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Abstract. Since the birth of cinema, filmmakers have created personal, political, philosophical,
realistic, poetic, emotional and diverse portraits of cities. In the history of art, we’ve seen traveling
poets, storytellers, painters, now we can talk about traveling filmmakers and their heroes, who explore
and capture their journeys with the film camera. Images from the screen create our perception of
places, like modern cities, where we have never been, as their visual or acoustic version is constructed
by cinema. From City Symphonies to Essay films and lonely journeys of characters lost in urban
landscapes, filmmakers have dialogues, open conversations with cities. Those personal conversations
involve - critical thinking, aesthetical study of the place, memories and film language. Kutaisi, Hong
Kong, Tokyo, Beijing, Berlin, New York or Paterson, cities from different parts of the world, with different
cultural codes and the author’s vision have their visual doubles on the screen and become characters
on their own. The article explores different approaches and cinematic dialogues with the cities, their
representation and poetry in cinema - visual and acoustic.

The semiotic analysis is used in the article as the methodology to observe visual and acoustic
possibilities of the film language. The article also focuses on connection of literately forms with film
language, how - poetry, essays, letters and diaries are connected with the cinema. In Manhatta (1921)
by Charles Sheeler and Paul Strand, Walt Whitman’s poem of the same name is “written” in the film
and helps to explore the city. Modern example in cinema of writing poetry on the screen and also
embodying it in all forms, visual or audio is - Paterson (2016) by Jim Jarmusch.

Comparative study of the films from different parts of the world helps to describe a modern city
in a film, as a modern audiovisual text, on the edge of reality and imagination, with new possibilities,
experiments of form, and carrying the problems of wandering and lost characters in it. On the example
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of the chosen films, the article reflects on different images of cities, how they are becoming main
characters and cinematic texts - from Kutaisi to Hong Kong.
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"The film-maker/author writes with his camera as a writer writes
with his pen.”
Alexandre Astruc “The birth of a new avant-garde la camera-stylo”

“Yet words repeatedly forced themselves back; they reappear in the
paintings of El Greco, for instance, in Durer, in Hogarth: one could give
countless examples. In the twentieth century words have returned with
a vengeance.”

Introduction

In the history of art, we’ve seen
versatile, complex and interesting
descriptions of cities, they are built,
constructed and deconstructed with the
words in literature, prose and poetry, with
the realistic approach or metaphors and
allusions, reflecting on the beauty and
horrors of urban life. In the paintings and
photos, we've seen glimpses of streets,
houses, corners, portraits of people
wandering in different cities, in different
parts of the world. But cinema gave us
opportunity to create a visual double of
the cities, with movement, voices, rhythm,
capturing aura and spirit of the places and
the most important life itsell.

Since the birth of cinema, the film
medium has had a strong connection with
the cities and urban life. The film directors
were always examining different forms to
show cultural codes, politics, and visual
aesthetics of the places, from Paris to

Peter Wollen “Signs and Meaning in the Cinema”

Nice, Kutaisi, New York, Hong Kong or
Tokyo. From big and small cities, we've
seen ordinary scenes of street life and
extraordinary experiments with the film
language. For example, Poetry of cinematic
language was embodied in the genre —
City Symphonies.

In the beginning of the history of
cinema, film camera was wandering and
creating images of the places and ordinary
people, workers, strangers in the crowd.
But after decades we’ve seen heroes and
their personal journeys locked in the city.
What condition is in the modern cinema
on different continents and within different
cultures? Can it offer new possibilities and
opportunities towards the film language?

Another interesting aspect is, who is
the traveling hero in cinema and what
connection has with urban life? Eternal
travelers, mythological heroes and
wandering characters from literature were
always playing an important role in the



history of art and culture, with different
forms of adventures, migrations, odysseys.
They were creating maps of the roads.
Cinema gave the opportunity to show
traveling and the simple act of walking

as an interesting motif and possibility

for storytelling, because film medium is
connected to the movement itself. “In short,
cinema does not give us an image to which
movement is added, it immediately gives us
a movement-image.” (Deleuze 2)

For the analysis were chosen films,
where the authors show possibilities of
the film language and they also create
new conversation with urbanism, poetry,
culture and society. After discussing
important examples and echoes from the
history of cinema, the article focuses on
three modern films, with different cultural
background and use of visual and acoustic
language (What Do We See When We
Look at the Sky?2021, Paterson 2016, In
the mood for Love 2000). For example, how
Georgian city - Kutaisi is portrayed with
a performative approach towards acoustic
and visual language, in the film - What Do
We See When We Look at the Sky? (2021)
Or what can we learn about Hong Kong
mostly from domestic spaces captured in
the film of Wong Kar-Wai - In the Mood for
Love (2000).

In the 20th century, cinema created
heroes traveling without destination or
trying to return to a home that does not
exists anymore. It also showed heroes, for
whom movement becomes a possibility to
survive and wandering is a visualization of
their emotional or psychological condition,
existential dilemmas and even a form of
resistance against injustice. Wandering
heroes, nomads travel from one place
to another, but in this article travelling
characters captured in the city will be in
a focus. In the discussed films this type of
hero sometimes shares similar condition,
“identity”, even the name with their
city. The city and its main character are
becoming doubles of each other (especially,
in the case of Paterson, 2016).

