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We could call film festivals the symbolic agoras of a 
new democracy—repositories and virtual archives of 
the revolutions that have failed to take place in Europe 
over the past 50–60 years, but whose possibilities and 
potential they keep alive merely by the constituencies 
… they are able to gather together, each time, each 
year, in each place.

—Elsaesser (2005, 103–104)

The recent ‘cultural turn’ in Cold War historiography has made it 
possible to look beyond a world flattened by the so-called ‘grand 
game’ between the two self-appointed superpowers in Washington 
and Moscow to an ever-expanding playing field—from Stasi spies 
to Bond girls, from Michael Verhoeven in Berlin to Jane Fonda in 
Leipzig—to understand the complex dynamics of the war. Further, 
the declassification of CIA documents in the USA and the opening 
up of the East German archives post détente have also made it pos-
sible to revisit the Cold War through its whistle-blowers and non-
conformists, its apparatchiks and compradors, to see how people, 
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in fact, lived in totalitarian societies or dictatorships, and how they 
resisted the seemingly ‘all-encompassing regime’ via the subjective 
and the everyday. Totalitarian regimes themselves can no longer 
be viewed as monoliths, rather as networks of entanglements—of 
state and non-state actors, of regional blocs and transnational 
solidarities, of doers, dreamers and deserters.

If the German Democratic Republic (GDR) was at the heart 
of the Cold War, then India was at its periphery—‘a playing field’, a 
‘prized diplomatic possession’; India’s geopolitical strategic position 
in the ‘Cold War calculus’ made it a much-wooed state that, in turn, 
played both the Truman and Kremlin administrations (McMahon 
1996, 11). On its part, the GDR projected India and the non-aligned 
nations as a natural ally, based on Nehru’s avowed ideological 
tilt towards Soviet socialism and anti-US imperialism, while the 
Communist Party of India (CPI) via its cultural wing, the Indian 
People’s Theatre Association, was the conduit of GDR socialism in 
the country (more on the nature of Indo-GDR entanglements later).

Film festival networks and the Leipzig Documentary 
Festival (DOK-Leipzig), in particular, provide us a unique vantage 
point to study the Cold War years from as they shift between ‘his-
tory, memory and oblivion’, as Catherine Moine (2018, 315) points 
out in her detailed study of the festival. If early film festivals were 
split along Axis–Allies’ battle lines (Venice versus Cannes), then 
post-Second World War festivals were divided by the Manichean 
logic of the Cold War: Berlinale (founded, 1951) and the Leipzig 
Documentary Festival (founded, 1955, in the same year as the 
Bandung Conference) emerged in this cosmology as doppelgangers. 
If the Berlinale was the ‘showcase and agency’ for the NATO West, 
meant to show the East how oppressed they were, then Leipzig 
was the GDR counter meant to expose West Berlin’s ‘decadent film 
façade’ (Wong 2011, 167, 43). If the Berlinale was dedicated to fic-
tional programming which later evolved to include the experimen-
tal, avant-garde shorts and documentaries, Leipzig was entirely 
dedicated to the documentary. Additionally, the Oberhausen and 
Mannheim festivals also dedicated to the documentary developed 
in the working class and industrial West German cities of Ruhr and 
Mannheim, while the festival at Karlovy Vary in the Czech spa city 
attempted to be a smooth bridge (though it quickly embraced the 
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party line of the communist East), between the East and West as 
they ‘glared at each other from opposite sides of the iron curtain’ 
(Wong 2011, 2).

One of the ways in which we can track the transnational 
flows in the context of film festivals is through the ways in which 
the category of ‘world cinema’ is constituted and this has been done 
thoroughly by Thomas Elsaesser (2005), for whom the politically 
charged encounter with the Third-World cinema by the European 
film festivals (Cannes, Berlinale, etc.) is what gets curated in 
an international film festival logic or network as ‘world cinema’. 
Inversely, ‘world cinema’ for regional film festival audiences, as 
Ratheesh Radhakrishnan (2016, 210) observes in his work on the 
International Film Festival of Kerala (IFFK), was for the longest 
time ‘in the guise of the cinema of Eastern Europe’. He nuances 
the ‘subject of the region’, produced in the particular context of the 
IFFK, as a ‘performative’ one that accesses, what Radhakrishnan 
in an evocative phrase calls, the ‘multiple horizons of universality’ 
(Radhakrishnan 2016). Where does Indian cinema then figure in 
the world imaginary of the Eastern Bloc and the GDR? This is one 
of the nodes that I explore below via the Leipzig Festival Network.

