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Through a small window 

in a closed door, we see 

the world outside from 

within a darkened interior 

space. A man walks by 

across the street, past 

a shuttered healthcare 

shop. It is daytime and he 

is wearing a traditional 

South Asian shalwar 

kameez in a dusty grey. 
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 And then we are inside the cinema hall, 
a voluminous three-storied space with 
a decadent red interior and a luxurious 
curtain hanging across its large curved 
single screen. At once, one is struck by a 
sense of nostalgia; there is a sense that 
the cinema hall is from another time, and 
that somehow one is both in the past 
and present at the same time. This is not 
wholly untrue — the scene takes place 
inside the Capri Cinema, built in 1968 
and located in Saddar, the historic centre 
(the old town) of the city of Karachi, in 
Pakistan. It is also the subject of Althea 
Thauberger’s experimental documentary 
film project Pagal Pagal Pagal Pagal Filmy 
Dunya (Mad Mad Mad Mad Filmy World) 
(2017).

Mera pyara sheher Karachi 
My dear city Karachi

Pooray Pakistan ko chalaye mera pyara sheher 
Karachi 
The whole of Pakistan is fuelled by my dear Karachi

Sari dunya ki har kaum aaye Karachi mein 
All the peoples of the world come to Karachi

Aur sab ko khilaye Karachi 
Everyone is fed in Karachi

Lekin kya phir bhi hai bura Karachi? 
Is it still okay to blame Karachi?

Aao sub ko bataaein Karachi, ke kya tha aur kya hai 
Karachi
Come, now, Karachi, let’s tell everyone what was 
and is Karachi

Hum sub ki maa hai Karachi 
Everyone’s mother is Karachi1
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 Paying homage to the architecture of 
the iconic cinema house, which signals 
a moment in Karachi’s modernist 
developments of the 1960s and 1970s, 
and with a cast drawn from over 100 
patrons and staff members, Pagal Pagal 
Pagal Pagal Filmy Dunya is as much a 
film about the Capri Cinema and its 
converging communities and culture, 
as it is about the city of Karachi and its 
complex social, cultural, political and 
religious layers. In order to understand 
the multiple interconnected frameworks 
deployed within Thauberger’s project, it is 
important to establish the context of the 
city in which the project is located. The 
history of Capri Cinema is tied profoundly 
to the city of Karachi, and its symbols and 
gestures are poignant pointers towards it. 

The partition of British India (also commonly 
referred to as the Partition) refers to the 
independence of the two nations of India and 
Pakistan from the British Empire in 1947, and 
thereby the creation of two independent nation 
states, the former based on a Hindu majority, 
and the latter a Muslim majority population. The 
Partition is also known as one of the “greatest 
migrations in human history, as millions of Muslims 
trekked to West and East Pakistan (the latter now 
known as Bangladesh) while millions of Hindus 
and Sikhs headed in the opposite direction.” 
(Dalrymple, 2015) 
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 The major seaport, and the financial and 
economic hub of the country, Karachi 
is home to an estimated population 
of 22 million people. Pakistan’s largest 
urban metropolis and one of the world’s 
largest urban agglomerations, the city 
reportedly singlehandedly contributes 
more than a third of the country’s taxes.2 
As such, since witnessing its first major 
migration at the time of Partition in 1947, 
Karachi continues, even presently, to draw 
a multitudinous population from across 
the country and beyond its borders, 
seeking economic opportunities in this 
giant industrial metropolis, a city whose 
map changes each year as it continues 
to expand and spread like an entity in 
and of itself.3 While the mega-shifts in 
its population from the point of Partition 
onwards have contributed to a massive 

and unprecedented expansion of the city, 
and forever changed its demographics, 
Karachi’s history runs much deeper, and 
with it, that of Saddar. 

