EPH-International Journal of Humanities and Social Science
Published by: Southern Cross Academic Press

ISSN (Online): 2208-2174

Volume 11 Issue 04 October 2026

DOL:https://doi.org/10.69980/nvrot766

BEYOND THE SCRIPT: NARRATING THE SELF, PERFORMING IDENTITY
AND RESISTING CONFORMITY IN IMTIAZ ALI’S “TAMASHA” (2015)

'Dr. Vishal Pandya

'Head,Department of English, Government Arts and Commerce College, Palitana, Gujarat, India. Film
Studies,Cultural Studies and Narrative Theory

ABSTRACT Article History:

Imtiaz Ali’s Tamasha (2015) offers a complex cinematic exploration of

individual identity, social conformity and the performative nature of

everyday existence. Although frequently interpreted as a romantic  Article Type: Research
narrative of self-discovery, the film extends beyond the conventional

boundaries of romantic drama Fo in.Vf:stigate how individuals inherit, Received Date: 10/04/2026
perform and reconstruct their identities through social expectations, .

cultural narratives and imaginative expression. This article examines Revised Date: 16/09/2026
Tamasha as a multilayered cinematic text through an interdisciplinary ~ Accepted Date: 04/10/2026
framework combining narrative theory, performance studies, existential ~ Published Date 27/10/2026
philosophy, film aesthetics and musicology. It proposes three

interconnected narrative regimes through which identity is constructed — Keywords: Tamasha; Imtiaz Ali;
in the film: inherited narratives, socially performed narratives and self-  Hindi cinema; narrative identity;
authored narratives. Drawing upon the theoretical contributions of  performativity; screenplay; film
Erving Goffman, Paul Ricoeur, Richard Schechner, David Bordwell,  mygic; cinematic storytelling;
Michel Chion and Claudia Gorbman, the study undertakes a qualitative
close textual analysis of the screenplay, narrative structure,
characterisation, cinematography, mise-en-scéne, editing, costume,
sound design and musical composition. Particular attention is given to
the collaboration between Imtiaz Ali, A. R. Rahman and lyricist Irshad
Kamil, examining how musical sequences extend the film’s narrative
beyond conventional dialogue. Published interviews with the director,
actors, cinematographer and lyricist are incorporated to contextualise the
creative decisions underlying the film. The article also investigates
Tara’s emotional agency, the representation of professional modernity
and the limitations of the film’s treatment of psychological distress. It
argues that Tamasha transforms theatrical performance from a metaphor
for social conformity into a possibility of artistic agency, suggesting that
identity is not merely discovered but continuously interpreted and
reconstructed through storytelling.

mise-en-scéne; cultural studies;
existentialism.

https://eijhss.com/index.php/hss/index 55


https://ephijer.com/index.php/er/index
https://doi.org/10.69980/zjbqka18
https://doi.org/10.69980/nvr9t766
https://eijhss.com/index.php/hss/index

EPH-International Journal of Humanities and Social Science Volume 11 | Issue 04 |October, 2026

1. Introduction

Cinema has consistently explored the relationship between the individual and the social
structures within which identity is formed. From narratives of alienation and psychological
conflict to films concerned with artistic expression and personal freedom, the cinematic image
has provided a distinctive medium for examining the contradictions of human existence. Imtiaz
Ali’s Tamasha (2015), however, makes the process of storytelling itself central to this
investigation. Rather than merely presenting a protagonist who experiences an identity crisis, the
film constructs a narrative world in which stories, performances and inherited cultural
expectations become the principal forces shaping individual subjectivity.

Written and directed by Imtiaz Ali and featuring Ranbir Kapoor and Deepika Padukone,
Tamasha follows Ved Vardhan Sahni, an imaginative child whose fascination with stories
gradually comes into conflict with familial expectations and the institutional demands of
adulthood. His encounter with Tara Maheshwari in Corsica creates a temporary space in which
both individuals conceal their actual identities and inhabit invented personalities. Their
agreement allows Ved to express an imaginative self that remains suppressed within his ordinary
social environment. Their subsequent reunion in Delhi exposes the distance between the
individual Tara remembers and the corporate professional Ved has become.

At the apparent level, the film narrates a romantic relationship. At a deeper level, it examines the
relationship between identity and performance: whether an individual is reducible to the roles
through which society recognises him, or whether the self can be reconstructed through
imagination, artistic expression and conscious self-understanding.

Imtiaz Ali's own account provides an important point of departure. In an interview published by
Business Standard in March 2015, Ali described the film through the idea of the “abrasion and
loss of self” that occurs when individuals attempt to conform to society. He further explained
that the film encourages individuals not to remain satisfied with the stories inherited from their
surroundings but to create their own myths and choose their own narratives (Ali). This statement
establishes the film's central philosophical concern, although the cinematic significance of
Tamasha emerges not merely from what the director says but from the ways in which the film
translates this concern into screenplay, performance, image and sound.

The present article argues that Tamasha constructs identity through three interconnected
narrative regimes: inherited narratives, performed narratives and self-authored narratives. The
first concerns the expectations transmitted through family, education and culture. The second
concerns the identities individuals enact to secure social recognition and institutional belonging.
The third concerns the possibility of reclaiming narrative agency through imagination and
creative expression.