‘Unannounced screenings at midnight … films smug-
gled over the border in a suitcase … hotel rooms bugged by the 
Stasi’, this is how Andreas Kötzing (2017) recalls the mythogra-
phy that surrounded the Leipzig Film Festival in the festival’s 
self- documentation. Since its establishment in 1955, the Leipzig 
Documentary Film Festival (now known as DOK Leipzig) has 
been one of the vital international film festival networks dedicated 
exclusively to the ‘politically engaged documentary and short film’ 
and continues to be a prestigious ‘event’ (if an event maybe defined 
by its ‘disjunctive singularity’) for documentarians the world over 
to this day (Derrida 1984; Kötzing 2017). Significantly, it has also 
been a charged venue for East–West relations amid Cold War geo-
politics, providing film-makers and journalists with an opportunity 
to interact with each other from both sides of the Iron Curtain as 
well as with film-makers from the Global South, at least during the 
week of the festival, even as travel to and from the GDR was heavily 
regimented/policed rest of the year. In 1962, Picasso authorized his 
Dove of Peace to be the festival’s emblem (reproduced on its awards 
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by the East German mint) with the motto, ‘Films for the World—for 
Peace in the World’ (Kötzing 2017; Moine 2018).

The Leipzig Festival was the monopoly of the state appara-
tus. Yet as Moine demonstrates (2018, 8, 11), it is the ‘diplomatic 
and non-diplomatic, official and unofficial actors’, transnational 
players, ‘intellectuals anxious to resist cultural isolation’ and sub-
terfuge that ended up making the festival what it is.

Meant as a ‘cultural showcase’ to prove to the world and 
its own youth ‘GDR’s international openness’, the festival, how-
ever, ‘wavered between provincialism and international dialogue’ 
(Moine 2018, 2). Kötzing (2017) details the internal tussles to 
contain the festival’s internationalism and liberalism and what 
the Sozialistische Einheitspartei Deutschlands officials saw as 
the pandering to foreign guests. As international film-makers and 
professionals (always part of the festival jury and programming) 
were brought from all over the world to Leipzig at great expense 
and treated with hospitality (an infrastructure that was alive and 
thriving owing to the Leipzig trade fair), the Stasi kept a watchful 
eye on them (carbon copies of all visa applications were filed at 
the Stasi headquarters). A close control of the programming was 
also maintained: Polish solidarity movement films (Andrej Wajda 
and others) were considered high-risk, while Latin American 
films (from Santiago Álvarez to Patricio Guzmán) critical of the 
‘US imperialist aggressors’ were very welcome. Anti-Vietnam War 
films were regularly featured (Jane Fonda was a celebrity guest at 
Leipzig with her film Introduction to the Enemy [Haskell Wexler, 
1974], Michael Verhoeven’s o.k. (1970) that nearly shut down the 
Berlinale was feted at Leipzig. Similarly, there was a preference 
shown for socialist realism, even though the festival programmers 
smuggled in the more experimental documentary films that were 
in global circulation.

Even if film festivals have for the longest time been in the 
‘blind spot’ of historical research on cinema, the emergent scholar-
ship on film festivals in recent years is too vast and various to sum-
marize here (De Valck 2007, 20). I invoke here, however, Marijke 
de Valck’s now oft-cited proposition that film festivals be viewed 
as Latourian networks that bring together various actants or ‘cir-
culating entities’—cinephiles; film professionals; state officials; 
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business execs; press; programmers; paparazzi and stars; social, 
business and political agendas; funding agencies; hospitality and 
red-carpet couture—to explore the theme of ‘entanglements’ (De 
Valck 2007, 34; Latour 2007).

‘Entanglements’—a productive metaphor with multiple 
genealogies—is put to work in Kris Manjapra’s (2014, 4, 290) pio-
neering study, The Age of Entanglement, where the affinities and 
‘transnational feedback loops’ that defied the ‘spatial logic of empire’ 
are used to study Indo-German entanglements during the period 
1880 until 1945. If Manjapra’s work gave us a detailed mapping 
of the historic entanglements of adventurers, traders, missionar-
ies, theologians, linguists, artists and film-makers, then the later 
entanglements of the Cold War era remain to be studied in detail. 
Indeed, the seams of Indo-GDR folded-ness are only just showing 
up as the archives unfold.