The aim of this article is to describe
versatile, different characters and authors
from the cinema, who move, walk, observe
and have connection with urbanism. They
could be described as the Urban Odysseus
from XX-XXI century, whose travel is
connected with the city. Odysseus, in the
modern world from film reality, has to
deal with alienation, loneliness, search of
the place, meanings, problems of losing
memory, identity or trying to find new one.
It’s interesting to analyze and observe this
topic from a cultural studies perspective
and also from the echoes of the myth
itself. “In reality, Odysseus, the subject,
denies his own identity, which makes
him a subject, and preserves his life by
mimicking the amorphous realm.* (Adorno,
Horkheimer 53);

Problems of alienation, losing identity,
inability to connect with each other in the
big or small cities, examining different
forms of injustice, angriness, protest and
loneliness are captured on the screen. The
lonely taxi driver can travel through the
streets of New York and carry the darkness
and pain of the place (Taxi Driver, 1976). A
young boy can work as a bike messenger in
Beijing and help us witness a city from his
perspective, his fight for surviving (Beijing
Bicycle, 2001). And finally, bus driver from
Paterson can make us feel poetry and love
in calm and meditative visualization of the
city (Paterson, 2016), also the condition of
urban loneliness, while being surrounded
by people. In in the mentioned films, the
main characters have to travel in a city
and their work is also connected with the
movement — bus driver, taxi driver and
bicycle messenger. The way they think,
feel, travel and observe reality is embodied
in visual and acoustic film language.

After analysis of the selected films, we
will see that there are interesting examples
in modern cinema, regarding the use of
film language, poetry or visualization of the
cities.
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Methods

The theoretical framework of the article
is built on the texts and theories from
film studies. Using the methodology of
cultural studies and semiotic analysis,
the article explores different approaches
and cinematic dialogues with the cities,
their representation and poetry in cinema.
From the concept of camera-stylo (camera
pen) by Alexandre Astruc to Cinécriture
of Agnes Varda (which means cinematic
writing, Bénézet 111) authors were
reflecting on the idea, that the film camera
can be used as a pen to “write” the story.

“By Language, I mean a form in which
and by which an artist can express his
thoughts, however abstract they may be, or
translate his obsession exactly as he does
in the contemporary essay or novel. That
is why [ would like to call this new age of
cinema the age of camera-stylo (camera-
pen).” (Astruc 604)

“Varda’s cinécriture, that is to say her
unique approach to conceiving cinema
as an elaborate and potentially powerful
combination of moving images, sound and
music.” (Bénézet 7)

The city may be observed with the
different approaches and language (visual
or acoustic), it can be personalized,
connected to individual perception of the
author or the character, reflect his or her
emotional and psychological condition,
worries, identity and “rhythm”. Complex
and versatile portraits were “built” and
“written” with the camera since the
beginning of the film history, these
portraits were developed and challenged in
the 20th and then in the 21st century. The
authors continue experiments with visual
and acoustic studies of cities in modern
cinema.

The analysis of chosen films and texts,
shows how cities and poetry can be linked
to each other in cinema and also connects
other literature forms as — diaries,
essays and letters to film medium. Case
studies and theoretical literature help to

demonstrate and answer the following
topics of the research:

1) Experimenting with a visual (for
example - written on the screen) and
acoustic use of words (narrator’s voice,
essayistic approach, when storyteller’s
voice has key role in the film). Historically,
words written in paintings, photos, comics,
installations or writings on the walls of the
streets and different public places carried
important meaning and messages in
them, creating interesting signs, carrying
ideological statements or emotional
impulses. There are different analogies to
connect words or literature forms - to visual
language and the medium of film. Once
again, if we use ideas from the history of
cinema, how film camera can be compared
to a pen (Alexandre Astruc) and filming the
story, is somehow equivalent of writing it
(Agnes Varda), with a personal attachment
of the author, the article will try to reflect
how the city can become an audiovisual
text itself, with the focus on modern
cinema.

2) Another research question
examines the role of wandering characters
(and sometimes wandering authors) in
creating rhythm of the film, with constant
movement of a hero and observation of
different places, urban landscapes.

Discussion

From the birth of cinema to the
present day, authors' interest in cities has
manifested itself in different ways. In the
early years of cinema, this is best seen in
the genre of - City Symphonies. The City
Symphonies were portraying cities with
their specific aspects of industrial life and
different approaches, from Dziga Vertov
to Charles Sheeler and Paul Strand, using
different cultural, social codes and visual
concepts. The genre itself had a connection
with poetry and politics of visualization of
the place. In the case of Manhatta (1921),
connection with poetry goes even further
and the poem of Walt Whitman of the same



name is directly written on the screen and
takes part in creating visual aesthetics

of the film - “a ten-minute decisively
modernist celebration of New York”
(Jacobs, Kinik, Hielscher 5).

To go back to representation of the
cities in the history of cinema and city
symphonies, one of the most famous
examples is - Dziga Vertov’s film, the
manifest and theoretical framework of the
Man with the Movie Camera (1929). The
film portrayed not only one place, but tried
to create a new visual conversation, with
urbanism, possibilities of the film language
itself, with statements regards aesthetics
and revolutionary ides.

"Kino-eye is understood as "that which
the eye doesn't see,”

as the microscope and telescope of time,

as the negative of time,

as the possibility of seeing without limits
and distances," (Vertov 41)

Vertov influenced a lot of filmmakers,
cinema movements and his vision of the
city, combining different aspects of its life
and connection with the film language,
became an important manifestation of -
movement, urbanism and revolutionary
ideas in the history of cinema.

Another influential and visionary
filmmaker, who was trying to take further
the possibilities of cinema, from its visual
form to its ideological or political concepts,
way of critical thinking was Jean Vigo
and his portrait of Nice (A propos de Nice,
1930). It shows aesthetical and critical
aspects of the place, everyday life and
makes social commentaries with visual
language and playful passages. The film
camera is a visitor and observer in different
places, also creates a discourse around
subjects and objects portrayed in the film
and combines humor, experiments with
form and accents on injustice. Through the
history of cinema cities portrayed on the
screen were presented, brought to life and
had different roles, “meaning”, visual and
ideological construction.