The article consequently moves beyond the familiar interpretation of Tamasha as a romantic
account of self- discovery. It examines the film as a study of narrative authorship and
performative identity, while critically considering its treatment of gender, professional life and
psychological distress.

https://eijhss.com/index.php/hss/index 56


https://eijhss.com/index.php/hss/index
https://eijhss.com/index.php/hss/index

EPH-International Journal of Humanities and Social Science Volume 11 | Issue 04 |October, 2026

2.Research Problem, Objectives and Original Contribution
2.1Research Problem

Existing interpretations of Tamasha frequently concentrate on the psychological distinction
between the authentic self and the socially conditioned self. Sumit Anand's article, “Movies in
Mind: Tamasha Will the ‘Authentic Self® Please Stand Up?”, provides an important
psychological reading of the film, examining its representation of selfhood, existential conflict
and cultural conditioning (Anand 1216).

While such interpretations establish the importance of Ved's alienation, the film's formal
cinematic strategies invite further investigation. Its screenplay, theatrical references, musical
sequences and visual organisation do not simply illustrate a psychological crisis; they actively
construct the relationship between identity and storytelling.

The present study addresses the following research question:

How does Tamasha employ storytelling, screenplay structure, theatrical performance,
cinematography and musical composition to represent the construction, fragmentation and
reconstruction of individual identity?

2.2Research Objectives

The study pursues the following objectives:

1.To examine the screenplay and narrative organisation of Tamasha, particularly embedded
storytelling, temporal fragmentation and narrative reversal.

2.To analyse the relationship between inherited cultural narratives, social performance and
individual identity.

3.To investigate the contribution of cinematography, editing, production design, costume and
mise-en- scéne to the construction of psychological space.

4.To study the soundtrack as a narrative system, focusing on the interaction between A. R.
Rahman's compositions, Irshad Kamil's lyrics and visual storytelling.

5.To examine the performances of Ranbir Kapoor and Deepika Padukone through the concepts
of embodiment, emotional agency and character construction.

6.To evaluate the film's philosophical and cultural engagement with modernity, professional
identity, gender and artistic freedom.

2.30riginal Research Contribution
The article proposes the concept of three narrative regimes of identity as an interpretative
framework. Inherited narratives refer to the stories, expectations and social conventions through

which the individual initially understands the world. These include familial aspirations,
educational discipline and culturally established definitions of success.

https://eijhss.com/index.php/hss/index 57


https://eijhss.com/index.php/hss/index
https://eijhss.com/index.php/hss/index

EPH-International Journal of Humanities and Social Science Volume 11 | Issue 04 |October, 2026

Performed narratives refer to the identities repeatedly enacted to secure acceptance within social
and institutional environments. Such performances may initially be functional, but their
repetition can gradually restrict the individual's imaginative possibilities.Self-authored narratives
refer to the possibility of consciously questioning inherited expectations and reconstructing
identity through creative expression, memory and self-interpretation.The framework is not
presented as a universal psychological theory. It is an interpretative model developed through the
specific narrative and cinematic organisation of Tamasha. Its contribution lies in examining
identity not merely as a psychological condition but as a process communicated through the
formal languages of cinema.

3.Research Methodology and Theoretical Framework

This research employs qualitative interpretative film analysis, combining close textual reading
with interdisciplinary theoretical discussion and documentary research into the film's
production.The primary text is the 2015 Hindi-language film Tamasha. Its significant narrative
sequences, character interactions, musical passages, theatrical motifs and visual contrasts are
examined as interconnected elements of cinematic meaning. The study approaches cinema as an
audiovisual text in which screenplay, image, sound, editing and performance operate together.
Consequently, the analysis does not treat the creative departments as entirely independent
categories.Published interviews with the director, actors, cinematographer and lyricist are used to
contextualise creative intentions and production decisions. These interviews are treated as
paratextual material rather than definitive explanations of the film. The interpretation remains
grounded in the cinematic text.The theoretical framework draws upon five principal areas:
dramaturgical sociology, narrative identity, performance studies, film narratology and
audiovisual theory.

3.1Erving Goffman and the Dramaturgical Construction of Identity

Erving Goffman's The Presentation of Self in Everyday Life provides a foundational framework
for interpreting Ved's public identity. Goffman employs theatrical terminology to explain how
individuals present themselves in social interactions and manage the impressions they create
before others. Ved's corporate existence can be understood as a sustained social performance.
His professional language, regulated behaviour, repetitive routines and restrained emotional
expression construct an identity that is socially recognisable but personally alienating.Corsica
creates a temporary interruption in this performance. Since Ved and Tara have agreed to conceal
their actual identities, they are relieved of the obligation to reproduce their ordinary social
presentations.The resulting paradox is central to the film: fictional identities facilitate a degree of
emotional honesty that ordinary identities appear to prevent. This does not mean that all social
behaviour is deceptive. Social performance is a condition of interaction. The problem in Ved's
case is the narrowing of available roles and the gradual disappearance of alternative forms of
self-expression.

3.2Paul Ricoeur and Narrative Identity

Paul Ricoeur's Oneself as Another provides an important conceptual foundation for
understanding the relationship between memory, storytelling and identity. Ricoeur's discussion
of narrative identity allows the self to be understood through continuity, change and self-
interpretation rather than through a fixed collection of characteristics.Ved's crisis can be
interpreted through this framework. His professional identity provides continuity in terms of
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social function and recognisable behaviour, but it does not necessarily sustain continuity in his
deeper sense of self-understanding.The storyteller, the imaginative traveller and the corporate
professional appear to belong to different identities. Yet the narrative gradually establishes their
relationship.The film's movement between these versions of Ved becomes a process of
reinterpreting the relationship between past and present. The individual must not simply return to
an earlier stage of existence but understand how the past continues to shape the present.