Growing from a small fishing village to 
an important port settlement under 
Sindh’s Talpur dynasty, Kolachi (as it 
was then known) began trading with 
Muscat and the Persian Gulf in the late 
1720s.4 Over time, the increasing trade 
activities surrounding its waters drew the 
attention of the British, who occupied 
the city as a trading post in 1839, and 
went on to establish the Karachi Port as 
a major strategic and economic asset. 
By 1856 Karachi was an established city 
with a population of 57,000, and the 
development of the modern port had 
begun, with several British companies 
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 establishing offices in the city.5 It was 
also in 1839 that the British established 
the area of Saddar, as an answer to 
the indigenous markets in the city, and 
mainly for the purpose of recreation and 
entertainment for the British officers 
and their families who lived in the area. 
Housing the historical Empress market 
(amongst others), and several churches, 
bars, clubs, discos, cinemas, restaurants 
and cafes, as well as book stores and 
music schools, the area of Saddar became 
known as the city centre.6 It is here that 
the Capri Cinema, on which Thauberger’s 
project focuses, is located. 

Following the withdrawal of the British, 
the Saddar area would slowly but 
profoundly change due to social, political 
and religious demographic shifts in the 

city, and slowly transform from a multi-
class neighborhood to what it is now, 
i.e. a bustling, noisy, overcrowded area 
with major retail markets and transport 
terminals, but (significantly) now 
mainly catering only to the lower and 
lower middle classes (which constitute 
a majority population of the city). As 
such, today Capri Cinema prides itself on 
being “the best maintained single screen 
general audience cinema in Pakistan,”7 
a reference perhaps to the contemporary 
digital movie theatres burgeoning across 
other areas of the city (and the country’s 
other urban centres), many of them 
located in malls and frequented by the 
‘elite’ class of the city. 
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 As Saddar transformed through the 
decades, and the bars and clubs, and 
other entertainment spots across the 
area slowly disappeared, the rich culture 
around the cinemas only grew in the 
coming years, not least in the form of 
the hand-painted billboards that would 
contribute to a strong visual culture in 
the city. While this would eventually 
fall victim to the realities of technology 
and economics, with all billboards, 
advertisements and signage now 
designed and printed digitally, political 
and religious ideologies were perhaps 
more to blame for the disappearance 
of much of the culture around cinemas 
in Karachi. Architect, urban planner and 
theorist Arif Hasan speaks of Karachi’s 
hugely popular cinema culture through 
the 1950s to the 1980s, with 136 cinemas 

in the city in 1977 — a number that 
would dwindle to 35 by 2012.8 Pakistan’s 
tumultuous political climate, specifically 
the decade-long dictatorial regime of 
General Zia ul Haq from 1977 to his 
death in 1988, is largely responsible for 
this decline. With Islamisation as the 
“centrepiece of his administration,”9 
General Zia would go on to enforce 
strict censorship policies, to which all 
filmmakers (and cultural agents from 
across the disciplines of art, music, dance, 
theatre, cinema, etc.) in the country were 
forced to comply. Hundreds of cinemas 
were forced (by this climate) to close 
down during this period, however, Capri, 
along with some of the other major 
cinema houses in the city, managed to 
survive. It is ironic then, having endured 
the regime of the man most often 



Pagal Pagal Pagal Pagal Filmy Dunya Althea Thauberger 18 

 identified as “responsible for turning 
Pakistan into a global centre for political 
Islam”,10 that the cinema would almost be 
destroyed in 2012 amidst angry protests 
condemning what was considered a 
blasphemous YouTube short film. 

Located on Karachi’s busy M.A. Jinnah 
Road, Capri sat amongst a cluster of 
the city’s older cinema houses that 
were set ablaze in September 2012, 
one amongst eight other cinemas in 
Pakistan, five in Karachi alone. Capri’s 
neighbors, the historic Prince and Nishat 
cinemas, were completely destroyed. 
Capri suffered extensive damage, but 
was able to recoup, rebuild and restore, 
and reopened its doors in a remarkably 
short time (credited to the tenacity of 
its dedicated owners) on December 21, 

2012, with an upgrade to its equipment 
and facilities, as well as its security 
protocols. Capri’s history then, and with 
it the city’s, are important factors in 
being able to understand the poignancy 
of Thauberger’s film. At its core, Pagal 
is not simply a portrait of the cinema, 
but in fact of the city itself: wounded 
and scarred, but glorious in its resilience, 
complexity, and spirit. 