The city tells its own story, with

voices heard from the crowd, there are
films where filmmakers help us hear
the rhythm, emotional, political and
aesthetical condition of the place. Films are
constructing politics of visible and invisible
in the modern world. ‘In making much
of human life and history “visible,” the
cinema has also created new domains of the
“invisible”.(Elsaesser)

In some cases characters’ journeys,
wandering heroes help to visualize
cultural or existential dilemmas of the
city itself. Urban Odysseus, the traveling
hero sometimes walks to survive and
stay alive. Who can be the Odysseus
in the modern world? A character who
is in constant movement, in a search of
home, place, identity, in this case, the
wanderings are locked in the urban world
and landscape. Cities were described in
literature, prose or poetry, on the edge
of reality and imagination, now they are
visualized, archived and reimagined on
the screen, in the film medium. And a
character who wanders in the city, in a
search of home, writes his or her story,
biography in a motion, sometimes tries
to survive or cope with reality. There are
wandering characters and authors who
directly identify themselves with Odysseus,
like Jonas Mekas, the Godfather of Avant-
garde cinema. A refugee from Lithuania
who lost home, his book of poetry is called
There is No Ithaca. His most famous film
and journey to home Reminiscences of a
Journey to Lithuania (1972), is one the
most poetic, emotional and impressive
cinematic expression of going back to
the home. Mekas always moves with the
camera, speaks, interacts, reacts and his
voice accompanies his diaries. New York
and its cultural life have an interesting
place in the work, films, and diaries of an
emigrant author.

“June 26th. Now what do we have to say
for on this day?” (Mekas)

Form of diary, essay or even the letter
may be used by authors, filmmakers to
interact with the film medium.
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Traveling author, who moves from one
culture to another, shows personal journey
with the camera and observes different
places can be discussed in the context
of modern variations of Odysseus, who
is the symbol of eternal traveler and also
versatile character to analyze (especially
from a cultural studies perspective). “What
Odysseus has left behind him has passed
into the world of shades: so close is the self
to the primeval myth from whose embrace
it has wrested itself that its own lived past
becomes a mythical prehistory.” (Adorno,
Horkheimer 25)

Odysseus-author, with a movie camera,
in the search of roots or observing new
places can be female too. For example,
Chantal Akerman creates a very strange
and personal portrait of the New York
(News from home, 1977) with her own
voice and narration and by the use of the
camera, as a pen she “writes”, creates
almost an intimate audiovisual conversation
with the place. She reads the letters of her
mother, with a reflection of her family’s life,
which makes story radically personal and
political at the same time (her mother is a
refugee, with a difficult biography).

“Dear child. I received your letter

and hope you will write often.”
(Akerman)

Chantal is behind the camera, and only
her words accompany the film, the echo
of a particular person's biography merges
the territory of the city, as if personalizing
it. Letters, personal messages, which have
one addressee, are characterized by an
attempt to dialogue with one person, to
exchange thoughts and feelings with the
concrete human. In this case the addressee
is the city, its inhabitants and the film’s
audience. Not only because of read and
spoken words, but with the synthesis of
the visual and acoustic form, the film itself
becomes some sort of an audiovisual letter -
connected to the concrete place. A Mother’s
letters also give special intimacy to the film.
Dialogue between mother and daughter
becomes a universal manifestation of

love, care and desire to understand,
communicate with each other. Like in the
song by Leonard Cohen - Famous blue
raincoat, where he gives it the form of the
personal letter, it starts with the direct
message to a particular person and ends
with a signature. The listener connects and
interacts with the story not as an outsider of
this conversation, but relates to it and feels
involved with personal attachment. In the
film of Akerman, the acoustically sounded
word, which seems to have nothing to

do with the existence of the current city,
merges with its urban landscapes, through
the streets and windows, falls under the
gaze of passersby and creates unique
audiovisual poetry. Akerman is absent and
present at the same time, but her gaze and
perspective is evident and powerful (This
topic is discussed in the essay of Lourdes
Monterrubio Ibanez — “Identity self-
portraits of a filmic gaze. From absence to
(multi)presence: Duras, Akerman, Varda”.).
Agnes Varda with her wandering female
character Cleo (Cleo from 5 to 7, 1962),
also creates a new dialogue with the city
(Paris), demonstrating the power of the
female gaze. In Hiroshima Mon Amour
(1959) we also see a wandering female
character and hear her “voice”, narration.
Emotional and ecstatic text, screenplay

by Marguerite Duras, creates a tone,
atmosphere of the film, were characters’
memories are connected with the landscape
of the places - Hiroshima and Nevers.
“The streets of Hiroshima, more streets.
Bridges. Covered lanes. Streets, Suburbs.
Railroad Tracks. Suburbs. Universal
banality.” (Duras 24)

As it was mentioned real and imaginary
cities played important role in the history
of art, literature and culture (from poetic
expression to critical reflection and
theoretical study). Writer Italo Calvino
creates interesting portraits of cities in his
book - Invisible Cities (Cities and Memory,
Cities and Desire, Cities and Signs, etc.).
Theorist Teresa De Lauretis uses fragment
from this book for performative reflection



about a relationship of the female and the
city. “The city is a text which tells the story
of male desire by performing the absence

of woman and by producing woman as

text, as pure representation.” (Lauretis

13) A lot of theorists (feminist theory)

and filmmakers reflect on the topic of the
disappearance (physical and ideological) of
female characters or authors - their gaze or
perspective in the art world and in the real
life seeking these lost voices, including in
cities. For example, Helene Cixous in her
fundamental text - Laugh of Medusa writes
about necessity for female authors to make
their work or writings radically personal
and fight for their existence, the power of
expression in this way. Theorists like Laura
Mulvey were trying to define, give meaning
to the female’s perspective and existence
brought to life in the film medium as well.