3.3Richard Schechner and Performance

Richard Schechner's Performance Studies: An Introduction provides another productive
perspective. His discussion of restored behaviour demonstrates how actions can be repeated,
rearranged and performed in different contexts.Ved's corporate routines represent behaviours
reproduced through institutional expectations. His performances in Corsica, by contrast, involve
conscious improvisation and the reorganisation of familiar cultural material. The film's theatrical
conclusion becomes significant because Ved moves from the largely unconscious repetition of
social roles towards a more deliberate engagement with performance.

The distinction is not between performance and authenticity as absolute opposites. It concerns
the degree of agency through which individuals participate in constructing their roles.

3.4 David Bordwell and Cinematic Narration

David Bordwell's Narration in the Fiction Film provides the basis for examining the relationship
between story and cinematic narration. The film's childhood sequences, Corsican encounters and
Delhi episodes are not presented as a simple chronological biography. Their arrangement
establishes relationships between memory, desire and present experience.The spectator gradually
reconstructs Ved's identity through information supplied by different narrative segments.The
film consequently makes spectatorship an interpretative activity. The audience must connect
apparently separate moments to understand the protagonist's internal conflict.

3.5Michel Chion and Claudia Gorbman: The Audiovisual Text

Michel Chion's Audio-Vision: Sound on Screen demonstrates that sound does not merely
accompany visual information; it transforms the spectator's perception of the image.Claudia
Gorbman's Unheard Melodies similarly examines the narrative functions of film music,
including its ability to establish atmosphere, guide emotional interpretation and create
continuity. These approaches are particularly relevant to Tamasha, where songs frequently
articulate emotional developments that conventional dialogue cannot fully communicate.

Jayson Beaster-Jones's Bollywood Sounds: The Cosmopolitan Mediations of Hindi Film Song
and Gregory Booth's research on Hindi film-song conventions provide a specifically South Asian
framework for examining the relationship between music, narrative and cultural meaning.

4.Screenplay as Psychological Architecture: Narrative Structure and Dramatic
Construction

The screenplay, written by Imtiaz Ali, is the principal organising mechanism through which the
film's thematic concerns become dramatic experience.lts structure is based on contrasts,
repetitions, interruptions and returns. The film does not simply describe Ved's alienation; it
makes the audience experience the relationship between different versions of his existence.
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4.1Childhood: The Origin of Imaginative Consciousness

Ved's childhood introduces the fundamental conflict that determines the trajectory of the film.His
fascination with stories is established through the storyteller, portrayed by Piyush Mishra. The
storyteller introduces him to a world populated by mythological, literary and legendary figures.
References to narratives such as the Ramayana, Laila Majnu and other familiar stories create a
cultural archive through which the child begins to understand human experience.The storyteller
is not merely a supporting character. He becomes an alternative educational influence, offering a
mode of learning based on imagination, memory and performance. Ved's father represents a
different system of knowledge. His expectations are organised around measurable achievement,
academic discipline and professional respectability. The conflict between the storyteller and the
father is not simply a conflict between art and science. It is a conflict between competing
understandings of human potential. The screenplay establishes this tension early, allowing the
later corporate sequences to acquire the significance of a prolonged displacement of imaginative
identity.

4.2Corsica: Fiction as a Condition of Emotional Truth
The Corsican encounter introduces one of the screenplay's most interesting paradoxes.

Ved and Tara agree not to reveal their real identities. They adopt invented personalities and
construct a temporary world governed by improvisation. Their performances as Don and Mona
Darling establish a relationship between popular cinematic memory and personal self-
expression.The characters draw upon familiar film conventions, gestures and dialogue to
construct an alternative social reality.This is not merely playful romantic behaviour. It is a
narrative experiment in which the removal of ordinary identity becomes a condition for
emotional disclosure.Ranbir Kapoor's explanation of the Dev Anand imitation is particularly
useful. In an interview with NDTV, Kapoor explained that the imitation was part of Ali's
screenplay and was intended as an homage to the legendary actor rather than a parody (Kapoor).
The sequence consequently carries a metacinematic significance. The characters construct their
temporary identities from the history of popular Hindi cinema. Their performance becomes a
dialogue between personal imagination and collective cinematic memory.

4.3Delhi: The Return of the Institutional Self
The movement from Corsica to Delhi constitutes the film's most important structural reversal.

In Corsica, Ved's identity is fluid and improvisational. In Delhi, his behaviour becomes
increasingly repetitive and institutionally regulated. The screenplay establishes this difference
through recurring everyday actions, controlled professional interactions and a restricted
emotional vocabulary. Repetition becomes narratively significant because it converts routine into
an expression of psychological alienation. The spectator does not merely receive information that
Ved is dissatisfied. The structure communicates the monotony through recurring cinematic
patterns. The narrative reversal also changes the meaning of the earlier romantic sequences.
What initially appeared to be an uncomplicated holiday romance becomes a temporary encounter
with an alternative version of identity.

4.4The Restaurant Confrontation: Recognition and Rejection
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The restaurant confrontation between Ved and Tara is central to the film's emotional architecture.

