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	 1.	 A useful overview of the economic and political history of Pakistan is Talbot, 
Pakistan, especially chs. 4–7 on the 1947–71 period.

	 2.	 Vasudevan, The Melodramatic Public; Vasudevan, “Film Genres, the Muslim 
Social, and Discourses of Identity c. 1935–1945.”

	 3.	 Aarti Wani’s account of the importance of the trope of romantic love in midcen-
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songs, Wani, Fantasy of Modernity; Manishita Dass’s book tracing the formation of 
a cinematic public sphere between 1920 and 1940 that cut across social and genre 
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Lettered City; and Debashree Mukherjee’s study of colonial-era Bombay cinema 
that focuses on industrial and labor practices, D. Mukherjee, Bombay Hustle. 
Noteworthy as well are Madhuja Mukherjee’s essay on cinema in Calcutta that 
include discussions of Hindi productions during the thirties in which many 
personnel originally from Lahore were involved, M. Mukherjee, “Arriving at 
Bombay”; and Rosie Thomas’s work that emphasizes the ascendance of the 
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on Hindu and Islamicate oral and folk legends, continued to be popular, Thomas, 
Bombay before Bollywood.

	 4.	 The writings of Neepa Majumdar and Moinak Biswas that track the consequences 
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East Bengal (ch. 1). N. Majumdar, “Importing Neorealism, Exporting Cinema”; 
Biswas, “In the Mirror of an Alternative Globalism.”

	 5.	 Rajadhyaksha, Indian Cinema, 122. For example, see the special issue of Film 
History on “South by South/West by West,” edited by Kaveh Askari and Samhita 
Sunya, Film History 32, no. 3 (2020); Rajagopalan, Indian Films in Soviet Cinemas; 
Larkin, Signal and Noise; Fair, Reel Pleasures; Vasudevan, “Film Genres, the 
Muslim Social, and Discourses of Identity c. 1935–1945,” 31; Hoek, “Cross-Wing 
Filmmaking.”

	 6.	 Rajadhyaksha, “The Lahore Effect.”
	 7.	 The use of “Bombay” and not “Mumbai” to designate the city’s cinema produc-

tion before Indian economic liberalization of the nineties is an accepted 
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convention in the study of Indian cinema. For example, see M. Sen, Haunting 
Bollywood, 16.

	 8.	 Critical studies of the development of Pakistani cinema are relatively few. For 
instance, Mushtaq Gazdar’s Pakistan Cinema, 1947–1997 is an informative survey 
of the first fifty years but does not discuss films in depth, while Alamgir Kabir’s 
The Cinema in Pakistan, published in 1969, provides a significant contemporary 
critical account from an avant-gardist and realist perspective. Apart from these, 
there is not a single monograph in English devoted to Pakistani cinema. 
Anthologies include Zamindar and Ali, eds., Love, War & Other Longings; and 
Khan and Ahmad, eds., Cinema and Society. Chowdhury and De, eds., South 
Asian Filmscapes has several essays on Pakistani cinema, as do special issues of 
Screen 57, no. 4 (December 2016); BioScope: South Asian Screen Studies 5, no. 2 
(July 1, 2014); and BioScope: South Asian Screen Studies 10, no. 2 (December 1, 
2019).

	 9.	 For example, on the subject of film music and song, there are several book-length 
studies and research essays on Bombay, whereas for Pakistani cinema there is not 
yet a single scholarly essay on the subject. Morcom, Hindi Film Songs and the 
Cinema; Beaster-Jones, Bollywood Sounds; Booth, Behind the Curtain. Essays 
include Booth, “A Moment of Historical Conjuncture in Mumbai”; and Shope, 
“Latin American Music in Moving Pictures and Jazzy Cabarets in Mumbai, 1930s 
to 1950s.”

