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ABSTRACT

The research paper probes the cinematic city wischot just a space of fixed geometrical entityt lu
perspective involved in the psychoanalytic studyhef spatial representation. Within the theoretiiework of Spatial,
Cultural and Film theories the paper questionsithaes of cultural identity. The city is a palimgiseften considered as
the performative space where identities are createldquestioned. The study entails the spatialmjosof cinema where
the filmmaker is a potential urban planner in tbgritive process of mapping sites. Cinema is aonfazapturing the space
with relative speed in correspondence with time,uiglerstood as every space is dynamic with respedime.
The narrative demands the slow emancipation ofespadt takes several intense forms in mind betwleefilmmaker and

the viewer
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INTRODUCTION

The literature of modernity dates from Baudelaimr@iseteenth century essays on modern life andquéatily his
1859 essays, “The Painter of Modern Life”. For Belade the term ‘flaneur’ appears as modern hero @#periences and
epitomizes the fragmented and anonymous natunéeoihl modern city experiencing the ephemeral aspeturban life.
Flaneur is a concept propounded by Charles Baudefaispeak about a ‘stroller’ who moves through libyrinthine

street and hidden spaces of the city, consumirggtitactions and fearful pleasures, but remainigtgched and apart.

Merlin Coverley in her book ‘Psychogeography’ qeoWalter Benjamin from his A Berlin Chronicle in ish

he speaks about being Flaneuse and the art ofrgjray

Not to find one’s way in a city may well be unirgsting and banal. It requires ignorance-nothingemBut to
lose oneself in a city —as one loses oneself wrest-that calls for quite a different schoolindpeh signboards and street
names, passers-by, roofs, kiosks, or bars muskdpehe wanderer like a cracking twig under histfdike the startling

call of a bittern in the distance, like the suddéliness of a clearing with a lily standing erectts centre. (63)

The films have the tendency to teach the viewerssacthe globe to imagine a city. Thus the imaginar
landscapes have all potential to convert itself mtcinematic landscape. The urban space remagi$ iepresentational,
as simultaneously sensory and symbolic. The filvtsch succeed the earlier classics, consider & et where the city
space is designed and re-designed in accordartoeddhat space is directly lived in, used and ttted. It is an act of
transforming a concrete space into an imaginargespahich tries to reproduce the ‘real’. Therebyhage to assume that

the intention of the cinematic city is to recapatel the topography of the mind as well as the “r&e mind conceives
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the cinematic city considering the earlier cinemhbich images the city as a text, and the act offqgction of the city is
more or less like taking the material from uncoossi and superimposes this emotionally charged maften space.
We are now bound to accept this superimpositiothageality itself and act towards the externalld/@s if it were our

own body confusing a blend of the self with thecgpa

The production of cities through geographical imagjons reflects upon how individual and commusitie
understands their relation to one another in tlespHere cinema is considered as a spatial peaatid the filmmaker, an
urban planner who would be equally implicated ia eographical understanding of the experiencecandumption of
the place. Cinema depicts the hyper-real statdefcity (cinematic city) as an output of the imagion of the actual
space. The mental concept of the city is constduateng with the historical time period. The hist@hapes the city to
make the city real to the time depicted. What r@maiommon in nature is the changing mode of thetaheity that is
subjected for its obscurity between the filmmaked #he viewer. Cinema constructs a cultural gedgragulture, like
every physical and social activity is both spagiaiructured and geographically expressed. Theatanimage of the city
in the cinema remains as a powerful mode of vigirgiand representing the spatial aspects of hdtures form, interact

and change the spatial behavior of the people.

Mapping the city is a vital tool of analysis andignificant mode of representation in the studjnégrconnection
between culture and space. The filmmaker mapsébgrgphy as the cartographic form where the gebgrespmeasured
on a manageable scale. The mental map is twicéeck@athe process of cinema production and iteption. Considering
a cinematic city the filmmaker brings out the cami@nal signs, color, shades contours, graphic s¥ysnproducing a
strong singer which is highly subjective and idgidal. This idea becomes power when it is forceth&oviewer to accept

the subjective text as an objective.

The research paper probes the city which is ndtguspace of fixed geometrical entity, but is aspective
involved in the psychoanalytic study of the spategresentation. The filmmaker who is conceivedhasurban planner
depends on the previous textual city which helps ta locate his cognitive city in the absolute spaccording to the time
demanded for the progression of the script. Heee dity is psychological resultants which exist befdhe spatial
representation of the geography. The cinema asetémagined city of the flmmaker as the real hatually in the
process of film- making the real city exhausts frome representation; It is the unattainable spaed¢ is beyond
representation. But cinema emerging as a systegowér asserts the metaphysical presence of thasitlge ‘real’. It is a

dismembered unity which legitimizes the geograplith atereotyped images and signs.

The city that escapes between the cinematic spadethee cognitive Mindscape is entrapped in a systém
entropy, which configures a maximum disorder. Tiarhaker makes the city in cinema to make peoplentrin the
urban situations by means of mental maps. The fakenuses his potential to free the images fromea fpoint of view
and the cycle repeats for the viewer who has tonélase the cinematic city into cognitive city. Hethe city conceived by
the viewer is the subjective perception. He comaths the derived images of the city as the semiimtgeries. They both

map the imagined space of cities while the prooé#ise production of an absolute space.