Tara encounters the person she remembers, but the individual before her appears to have been
replaced by a socially acceptable professional personality. Her disappointment is not simply the
result of romantic incompatibility. It arises from the perceived disappearance of the person with
whom she had developed an emotional connection. Her rejection of Ved's proposal is particularly
important. The screenplay refuses the conventional romantic resolution in which emotional
attachment automatically leads to acceptance. Tara recognises that the relationship cannot be
sustained through the public identity Ved has constructed.

The scene establishes a distinction between love as possession and love as recognition. Tara does
not claim ownership over Ved's transformation. She identifies the distance between his
performed identity and his earlier imaginative existence.

4.5Breakdown and Theatrical Return

The later breakdown marks the point at which Ved's professional performance becomes
unsustainable.

The narrative returns to the theatrical motif introduced during childhood. However, theatre now
acquires a different significance. The child once entered fictional worlds without fully
understanding their relationship to everyday identity. The adult Ved begins to use performance
consciously as a means of articulating the self.

The theatrical movement completes the screenplay's central circular structure. It is not simply a
return to childhood. It is a reconfiguration of childhood imagination through adult awareness.
The screenplay's achievement lies in transforming storytelling from an escape into a possible
form of self- authorship.

S5.Metacinema, Intertextuality and the Politics of Storytelling

Tamasha is particularly significant for its self-conscious engagement with storytelling and
cinematic performance. The film does not conceal the artificiality of its fictional worlds. Instead,
it makes that artificiality visible through the characters' performances. The Don and Mona
Darling sequence demonstrates how popular cinema provides a repertoire of identities that can
be adopted, imitated and reconfigured. The references to mythological and romantic narratives
similarly demonstrate that individual identity is rarely constructed independently of cultural
memory.

Walter Benjamin's essay “The Storyteller” offers a useful perspective on this dimension.
Benjamin associates storytelling with the transmission of experience and collective memory.
Ved's relationship with the storyteller reflects this cultural function: the stories he hears become
part of his imaginative vocabulary and influence the way he understands the world. The film,
however, complicates the relationship between inherited stories and individual agency. Ved
initially receives stories from others. His eventual movement towards theatrical expression
suggests that he must become capable of producing and performing narratives himself.

This is where the film's metacinematic dimension becomes especially significant. Cinema is
itself an act of storytelling, and Tamasha repeatedly draws attention to the relationship between
the fictional world and the processes through which identities are represented. The title
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reinforces this relationship. Tamasha refers to spectacle and theatrical display, making it an
appropriate metaphor for a story about an individual who eventually narrates his experiences
through performance.The title consequently operates at three levels: social spectacle, theatrical
performance and cinematic representation.

6.Cinematography and Mise-en-scéne: Constructing the Geography of Identity
S. Ravi Varman's cinematography is essential to the film's representation of psychological space.

The locations are not simply geographical settings. They function as visual environments
through which the audience encounters different dimensions of Ved's identity.In his interview
published in PVR Movies First in November 2015, Varman describes Tamasha as both an urban
love story and the journey of a man. He explains that Ali wanted to shoot primarily in real
locations, using natural light across Corsica, Shimla, Delhi and Mumbai. He also discusses the
use of earthy reds and yellows in the Corsican night sequences rather than relying exclusively on
conventional blue lighting (Varman 18).These comments provide valuable production context
for understanding the relationship between visual design and the protagonist's emotional journey.

6.1Corsica: Openness, Movement and Visual Freedom
Corsica establishes an environment of visual openness.

The landscapes, natural light, architectural details and outdoor spaces create an atmosphere of
spontaneity. The camera participates in the movement of the characters, allowing the
surrounding environment to become part of their interaction. The visual openness corresponds to
the temporary suspension of social identity. Ved and Tara are not required to inhabit the roles
associated with their professional and domestic lives. Their movement through the landscape
therefore becomes a visual expression of improvisation. Varman's account of the film's outdoor
photography is particularly useful in understanding the relationship between natural light and
visual atmosphere. The cinematography does not simply record the location. It establishes an
emotional geography through which freedom becomes perceptible.

6.2Delhi: Enclosure and the Repetition of Everyday Life
Delhi is presented through a contrasting visual vocabulary.

The professional environment, commuting patterns and repetitive domestic routines produce a
more regulated atmosphere.The difference between Corsica and Delhi should not be understood
as a literal claim that one geographical location represents freedom and another oppression.
Rather, the contrast emerges from the relationship between location, character behaviour, camera
movement and narrative context.

Delhi becomes the space in which Ved's public identity is repeatedly reproduced.The visual
organisation therefore reinforces the screenplay's concern with institutional conformity.

6.3Colour, Light and Emotional Association

Colour and lighting contribute to the construction of emotional difference. The warmer visual
treatment of selected Corsican night sequences creates a distinctive atmosphere. Varman's
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production account describes the use of earthy reds and yellows rather than relying exclusively
on conventional blue lighting for night scenes.

This decision contributes to the visual distinctiveness of the film. However, colour symbolism
should not be interpreted through fixed equations. Warmth does not automatically signify
authenticity, nor does visual restraint necessarily indicate emotional emptiness.

The meaning of colour emerges through its relationship with location, performance, lighting and
narrative situation.

6.4Camera Movement and Embodied Freedom
Camera movement is particularly important in the Corsican sequences.