To return to the question of the
relationship between literary forms
and cinema, besides poetry and letters
another interesting approach to discuss
is essayistic. One of the best examples to
analyze are films of Chris Marker. Andre
Bazin writes about Chris Marker and his
unique transitions from audio to visual -
From the ear to the eye “Better, it might
be said that the basic element is the beauty
of what is said and heard, that intelligence
flows from the audio element to the visual.”
(Bazin 103)

Chris Marker's film La Jetee (1962),
blurs the line between photography and
cinema, the static and the dynamic. Giorgio
Agamben (Notes on Gesture) describes
gesture as a key element in cinema,
with its poetic or political power. In the
mentioned film it becomes a sign, symbol
and illustration of death, the power of the
moment, memory, love and war; sign of the
damaged people and the city, even fictional
one. As Laura Mulvey suggests in her book
Death 24x a Second: Stillness and the
Moving Image - “The cinema has always
found ways to reflect on its central paradox:
the co-presence of movement and stillness,
continuity and discontinuity” (Mulvey 12)

Marker's poetic and political essay shows
ruins of war in imaginary double of the real
Paris, this version of the ruined city, hidden
in its catacombs, is shown with frozen
images and only one moment of movement
and words, which are the basis and key
component of the film.“In the text, the fade-
out of voices is a good thing; the voices of
the narrative come, go, disappear, overlap;
we do not know who is speaking; the text
speaks, that is all: no more image, nothing
but language.” (Barthes 112)

Charles Eliot Norton's lectures
(Professorship in Poetry) are held at
Harvard University after 1925 and brought
together many interesting representatives
of various fields of art, with various poetic
reflections, speakers include - Thomas
Stearns Eliot, Robert Frost, Jorge Luis
Borges, Octavio Paz, Umberto Eco, Toni
Morrison, among others. In 2017/2018,
for the first time, this space was dedicated
to cinema, with several speakers at the
same time: Wim Wenders, Agnes Varda
and Frederick Wiseman. Wim Wenders
read lectures — “Visible and Invisible" and
"Poetry in Motion". The title of the second
lecture can also serve as a starting point
for discussing his work, with the poetry of
cities and roads, exploring them in their
movement. His heroes in some cases are
Urban Odysseus, who lose their memories
and wander to survive. The author says that
sometimes he starts his work, with a map,
outlining a geographical area, selecting
a place, choosing points to determine the
trajectory of the journey - this was the case
with Paris, Texas (1984) (Wenders)

In the film Wings of Desire (1987), an
angel travels around the city and observes
peoples thoughts, life, we also see Berlin’s
portrait. Wenders takes inspiration from
poetry, theoretical texts, music and the
city — Berlin. “First and foremost, Rilke's
Duino Elegies. Paul Klee's paintings too.
Walter Benjamin's Angel of History. There
was a song by the Cure that mentioned
'fallen angels', and [ heard another song
on the car radio that had the line 'talk to
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an angel' in it.”(Wenders 77) Wenders’
documentary film Tokyo-Ga (1985) is also
an interesting example for the visual and
acoustic study of the city, with images,
voice and personal involvement. He travels
in Tokyo with his camera to capture the
portrait of the almost mythical city, seen

in the films by another great filmmaker
Yasujir6 Ozu. In both mentioned films, we
see the importance of the spoken words and
what power they hold. “..mute the sound on
your television and look at the images leit to
themselves.” (Daney 9)

As we have seen - sometimes an author
can have dialogue with the city in different
forms, from films to essays and theoretical
reflection as well. The portraits of the city,
reflection on its lifestyle, human conditions,
anger or pain, injustice appear in films of
Pier Paolo Pasolini, especially in Accattone
(1961) and Mamma Roma (1962) and his
writings too, fictional and theoretical. In the
book “Stories from the city of god, sketches
and chronicles of Rome 1950-1966" we
read Pasolini’s own reflection on Rome
and his controversial feelings towards the
city, when he asks simply where is the real
Rome? And mentions how beautiful and
dramatic it is at the same time, also worries
us, that we must be careful while watching
the Neorealist version of it or witnessing
tourists gaze concentrated on the center,
with reflection on Renaissance or Baroque
traditions. “To the eyes of the foreigner
and the visitor, Rome is the city contained
within the old Renaissance walls. The rest
is a vague, anonymous periphery, unworthy
of interest.” (Pasolini, p.138.) he continues
- “Beyond all of this, in the burned or
muddy countryside, marked by little hills,
ditches, old pits, plateaus, sewers, ruins,
trash piles and dumps, lies the true face of
the city.”(Pasolini 138)

His characters from films and literature
are living in that version of Rome, which
he describes, full of contradictions.
Another interesting text of Pasolini, this
time theoretical, reflects on poetry in
cinema. This semiotic analysis has a lot of

interpretations of the relationship with film
language, but one of the most interesting
parts is about film dictionaries. Pasolini
thinks that we still don’t have a vocabulary
of images as in the written world, so

every author creates its own versions

and meanings, takes them from chaos

and gives new life (Pasolini 543). In all
discussed films, authors are creating their
personal form of a communication with the
cities and we see the birth of their doubles,
new visual and acoustic versions on the
screen. Here we can see the imprints of a
concrete time, period, and the traces of the
collective experience, particular culture and
a personal vision or voice.

In the first part of the article we
have discussed Odysseus-authors and
Odysseus-characters, Urban Odysseus
trapped in the urban space (with the
examples from history of cinema). Now
it is important to overview few chosen
examples and processes in modern cinema.
What instruments and possibilities have
modern filmmakers to talk about the city,
as a visual and acoustic phenomenon?

[s there a place for new experiments and
discoveries regards the film language

or storytelling? Visual and acoustic
experiments, connection of the film
medium with literature, poetry, essays
and music will be evident in these modern
films as well. Another important aspect
which is still important to analyze is the
problem of alienation, loneliness of the
hero, which tries to find meaning, identity,
survive and sometimes wanders in the
urban landscape, to deal with life. Can a
wandering hero from 21st century express
and visualize problems of modern reality
and especially urban world?

Modern cinema — Authors in a search
of the new forms, telling old stories of love,
alienation and existential dilemmas

We have already talked about the urban
Odysseus from the 20th century cinema.
In the 21st century, urban problems,
alienation of individuals or particular
groups and new challenges are also



manifested in cinema. In the selected films,
the authors are looking for new linguistic
possibilities to tell well-known stories of
love, and the search for identity, sometimes
using feeling of nostalgia, echoes, from

the past and capturing reality too. Cities
from different parts of the world, with
different cultural codes and connection
with poetry will be discussed. The authors
use historical backgrounds and also build
their own form of communication with
“memories” of those places.