Thauberger’s project presents itself as 
a classic mise en abyme: shot within 
the cinema, with a cast comprised of 
patrons, staff and management, Pagal 
was screened publicly for the first time 
in Capri Cinema’s own theatre as part 
of the inaugural Karachi Biennale, and 
with a diverse audience that included 
its cast and crew, amongst others; 
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 “a film about the filming of an event 
at a cinema, filmed and screened in 
that actual cinema.”11 The audience 
find themselves to be located precisely 
within the mirror of the film that they are 
watching, implicated within the layers 
of its discourse, which further mirror the 
space of the cinema, and then again of 
the city in which the cinema (and thus the 
audience) is situated. 

Adopting a heraldic term referring to a 
smaller shield appearing within a shield, 
André Gide first deployed the concept 
of the mise en abyme towards literary 
work in his journal in 1963. “In a work of 
art, I rather like to find thus transposed, 
on the scale of the characters, the 
very subject of that work. Nothing 
throws a clearer light upon it or more 

surely establishes the proportions of 
the whole work.”12 Gide attempted to 
illustrate this idea of the work within 
the work, or the self-referential gesture 
of the work that mimics, replicates, or 
mirrors itself within the larger whole in 
which it is embedded and thus reveals 
and destabilizes it. And while he cites 
examples such as Hamlet (play within 
the play), or Velasquez’s Las Meninas, 
perhaps his most successful description/
depiction of the mise en abyme manifests 
in his own work, The Counterfeiters (Les 
Faux-Monnayeurs). The Counterfeiters can 
be viewed as a work within a work, 
but expanded, it would perhaps more 
accurately be described as a novel about 
(the production of) a novel. The central 
character, Édouard represents Gide, as he 
writes in his journal about writing a book 
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 called The Counterfeiters, creating the 
frame within the frame, or the mirror of 
the author, as well as of the mechanisms 
of the book itself. 

Gide’s idea was subsequently greatly 
expanded — and complicated — by 
Lucien Dällenbach (amongst others) 
in his treatise on the mise en abyme, 
The Mirror in the Text (1977), in which 
Dällenbach, from the very start, seems 
to favor the figure of the mirror. Finding 
the term allusive in Gide’s descriptions, 
he proceeds to define and explicate this 
with a series of basic points, the first of 
which are: “1) the mise en abyme, as a 
means by which the work turns back on 
itself, appears to be a kind of reflection;” 
and “2) its essential quality is that it 
brings out the meaning and form of the 

work.”13 For Dällenbach, this mirroring 
then represents infinite potential, “a 
‘mise en abyme’ is any internal mirror 
that reflects the whole of the narrative 
by simple, repeated or ‘specious’ (or 
paradoxical duplication)”14 with the 
duplication defined as a “sequence which 
is connected by similarity to the work that 
encloses it.”15

Pagal sets forth this complex and 
multitudinous mirror of the mise en 
abyme, one that seems to reflect ad 
infinitum the whole that it attempts to 
portray, revealing its formal mechanisms 
as well as its social and political ideologies 
and frameworks. A film about the 
making of a film shot within the cinema 
house to which it refers and in which 
it is subsequently shown to the actors 
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 within the film. Folding outwards again, 
in the greater reflection of its audience 
(which is also its cast), it also constitutes 
the city, in which it first manifests (in 
its primary screening) as a reflection. 
Moving between the fictional and the 
documentary, it lays bare the cinema 
itself, taking multiple lines of flights as 
the patrons, staff and management/
proprietors (seated inside the cinema) 
talk about the cinema, the architecture of 
its cinematic mechanisms, the incident of 
the fire, and importantly of the role of the 
cinema in their own lives and the lives of 
those who seek refuge in it. 