The visual rhythm allows physical movement to become part of character expression. Ved's
gestures, dancing and improvisational behaviour are integrated with the movement of the camera
and the environment.

In contrast, the professional sequences establish a more controlled relationship between the body
and its surroundings. The difference can be interpreted through the relationship between
embodied identity and spatial regulation. The body is not simply presented before the camera; it
becomes a site through which the film communicates the protagonist's changing relationship
with freedom.

6.5Costume and Production Design
Costume design contributes to the film's character construction.

The visual presentation of Ved changes according to the different environments through which
he moves, including childhood, Corsica and professional life. Costume therefore becomes an
extension of characterisation and social presentation. The production design similarly establishes
the distinction between imaginative environments and institutional spaces. Clothing, architecture,
props and spatial arrangements contribute to the construction of different social identities.

7.Editing and Narrative Time: The Experience of Psychological Duration
Aarti Bajaj's editing contributes significantly to the film's temporal organisation.

The narrative moves between different periods of Ved's life, establishing relationships between
childhood memory, adult experience and imaginative performance. The film's structure can be
examined through the distinction between chronological time and psychological duration. Henri
Bergson's Time and Free Will provides a philosophical framework for understanding lived
duration as something different from measurable clock time. Ved's corporate existence is
characterised by repetition. The passage of time becomes associated with routine and
predictability. Corsica, by contrast, occupies a relatively limited chronological period but
becomes an intensely memorable experience.The difference suggests that psychological
significance cannot be measured solely through duration. The editing also establishes associative
relationships between different stages of the protagonist's life.Childhood storytelling is not
simply historical background. It becomes an interpretative key through which the audience
understands the adult crisis.The narrative therefore produces psychological continuity through
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temporal discontinuity. This is one of the film's significant formal achievements.
8.Acting and Characterisation: The Embodiment of Fragmented Identity
8.1Ranbir Kapoor as Ved: The Performance of Multiple Selves

Ranbir Kapoor's performance is central to the film's construction of identity.

Ved is required to inhabit several different behavioural registers: the imaginative child, the
playful traveller, the emotionally expressive performer, the restrained professional and the
individual experiencing psychological fragmentation.The distinction between these identities is
communicated through voice, gesture, physical movement, facial expression and interaction with
other characters.

In Corsica, Ved's behaviour is expressive and improvisational.

In Delhi, his movements become comparatively restrained and regulated.The contrast is not
merely a demonstration of acting range. It establishes the physical consequences of a socially
conditioned identity. In an interview with Indian Link, Kapoor described Ved as someone who
grows up in a world of stories and dreams but gradually becomes robotic under the pressure to fit
into society (Vasudevan). This interpretation is particularly valuable because it recognises the
relationship between character psychology and performance style. Kapoor's performance is most
effective when the film allows the difference between these behavioural registers to emerge
without relying exclusively on explanatory dialogue.

8.2Deepika Padukone as Tara: The Ethics of Recognition
Tara occupies a more complex position than that of a conventional romantic heroine.

She is the individual who recognises the difference between Ved's performed identity and the
imaginative personality she encountered earlier. Her experience demonstrates that emotional
recognition is not an exclusively male psychological concern. When she meets Ved again, she is
confronted with the difference between the person she remembers and the individual he has
become. Her response demonstrates that romantic attachment cannot be separated from the
question of personal recognition. She does not merely desire Ved's presence. She wants to
encounter the individual with whom she had established an emotional connection.

Her refusal of his proposal is therefore an act of emotional judgement. It suggests that love does
not require the acceptance of every version of another person.

8.3The Gendered Distribution of Narrative Attention

Despite Tara's importance, the film devotes considerably more attention to Ved's psychological
development. Her emotional experience is frequently organised in relation to his
transformation.This imbalance raises questions about the distribution of narrative agency in
mainstream Hindi romantic cinema. Tara is granted professional identity, emotional judgement
and the ability to refuse romantic fulfilment. Yet the film does not provide her with an equally
developed narrative of self-reconstruction. A feminist reading must therefore recognise both the
possibilities and limitations of her character.
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She is not simply a passive instrument of male transformation, but neither does she receive the
same narrative complexity as Ved.

9.Music as Narrative Architecture: A. R. Rahman's Compositions

The music of Tamasha is not an ornamental component added to the film after the completion of
its dramatic structure. It participates in the organisation of narrative meaning. A. R. Rahman's
compositions, combined with Irshad Kamil's lyrics, create an additional language through which
the film communicates emotional and philosophical developments. The original soundtrack
album was released by T-Series in October 2015 and contains nine tracks, including an
instrumental and a remix version. The album should therefore not be described as containing
nine separate original songs (A. R. Rahman and Kamil). The collaboration is particularly
significant because Imtiaz Ali has explicitly stated that songs are integral to his screenplay-
writing process. In a 2022 interview with Hindustan Times, Ali explained that he describes songs
within the screenplay and uses them to communicate emotional dimensions that dialogue alone
cannot adequately express (Chitre).

This statement provides a crucial entry point into the soundtrack.

9.1The Narrative Function of the Song Sequence

The Hindi film song has historically occupied a distinctive position within cinematic narration.
Gregory Booth's research on Hindi film songs examines their relationship with narrative
conventions, cultural practices and the construction of meaning. Jayson Beaster-Jones similarly
demonstrates that film songs operate within broader musical, social and commercial contexts.
These perspectives are relevant to Tamasha, where songs are positioned in relation to specific
stages of the protagonist's emotional journey.

