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Abstract In this paper, | analyze the reasons first foe #bsence of the cinema on Delhi and then of its
emergence in the twenty first century. The majaritthese are tied up with the growth of Delhilitss a
megalopolis, which | shall seek to expostulatethim latter part of my paper, | pick upon two filtog
Dibakar Banerjee, Khosla ka Ghosla (2006) and Oyekly! Lucky Oye! (2008), and one by Mira Nair,
Monsoon Wedding (2001), to closely analyze themh,stiow how the best of city cinema works in close
conjunction with the city itself to capture as weall create it, both materially as well as in the
imagination of the citizen. It focuses on the mamubf everyday life rather than architectural lamdrks

of the city.
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“What is the city but the people?”

—William Shakespear&,he Tragedy of Coriolanyugct 3, Scene 1, Line 200.

Delhi, despite its importance as the national eh@nd its historic significance, has had few
movies made on it in the Indian Film Industry thadduces more than a thousand films annually. Those
that have been have largely failed to represemidtple and culture adequately. From the earlikss f
such agChandni ChowK1954) a love story starring Shekhar and Meena Kumari,New Delhi(1956)
another love story seeped in ideas of nationabnatéon in positing a marriage between a Punjali ma
(Kishore Kumar) and a Tamil woman (Vijayanti Mal&)e films may have included Delhi in its locales
but have hardly captured its local flavour as & cibr represented its personality. There were the
occasional films in the 1980s that attempted moveese representation of the city. The Ramesh Saarm
directed, Shashi Kapoor staritéew Delhi Time$1986)tried to capture Delhi’'s politics while the Farooq
Shaikh and Deepti Naval starr@hashme Buddoq(1981)by Sai Paranjpe was set in the lives of Delhi
University graduates. Yet these attempts remaiaedff the mark and few in number. Other mainstream
and popular directors of Bollywood such as a Yakbpa, a big fan of Lutyens Delhi locales in hig§
right from the 70s to the late 90s, and a Kararadddscinated with Chandni Chowk Kabhi Khushi
Kabhi Gham(2001), gave airbrushed versions of Delhi thaedittheir bills of idyllic romantic sagas.
They showed the privileged sights of the city lailed to capture its true sounds, smells and soul.

% Tr. from Hindi: “This is Delhi, my friend.” Linerbm the title song of the filnDelhi 6.
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With the turn of the century a whole slew of cineb@sed on Delhi is noted to come Ojl. Se
(1998) Sarfarosh(1999) Monsoon Weddin(001) Ek Haseena THR2004) Hazaron Khwahishen Aisi
(2005) Khosla ka Ghoslg2006) Fanaa (2006), Rang De Basant{2006), Oye Lucky! Lucky Oye!
(2008) Dil Dosti Etc.(2007) Delhii Heights(2007), Cheeni Kum(2007) Sunday2007) Nayak(2007),
Black & White(2008) Chandni Chowk to Ching2009) 99 (2009) Delhi 6 (2009) andDev D (2009)
are some films that are either wholly or partlytshdelhi. Some use Delhi as merely one of thesjiubs
backgrounds to base its plot, while some are ltdter than kitschy exoticising montages, as stkeize
on the ephemeral here and now to archive it. $tilre are a few within this sample that try tontifg
and encapsulate larger underlying tendencies ofitiién its development and the evolution of itdtare
and people and its socio-economic and geograpipiarekons.