In doing this, Pagal explodes the frame 
of the cinematic apparatus, and (re)
constitutes the audience anew, as 
one that is both inside the whole, and 

simultaneously outside of it. If the cinema 
rendered the spectator as if within a 
dream, as Baudry would say in his critique 
of the cinematic apparatus16, what would 
happen if those within the dream were 
also responsible for the organization of 
the dream? The structural properties 
of Pagal rupture through, and move 
between, the lines of Baudry’s criticism 
of the cinematic apparatus as one that 
constitutes (as a function of power and 
control) the viewing subject as centre and 
origin of meaning. 

Comfortably cradled in a theatre seat, 
wrapped in darkness, virtually immobile, 
the spectator experiences the film images 
in a way that approximates dreaming. 
As in dreams, the spectator sees many 
things in many ways without exerting 
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  the slightest physical effort. […] The 
images projected on the movie screen 
are not, in fact, produced by the Subject-
spectator, but the apparatus produces 
the effect of dream images with an even 
greater intensity because the Subject 
experiences a real perception (not a 
mental representation as in a dream) 
and therefore is inclined to feel that the 
images perceived are “real” as well. It is 
precisely in promoting this “impression 
of reality” that l’appareil and le dispositif 
most subtly reinforce each other, and this 
is why analyses of the apparatus must 
expose that conspiracy and demonstrate 
that the viewing situation is no more 
“natural” than the image on the screen is 
“real.”17

Again and again, the film returns to the 
lens of the projector, its beam of light 
dancing hypnotically as it plays within 
the darkened cinema hall (we see it as 
if we had turned back to look at/for 
it), shattering its illusory power, and 
rupturing its ideological biases and its 
modes of Subject constitution. Here, 
we arrive at a recurring motif, perhaps 
the heart, of Thauberger’s practice and 
concerns, appearing and reappearing 
across a large oeuvre, over many years: 
the critique (and subsequent dismantling) 
of structures and mechanisms of 
representation power and control.

Many of the artist’s projects find 
themselves situated in spaces that are 
pervaded by historical, political and 
social complexities, and often include 
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 long-term engagements with the site 
and its communities, seeing processes 
of collaboration, performance, exchange 
and encounter as primary. The material 
object of the film (or the photograph) is 
thus simply one part of the meanings and 
modes of construction deployed within 
the work. Collaborations with community 
perhaps lie at the heart of these works, 
and Pagal is no exception. A four-month 
long project, Pagal manifests almost as 
a collaborative vision of the community 
that converges around and within the 
Capri Cinema. Half performance, half 
documentary interview, the project 
entailed a six-week long period of rigorous 
(performative) community ‘work-
shopping’, through which the narrative of 
the film is negotiated. Along with its five 
local co-directors, each ‘actor’ in the film 

is invited to become a part of the creative 
and social act of making the work, in 
a gesture of participatory ownership 
(and authorship), but through which 
conversely, notions of authority, hierarchy 
and received and perceived systems of 
power are revealed and thus destabilized. 

Within the film, we see the actors speak 
about a sense of acting as a collective 
body, as they analyze their performances 
through the production of the film. They 
speak of an “us” (“hum”) in addressing 
collective sentiments and objectives 
towards the project. “Who are we?” / 
“What is our existence?” / “We were trying 
to recognize each other.” / “Perhaps I am 
the same as the person I am looking at.” 
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 In this invoking of the collective, and 
the ceding of authorial control, Pagal 
evokes Claire Bishop, who addresses 
issues of authorship, participation and 
collaboration in a 2006 essay (‘Viewers 
as Producers’), building the case for the 
‘emancipation of the audience’ through 
this form of engagement.18 She speaks 
for the need to create an “active subject…
who will be empowered by the experience 
of physical or symbolic participation” in 
the hope that these “newly-emancipated 
subjects of participation will find 
themselves able to determine their own 
social and political reality.”19

For Bishop, the concerns of “activation, 
authorship and community”20 are all seen 
as critiques of, and an intervention in a 
capitalist system of hierarchies, capable 

of creating sites of potential that enable 
processes of dialogue and exchange, 
experienced as collective, binding acts. 
Bishop responds to practices in the last 
several decades that find the idea of 
participation and of the active audience 
at their heart. Thauberger then comes 
to occupy exactly such a space, one 
that addresses issues of the spectator, 
of building a participatory relationship 
with the audience, and perhaps most 
importantly of the collaborative nature 
of production itself, in which the line 
between those that are termed as ‘actors’ 
and ‘audience’ is blurred, tread across, 
and folded back in upon itself multiple 
times over. 