The soundtrack can be examined through four principal functions:

Emotional articulation: expressing feelings that remain partially unspoken.

Narrative progression: developing the emotional and psychological movement of the story.

Character identification: providing access to the inner experiences of the protagonists.

Thematic reinforcement: extending the film's concerns with identity, memory and self-
recognition.

9.2“Matargashti”: Improvisation and the Pleasure of Being Unscripted

“Matargashti,” sung by Mohit Chauhan, is closely associated with Ved and Tara's Corsican
experience.

Its playful musical character reflects the improvisational quality of their relationship.

The composition is particularly important because it accompanies a period in which the
characters are temporarily released from their everyday identities.
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The song's rhythmic energy, melodic arrangement and movement-oriented visual presentation
contribute to the construction of a world in which spontaneity becomes possible. The sequence
can be understood as a musical representation of the performed self.

Ved's identity is not determined by professional designation or family expectations. Instead, he
participates in a playful construction of personality. The musical sequence therefore represents
an alternative form of social existence.

9.3“Agar Tum Saath Ho”: Emotional Disjunction and the Limits of Romantic Language

“Agar Tum Saath Ho,” sung by Alka Yagnik and Arijit Singh, is among the film's most
significant musical sequences. The composition explores the emotional distance between two
individuals who remain physically connected but increasingly inhabit different psychological
realities. The duet structure is especially important. The two voices create an emotional dialogue
that cannot be reduced to a simple statement of romantic attachment.

The composition's restrained arrangement, supported by flute and piano textures, contributes to
its introspective atmosphere. The musical catalogue description also identifies these instrumental
textures as significant features of the arrangement (Apple Music).

Irshad Kamil's interview with Scroll.in provides an important insight into his lyrical method.
Discussing the unusual imagery associated with sadness in the lyrics, Kamil explains his
preference for linguistic expressions that challenge familiar patterns of thought. He argues that
unfamiliar imagery should not automatically be dismissed simply because it departs from
conventional expression (Gaekwad).His explanation demonstrates the relationship between
poetic language and emotional construction. The song does not merely describe sadness. It
creates an imaginative experience of emotional instability. The sequence also challenges the
assumption that love necessarily resolves difference. Its emotional power emerges from the
recognition that proximity and understanding are not identical.

9.4“Chali Kahani”: The Musical Reorganisation of Myth
“Chali Kahani” is central to the film's storytelling framework.

Its musical and lyrical structure recalls the movement of traditional narrative performance.The
song brings together the idea of myth, memory and storytelling, establishing a relationship
between Ved's childhood imaginative world and the film's larger theatrical structure.The
sequence is particularly significant because it transforms stories into an organising principle of
cinematic narration.The characters are not simply remembering stories. The film itself begins to
operate through the language of storytelling. The song therefore contributes to the metacinematic
dimension of Tamasha.

9.5“Safarnama”: Travel, Memory and the Search for Selfthood
“Safarnama,” sung by Lucky Alj, introduces a reflective musical register.

Its central metaphor of travel is connected with the protagonist's movement through memory and
self- understanding. The journey is not restricted to geographical movement.Ved has travelled
through different environments and professional circumstances, but geographical mobility has
not necessarily produced personal freedom.
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The song therefore introduces an existential distinction between movement and transformation.
Travel becomes meaningful when it enables the individual to reinterpret experience. The
composition's reflective quality reinforces the film's concern with the relationship between
memory and identity.

9.6“Tu Koi Aur Hai”: Estrangement and Self-Recognition

“Tu Koi Aur Hai,” featuring A. R. Rahman, Alma Ferovic and Arjun Chandy, is particularly
important to the film's philosophical architecture.

The song articulates the distance between the identity that the individual performs and the self
that remains unrecognised. Its significance lies in the encounter with an unfamiliar version of
oneself. The protagonist's crisis is not simply that society misunderstands him. It is that he has
gradually become unfamiliar to himself. The song gives musical expression to this estrangement.
Its reflective and expansive arrangement contributes to the sense of psychological confrontation.
Within the article's proposed framework, the composition represents the movement from
performed identity towards self-recognition.

9.7“Heer Toh Badi Sad Hai” and “Wat Wat Wat”: Musical Diversity and Narrative
Tonality

The soundtrack's lighter compositions are equally important to its overall design.

“Heer Toh Badi Sad Hai,” featuring Mika Singh and Nakash Aziz, introduces a playful register,
while “Wat Wat Wat,” featuring Arijit Singh and Shashwat Singh, contributes to the energetic
and conversational character of the film. These compositions prevent the soundtrack from
becoming exclusively introspective. Their presence establishes a wider emotional range,
allowing humour, playfulness, melancholy and romantic uncertainty to coexist. The soundtrack
consequently mirrors the film's larger concern with the multiplicity of human identity.

10.Lyrics as Poetic Discourse: Irshad Kamil and the Language of Interior Experience

Irshad Kamil's contribution deserves separate consideration because the lyrics of Tamasha
frequently operate as an independent poetic discourse within the cinematic narrative. The songs
employ metaphor, ambiguity, emotional displacement and sensory imagery. Their language often
communicates psychological states that remain difficult to articulate through ordinary dialogue.