In this paper, | analyze the reasons first fordbeence of the cinema on Delhi and then of its
emergence in the twenty first century. The majaoityhese are tied up with the growth of Delhi litses
a megalopolis, which | shall seek to expostulaiehk latter part of my paper, | pick upon two filiny
Dibakar Banerjeekhosla ka Ghosld2006) andOye Lucky! Lucky OygR2008), and one by Mira Nair,
Monsoon Weddin¢2001), to closely analyze them, and show howbtst of city cinema works in close
conjunction with the city itself to capture as wadl create it, both materially as well as in thagmation
of the citizen. It focuses on the minutiae of edanylife rather than architectural landmarks ofcheg.

| begin with the motivational reasons or ratherlduk of any desire to represent Delhi in film by
its people. While the Mumbaikar or the Mumbai-dweklways remained fascinated with his metropolis,
and the citizens of Calcutta have maintained aomsahffection for their Kolkata, no such loyalty,
affection or fascination had existed in Delhi idépendent India. Most Delhiites had been indiffean
even worst, openly antagonistic towards Delhi, smghetimes actively disliked it. However, some sense
of a loyalty may be seen to be gaining roots ireméd¢imes. The reasons for the original lack are th
current sense of affiliation are again historiegipnomic and material.

Delhi, as is no secret, has historically been ohth® most discontinuous cities of the world.
Veronique Dupont in “The Alchemy of an Unloved Citipbupont 16) invokes Spear’s words for Delhi to
emphasise its “stop-go” nature. From the capitathef mythic Kauravas, to the Turks and Afghans’
Mehrauli, Tughlagabad and the Kotlas, and the prand resplendent cities of Shahjahanabad of the
Mughals, and Lutyen’s Delhi of the British, thewhaall almost completely lost their original inhizpits
over time. Partition is by far the greatest dempbm@ shuffling in modern times. While most
metropolises were not greatly affected, Delhi'dgielis-communal makeup has undergone sweeping
changes due to large scale migrations and riotivigile Kolkata today has more Muslims in numbers
than pre-independence Calcutta, Delhi's Muslim paian came down from the large 40% to 10% in
1947. In 1947 while Delhi received 4,70,000 migsainom Sind and West Punjab 3,20,000 Muslims had
left for Pakistan or been killed (Dupont 229). $hDelhi around this time had very few who coulairol
descent across generations from the city itselfctMaf India till colonial times had seen the city &
colonial creation meant for work, and itself tragedal lineages. In Delhi’'s case this has beenntbst
potent phenomenon as immigration to Delhi takesepltargely for economic reasons. Here the
migrations have most often been from other towrsshipd not just Indian villages. Partition, obvigysl
as cited above, proved the watershed moment.

Copyright © International Journal of English and Education www.ijee.org



International Journal of English and Educationjiesl

ISSN: 2278-4012, Volume:4, Issue:3, July 2015

Delhi has had some very high ratios of immigrantadtive inhabitants across time. While in the
1961-71 period 62% of the population comprisedrohigrants it had come down to 50 per cent within
the 1981-91 period. More significantly, within timemigrant population whereas in 1971, 50 per cént o
the population was born outside Delhi, by 1991nhmber had risen to 60 per cent (Dupont 235). & on
is to follow the trend in absence of confirmed dakee native-born immigrant figure could have only
gone higher in the last twenty years. Therefore roag argue that while from the first talkie in 19@1
almost the nineties there were few Delhiites inHb&tho saw it as their real home, from the nineties
onwards there was a much larger number of Delhibavho had lived nowhere else and needed to
identify their environs and register their habitatis these people and their culture that grevdafine
Delhi over time. It was these people who felt angito establish themselves, and no better forudoto
so was at hand than cinema. It was the traditionaipanion to the mega-city, both so modern in their
origin.

However, unlike the Western city and its cinemahbDeid not rise as the immediate monument
to modernity and industrial capitalism. Such tags 4o a Berlin of modern industry, or a Paris bét
Eiffel tower as its great modern signifier or a N¥ark and Los Angeles with their tall skyscrapensl a
urban street crime never fit Delhi. It did not eveave very many opportunities for a modern cityscap
establishing shot. If anything came close, it wasnBay, and Bombay did right from the beginning of
Indian Cinema had its films on itself. These folemhmany of the usual tropes of the city film. Bexjiny
with the panned-out shots of the seafront withhalldings, to its mills and factories and markedisof
private enterprise, its large commuting industpialletariat that travelled in local trains and Best Bus
system, the country bumpkin unable to find his \wegund in this modern urban space that also housed
many of the perceived dangers and sins of theaitgiand the streets of random sexual contact aosel
moralities. This is why right fronTaxi Driver (1954) Katha (1983), Salaam Bombay{1988), Bombay
(1995) andSatya(1998),to Company(2001),Black Friday(2004)andMumbai Meri Jaan(2008), there
is no dearth for films on Bombay across the histidrindian Cinema.

