precisely because it has accepted the Positivist dichotomy of history and mythology and 

its ensuing hierarchisation of status. How far has  the Parivar r eally travelled from the 

celebration o f plural versions of truth in ancient Indian intellectual and cultural milieu to the 

modern day assertion of singularity of Truth , which is what Positivism has bestowed upon us 

and dominated our thinking for nearly three centuries?  

  

 

 

 

 

 

 

 

 

 

 

 

 

 



A Content Analysis on the Tamil Movie- 

         RAGASIYAM  

(As Functionalism)  

The understatement of the movie is how society finds its equilibrium and 

when there is dysfunction how it gets destroyed. The sequence starts with 

plucking off Rose Petals from the flower - Every Petal has its tale- The 

Reflection of the Self. Every Petal plucked in dejection by the Female Lead 

Ƙŀǎ ŀƴ ƻǇǘƛƻƴ ǘƻ 5h L¢ hǊ 5hbΩ¢Τ ŀƴŘ ǘƘŜ ƭŀǎǘ tŜǘŀƭ ƭŜŀǾŜǎ ƘŜǊ ǿƛǘƘƻǳǘ ŀƴ 

Option but to DO IT.  

 

The beginning of the movie has an animated sequence, epilogue narrated by 

a small girl, a walk through from a Restaurant - Settings Mechanisms- 

Unemployment- Masquerade- a Dark World- Magical Moments- The Wheel 

Chair preventing momentum preoccupied with Death threat - The Mighty 

Shadow of the vulnerable shoots its Real Self. 



The six Reflections of The Self walks past nine different phases of life 

enacted by different characters in the movie.  

Characterization and Character Depiction: Transformation and Transitions 

1. The imagery of the Nose Pin symbolising Om (Aum- the Pranava mantra 

for the vital energy of our breath) is seen worn by Radha at the dining of a 

Restaurant. Her parents are awaiting along to meet her Life Partner and are 

discussing the Proposal. They become dumb-founded after realizing that its 

a proposal for a Live in relationship of the same gender. Radha-Krish 

relationship is a Culture Shock.  



 



 

 

2. Chef at the Restaurant: First Day in service, The Chef is given orders to 

make some delicacies and he attempts them from cookery videos. To his 

surprise the Gold Fish in the tank and a Bonsai aide him in his work, literally 

talking to him. At a point he is shown butchering the Fish for a Menu, its 

effect harness him without breath and later he picks up the Fish to leave it in 

its water and decides to leave the Restaurant. 



 

 



 



 

3. A young Cryptographer shares his analytics with a foreign girl and invites 

her for a date already keen on setting a time machine. Just as she refuses, a 

lady in a Wheel chair appears (trolls) before him and justifies that HE and 

SHE are One. The Shiva and Parvati as One- the Better-Halves bring forth The 

Whole who can turn to (as) Shiva or Parvati. She makes him believe that the 

boy has turned as Herself in the wake of time for a decade from then. She 

says that she has come back in time to stop him setting up his Time machine 

and warn him that someone leaving the Restaurant end up killing their 

Parents. This has reference to Gender transformation as well. 



 

 



 

 