In 2016 filmmaker Jim Jarmusch
writes words, poetry on the screen, and
this time poetry is embodied in all forms of
the film language, acoustic or visual. He
also takes inspiration from modern and
classical poetry, with the echo of the poem
“Paterson” by William Carlos Williams.
Poems of the modern poet, Ron Padgett are
“written” on the screen and accompany us
in the journey of the main hero.

Here, the main character and the city
have the same name and similar “rhythm”
— slow and quiet. Paterson is a bus driver
and a poet; he celebrates common objects
and details around him, like a box of
matches. Simple things, objects and events
become a symbol of extraordinary poetic
reflection for him. Poetry helps him to find
his own place in the world.

Every day Paterson drives around the
city with a bus on the same route, with the
same characters, his voice and visualized
poems on the screen accompanies viewers
and creates almost meditative mood.
Repetitions, the 'biography' of each day of
the week, the cycle of life and the invasion
of poetry into reality form the core of the
film. Reality and imagination are connected
and mixed with each other. Love and the
ghost of his loved woman accompanies his
daily routine, her portrait even mixed with
the city landscape in one moment. Paterson
carries sadness and melancholy in his
movement and moments of being alone. He
also connects with reality around him on
a very personal level. The hero and the city
are becoming doubles, almost carrying the

secrets of each other.

Another interesting film to analyze is,
the modern Georgian film What Do We
See When We Look at the Sky? (2021) by
Alexandre Koberidze. The author creates a
portrait of a city — Kutaisi, with interesting
visual and acoustic choices - storytelling,
characters’ voices and music; being on the
edge of reality and imagination, capturing,
documenting streets, corners of the city,
children, dogs, river, objects and subjects,
characteristics of the places. But at the
same time he creates magical moments
and situations. Even the film language
or the story itself carries elements of the
magic. Characters who are in love with
each other are losing their identities,
bodies, skills, but remain faithful to the
memory of love and their old self, while
wandering in the city with different
physicality and trying to find a new place
in it. But the main magical aspect is visual
and acoustic storytelling. In the beginning
of the film history, cinema was treated as
a miracle, place of numerous possibilities,
this film gives us the same impression,
with the attempt to remind us, that cinema
is still the miracle and can bring magic in
reality. In the scene, when the audience
is asked to close and then open the eyes,
with transition from darkness to light
Koberidze reminds us that cinema can
be the miracle. The film also has strong
connection with reality, the real city, its
places, beauty, roots, history (The Kutaisi
had important connections with artistic
processes in the 20th century, regards
cinema, poetry, literature or theater and
cultural life in general.) and modern life,
its problems and challenges. For example,
the river of the city, which has an important
role in the landscape of the place and in the
film it is portrayed as symbol of movement
and resistance (Bridges are places of
encounters as well.). Author’s or characters’
voices accompany us in this journey and
show the city, as an audiovisual text, with
poetic choices and experiments.

In the Mood for Love (2000) by Wong
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Kar-Wai helps us to watch, observe - small,
narrow places and spaces, from stairs to the
corners of the street, rooms, hallways and
very personal territory of characters, their
life and the journey. The Hong Kong and
its portrait of the concrete period is shown
in intimate domestic places, with stylized
atmosphere, unique visual style and music,
which is a somehow an acoustic storyteller
and the main core of the film. This is the
story of love, pain, alienation, search of

the meaning, identity and a companion;
trough journey of loss, loneliness and fears
of individual heroes or a generation and
particular group, like emigrants living in
the city.

“Depicted as still-life scenes and
animated by the perpetual motion of
people, portraying Hong Kong as a city in
transition, the public places of In the Mood
for Love are intimate and isolated” (Seng)

Cinema can document specific time,
moment or period, which never will be
witnessed anymore, the story and portrait
of the city can be shown in the most
realistic way, like in documentary films or
reconstructed, stylized, mixing reality and
imagination.

In the case of In the Mood for Love, we
see ‘memory’ and version of the Hong Kong
from the sixties and aura, cultural impulses
of this time. The director himself moved in
the Hong Kong during this period himself
when he was a child, so his personal
nostalgic attachment is also evident in
the film. “Iconographic memorabilia and
period styles blend with snatches of music
and other cultural references to produce a
kind of meditation on the passage of time,
viewed as a fusion of past and present
encapsulated in a single, apocryphal
moment.” (Cook 4) It can be argued
that the film is more personal, nostalgic,
stylized version of the place than the actual,
real territory with critical accents on socio-
political events and important topics, like
colonialism. “It has often been remarked
that Wong’s reconstruction of Hong Kong
is impressionistic rather than strictly

authentic” (Cook 6)

But in the history of cinema we have
witnessed a lot of examples that behind
melodramas, important motives can
manifest themselves, including ideological
and cultural or social aspects. People’s
common life, emotions and situations
sometimes reveal biggest national or
biographical scars. The film manifests
melancholy, pain, beauty and power of
the lost love. Visual and acoustic choices
of filmmaker let as witness and be part
of the emotional condition of the heroes.
Choreography of small, limited gestures
reveal hidden and big emotions behind
them.

Shigehiko Hasumi writes about the
gestures of women characters from Yasujiro
Ozu's films (His film Tokyo Story, 1953
also portraits domestic life of Tokyo in
rooms and closed spaces.), how their
gestures hide and reveal hidden angriness
- “In the screenplays there is no mention
of the women getting angry. But in the
films, especially the later works, we find
many cases of women, both married and
single, performing gestures of anger. They
show their emotional reaction not by raising
their voices or changing their expressions
— only with their bodily actions. And what
is required for those gestures is no more
than an ordinary piece of cloth — a towel
or a neckerchiel.” (Hasumi) If we go back
to Wong Kar-Wai’s film, characters pain,
frustration, attachment and need of each
other is performed in movement, bodily
expressions and minimalism. Like in
haikus, where we need only a few words or
sentences to see and feel the whole story
and emotion through it, to shape the whole
poetic world in front of us, here filmmaker
uses specific visual and verbal language to
show how characters; walk, talk, eat, feel
and cope with the life in Hong Kong, with
minimalistic gestures, music, architecture
of the rooms and the city.