Calcutta too had had a strong industry and a lpoge as its British Legacy, though the split with
the jute producing lands of East Bengal had browiuut a decline. Yet, there was a strong ethnic,
linguistic, and intellectual unity and vibrancy tHaad Calcutta’s Bengali citizens to come up with
powerful city-based cinema. The strong, politicalharged atmosphere of the Naxal and left movements
and later the emergency also sought expressiomrous forms of the media including the film. Both
Satyajit Ray and Mrinal Sen came up with trilogies their city almost simultaneously. Ray’s
Pratidwandi (1970) Seemabaddh@l971),andJana Aranya(1976) dealt with the liveliness of the big
city and the depths of its moral corruption basedhie contemporary politics. Sen linterview (1970),
Calcutta (1971), and Padatik (1973) dealt more directly with the strong left mements of the time
(Kaarsholm 8).

Delhi, with its public-sector companies, governmefiices, small businesses, large open rural
areas in close proximity, with the city having lostich in partition and its people being those wieven
trying to re-establish their lives, seemed very mymarochial. Apart from the fact that not many
inhabitants early on called it their own, most bnth, especially the filmmakers, didn't even se&sia
city at par with these other two metros. As a dayielg city, Delhi fell short of most of the modesity’s
essential criterion of self-definition. It neededich more maturity which came in the nineties, which
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brought in sweeping socio-economic inter-natio@nges by which time Delhi also had its own native
born citizens from the second and third generatifribe immigrants

Another major reason for this early lack of DelhiE as opposed to the existence of many on the
other two metros was that of the different matec@mhditions of production of films in the citiesot®
Calcutta and Bombay had their own indigenous fifmluistries that were producing extremely authentic
and powerful works. It was only in the ninetieshwihe establishment of some electronic media houses
such as NDTV in 1988, and also that of the filny @hd production houses in Noida that some film
technicians and admen came to India. Though, eken, thardly any feature films have yet been
produced in Delhi, Delhi began to see itself ondleetronic screen through its own lens for thet fime.

If one was to ascribe a definite date for Delhisrge of complexion and turn of fortunes one
could place it most prudently at 24 July 1991, daée of the then Finance Minister, Manmohan Singh'’s
landmark liberalisation budget that opened up tliah economy to foreign direct investments. It ban
said that it was this one move that took India frmmation struggling with the modern industrial lddo
a world of postmodern late-capitalism of globalgnhoected economies that demanded and engendered a
new kind of city. Delhi, which, in the views of manhad been the laggard among the Indian
metropolises, was ideally suited for this as il $tad the scope for strident expansions that tiero
metros had almost saturated. As Partha Chatténjé¢ére Indian Cities Becoming Bourgeois at Last?,”
notes for the Indian city, globalization had shiftthe industry to all parts of the world away frohe
metropolis which was now to become the node ofraénation of management of the industrial spreads
at the regional, and maintaining managerial conmestat the global, levels. Instead of heavy ingust
financial and other product services were to beahes housed in the city, which was gradually to
become the office and residential space of the.dlielhi with its far greater geographical ate¢le very
lack of heavy industry, its large university syst@moducing large manpower for service providers,
already existing large amounts of exports, its gaplgical location in the plains, its socio-poliaad
international symbolic importance as the capitahaiewly emerging world economy, and the quickly
growing communication and commutation facilitieghe capital, all helped it on its way to emergehaes
postmodern megalopolis it is today.