	10.	 Very few articles critically engage with the 1947–80 period. Those on Urdu cinema 
include K. Ali, “Cinema and Karachi in the 1960s”; K. Ali, “On Female Friendships 
& Anger”; K. Ali, “Female Friendship and Forbidden Desire”; Dadi, “Registering 
Crisis”; Dadi, “Lineages of Pakistan’s ‘Urdu’ Cinema”; Hoek, “Cross-Wing 
Filmmaking”; Siddique, “Meena Shorey”; Siddique, “ ‘Someone to Check Her a 
Bit’ ”; N. Rehman, “Pakistan, History, and Sleep.” On film music and poetry, see 
Afzal-Khan, Siren Song; Chaudhari, Jahan-i fan; Gorija, Malikah-yi Tarannum Nur 
Jahan fan ke aʼine men; Kanpuri, Dabistan-i film ke nagmahnigar; Kanpuri, Gaye 
ja git milan ke; A. Parvez, Melody Makers of the Subcontinent. Nate Rabe has 
published several articles in his blog Lolly Pops and in Scroll​.in on film music from 
Pakistani cinema, including on films or filmmakers discussed in this book. 
Anthologies and essays by industry observers in Urdu include Gorija, Lakshmi 
Chowk; Kanpuri, Kahan tak suno ge; Kanpuri, Mujhe sab hai yad zara zara; 
Kanpuri, Pari chehre; Kanpuri, Yeh baten teri yeh fasane tere; Kanpuri, Zikr e 
fankar chale; Sajjad, Filmon ki dunya ke ek sau gyara sal;. A compendium of one 
hundred important films from 1947 to 2000 with useful summaries is Gorija, 
Pakistan ki 100 shahkar filmen; Kanpuri, Yadgar filmen is another compendium 
with over two hundred films summarized but is less informative and less reliable 
than Gorija’s summaries.

	11.	 An important study is by Wani, Fantasy of Modernity. The paucity of work on this 
topic is partly because most scholars working on Bombay cinema lack the ability to 
read the Urdu script or fully explore the symbolic and metaphorical universe of the 
midcentury Hindi film from Bombay, which draws heavily from Urdu’s cultural 
and rhetorical tropes.
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	12.	 The Urdu films from Karachi and Dhaka are an important subject for further 
research, which this study is unable to address. Karachi and Dhaka filmmaking 
did not start until the midfifties, and they consequently did not develop a dense, 
decades-long exchange with Bombay from the 1920s onwards, unlike Lahore. They 
share many characteristics of the Lahore film, however, although they also depart 
from the latter in several important aspects that require further analysis. The 
formal and thematic concerns of the Urdu films from Dhaka in particular remain 
less studied. On the Karachi film, see K. Ali, “Cinema and Karachi in the 1960s.” 
On the Dhaka Urdu film, see Hoek, “Cross-Wing Filmmaking.” On vernacular 
language films from West Pakistan made during 1947–80, which this study also 
does not address, see, for example, Kirk, “This Is London, Not Pakistan!”; Levesque 
and Bui, “Umar Marvi and the Representation of Sindh”; Sevea, “ ‘Kharaak kita 
oi!’ ”; Siddique, “Rustic Releases.” And because the focus of this study is the films of 
the fifties and sixties, I have not traced Lahore’s earlier exchanges with Calcutta, 
which was a significant production node where many film personnel from Lahore 
worked during the 1920s and 1930s. But this is not the case from the forties 
onward, as unsettled conditions in Calcutta led to the exodus of many personnel to 
Bombay and Lahore. M. Mukherjee, “Arriving at Bombay,” 111. Calcutta and 
Bengal were also significant sites for Urdu literary production during the first half 
of the twentieth century. See, for example, the books by Shanti Ranjan Bhattacha-
rya on the subject available in digital form at Rekhta, “All Writings of Shanti 
Ranjan Bhattacharya,” Rekhta, accessed June 26, 2021, www​.rekhta​.org​/authors​
/shanti​-ranjan​-bhattacharya​/all; Amstutz, “Finding a Home for Urdu.”

	13.	 Recognition of agency via cinematic representation of characters, or lack thereof, is 
one mode of analysis, but other approaches include an evaluation of the consider-
able affective charge of this cinema. This was well understood and capitalized on 
by the industry itself, by its categorization of many social films as “family” or 
“household” films (the Urdu term in the industry for this genre is gharelū), and 
was intended to especially appeal to women audiences.

For existing work on cinema and gender, see K. Ali, “Female Friendship and 
Forbidden Desire”; N. Rehman, “Pakistan, History, and Sleep”; Siddique, “Meena 
Shorey”; Siddique, “ ‘Someone to Check Her a Bit.’ ”

	14.	 For example, we have no evidence that Jago Hua Savera was shown in India in 1959 
or soon after, even though many personnel from India were involved in its making.