This post-Wende archival revolution enabled a deluge of 
information to be available in the public domain. Sifting through 
this material is not the least of the challenges, added to it is reading 
through both the ‘doublespeak’ of the GDR administration or the 
tendency towards ‘over-simplification’ of data as merely GDR propa-
ganda (Bajpai 2018). The material also defies easy narrativization 
as the breaks and ruptures in the festival’s history do not seamlessly 
coincide with either GDR’s political history or its entanglements 
with India (Bajpai, Theresa, and Johannes 2016, 304). Giving a clue 
as to how to decode the archives’ classificatory logic and navigate 
this new ‘archival landscape’, Bajpai et al. (2016, 291, 303) urge the 
question of ‘what constitutes the “political”’ in the absence of official 
or diplomatic (consular) relations. Indeed, what is the politics of 
cultural memory? And are there ways to read these entanglements?

Until 1972 (the year of the creation of Bangladesh, discussed 
below), in place of the consular office, what the GDR had in India 
were the Indo-GDR friendship societies, scientific missions, solidar-
ity committees and trade representations. In the field of culture, 
this translated as theatre (such as the Brecht Society of India) 
and art exchanges, the Radio Berlin International (that did Hindi 
broadcasts), etc. The Babelsberg film academy and Solidarity School 
trained journalists and media representatives from the Third 
World and offered them an international platform at the festival. 
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The so-called ‘donor campaign’ enabled, in exchange for materials 
such as raw film stock and equipment, a positive image of the GDR 
abroad. A bargain, whose value film-makers of the South were quick 
to note (Moine 2018, 161). However, as Moine (2018, 163) writes, 
‘India and a few African nations [were] particularly receptive to the 
GDR’s diplomatic outreach, [this] hardly translated to the sphere 
of documentary film’. And it was not until 1988 that a full-fledged 
retrospective of Indian films was held at the festival.

Following the traces of India in the GDR and vice versa 
in the holdings of the Deutsche Kinamathek, Bundesarchiv/
Filmarchiv (BArch-FArch) as well as the DokArchiv (digital archive 
of the Leipzig Festival), the Films Division Archives, Mumbai, and 
National Film Archive of India, Pune, I hope to add to scholar-
ship on India–GDR entanglements, hitherto a relatively under-
researched area of study. The significant instances of Indo-GDR 
entanglements (a few of which I detail below) are the presence of: 
documentary film-maker S. Sukhdev; Goverdhandas Aggarwal 
of the National Education and Information Films (NEIF); high-
profile visitors such as popular actors Leela Naidu and Sunil Dutt 
(en route from the USSR to promote Reshma Aur Shera [1971], 
the feature film that he co-directed with Sukhdev), B. K. Karanjia 
(founder of Filmfare), Jean Bhownagary (director of Films Division, 
1965–1967), the legendary archivist and director of the National 
Film Archive, Pune, P. K. Nair, etc (Karanjia 1970). Additionally, 
G. K. Gokhale’s film Chaos (a Films Division animation film about 
population control that resonated with GDR’s own family planning 
propaganda at the time) won the Silver Dove at Leipzig in 1969; 
a retrospective of 53 films from the Films Division, spanning 4 
decades of its inception, was held in 1988, along with a German 
language brochure/supplement (der Nachtrag) on the Indian docu-
mentary, Dokumentar-Film in Indien (with articles by Jag Mohan, 
B. D. Garga, Jean Bhownagary, P. K. Nair, Sukhdev and others).

Goverdhandas Aggarwal of NEIF, an organization that was set 
up in 1949, its focus was on importing and making educational 
films, shares his place among the line-up of international docu-
mentary film-makers that include such renowned figures as Joris 
Ivens, Santiago Álvarez and Chris Marker in a festival photograph 
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from 1964 (Bundesarchiv, DR 140/Bild, 1964/Alfred Paszkowiak). 
Jag Mohan’s account suggests that he was there as a jury member 
(Mohan 1990, 88). He is also listed in the 1963 and 1964 Leipzig 
Festival files as an international jury member. Aggarwal was a 
founder member of various documentary organizations and was 
a member of the executive board of the Film Federation of India 
and Audio Visual Education. He was also the vice-president of the 
Indian Documentary Film Producers Association and the president 
of the Educational Film Producers Association (bio note, interna-
tional jury of 1964, Leipzig Festival Files, 1964). Reporting on the 
recently concluded seminar on the ‘Role of Film as a Medium of 
Education and Communication in India’, with a ‘special empha-
sis on the future of the documentary and short films in terms of 
cinema and television’, organized by the Ministry of Information 
and Broadcasting, Aggarwal wrote a piece in the Filmfare, 1972, 
titled ‘Coffee, Batata Vadas and Cockroach’, where he referred to 
the seminar season as one of the jovial get togethers of coffee and 
batata vadas, rather than any productive planning outcomes, and 
quoted Kanthilal Rathod’s ‘unforgettable’ reference to the inde-
pendent documentary film producer as a ‘cockroach’. He wrote: 
‘The independent “cockroach” was continuously exposed to the 
Establishment’s ever-stronger “pesticides” but managed to sur-
vive anyway, ironically enough for the Establishment that seemed 
determined to eradicate him’ (Aggarwal 1972).