Apart from having the most land available among ithetros, another of the very favourable
advantages of Delhi, particularly over Mumbai, veasy expansion on all sides due to absence of any
natural barriers in the plains. Satellite townshipghe neighbouring states quickly came up aldsg i
borders that function as its suburbs. This remaipsysical impossibility in a place like Mumbai, iain
is a narrow peninsula. Calcutta’s political encuamimes have not allowed it the easy road to lilbzatitin
either. The elitist demands of the postmodern &ity exactly this, as according to Chatterjee. this
develops in a centrifugal fashion as the poor lalimeconomically forced into the periphery, white
centre develops into the economic and civic huthefelite. There are either the very posh forayshef
elite in the form of the farmhouses of Delhi inteeterstwhile rural lands of Delhi, such as the iRain
Farms and other areas in Mehrauli such as the iBinates and Chhattarpur, which comprise Delhi's
plush suburbs, or the economically-forced migratiari the poor, mostly into the east, across the
Yamuna, and away from their central squatter celorfrom which they have been evacuated. Even

43,182 km?” as opposed to the much lesser 2,350 km? of Mumbai and 1,785 km? of Kolkata.

Copyright © International Journal of English and Education | www.ijee.org



International Journal of English and Educationjieesl

ISSN: 2278-4012, Volume:4, Issue:3, July 2015

others, such as the citizens of Old Delhi, areddrmnto moving to either the West such as Dwarkéer
better colonies of the East, and those who camdaffdo the South to seek better standards afidjvirthe
other viable options are Gurgaon and Noida, theemgpmarket of the National Capital Region
townships, which are also the hubs of the elitbrietogy industry and the associated residencelsef t
employees. The NCR includes not just these two stwps from Haryana and Uttar Pradesh respectively
but also others from the two states as well as Joone Rajasthan, besides the National Capital Tiewri

of Delhi. Today it is the largest urban agglomenaiin the world with an area 88,578 kn.

Still, just as Western modernization was appropdatfter being Indianized through the prisms of
the ideologues Gandhi and Nehru at the nationadllewnd at the various local lenses of tradition,
postmodernism too in India or in Delhi has not sected in its Westernised program to the hilt. While
the neo-urbanization of Old Delhi and such areat dleeady failed despite the autocratic eras of the
Emergency and Sanjay Gandhi, the postmodern lizecalDelhi has not been able to remove or
restructure Shahjahanabad and such old settlergentdn fact, many of the heritage sites here, and
elsewhere in Delhi, make Delhi what it is. While #Bld Delhi heritage sites may not be protectet as
much vigour, others, such as the Lodi tombs locatabe picturesque gardens in the middle of th@sci
most posh areas are far better looked after. Tegethey lend the city its character. Alongside the
placelessness or the transferable absence of d@iify of the mall and the multiplex, it is these
landmarks that anchor Delhi. Although, it is shob&lnoted that despite their similitudes some ef¢h
franchises and malls have also come up to defineespa certain way in this city. In Delhi, therimas
architectural styles coexist at the same time, npgemitting it to be the late-capitalist elite arbspace,
which is increasingly expected of the hub of thgiar, and desired by those controlling the flow of
capital. It becomes and remains postmodern in & extreme sense of an Indian or even Delhi-sipecif
hybridity.

So it is that even in its emergence as the Indiagatopolis, Delhi continues to maintain its
traditional heterogeneity in various ways. Not justits monuments and architecture, but the large
number of migrations mentioned earlier lend a hugelourful complexion to the demographics. Also,
the development of the city, most strongly since darly nineties, has, as stated earlier, resitited
geographical distribution of people over the citgt just on communal but class bases. Quite cle#sly
cinema too cannot but be microcosmic and attempiptrate with one set of loci at a time. Despse it
overwhelming nature as the largest Leviathan ofntladl, Delhi may be said to be comprised of many
Delhis, and each asks for the representation ofits reality.