Thauberger takes on the role of the 
‘producer,’ setting up a series of 
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 concerns and processes that act as a 
set of fluid guidelines, translated and 
contextualized by the participation of the 
five local directors, as they engage with 
a community of actors/performers in 
negotiating and building the scenes that 
we come to see in Pagal. This process, 
and indeed the project itself (like many 
of Thauberger’s projects) bases itself 
on a series of workshops that allow 
for a loose, flexible, improvisational 
and nonhierarchical structure, and 
a community theatre methodology 
and approach that allows the roles 
of actor and spectator to become 
interchangeable, very much resonant 
with Augusto Boal’s idea of the ‘spect-
actor’ through which audiences are 
transformed into active participants in 
the theatrical experience.21 Thauberger’s 

choice of co-directors then is also not 
coincidental or indiscriminate: Ammad 
Tahir and Momin Zafar are performance 
artists, with the latter’s practice heavily 
influenced by mime; Vajdaan Shah is an 
actor and theatre director, along with 
community theatre practitioner Mehmood 
Bhatti; and Zehra Nawab is a writer 
working in film and journalism. Together, 
Thauberger and her co-directors set up 
the space of engagement, interaction and 
possibility, through which the directions 
and flights that the film takes emerge.

The crux of these concerns, the need 
for the emancipated audience, lies in 
the ‘principle of equality.’22 where the 
activation of the audience is an act 
of empowerment that endeavors to 
physically and emblematically engage the 
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 spectator so that he is a necessary part 
of the process, thereby allowing him to 
question and understand his place within 
the collective act that is society. Jacques 
Rancière tells us: “Artists, like researchers, 
build the stage where the manifestation 
and the effect of their competences 
become dubious as they frame the story 
of a new adventure in a new idiom. The 
effect of the idiom cannot be anticipated. 
It calls for spectators who are active 
interpreters, who render their own 
translations, who appropriate the story 
for themselves, and who ultimately make 
their own story out of it. An emancipated 
community is in fact a community of 
storytellers and translators.”23

The multiple protagonists of Pagal are 
made privy not only to the mechanisms 
and processes of the cinematic apparatus, 
but also of their own role within it, and 
their relationship with the cinema, both 
individually (personally) and collectively 
(socially), as a specific audience in the 
cinema house versus the audience of the 
mall/multiplex. In the film, they mimic 
the collective reactions of an audience: 
hysterical laughter, screams of fear, 
howls of grief. This is the audience of the 
cinema house, not the one found in the 
digital cinemas of the mall, a space with a 
different set of embedded codes and rules. 
In the South Asian single screen cinema 
house, not only is the clientele more 
representative of a larger demographic, 
the rules of prescribed behaviors, and the 
value of what this experience provides 
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 (and at what price) are very different. 
Here, the reactions of the audience are 
part of the event of going to the cinema, 
as constitutive of the cinematic experience 
as that which they have come to see. 
“The space of the single screen theatre is 
more familiar, less intimidating and more 
tolerant of spontaneous behavior. The 
viewing experience is more participatory, 
boisterous and intense.”24 

Taking the Indian city of Bangalore as a 
case study, Gita Viswanath examines the 
shifts in the cultural product that is the 
film, as well as its viewers, as they move 
between the single screen movie house 
and the contemporary multiplex, with 
the latter seen as “markers of modernity, 
of the phenomenon of catching up with 
the rest of the world.”25 She speaks 