G. K. Gokhale’s Chaos is described as ‘a factual film [that] vividly 
explains the difficulties in obtaining the bare necessities of life, in 
a society where there has been no population control’. An anima-
tion film by the Cartoon Film Unit of India, the film reimagines 
Adam and Eve as a fast-proliferating Indian couple that projected 
India into a chaotic future of overcrowded hospitals and insuffi-
cient housing, a cautionary tale about what could happen if family 
planning measures were not heeded seriously. A survey on the 
impact of these films among a focus group of villagers in Thane, 
Maharashtra, notes: ‘one third of villagers and one fifth of urban 
dwellers disliked the commentary of Chaos, 67 percent of the urban 
and just 40 percent of the rural audiences comprehended the key 
messages of the animation’ (Operations Research Group Report 
1982, No. 4, 29, 40 on the impact of FD documentaries on family 
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planning on small town and village communities). It is not clear if 
the film was awarded for its animation quality (which was hardly 
remarkable) or because of its pedagogical intent that chimed with 
GDR’s own pursuit of heterosexual family planning along with the 
mummy policy (muttipolitik) through its Deutsche Film AG films 
and propaganda (Frackman and Stewart 2018). Clearly, both are 
a product of their times and reflect the overarching presence of the 
state—whether India with the family planning campaign history 
or the GDR with its state-driven particularistic ideas of the ideal 
family model. In fact, a newspaper report by Kobita Sorcar, dated 
12 April 1970, notes, ‘In recognition of the fact that population 
control is one of the major and urgent themes facing the country, 
the Films Division has made nearly forty films with different filmic 
technique, and slightly varying approaches thematically to the 
subject’ (Sorcar 1970). The report goes on to suggest that ‘prudery’ 
and fear of ‘offending good taste’ and of possible censorship rendered 
these films rather ineffective as urgent calls to action against the 
endemic population problem in the country.

1988 RETROSPECTIVE
In 1988, a special retrospective of Indian films—53 films in all 
from the Films Division covering a span of 4 decades—was held at 
the Leipzig Festival. If the retrospective is the mark of ultimate 
canonization and confirmation of status of an auteur or national 
cinema, then this retrospective can be seen as the cultural legitimi-
zation of a documentary corpus of the Film Division, largely ignored 
both within India and outside (Elsaesser 2005, 89). The selection 
included films from Freedom Marches On (1948) to Weavers of 
Golden Thread (1986) including, among a diverse representation, 
the experimental documentaries of the 1960s.

The year 1988 is significant for several reasons, not least 
being that it was the eve of the Cold War détente, the peaceful 
Monday demonstrations in Leipzig would spread throughout the 
GDR, leading finally to the fall of the wall and the historic reunifi-
cation. At the Leipzig Festival, director Hans-Joachim Seidowsky’s 
call for an ‘ideological retrenchment’ was outweighed by documen-
tary film-makers and programmers wanting more openness in the 
aftermath of Soviet reforms (glasnost and perestroika [1987] of the 
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previous year; Moine 2018, 259). Stasi kept a strict watch over the 
festival as the spectre of 1983 hung and they were particularly look-
ing out for ‘hints of public sphere activities’—discussions, groups, 
demonstrators—as international diplomats and journalists huddled 
in conversation with East Germans and were keen to mingle with 
Leipzig’s alternative art scene (Moine 2018, 259). Talking of the 
Leipzig Programme in 1988, Moine says, ‘Faced with the regimes’ 
rigidity, east German documentary film proved to be so dynamic 
and in the midst of such evolution that it succeeded in piercing the 
lead box in which the authorities were seeking to contain it. The 
program at the 1988 edition of the Leipzig Festival was the culmi-
nation of this process’ and the inclusion of the Indian retrospective 
this year is symptomatic of the changes afoot. The 1988 retrospec-
tive also featured a homage to S. Sukhdev, the Gedächtnis-Program 
Singh Sukhdev.