Kamil's interview with Manish Gaekwad in Scroll.in provides valuable evidence of his creative
method. He explains that when writing for a film character, the lyricist must enter the character's
linguistic and emotional world rather than simply reproduce personal opinions. Discussing “Agar
Tum Saath Ho,” he also defends the use of unfamiliar imagery as a legitimate form of poetic
innovation (Gaekwad). This distinction is important because cinematic lyric writing involves a
relationship between poetic imagination and dramatic function.

Three aspects of his contribution are especially significant.
First, metaphorical innovation. The lyrics frequently use unexpected sensory images to

communicate emotional conditions. Such imagery challenges the limitations of familiar romantic
vocabulary.
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Second, character-based expression. The lyrical voice is connected with the psychological
situation of the characters. It is not simply an external poetic commentary.

Third, narrative compression. Songs condense emotional developments that would require
considerably more dialogue and dramatic explanation if communicated through conventional
scenes.

The relationship between lyric and narrative is therefore central to the film's construction of
meaning. The songs function simultaneously as poetry, dramatic speech and musical narration.

11.Sound Design, Silence and the Audiovisual Construction of Alienation
Music alone does not account for the film's soundscape.
The contrast between musical expression and everyday sound is equally important.

Ved's professional environment is associated with repetitive routines and the sounds of
institutional life. The musical sequences, by contrast, create opportunities for emotional
expansion.

Michel Chion's Audio-Vision provides a useful framework for understanding this relationship.

The image does not possess a completely independent emotional meaning. Sound influences the
spectator's interpretation of visual information.

In Tamasha, music frequently transforms the significance of a scene by making perceptible the
emotional experience that remains inaccessible through ordinary interaction.

The distinction between sound and silence also contributes to the film's representation of
psychological alienation. The repetitive soundscape of everyday life reinforces the mechanical
quality of Ved's existence, while musical sequences provide access to emotions that remain
suppressed within his professional identity.

The soundtrack consequently operates through both presence and contrast.
12.The Corporate Subject: Modernity, Rationalisation and the Loss of Imaginative Agency
The film's critique of corporate life should be situated within a broader discussion of modernity.

Ved's professional identity is associated with routine, productivity, predictability and
institutional recognition. His life appears successful according to conventional social standards,
but the film repeatedly questions the relationship between such achievement and personal
fulfilment.

Max Weber's discussion of rationalisation in Economy and Society offers a useful conceptual
framework. Modern institutions increasingly organise activity through calculation, rules,
administrative structures and efficiency.

Ved's corporate existence reflects the tension between these institutional demands and individual
imagination. The film does not necessarily reject employment or professional responsibility.
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Its critique is more specific: it questions the reduction of identity to occupational function. A
person may participate in institutional life without allowing professional identity to become the
only available definition of existence.

12.1 Middle-Class Aspirations and Social Conditioning

Ved's childhood conflict is also connected with the expectations of the contemporary middle
class. Educational achievement, career stability and professional recognition become markers of
success. These aspirations are not inherently negative. They provide security and social mobility.

The problem emerges when they become compulsory definitions of a meaningful life. The film
exposes the emotional cost of accepting these expectations without examining their relationship
with individual interests. Ved's alienation is therefore not simply personal. It reflects a wider
cultural tension between institutional achievement and imaginative fulfilment.

12.2 Bad Faith and Existential Responsibility
Jean-Paul Sartre's discussion of bad faith in Being and Nothingness provides another perspective.

Bad faith involves the evasion of freedom through the adoption of fixed identities or the denial of
personal responsibility. Ved's professional identity can be interpreted through this framework.

He increasingly behaves as though his social position determines the entirety of his existence.
The film's movement towards theatrical self-expression suggests the possibility of recognising
that social roles are important but not exhaustive.The individual must acknowledge the freedom
to interpret and renegotiate the relationship between role and self.

13.Gender, Love and the Ethics of Recognition

The relationship between Ved and Tara provides the film's principal emotional structure.
However, the relationship should not be understood exclusively through romantic fulfilment. It
also raises questions about recognition, agency and emotional responsibility. Tara encounters
Ved in a context where he is able to express himself without the constraints of his everyday
identity. When she meets him again, she is confronted with the difference between the person she
remembers and the individual he has become.Her response demonstrates that romantic
attachment cannot be separated from the question of personal recognition.She does not merely
desire Ved's presence. She wants to encounter the individual with whom she had established an
emotional connection. Her refusal of his proposal is therefore an act of emotional judgement. It
suggests that love does not require the acceptance of every version of another person.
Nevertheless, the film's treatment of Tara remains open to criticism.Her professional and
emotional independence are established, but her character is ultimately positioned in relation to
Ved's psychological transformation.

A feminist reading must therefore recognise both the possibilities and limitations of her character.
The film challenges the conventional romantic structure in which the female character simply

facilitates the male protagonist's recovery. Yet it does not develop Tara's independent narrative
with equivalent depth.
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14.Critical Limitations: The Ambivalence of Self-Realisation

A rigorous examination of Tamasha must recognise its limitations rather than treating its
philosophical propositions as unquestionable.

14.1 The Idealisation of Artistic Freedom

The film associates theatre and artistic expression with the possibility of psychological recovery.
Although this association is dramatically effective, it risks idealising artistic freedom. Creative
expression can provide an important means of self-understanding, but it cannot automatically
resolve the material, economic and psychological pressures experienced by individuals.The
film's conclusion is therefore best understood as a symbolic proposition rather than a universally
applicable model of personal recovery.