of the shift between the lively and 
boisterous behaviors within the single 
screen cinema and the ‘passive, suave 
and sophisticated’ manner in which the 
film is received in the multiplex, as ‘an 
unproblematic shift in identity’, one that 
the audience makes with knowledge 
and clarity. Through focus groups with 
college students, she surmises that these 
“are not passive receptors of dominant 
ideologies but are resistant to them 
through careful manipulation of viewing 
and buying choices. We need to guard 
against an easy conflation of cinema 
and consumerism as this mystifies 
the dichotomy between spectator 
as imagined by the industry and the 
flesh-and-blood viewer whose actual 
responses may be quite resistant to 
imagined constructions.”26
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 In the latter part of the 20th century, 
Michel Foucault spoke of the 
contemporary era as one ultimately 
centred on the idea of space — however, 
not static or unvarying in its consideration, 
but rather space as an active and 
heterogeneous medium. “We are in the 
epoch of simultaneity: we are in the 
epoch of juxtaposition, the epoch of the 
near and far, of the side-by-side, of the 
dispersed.”27 In 1967 at a conference in 
France, Foucault introduced the idea 
of heterotopias, spaces or sites that 
exist in relation to all other sites, that 
are simultaneously linked with and yet 
contradictory to other sites, setting these 
up in contrast to the concept of utopias, 
which are in essence unreal spaces (spaces 
with no real place), in which society may 
be presented in its perfected form. “There 

are also, probably in every culture, in every 
civilization, real places — places that do 
exist and that are formed in the very 
founding of society — that are something 
like counter-sites, a kind of effectively 
enacted utopia in which the real sites, 
all the other real sites that can be found 
within the culture, are simultaneously 
represented, contested, and inverted. 
Places of this kind are outside of all 
places, even though it may be possible 
to indicate their location in reality.”28 The 
single screen cinema house then presents 
itself as a kind of heterotopia, a place 
that is able to exist in contradiction to 
other sites that may have come to appear 
more ‘real’ in a capitalist age of industrial 
and technological advancement, and in 
the desire to meet the pace of a rapidly 
modernizing world. 
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 In explaining the space of the heterotopia 
as one ‘capable of juxtaposing in a single 
real place several spaces, several sites 
that are in themselves incompatible’, 
Foucault cites several examples: the 
cemetery, the asylum, the boarding 
school, the ship, the museum and the 
library, the theatre and significantly, the 
cinema, in which several places and times 
are brought together at once within 
its space and onto its singular screen. 
The mirror is invoked again, as a space 
in which utopia and heterotopia exist 
simultaneously, and takes us straight 
back to the film. In it, we see the utopia of 
the mirror that reflects a ‘placeless place’, 
and simultaneously the real space of the 
mirror that is able to reflect a virtual 
space through which I am able to form a 
counterpoint to myself (over here), which 

allows me to see myself ‘there where I 
am not’. The space of the mirror is at once 
unreal, and completely real, connected 
with all the other spaces within which it 
exists and those that it creates, contains 
and reflects. 

In one scene, in Pagal, we see the actors 
seated in the darkened cinema, as the 
audience that watches themselves 
projected onto the large screen, mirrored 
in an endless reflection of seeing and 
being seen, both inside and outside the 
film and the theatre, simultaneously 
within and also separated from its 
production and reception. In this space, 
the mirror and the mirrored are set face-
to-face, reflected in a point of meeting 
but also separated by the distance 
between them; in doing so, they allude 
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 to their sameness and simultaneously to 
their difference. This scene, the audience 
filmed as it watches a film of itself, shot 
in the space where they watch it now 
again, is the revelatory gesture, exploding 
the cinematic apparatus. In the mirror 
they see themselves there where they are 
not. In this moment, the audience/actors 
are transported, in an act of doubling 
and reflection ad infinitum, and in doing 
this they begin to occupy a space that 
is simultaneously between the past, the 
present and the future, calling up the 
figure of mime in Mallarmé’s Mimique, who 
‘breaks into’ the blank space, and in so 
doing, ‘himself inscribe(s) himself ’ through 
his gestures, his actions, onto the void.29 