S. SUKHDEV (1933–1979)
Finally, I present here one such trace in detail that is of film-maker 
Sukhdev, the proverbial ‘cockroach’ referred to in Aggarwal’s 
statement about independent producers (see above). Following 
Sukhdev’s dramatic career and entanglements with the Leipzig 
Documentary Festival, I also read the possibilities and limita-
tions of transnational flows in the period. Peter Sutoris describes 
S. Sukhdev, Comrade Sukh, among ‘Films Division’s Transient 
Outliers, 1965–c.1973’. Certainly the most dynamic phase in the life 
of the Films Division, during this period, we see a flowering under 
Jean Bhownagary, S. N. S. Sastry, Pramod Pathy, Sukhdev and 
others. New experimental visual storytelling, non-linear editing, 
stop motion animation, self-reflexivity and on-camera interviews 
mark this phase of FD, in tune with the global wave of experimenta-
tion that was also registered in the Leipzig Festival programming 
(Sutoris 2016). Not only are there, in this phase, new subjects of 
development, there is a critique of the state and its projects, as 
well as a questioning of the entire Nehruvian socialist-development 
philosophy on which the edifice rested.

The Leipzig Film Bulletin of 1988 describes Sukhdev as ‘the 
most exciting film master since the rise of Satyajit Ray’. Ray, in 
turn, admired Sukhdev’s work but
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not for its broad and percussive contrasts of poverty and afflu-
ence, beauty and squalor, modernity and primitivity—however 
well shot and cut they might be but for its details—for the 
black beetle that crawls on the hot sand, for the street dog 
that pees on the parked bicycle, for the bead of perspiration 
that dangles on the nose tip of the begrimed musician. (Mohan 
1984, 51)

Sukhdev won the Silver Doves in 1972 for Nine Months to Freedom: 
A Bangladesh Story (1972) and Khilonewala (1971). He was at the 
Leipzig Festival in 1973 and shows up on the guest list several 
times after that (Leipzig Festival Files). ‘I have come to Leipzig 
(Festival) many times’, he says, ‘and would like to emphasize once 
again that this festival in the GDR is probably the most progres-
sive and revolutionary festival for documentary films’ (Leipzig 
Festival Files). He said of the festival programming: ‘the Leipzig 
films indicate the changes in the world and [that] those who nar-
rate and report about political changes are no outsiders but direct 
participants’ (Leipzig Festival Files).

As noted above, the 1988 Indian retrospective included a 
homage to S. Sukhdev and featured 10 of his films under various 
programming modules that included his early and award-winning 
films, his controversial anti-establishment ones as well as his so-
called emergency films. Sukhdev’s controversial films, India 67 (a 
playful collection of random images, loosely stitched together with 
tongue-in-cheek humour, his own ‘discovery of India’) and Miles to 
Go, a didactic film of ‘dissonant juxtapositions’ (that were part of 
his signature style) of inequalities that abounded in the country, 
were both aesthetic experiments in documentary film-making and 
were critical of the state (Keefe 2014). However, the films that won 
him the Silver Doves at Leipzig were altogether of a different dis-
position. Khilonewala (toy seller), a narrative short, is an intense 
enactment of an innocent toy seller (played by mime artist Irshad 
Panjatan) beloved by children who is attacked in a mob frenzy of 
communal violence led by the fanatic, played by Hindi screen’s 
popular villain Amrish Puri. Reflecting the communal turn of the 
times and a prophecy of the Bangladesh Liberation War in the fol-
lowing year, the short film ends with the gruesome death of the 
toy seller tied to his blood-soaked balloons in broad daylight, as 
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the onlookers abandon him to his fate, and a booming voice-over 
asks the dead toy seller: ‘are you Hindu or are you Muslim?’