In all three mentioned modern films
- cities (Kutaisi, Paterson, Hong Kong)
become places of love, alienation, search of



the meaning and characters are wandering
in the urban landscape to work, survive
and deal with reality, to find themselves or
loved ones. They also have the connection
with the poetic use of the film language
and impulses from the literature. It can

be the essayists approach and narration

of the storyteller's voice — What Do We
See When We Look at the Sky?. Writing
poetry within the landscape and on the
screen — Paterson. And we can finish with
the final words from the film In the Mood
for Love, about reflection on memories and
the past; “He remembers those vanished
years. As though looking through a dusty
windowpane, the past is something he
could see but not touch. And everything
he sees is blurred and indistinct.” (In the
Mood for Love, 2000)

Three cities with the help of acoustic
and visual choices of authors are becoming
places of wanderings and special condition
of characters, on the edge of reality and
imagination, fantasy and documented
streets and rooms, those cities are caring
the memories of their heroes.

Artist Jenny Holzer explodes the city
with the words, signs, meanings and
common sentences (the most famous —
Protect me from what I want), which brings
performative dialogue with the urban
place. Her common sentences written in
the landscape of the city from billboards
provoke and give new meanings, ask
the questions to the people who are just
passing by. In the paintings of Edward
Hopper and Sally Storch, we see the
urban life, empty spaces or sometimes
wandering characters in the landscape
of the city, dealing with loneliness and
isolation. Rooms and streets presented in
the mentioned painters work create visual
images and concept of lonely characters
living in the city.

Modern film directors create portraits
of the modern city, visualizing well-known
themes and new problems, depicting the
wanderings of a lost, wandering hero in the
urban space of the city. They are trying to

find new acoustic and visual forms for their
stories.

Results

In modern cinema we still see search of
the new forms and opportunities to explore
the urban landscape, life, poetry, aesthetics
and politics, mixing reality and imagination
- like in the cases of What Do We See
When We Look at the Sky? and Paterson.
Different culture codes, socio-cultural
experiences, representation of the personal
and political, combined with the unique
visual experiments, style is evident in the
film - In the Mood for Love.

In discussed films, the city becomes a
special cinematic phenomenon and each
author uses the medium of cinema to
explore urban landscapes and character’s
journeys with the help of the camera,
audiovisual possibilities of the film
medium. Poetry, essays and even letters
can be integrated or connected with the
films, while the city becomes audiovisual
cinematic text, “written” with the
movement.

To go back to the question, asked in
the beginning of the article, who is the
wandering hero, in the chosen films and
what role has in exploration of the cities.
Discussion and analysis showed, that the
main heroes of those stories are ordinary
people, with ordinary life and jobs. We can
observe stories of Odysseus-authors and
Odysseus-characters since the birth of
cinema to modern days. Their biography -
can manifest important issues and topics,
from love to alienation in the urban world,
search of the meaning and place. Their
constant movement helps us to observe the
city as an audiovisual text (by the visual
and acoustic choices of the authors), also
changing and on the edge of reality and
imagination.

The traveling poets, centuries ago were
exploring, witnessing, observing, capturing
the places and culture, politics or common
life and people, making statements with
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the words and describing their journeys;
like poet Matsuo Basho writes, that if you
spend nights on a journey, you will know
and understand his poems.

Now we can have traveler filmmakers
‘writing' with the film camera as a pen or
using the motif of travel and wandering
film heroes to tell the story, tell it with the
movement. In this case they travel in the
urban landscape, streets full of people or
solitary corners and rooms, places and
especially non-places (Auge) of the modern,
industrial world.

“But non-places are the real measure of
our time; one that could be quantified - with
the aid of a few conversions between area,
volume and distance - by totalling all the
air, rail and motorway routes, the mobile
cabins called 'means of transport' (aircraft,
trains and road vehicles), the airports and
railway stations, hotel chains, leisure parks,
large retail outlets, and finally the complex
skein of cable and wireless networks.”
(Auge 79)

The article showed that those journeys
can be connected with the cities and
show the condition of the characters, their
alienation, love, loneliness and search of
the meaning in the urban world, while
commenting on its politics.

Discussed films showed, that in modern
cinema, there is still a place for visual and
acoustic experiments and there are still a
lot of discoveries to make.

Conclusion

Research shows that cinema had and
still has numerous possibilities to have
special dialogue (visual and acoustic) with

the city and in modern cinema, authors still
try to find new meaning, new language and
opportunities to portray the importance
and the power of the place; in this case
urban landscape and rhythms of the city.
The city is not just a background, but the
character itself, with the mood, aesthetic
and politics on its own.

The article demonstrates how modern
city can be presented as a modern text,
on the edge of reality and imagination.
Reality and magic can work together while
capturing its streets and characters and
be translated in the film language. Open
conversations of authors with cities can
involve the essayistic approach, poetry,
personal diaries and letters as well, with
experiments of form and caring problems of
wandering, lost characters in it.

Urban life, with its dynamic, fast
rhythm, lifestyle, unexpected meetings,
and encounters, problems of alienation,
injustice and existential dilemmas gives
impulses and helps to create interesting
wandering heroes in the film medium.
Sometimes authors also travel and capture
their own journeys and “write” their stories
with the camera, as a pen.