Another, means of self definition for the city inet post modern times of the extensive media
explosion, concomitant to liberalization, has béle@ easy availability of images of world cities and
increased travel of the middle classes. Hencebtliding of chalets and villas and the aspiratiohs
Gurgaon as a Shanghai or a Noida’'s aspirationsuidlibg the world’s tallest tower. Clearly, in this
world of simulacra and consumerism, Delhi seenmsetat the forefront of commaodification of the minds
of its people and the complete reification of ipensonal relations. Since it is only the elite thah
increasingly retain the right to a healthy and cantaible living in this city, they almost seem toséano
choice but to exercise their choices materialifitica
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Furthermore, in this city of migrants, of Marwamasd Bengalis, migrants from UP, Bihar,
Haryana, Rajasthan and elsewhere, the partitiorignamts from West Punjab do seem to dominate to a
certain extent. The reason for this, as Ashish Martls us in the “Death of an Empire” (Vasudevan,
Sarai ReadeR0), invoking Stephens Keller, can be that thog®ated immigrants, having already seen
the worst, mass slaughters and rapes, and suritjvbihk of themselves as being invincible. Distiful
of all others, they are most aggressive, both geidmally and personally. This aggression and sehse
invincibility have probably allowed them to pick apd restart most efficiently.

This city of immigrants, along with the easy apmtogo Delhi from its neighbouring towns, also
made Delhi as the city of license, where non-reggldhave no accountability and even residents can
operate freely in its large size with relative ayroity. The noveau riche of Haryana and Uttar Prades
who have acquired wealth recently by selling offi@agtural land to developers at exorbitant prices,
travel to and fro to Delhi for leisure. The aggiessand sense of invincibility in the settled Pumja
immigrant of Delhi, and these parvenu neighboudahi, who have easy cash to spare that has mat be
earned through hard-labour, combines to creatatthesphere of Delhi as the city of license.

No wonder then that the three films on Delhi whiclargue deal best with its growth and
development, its spaces, its people and culturealedi on the Delhiite Punjabi people. Yet, withinst
larger ethnic sample each picks on a differentsctasd locality, and different aspects of the diy of
Delhi. At the same time, all in their uniqgue wayswcase the strong materialist tendencies of these
Punjabi Delhiites that are pervasive across diffeidasses. The movies pick on many of the well-
established tropes of the Western City Film as trepresent another space of license, the western
American frontier. However, the Delhi films apprigpe the Western tropes and incorporate them to
represent Delhi best just in the manner the city mulded late capitalism and its own developments
uniquely.

Both Mira Nair and Dibakar Banerjee drop the landasights of Delhi, i.e., the Red Fort and the
India Gate, to move away from simplistic represeéoma of the city in the way of a picture postcaBdth
stick to representing the people, their class atiie, and their social and spatial modalitiespération
that are influenced by, and help build, their siti€herefore, their cinema presents Delhi very pbslg
to its own residents, as well as to the rest ofatbdd, sometimes establishing it in their mindghie way
it is projected through their films. In many casixese films can then serve as the point of ratardor
identifying or perceiving the city physically fdna viewer. Thus, carrying something more than ttyésc
mere visuals, these movies can be seen to havatiadiajuality that is felt by the eyes of the viewers. In
C.S. Pierce’s terms this is more than simple idgniand such cinema in the hands of these makers
becomes indical as the signs within the moviedefdties carry more than visual simulacral assiocia
that influence each other reciprocally and consetigiéy.

All three films chart Delhi, yet none of the thiBelhis have much in common, even when none
is any less true than the other. Whensoon Weddinghows us a wedding in an elite Punjabi family in
South Delhi,Khosla ka Ghoslas about a middle class Punjabi family of North ldelvhose patriarch
invests all his retirement money into a piece ofdlan South Delhi only to be duped, and the sons’

°For the Deleuzian use of Piercian Semiotics in fiéifer to ClarkeThe Cinematic Citg.
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attempts to regain iDye Lucky! Lucky Oyes the bildungsroman of a thief who grows up inrakien
West Delhi Punjabi home of a very small self-emphbjusinessman.