Nine Months to Freedom: The Bangladesh Story (1972) 
marks a departure for Sukhdev both aesthetically and politically as 
the film moves away from the quirky experimentation of his earlier 
films to a more direct documentary style with the staples of testi-
mony, evidential footage, still photographs, newspaper clippings 
and voice-overs. Politically too, he moves away from the oblique and 
tongue-in-cheek critiques of the state to a more direct indictment of 
the enemy (in this case, Pakistan) and a rationalization of India’s 
participation in the Bangladesh Liberation War. There are many 
aspects of the film that could have struck a chord with the Leipzig 
programmers and jury including the fact that there are references 
and haunting recollections of Nazi propaganda films while shots 
of terror, torture and bloody aftermath (most famously that of the 
dog eating a corpse) invoked a repertoire of holocaust imagery. But 
that might not be all, that the geopolitical formation of Bangladesh 
itself was a Cold War turning point is not a mere coincidence in the 
story. As Alexander Benatar (2017) points out in his study, the year 
1971 that marks the rumblings and the genesis of Bangladesh, the 
following year marks the ‘Cold War’s halftime’. As such, the years 
1971–1973 witnessed a recalibration of the Cold War calculus, as 
Chancellor Willy Brandt’s ‘Ostpolitik’ and new openness to ‘the phe-
nomenon in the East’ (as GDR and the Eastern Bloc were referred to 
until then) led up to GDR’s official recognition and Prime Minister 
Indira Gandhi bought into the quid pro quo—GDR’s recognition of 
Bangladesh and legitimization of India’s role in the Indo-Pak War 
in return for international recognition of the GDR as an independ-
ent state, making India one of the first countries to do so. That a 
film on the Bangladesh Liberation War should win a prize at GDR’s 
prestigious documentary festival at Leipzig that year seems then 
to be telling of its political entanglements.

Sukhdev’s proximity to Indira Gandhi won him the Padma 
Shri in 1969, some enviable funding and autonomy to experiment 
with form and sometimes, even content. However, and much to eve-
ryone’s surprise, Sukhdev the film-maker who once said that docu-
mentary must ‘probe contemporary reality as a scalpel’ (Benatar 
2017, 5) did a volte-face and became a ventriloquist for the state. 
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His 1972 film, Nine Months to Freedom: The Bangladesh Story, is 
part realistic portrayal of the horrors of the 1971 Bangladesh War, 
part apologia to the international community and part valorisation 
of Indira Gandhi. During the Emergency that followed in a few 
years (1975–1977), Sukhdev had become a vocal supporter like his 
allies in the CPI (whose transnational solidarity with the GDR has 
already been noted) and under the aegis of his organization, Film 20 
(extolling the benefits of Indira Gandhi’s twenty-point programme), 
he made his Emergency era films, Thunder of Freedom (1976) and 
Voice of the People (1974) on the 1974 railway strike, that featured 
multiple voices, critiquing what was perhaps the largest labour 
agitation of post-colonial India (that brought the celebrated politi-
cian George Fernandes to the fore). According to the ‘White Paper 
on the Misuse of Mass Media during the Internal Emergency’, he 
made these films using the resources of the FD but bypassed usual 
protocol.

In an interview with Neil Perera at the Leipzig Festival 
venue (1977), he said: ‘The films from the Socialist world sometimes 
show a tendency towards uniformity. I have the impression as if 
many things are seen in a too undifferentiated manner. I think 
we need self-critical films about Socialist everyday life’—a senti-
ment that echoed with the more progressive programmers of the 
festival, even as his own films regressed into propaganda (Mohan 
1984, 143). Was this perhaps a paradoxical inhabitation of a stat-
ist film-maker whose allegiance to the state and the sovereign at 
home was constantly on trial? Even if his earlier anti-establishment 
films passed the censors only with the benevolent hand of the sov-
ereign permitting him in some sense to make that occasional ‘boo 
to the establishment’, his overtly propagandist films that propped 
up the Emergency seem too much of a Faustian bargain, yet 
something that perhaps, like his contemporaries (most famously 
S. N. S. Sastry), he had misgivings about and that he expressed 
elsewhere, at the Leipzig Festival, itself a site of contradictions 
and entanglements.

Thus, what I have tracked above is an alternative trans-
national film circuit via the Leipzig documentary festival network 
that challenges the classic binary framework of the Cold War 
within which film festivals of the time have been studied so far. 
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By including hitherto understudied players such as the GDR and 
India, I have introduced new vectors by which these global flows 
may be understood. Archival traces of India, in the GDR and the 
Leipzig Festival, reveal a few recurring names such as the ones 
I have underlined above, prominent among whom, is filmmaker 
Sukhdev. Tracking Sukhdev’s controversial career and presence 
at the festival, I showed how the state, the CPI, the GDR and the 
Leipzig Festival programming ideology were prominent actors and 
mediators in this exchange. Even as the festival itself was heavily 
bureaucratized and governed by the dictates of the socialist regime 
and the logic of the Cold War, I have outlined above how it created 
a line of ‘positive disturbance’ (the tagline of the festival trailer, 
2018) that allows us, in turn, to think about the many ways in which 
politics may be entangled with aesthetics.
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