The cartographical reading of the city has takerewa phase with the digital age of users with thegactness
software and applications to design and re-degignspatial topography. These innovative methodepfesentation of

the maps and pin-dropping the geography (whereayeuwropped at a particular place or the placedppkd on you) has
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even made labeling the juxtaposed places uncacnifyenient like the designing of the mental spagea bilmmaker.
This novice technology has given the scope forghegraphers/urban planners/fimmakers to read Hadable gaps
within the ideological maps where places have bstanding as an ontological history. The places lasrédea’ being
transmitted from boundaries to boundaries withillug®d; geographers with the new digital era ahd filmmakers since
Lumiere brothers were attempting to position theeédea of ‘place’ in every human brain. The digi@rtography of the
places are even viewed in the 360 degrees as eneratad as 2D in web browsers and 3D in moviess Thhensional
aspect of the map like a Google-Earth plug-in natag through the mental spaces. The degree of itiggos objective
while delivering the geospatial data unlikely comgohto the complicated navigation through the sttbje cinematic

spaces.

The scope of naming the street, naming the existing and dropping pins at new destinations quotirey
panoramic imagery at the street level, analyzing daheas, estimating the boundaries, the latitudamal longitudinal
degrees of procuring; the abrupt running through ¢ityscapes or through the 3D cityscapes usingy Inggolution
imageries to question the identity of the place emisecutively the space that is existing irrespedaf the solid identity.
The dialectical relationship shared between theespad place is the onset of the magical travéhefspectators within
the celluloid of power and time. The question hisrbow the identity is formed within the subset@®dbogle earth and
cinema where we gaze through the varied imagefidseocityscapes. The mock up cartographers ofabegle earth has
designed, -re-designed the cityscape where evelyidual is invited to be urban planners or fortthaatter planners of
any landscape that pretends to exist or still gkish simply existing as active voyeurs as in ciaefhe entire geography
of the earth is opened before as palimpsest amrztic landscapes as a subtext where the impodeats the discourse
created by the imageries on/about spaces, the spaeestretched out social relation which is eguasponsible for the

production of psycho geography!

The transmogrified city as a museum in the labelgditself opens up the scope for voyeurism. Thbeeimages
exist as volatile graffitis, the psyched spaceshags that hugely imposes the idea of a city amopslitan (Biennale);
there is a definite willingness of the world artistcommunicate with the city. The city is a sifedesire that opens up as a
tourist guide while the filmmaker stands as a pepélth and intriguing with his convoluted ideas loé ity mounted

within his limit of lived or cognitive spatial rabf of the psycho spaces produced under the cansttime.

The product images acts as a text where realibuit on the Kevin Lynch’s idea of creation of aycand its
active ingredientsPath, edge, district, node, and landmdilke. emphasizes on the legibility of a city’s comifios to
establish its ‘places’. The importance of legililand image ability of the city makes the city desimore absolute
between the user and the city. The ever pervadaa of the city is based on the consensus of tteption. Let it be the
cartographer or the filmmaker the imageabilty of fdea of a place is far objective as a frame &remce for the
cartographer while the filmmaker keeps on trippiegween the pervading spaces from his head anitiyréé¢ is at risk to
represent the reality as ‘real’ to conceive hiscters. Here the order creates his mere logoslagid that is easily

subjected to questions.

The threat lies within the absolute imageabiltytloé city. The city in its axial point of power maké a
Panopticon, the site to be viewed on irrespectialaces like shoveling into the identity of theestts, the narrow lanes to

districts to bigger states of the definite geometistrict spatial partitioning. As a Foucault'sstry of power states the
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linkage of knowledge to power and the power in tiogaof truth into true just as a filmmaker turnitige reality into
reality. Here the power is in the produced domahan absolute geography with landmark. The powexercised by

viewing the other, estimating the actual boundaai®s actions of the mob within surveillance.