In a future study of wandering
characters in the cities represented on
the screen, can take new directions and
reflect how different places, with different
cultural codes and aesthetics can share
similar impulses in a dialogue with the
lost heroes; in a search of meaning and
witnessing beauty, pain or alienation of the
urban life. We live in a time when alienation
of individuals, especially in the big cities is
major problem, so in the future the study
can be continued in that way.
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Jlnau (Jluka) Inypaxunze

Niabst MemekeTTiK yHuBepcuTeTi, OHep 2koHe FbiibiM MekTe6i (Tounucu, [pysns)

KAJTA KUHEMATOTPA®UANDBIK MOTIH )XOHE KE3BE KEUINKEPNIEPAIH, XXEPI
PETIHAE: KBPHEKI-AKYCTUKAJIbIK MO33UA

Anparna. KuHo eHepi naipa 6onfaHHaH 6epi pexxuccepnep KananapablH, XXeke, cascu, punocodusnbik,
peanucTik, Mo3TUKaNbIK, SMOLMOHANABI XKHE anyaH Typ/ii NOPTPETTEpPiH Xacaabl. OHep TapuxbiHAA
casxaTllbl aKbIHAAPAbI, EPTeETillinepai, CypeTilinepai Kepaik, eHAi casxaTllbl pexuccepnep MeH
0NapAblH CasxaTTapblH GoToannapatneH TyCipin, 3epTTeNTiH Kerinkepnepi Typanbl aTyFa 6onaab!.
JKpaHAafbl KeckiHaep 6i3 ewwkalaH 601MafaH 3aMaHayy Kananap CUSKTbl OpbIHAAP Typanbl MiKipiMi3ai
KanbINTaCTbipaAbl XXaHE 0NapAblH KOPHEKI HemMece aKyCTUKablK HYCKACbIH KMHO Xacanabl.

Kananbik cumdoHuanapaaH 6acran acce-punbmaep MeH ypbaHUCTUKaNbIK Nelsaxaapaa
Ke3[eH Taca KanfaH KeninkepnepaiH Xanfbi3 casgxaTTapblH NaifanaHa oTblpbin, pexuccepnep Kasip
XWi KananapMeH AManor, awblk aHriMe 6actanapl. byn xxeke aHriMenep cbiHM 0iMnayabl, Kana iwiH
3CTeTUKaNbIK 3epTTeYAi, CascaTTbl, eCTENIKTEP MEH KMHO TiniH KaMTuabl. Kytamcu, ToHkoHr, Tokuo, MekuH,
BepnuH, Hblo-Mopk HeMece MaTepcoH — aneMHiK, TyKnip-TYKMipiHeH apTypAi MaLeHM KoATapbl MeH
ABTOP/IbIK K&3Kapachl 6ap KananapablH, 3KpaHaa TyblHAAFaH 634epiHiH, BU3yanabl erizgepi 6onasbl xaHe
onlap Tayencis Keninkepnepre aHanagbl.

Makanaga apTypni Tacinaep MeH KananapMeH KMHeMatorpabusaibik Ananortap, onapablH KUHOAAFbI
KepHeKi XaHe aKkycTuKanblk 6eiiHeci/ penpe3eHTaLmsaCcbl MEH NMO33USChl KapacTbipbliabl.

3epTTeyae KMHO TiNiHiH BU3yanabl XXaHe aKyCTUKanblK MyMKIHAIKTEpiH 6alikay agictemMeci
peTiHae CEMMOTUKANbIK Tanaay nanganaHaabl. Makanagna KapacTblipbliaTbiH Tafbl 6ip Macene - apebu
dbopManapblH, KMHO TiniMeH 6ainaHbICbl, SFHU NO33USHbIH, 3CCENEPAiH, XaTTapAblH, KYHAENIKTEPAiH,
KMHeMaTorpadneH 6arnanbichl. Yapnbs Wunep MeH Mon CrpaHATbIH «MaHxaTTe» dunbminge (1921)
YOoNnT YUTMEHHbIH, aTTac n0o33uachl GUNbM TiNIMEH «KA3bISIFAH» XXOHE KanaHbl 3epTTeyre KeMekTeces,.

JKpaHAa No33usHbl 6eriHeneyaiH, COHAaNn-aK, OHbl BU3yanabl XaHe AblObICTbIK hopManapFa
ayfapyAblH, KMHOAAFbl 3aMaHaym yarici Ikum IxapMywwteiH, «[latepcoH» aTTel Gunbmi (2016) 6onbin
Tabbinapl.

ONEMHiH, 3p TyKnipiHaeri dunbmaepre canblCTbipManbl Tangay Kacay Kasipri KanaHbl KWHOAA
LWbIHABIK, MeH KUANAbIH, WeriHae TypraH, dopMa 3KCNepMMEHTTEPIHIH XaHa MyMKiHAIKTepi 6ap, KaHe
Ke36e, Ke34eH Taca KanfaH KelinkepnepaiH MacenenepiH KetepeTiH ayAMoBMU3yanbl MaTiH peTiHae
KepceTyre KeMeKkTeces,.

TanpanfaH GunbMaepaeH anbiHFaH Mbicangapia KyraucuaeH fOHKOHIKA AeWiHri KananapaplH,
9pTYpAi BeiHenepi yCbiHbIIAAbI XXaHE 0NapAablH Kanan 6ac keninkepaep MeH KUHEMATOrpauAbIK,
M3TiHAepre aHanaTbiHbl KepceTinesi.

TyiiiH ce30ep: KMHO Tini, ayaMoBU3yanabl MaTiH, Kana, auanor, kebe kelinkepnep, no3sus, caaxar.
Anfeic. ABTOp Mnbs MEMNEKETTIK YHUBEPCUTETIHE XXoHE AOKTOP/bIK AUCCEPTALMSHbIH, KeTeKLWiCi,
KaybIMAACTbIpbUIFaH Nnpodeccop HUHO Mxenpasere, COHbIMEH KaTap, KEHECi MeH pefakuuMsaiayFa Kemeri
ywiH Anekcanap labenusra anfbic 6ingipeni. CoHpali-ak, aBTop aHOHUMMAI peLeH3eHTTepre xaHe CAJAS

penakMuMaCbiHa epeKLle biKblnackiH 6ingipeai.