Much like the protagonists of Pagal, in 
the ‘Double Session’, Derrida narrates the 

story of Mallarmé’s mime, a character 
similarly able to occupy several spaces in 
a singular moment. In the given ‘present 
moment’, he is at once narrator, Pierrot 
the murderer, and Columbine, Pierrot’s 
wife, the murdered. He reconstitutes in 
a single moment the present where he is 
playing out the scene of narration, Pierrot 
who, in a hallucinatory state, swings 
between the past, present and future 
of why he is planning to kill his wife, the 
deliberating of the murder and the acting 
out of the crime. This drama is acted out 
by the mime who shifts not only between 
these time frames in this given present, 
thereby splitting the present moment, 
but also between characters where he 
is at once split between three people at 
any given moment within that present, 
a present that the audience is always also 
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 present to. “[S]ince the mime imitates 
nothing, reproduces nothing, opens up in 
its origin the very thing he is tracing out, 
presenting or producing, he must be the 
very movement of truth.30

Through acts of enacting, imitating, 
miming, re-presenting, seeing, being 
seen, reflecting, differing, and deferring, 
the community of Pagal thus enters 
Derrida’s sites of potentiality that exist 
within the spaces of doubling, reflection 
and repetition. They lay open the stage 
of the Capri Cinema, and with it the city 
of Karachi, and its complex mechanisms, 
histories, societies and communities. 
Made possible by Thauberger’s processes 
of engagement and production, they see 
themselves, and contribute to acts of 
reflection, action, framing and reframing, 

in a rapidly developing city that tries to 
navigate between its past, its present, 
and the hallucinatory dreams of its 
capitalist future. The question of space, 
and of geography, then becomes critical in 
the ‘future’ of the work, raising important 
questions of content and context, 
perception and reception. 

What then happens to the work as it 
moves and travels, crossing from this city 
in which its narrative finds itself so deeply 
embedded, into other less specific spaces? 
Is the viewing of the work (in Karachi, and 
more specifically in the Capri Cinema) 
part of the production and reception of 
meaning within it, able to deploy and 
destabilize all of the above dialogues 
and critiques? As the geography of its 
screening (and thereby its audience) 
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 shifts, how does the work in itself move 
and shift, speaking different languages 
at different times, and across different 
spaces? Perhaps it is the city itself, in the 
complexity of its layers, its socio-political 
discourses, and in those who occupy it, 
that these questions come to rest. 

Perhaps cities are always specific and 
simultaneously global, able to generate 
discourses that resonate far beyond their 
borders and boundaries. In an age of 
unprecedented shifts and movements, 
can we come to look idea of the city as 
a site of encounter and exchange, able 
to produce, generate and hold within it, 
discourses that extend well beyond its 
geographies and borders, transcending 
notions of nation and nationality, 
and thus creating a space that is 

simultaneously convergent and divergent, 
transnational and trans-local? Despite 
the inherent specificities of each city, 
particularly in looking at the development 
and production of urban space in South 
Asia, the modern city of the Global 
South presents us with a space that 
can be envisioned as one node amongst 
a network of sites where processes of 
conflict and negotiation are enacted, and 
the modes through which the production 
of urban space occurs, particularly in the 
context of social, cultural, political and 
economic relations, are lived, questioned 
and challenged every day. These are not 
unlike the ways in which relations of 
power and control, of engagement and 
community are imagined and evinced in 
multiple sites across the world today. 
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 In this way, and precisely through its 
movement then, Thauberger’s project 
deploys a new set of critical questions 
through its spaces of collaboration and 
community, intersection and exchange. 
In a globalized age of disenfranchisement 
and dislocation, it raises critical questions 
of public space and public access, of 
security and rights, of politics, ecology and 
economy, and distinctly of our relationship 
to and within it. In this, it leaves the 
space of the specific, and moves into a 
larger global discourse, carrying with it 

the traces of each, and containing within 
its narratives, the truths of those that 
contribute to its dialogues. Acting as the 
mirror that it deploys, it brings to us an 
increasingly important expanded frame 
of global contexts, helping us to step both 
inside and outside of ourselves, to forge 
linkages across nations and geographies, 
to reframe our issues, narratives and 
histories, and to challenge our own 
perspectives with regards to our past 
and present moments.
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