14.2 The Simplification of Geographical Space

The contrast between Corsica and Delhi is visually effective, but it occasionally produces a
schematic relationship between geography and identity. Corsica becomes associated with
freedom, while Delhi becomes associated with institutional restriction. Such a contrast is useful
as a narrative strategy but should not be treated as a sociologically complete representation of
either place. The emotional significance of the locations emerges through the film's visual and
narrative organisation rather than through their geographical identities alone.

14.3 The Representation of Psychological Distress

Ved's emotional breakdown is central to the film's dramatic movement.

However, the narrative should not be treated as a clinically authoritative account of mental
illness. The film uses psychological fragmentation as part of its artistic representation of
alienation. A critical distinction must therefore be maintained between cinematic metaphor and
psychiatric diagnosis.

14.4 The Incomplete Resolution of Tara's Narrative

The film gives considerable attention to Ved's self-reconstruction but does not develop Tara's
independent journey to the same extent. This imbalance limits the film's potential as a fully
reciprocal account of identity and recognition.

14.5 Repetition and Narrative Excess

The film's philosophical ambitions occasionally produce repetition.

Certain emotional ideas are reiterated through dialogue, music and dramatic situations. Although
repetition reinforces the central conflict, it sometimes reduces narrative economy. These

limitations should be acknowledged without overlooking the film's formal experimentation and
thematic ambition.
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15.Discussion: From Social Performance to Narrative Authorship

The preceding analysis demonstrates that the different cinematic components of Tamasha
participate in a common philosophical investigation. The screenplay establishes the relationship
between inherited and self-authored narratives. The cinematography gives these competing
identities spatial expression. The editing establishes the relationship between memory and
present experience. The actors embody the differences between socially regulated and
improvisational behaviour. The music and lyrics communicate emotional experiences that
remain partially inaccessible through dialogue. The theatrical conclusion brings these dimensions
together.

The film's three narrative regimes can now be understood in relation to its formal structure.
15.1 Inherited Narratives

The childhood sections establish the stories and expectations through which Ved's identity
begins to take shape. Family, education and cultural narratives provide the initial vocabulary of
self-understanding.

15.2 Performed Narratives

The corporate sections demonstrate how inherited expectations become repeated social
behaviour. Ved's professional identity becomes increasingly stable as a public performance, but
his relationship with personal imagination deteriorates.

15.3 Self-Authored Narratives
The theatrical movement introduces the possibility of consciously reconstructing identity.

Ved's return to performance does not simply restore an earlier personality. It allows him to
reinterpret his experiences and participate in the creation of a new narrative. The framework
establishes an important distinction between discovering an authentic self and actively
constructing a meaningful relationship with one's past, present and future.

This is the article's principal contribution to the interpretation of Tamasha.
16.Conclusion: Becoming the Author of One's Own Existence

Imtiaz Ali's Tamasha is a significant cinematic exploration of storytelling, performance and the
construction of identity.

Although its narrative begins with a romantic encounter, its thematic concerns extend towards
the relationship between imagination and conformity, memory and experience, and individual
freedom and institutional expectation.

The film's central character moves through three interconnected conditions: the reception of
inherited narratives, the performance of socially acceptable identities and the possibility of
consciously authoring a new narrative. Its screenplay establishes this movement through
temporal fragmentation, embedded storytelling and narrative reversal.
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Its cinematography and mise-en-scéne transform geographical environments into visual
expressions of psychological experience.

Its editing connects different temporal stages of identity, while the performances of Ranbir
Kapoor and Deepika Padukone communicate the emotional and behavioural consequences of
recognition and estrangement.

The soundtrack, composed by A. R. Rahman with lyrics by Irshad Kamil, extends the film's
narrative through music and poetic language. Songs such as “Matargashti,” “Agar Tum Saath
Ho,” “Chali Kahani,” “Safarnama” and “Tu Koi Aur Hai” perform functions that exceed musical
accompaniment. They articulate emotional developments, establish psychological registers and
contribute to the philosophical coherence of the film.

The contribution of S. Ravi Varman's cinematography is equally significant because the film's
visual environments establish a relationship between space, movement and identity.

The analysis also demonstrates that Tamasha is not without limitations. Its gendered distribution
of narrative attention, idealisation of artistic recovery and schematic spatial contrasts invite
further critical investigation. Nevertheless, the film's central proposition remains compelling.

The individual is not necessarily identical to the roles through which society recognises him.
Professional achievement, familial responsibility and social conformity may constitute important
aspects of existence, but they do not necessarily exhaust the possibilities of identity.

The title Tamasha consequently acquires a deeper philosophical significance. Life may be
understood as a continuous performance, but the individual must retain the capacity to question
the script, recognise the audience and participate in determining the role being performed.

The film's final movement from storytelling to theatrical performance completes this conceptual
trajectory. The individual who once received stories from others gradually becomes capable of
narrating his own.

The transformation is not a simple recovery of childhood innocence. It is the emergence of
narrative agency through the reinterpretation of memory, imagination and experience.

Ultimately, Tamasha suggests that the most important act of self-discovery may not be finding
an identity that has remained untouched by society, but learning to participate consciously in the

creation of one's own existence.
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