	15.	 Dass, Outside the Lettered City, 32–34, 105, 186–92.
	16.	 On this concept, see Rajadhyaksha, “The Lahore Effect,” 324–25.
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	 2.	 I. Ahmed, “The Lahore Film Industry,” 60; Shifai, “San’at-e filmsazi men Sarhad ka 

hissa.”
	 3.	 Rajadhyaksha, “The Lahore Effect,” 334–39. Also see Debashree Mukherjee’s 

account of the role speculative capital from various sources played in the Bombay 
film industry. D. Mukherjee, Bombay Hustle, 45–97.
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	 4.	 Gazdar, Pakistan Cinema, 6, 29; Shuja, Lahore ka Chelsea; Rajadhyaksha, Indian 
Cinema, 84.

	 5.	 I. Ahmed, “The Lahore Film Industry,” 59.
	 6.	 For a listing that provides details as well as publicity images, see Rahi, Punjab ki 

filmi tarikh.
	 7.	 I. Ahmed, “The Lahore Film Industry,” 59.
	 8.	 Many film industry personnel had faced an increasingly communalized environ-

ment in India. The case of Manto is well known in this regard. Another example is 
W. Z. Ahmed, who had directed a film on the Bhakti poet Meera titled Meera Bai 
(1947), which came under attack in Filmindia magazine on communal grounds. 
Rachel Dwyer notes, “Baburao Patel’s Filmindia was known for its eccentricity but 
the review of this film, ‘Muslim “Meerabai” grossly slanders Hinduism!’ attacks 
the film on the basis of its misrepresentation of Hindu marriage but largely 
because its director was a Muslim who migrated to Pakistan.” Filmindia, Septem-
ber 1947, 53–57, cited in Dwyer, Filming the Gods, 175, note 58.

	 9.	 Siddique, “Rustic Releases.”
	10.	 On the early years, see Gorija, Lakshmi Chowk, 19–50.
	11.	 Gazdar, Pakistan Cinema, 36.
	12.	 Gazdar, Pakistan Cinema, 28.
	13.	 “Prominent amongst the first batch of migrants were producers and directors like 

Nazir, Daud Chand, Zahoor Raja, Shaukat Hussain Rizvi, W. Z. Ahmed, Sibtain 
Fazli, Munshi Dil, Luqman, and Attaullah Shah Hashmi. Stars from the silver 
screen included Noor Jehan, Swaranlata, Shamim Bano, Khurshid, Ragni, Charlie, 
Himaliyawala, M. Ismail, Shahnawaz, Ajmal, Ghulam Mohammad, Santosh 
Kumar, and Nasir Khan. Music composers of the calibre of Ghulam Haider, Feroz 
Nizami, Rashid Attre and Khurshid Anwar; writers and lyricists of the likes of 
Saadat Hasan Manto, Nazir Ajmeri, Tanvir Naqvi, and Arsh Lakhnavi; and a 
number of better known technicians including Bhayaji A. Hameed, Pyare Khan, 
Murtaza Jilani, A. Z. Baig and C. G. C. Mandody opted for Pakistan.” Gazdar, 
Pakistan Cinema, 24.

	14.	 W. Z. Ahmed’s full name is Wahiduddin Ziauddin Ahmed. As Gazdar notes, 
“Except for Sardari Lal, the custodian of Pancholi Studios, there was hardly 
anyone left to initiate a film project. The onus of reinvigorating the film movement 
fell on the shoulders of those who came from across the border. W. Z. Ahmed, 
Nazir, Sibtain Fazli, and Shaukat Hussain [Rizvi].” Gazdar, Pakistan Cinema, 25.

	15.	 Gazdar, Pakistan Cinema, 24.
	16.	 Gul, “A Short History of Pakistani Films.”
	 17.	 Gazdar, Pakistan Cinema, 38, 41–42.
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account, see Gazdar, Pakistan Cinema, 72–73; Gorija, Pakistan ki 100 shahkar 
filmen, 26–28; Sajjad, Filmon ki dunya ke ek sau gyara sal, 129–37; Z. Shahid, 
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Also see Gazdar, Pakistan Cinema, 52.

	20.	 On the Jaal agitation, see Gazdar, Pakistan Cinema, 49–50.
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