The cinema and the city exist as interdependergy Thutually complement each other. It is the ditgttgave
space for the cinema to flourish and it is the ciaghat defined the city and contributed its esakfgatures. The Indian
cinema produced in the cities like Bombay, Madeasl Calcutta ten years after the Lumiere Brothersemed their first
cinema. Still, these cities are ideologically defirby the cinema, capturing their growth, stattide sand passion during
the time period it shifted its acquired new idgntid Mumbai, Chennai and Kolkata imparting thetraf conceiving
metropolitan cities. Thematically, this cinema h&ace its inception, been constantly fascinateti tie representation of
the distinctive spaces, lifestyles, and human dadi of the city from the Lumiere brothers’ Pdrism 1895 to Satyajit
Ray’s Pather Panchali. Ray, was therefore ableitg bout the synthesis between the western siidempproach and the
instinctive tradition of India, taking the landseafrom West Bengal and superimposing in some maamationalist and
positivist mind on beliefs close to superimpositaomd on fossilized social practices. The basicremytis pulled between
the cultural cinematic spaces of Detroit and Caédcuthey rest within differences, but with a hugeikarity | found in the
research while considering both cities psycho gaalgjcal. As the select city for research is narteeCalcutta in Indian
scenario is contrasted with Detroit, where the ddvs seen the rise and fall of a giant capital\afith the effect of the
fall the study contours the vacant spaces of theafithe mind affected because of the paralyzégd @ihe city exists as
the ghost of a grand past. The Detroit is now gurd as the Detroit before the crisis and De#fbér the crisis. This city
is transported through films and manuscripts. Thevement is contrasted with the other cosmopolitapitals where
speed is a cumbersome tool in analyzing the dyrignat playful experiences. The narrow alleys, thgtricts, streets, the
transparent conglomeration of buildings are themss of the city with the chances of getting losthie space. The
game planner has decided to fix the surveillanceigs emerges as a power structure. This city djealito be an

interactive 3D model based on media databases

The epistemological city is power and it is the grdduct of every social-spatial discourse, be @psl or
Cinema. The identity of the man is contested withis powerful system of his geographical marking &is aesthetically
induced cultural identity. What he derives from tuncrete/ psychospace is susceptible to distoftorthe transmuted
quality of the space, where he is Geo-politicallpated. The observation from select cinema sehénlandscape of
Calcutta and the heartland of Detroit is read togefor their shared stark similarities. This coble an observation
basically on the dynamicity of the landscapes. Hoafound is the influence of the culture is evid&otn the observation.
It explains the historicity of the region itselfh& land taken from history slips into history everyw and then. The
existence of an idea is momentarily pronouncedhénpresent. The tendency of the city to slip itégpiast, even affecting
the topogragraphy of mind. Not all cities are untther time frame of speed. Some being caught irghwestly past of the
city are reduced to symbols and are susceptiblmanipulation instantaneously on screens. As pet Pailio’s term
‘dromology’; the analysis of the increasing speddiransport and communications on the developménamd; the
analysis is based on the construct of speed. ebpihg a metropolitan city Calcutta has flauntsccultural geography
over capitalism; It is the way how culture is imtgned with the compositional elements to upgradarascape as a

cityscape.

The effect of psycho geography is also heightenig @artophony. This technique is found in modeity ilms
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where sync-sound is used to capture the real liglage’ voices. The polyphony could also be the wmmfrom ones lived
space. The winding reels from the Pre-modern filtns,time lapse, the pauses and the contributimjsinduced sound
shows the need of a claustrophobic space (studieyavsound is not escaped during the creative onithe creation of a
place. Even the neo sound practices could indusephbnia for the vulnerable. This detailing is antlaat consciously

takes us through the city with the projected sound.

The psycho geographical attempt to position the icitspectator's mind is made to the cinema. Thiengific
process it takes in the assimilation of the ideastjans its existence, if the space is questioedssthe identity. This
emphasis the instability or the ‘real’ element tisatonsciously projected onto a screen. Cinem#igsuhis infinite void.
Earlier the sound is juxtaposed for reality, butvrihie spot voices are even captured for simulatibreal. This is a

conscious effort to make us feel the surroundingdmnecting with our lived space life experiences.

Whoever the filmmaker takes this part of his expatial city either topographically or mentally, thasically
liable to the countries/companies that owns thellgat for the production of the places. The titst transits between the
cinematic and the cognitive mindscapes is entrajipadsystem of entropy, which configures a maxindisorder, but the
legitimization of the geography as the physicalaumrkenvironment makes a filmmaker an urban plaritemakes the city
in cinema to make people orient in the urban sibnatby means of mental maps. The filmmaker usegdiential to free
the images from a fixed point of view and the cy@peats for the viewer who has to assimilate thengatic city into
cognitive city. Here the city conceived by the v@vis a perception. He coordinates the derived @sad the city as the
semiotic imageries. Cartography of the urban cagmpbns with the filmmaker as well as the viewegythoth map the

imagined spaces of cities while in the proces$efgroduction of an absolute space.

This homogeneity of the idea is alarming as themsibn of the individual psychological disorderstie social
condition of an entire metropolis was on one Igarhaps no more than metaphorical hyperbole. This@ated disorder
is explicit in the cinematic production of the spaand the idea that escapes into our cognitiveesysif understanding.
This plasticity of the space; the city is in eraswhich has the highest degree of disorder beidgsaended space for
imagination. In this way every cinematically proddcspace is under scrutiny. Their identity is goesid while the real
idea of the city is still to be situated. Likewisieis deduced that the city doesn’t exist as asohlte entity, it is merely the
feeling of perception based on ones depiction brks@wledge. This psychos pace is contested inbmdn lives and in
most cases the real becomes fictional moreoverttigezlements exhausted from the celluloid to #a#. EEvery produced
space in cinema is a decommissioned one. It sfifs history and it is impossible to recreate, basgible, to build

superstructures on the pre-existing designs. Téisimissioning ends when it is a space in the féen's mind.
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