Monsoon Weddinguns the very fine line of the placelessness aadjtbbal culture that a large
majority of the twenty-first century elite inhakdind the Verma family’s specificity in being Delhi
Punjabis. Nair also succeeds in a commendable mamméghlight the inherent tendencies of the Verma
household that are specific to Delhi and do nobfglto any residents of any posh locality of a
metropolis. Lalit Verma, played by Naseeruddin Shahile introducing Tej Verma, played by Rajat
Kapoor, establishes their migrant status. It ighier proof of the cutthroat bourgeois competititite
never say die spirit of the immigrant’s resolutitimt is personified in the South Delhi House thatse
once-homeless immigrants have carved for themsehai mixes his desire to hold the most lavish
wedding for his daughter with a typical tendencybt stingy in the minute details, such as the liquo
offered, of one who has seen much-worse times. fahwly is typically large and gregarious, with
certain rich American members of the Indian diaaparriving for the wedding, which is almost a
necessary requisite to Punjabi families even if ofotll the elite. The wedding itself is an arratige
marriage with an NRI engineer. A typically suitalfatch for any Indian girl, even if educated and
independent as shown here in the character of Audlityed by Vasundhara Das.

In fact, not just Aditi, but Pimmi, Riya, and Ayestand Mehgna iKhosla ka Ghoslarepresent
the urban woman who is educated, outgoing, hasagfemcy to smoke or drink and to run her sexual
relations as desired. Aditi even goes to meet haried boyfriend on the eve of her wedding. Such
women are possible only in the urban environmerith \ts clandestine spaces and possibilities of
anonymity. Still, it is the city which is also tilspace of dangerous and illicit and random sexuataco.
Tej, the supposed patriarch of the family is alscalvered to be a pathological paedophile. Howeagg
modern educated man, Lalit is brave enough to fgrdo it and send him away. Symbolically it is
presented as the granting of a safe space fohtge girls, as they are shown to romp away in tdrdens
in the rain at the end of the film. Even if Lalitw not open enough to understand his son who kas th
‘effeminate’ desires to cook and dance, he is coremk for the safety of his daughters. Nlonsoon
Wedding,Nair brings us this Punjabi family of Delhi wittsitavish wedding which may be seen as the
essential act for the migrant to prove that he draised to himself and his community. Yet, she also
shows us the simultaneous possibility of the pkasiess of this class or its creation of thesatisd
secure, and luxurious havens, far removed fromsthuabbles of the Old City to which P.K. Dubey, the
upstart entrepreneur or wedding planner calls bimén The urban divide of the South of the city with
rest of it is evident in this one shot that shoigsderelict home.

Khosla ka Ghoslaleals in great depth with the land-use shift i@ fiost liberalization Delhi.

With greater flows of money into the middle classpecially to the technocrats, land prices rose
exponentially within the last 15-20 years, andjast within the capital but also the NCR. K. K. kdfa,
played by Anupam Kher, who has a computer engiseerCherry, played by Parvin Dabas, exemplifies
the aspirations of the middle-class man. He wamtswdéve to South Delhi by investing his retirement
money in a (hypothetical) New Sapna Vihar Plot ikatepresentative of any of the recently developed
societies in South Delhi and the NCR. Another PhinjKhurana, is land mafia kingpin, who takes
forceful possession of Khosla's plot, and asks Mo#la to pay half of the money that the land istkvor
as ransom to gain possession of his own plot. Rib&anerjee not only takes a trenchant look at the
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aspirations of the middle class of Delhi and thebfems associated with land deals in the city,asn at
the apathy of the authorities, and the law of #rellwhere the mighty remain right. Delhi, despitéta
postmodern capitalist assumptions about itselfp atsmains the original city of license, where the
powerful actually does as he wishes. Khurana, playaeedingly well by Boman Irani embodies this
maxim.