Aoaiiekce3s ywin: Tnypoxuase, Jinnu (Jlnka). «<Kana kuHemaTorpadumsanbik MaTiH XaHe Ke3be
KeWinkepnepiHiH OpHbI peTiHAE: BU3yanapl XXaHe aKkyCTuKanblk no3asus». Central Asian Journal of Art
Studies, 1. 8,N2 2,2023,15-31 6. DOI: 10.47940/cajas.v9i2.662

Asmop Kom#a3baHblH COHFbI HYCKACbIH 0KbIN, MAKY10a0bl }aHe Mydoesnep Kaliuibl/blfbl OK eKeHOieiH
Manimoelio.
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Jlnau (Jluka) Mypmxunze

locynapcrennsiit ynusepeutet Mabn, [kona nekycers n nayk (T6umucu, I'pyanst)

roPoA, KAK KWHEMATOMPA®UYECKWIA TEKCT M MECTO CTPAHCTBYIOLMX NEPCOHAXE:
BM3YAJIbHAS U AKYCTUYECKAS NMO33KA

AHHoTaums. C MOMEHTa 3apOXAEeHNS KUHO pexxunccepbl CO34aBaNu INYHbIE, MONUTUYECKME,
dunocodckue, peanuctTuyeckmne, No3TMYECKUE, SMOLIMOHANbHbIE — Pa3HOO6Pa3Hble NOPTPETbI FOPOAOB.
B nctopumm nckyccTBa Mbl BUAENM CTPAHCTBYHOLLMX MO3TOB, PaCCKA34YMKOB, XYA0XKHUKOB, TENEPb Mbl
MOXEM FOBOPUTb O CTPAHCTBYHLUMX PEXUCCEPAX U UX TEePOsIX, KOTOPbIE UCCAEeAYHOT U 3aneyatieBatoT
CBOM nyTellecTBus kamepoi. O6pasbl C 3KpaHa CO3AAL0T Halle BOCMPUATUE MECT BPOAE COBPEMEHHbIX
ropofoB, rae Mbl HUKOTAA He Bblnn, @ UX BU3YasIbHYIO MW aKyCTUYECKYH0 BEPCUI0 KOHCTPYMPYET KMHO.
OT ropoackmx cMMoHui 00 GUAbMOB-3CCE U OAMHOKMX MyTELLECTBUIMA NePCOHAXeN, 3aTePSAHHbIX B
ypHaHUCTUYECKMX Neli3axKaX, PEXXMCCEPLI YAaCTO HAYMHAIOT AMANON, OTKPbITbIM PAa3roBOP C FOPOAAMM.
TV NIMYHbIe Pa3roBOPbI BK/IYAOT B €O KPUTUUECKOE MbILUEHUE, ICTETUYECKOE U3YYEHUE MEeCTa,
MOIUTUKY, BOCMOMUHAHMS U KMHOA3bIK. KyTancu, loHKoHT, Tokmo, [MekuH, bepauH, Hbro-|7lopK Unmu
[laTepcoH - ropoaa 13 pasHbiX YroikOB MMPa, C Pa3HbIMU KYNIbTYPHbIMKU KOAAMU U aBTOPCKUM BUAEHWUEM
MMEIOT Ha 3KpaHe CBOMX BM3YyanbHbIX ABOMHUKOB M CTAHOBSTCS CAMOCTONATENIbHBIMU NMEePCOHAXaAMM.

B cTatbe nccnepytotcs pasnnuHble MOAX0Abl M KUHeMaTorpaduyeckme AManoru ¢ ropofaMu, nx
pernpe3eHTaLMs 1 NO33Ua B KUHO — BMU3yalbHas U aKyCTUYecKas.

B uccnepnoBaHuMM MCNob3yeTcs CEMUOTUYECKUI aHaNU3 Kak METOL0NO0rMs HabaoaeHs
BM3YyabHbIX U aKyCTUYECKUX BO3MOXHOCTEN KMHOS3bIKA. ELLle oguH BOMpOC, KOTOPbIA pacCMOTPEH
B CTaTbe, — CBA3b /IMTEPATYPHbIX POPM C KUHOA3BIKOM, T. €. KaK M033us, 3CCe, MMCbMa U AHEBHUKMU
CBSI3aHbl C KMHeMaTorpadoM. B «Manxatte» (1921) Yapnbsa Lunnepa v MNMona CrpaHaa ooHOMMEHHOE
CTMXOTBOpEeHMe YonTta YUTMEHA «HanMcaHo» B GuibMe 1 nomMoraeT uccinenoBatb ropos. CoBpeMeHHbIN
npuMep B KMHeMaTorpade HanuMcaHus CTUXOB Ha 3KPaHE, a TakXKe BOM/IOLLEHUS UX BO BCex popmax — OT
BM3YyaNnbHOMO A0 3BYKOBOro — 370 «[latepcoH» (2016) Mxuma DxapmyLua.

CpaBHUTENbHbIV aHanu3 GUIbMOB U3 Pa3HbIX YrONKOB MMPa NMOMOraeT NPeACTaBUTb COBPEMEHHbIN
ropof, B KMHO Kak ayAMOBMU3YaslbHbI TEKCT, HAXOAALMIACS HA FPaHK PeanbHOCTU U BOOBpaxeHus, C
HOBbIMW BO3MOXHOCTSIMU, C 3KCNEPUMEHTaMMU GOPMbl U HeCyLwmii B cebe npobneMbl CTPAHCTBYHOLLMX,
NoTepSIHHbIX NepCcoHaXer. B mpumepax 13 Bbl6paHHbIX GMAbMOB NpeacTaBaeHbl pasfiMyHblie 06pasbl
ropofoB — oT Kytancu go foHKOHra — U pa3MblLIEHWUS O TOM, KaK OHU CTaHOBSITCS [1aBHbIMU FEPOsSIMU U
KMHeMaTorpapuyecknMMm TeKCTaMu.

Knrouessie cnoea: KMHOA3bIK, ayAMOBU3YaNbHbIN TEKCT, FOPOA, AMANOT, CTPAHCTBYOLLME NEPCOHAXM,
no33us, myTeLecTBu1eE.
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