He is typical of the Delhi rich and arrogant busisraen who exploit and even defraud common
men such as the middle class Khosla. However, thdamevolves around the fraud being duped in turn
by the cheated. Cherry, along with his friends, agas to fool a larger plot of land to which theyéao
rights, but is, in fact, owned by the governmenherE’'s much laughter in the process, but as an
exception, the ethical right triumphs in the filthpugh it remains quite clear that most often thiaot
the case in the real Delhi.

Sociologically, the representations of the film arerfect. Like many of Delhi’s rich and
successful racketeers not only does Khurana h&eeise in South Delhi, (Friends Colony to be prgcise
but also has a farmhouse further down south, whichcome to be the final stamp of elitism in thg. ci
Such farmhouses of Delhi are actually illegallylboansions on rural land that was originally sofflat
cheaper rates, and violate numerous clauses sublatasf floor area ratio, but since they fall viithhe
domain of the elite they remain impervious to goweent counteractions. Delhi, the city of license,
remains sufficiently charged both politically ancbeomically to allow its Elite to operate as thegniv
to. De jure sanctions exist, but the de facto erist of Delhi's privileged is beyond the short awhs
Delhi’s law.

In his other film too, Banerjee captures the desirbave one’s way around as one wishes to the
life of its main protagonist LuckyOye Lucky! Lukcy Oyetomprises, meta-narratively, of a single
episode of a televised program called “Crimirfalyhich shows the viewer the simulated construdhef
life of the thief and con-artist, Lucky. Lucky, pkd very skilfully by Abhay Deol, is based on tlealr
life crook Bunty, recently released from prison mpmmpletion of his sentence. As a purloiner of all
kinds of things, ranging from cars to cash and d®oe items to dogs, in Lucky we are shown theswor
results of Delhi’'s materialistic culture and comrifieadtion of all relations. Lucky attempts to gragp
with the breakdown of family life in the city anldet constant social demand for material growth. s t
TV episode reconstructs Lucky’'s childhood we lobfotigh the window into a broken family where the
father has brought in another woman to live in $agne house as his three sons and the first wife.
Constant squabbles over money result between therfand the son, who looks greedily at rich kids
moving around in fancy cars and clothes. While¢h@ements are given a comic touch, one cannot miss
the dark humour and irony underlying these momertie. North-West Delhi street-space becomes the
typical risky and risqué space of urban city cinemiaere Lucky interacts with other boys who leauh hi
into an easy life where all that he desires isftiisthe taking. Through these commodities what lyuck
really seeks is greater acceptance and normaéityhi lacks and misses in his family life. He isusdly
innocent and inexperienced, yet the desire to dhierelusive and elite world of dating, giving and
receiving cards, and professing love is all exasgligliattractive as an adolescent. Very soon hesstek
license to snatch all that he cannot legitimataly this hands upon. His joie de vivre and charm ande

® Greatly reminiscent of some highly popular shoushsadndia’s Most Wante@ndSansanee.
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him to the audience, and sometimes even to thoseldee He conducts himself with an absolute élan,
which when combined with his tragic and futile degb fit in, makes the viewers outside, and tlotimis

in the film, begin to feel for this thief from thewer class with class aspirations. His movememnfthe
bylanes of West Delhi to the easy inhabiting of tBddelhi bungalows, albeit as a thief in stolertloés
and cars, showcases his Delhiite confidence. Atsdmae time he shows that it takes little else leesid
show and pomp to move across these spatial baofectass. Though the lack of real means always
forebodes a tragic end for him, like Fitzgeraldatsby.

When a grown-up thief, he reaches a point wherbegomemes a compulsive kleptomaniac with
nothing better to do, as he fails in all his soeiémpts at recognition by all the father-figuirethe film,
which are interestingly played by the same actarefh Rawal. As Lucky’s father, the intermediangGo
Bhai, and the veterinarian Kukreja, who all clamnbe family yet only use Lucky instrumentally, ate
played by Rawal, they all seem to represent thenommunderlying materialistic nature in a community
that has lost everything not very long back, arsltred to struggle in a new land to survive and dib. w

Lucky’'s desire for social acceptance into familpdathe upper-classes—the “gentry” as the
character of Dolly remarks about her sister asrgpig to, being educated, from which despite &l hi
efforts he remains excluded—is best exemplifiethisiobsession with images. Lucky steals portrdits o
happy families from their houses and puts them radan his own flat trying to claim a lineage of a
certain sort. In the journalist's house that hetdowith a claim to greater notoriety, which he ead
popularity, he encounters a snowed-in hill-stagomong the family pictures to which he soon rusties o
Pictures provide aspirational values, and a yegrturinhabit the spaces captured.

Photographs, in our hyperreal world, have incraefgithe means to establish our egos. They
even institute the people of the city within thasdist spaces they inhabit and connote far beyosid t
immediate smiles through the smallest visible bamlgds. InMonsoon WeddindRiya and Tej have to
be clicked within the same happy family frameshat wedding before Tej can be told to get away by
Lalit. In Khosla ka Ghoslaif Cherry wishes to go away from his family to Anuwear, then he must
necessarily remove himself from the family picttoe. In a markedly symbolic moment, Cherry cuts off
himself from the family photograph to use his pietas a passport photo in the visa process.

Dissembling too has to be practised as much inlifeahs in theatre. Meghna’s theatre group is
roped in to dupe Khurana. Bapu, played by Navirchti$ saves the day by conning Khurana by playing
the part of a member of the Elite class in an esjpensuit and car. Together they manage to sdll rea
estate to the swindler that they don't known thdwese They manage to steal from the thug through
clever dissembling.

In fact, as Baudrillard has more than amply shotie, wide prevalence of media in our
postmodern urban cultures has made our entire vexddedingly hyperreal. 1@ye Lucky! Lucky Oye!
Lucky is routinely seen as some film hero or theeotby the people around him. He is Rishi Kapoor to
his step mother, Vinod Khanna to Dolly, and Shahrithan to the policeman who has caught him
finally. In fact, his mental survival strategy imetface of the harsh city is one of romantic narsia. In
Monsoon Weddintpo, Ayesha lives her few seconds to fame reli@rgushmita Sen song in front of the
wedding gathering. The desire to inhabit the peages of the stars and make the spaces around them
picture-, or cinema-, perfect becomes an urbareniiat Lucky captures the most poignantly for us.
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He is at once the criminal figure of the noir dityn, as well as the perfect post-modern flaneur,
who lives in his stolen cars always on the streitout a fixed address, observing everything withou
being a part of it. At the same time, he inhallits multiple worlds of simulations as he lives tifie 6f a
film hero-thief in his world, shown to the audierntbeough a TV episode, which is in fact a film. Bi&d
materialist atmosphere breeds such a flaneur.

Thus, Monsoon WeddingKhosla ka GhoslaandOye Lucky! Lucky Oyedapture Delhi in some
of its contemporary expressions and microcosmitaim®s to give one an idea of some of its many
complex postmodern shades. | have already elalibmatgreat detail the reasons for the emergence of
specific socio-historic cinema, at this particul@@ment in the twenty-first century. This cinemadrees
the city’s archive while also creating the citytie imagination of its viewefts “Ye Delhi hai mere
yaar” goes the song frorDelhi 6. It is the Delhi unique of each teller, filmmakeand each class, people
and individual. It may be possible to derive angtaee certain milieus and cultures and spatial
phenomenon, but there remains a diverse varietyimihe city’s hybridity to choose from and expliwit
artistic creation. ThougBelhi Bellyfailed to capture Delhi’'s nuances as well, butftitare is bound to
have many more films on this city of the chequepest, especially because of its explosive now,and
future where the city is bound to grow even furtreren though one fails to ascertain the directions
will take.
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