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tion of “tense places”.







چل چلم چل، چلم چل، چلم چل۔۔۔ 

–



— —

— —

— —

with daily prayers in Arabic and domestic chitchat and moral discourse in Urdu in one’s 

—

— —



In Urdu, there is an idiom to the effect of “correcting your qibla” (قبلہ درُسْت کَرْنا

(derived from Francis Bacon’s inaccurate and, one might say, distrusting views on Islam) that 
goes: “If the mountain won’t come to Muhammad, then Muhammad must go to the mountain” 

—

disorientation, and perspective (insofar as it relates to one’s place in the world), by presenting 

resuming course, of losing or finding one’s way, which underpins the four main components 

— —
—

Above all, perhaps, it is the “deconstruction of old barriers between language and art” (Cran 



narrate herself and “[write] 
about the thing that is to the side” (Davey 2020, 29).



reflecting on, and making art around a set of my grandmother’s albums. Initially, when I shared 

ntent of the albums as it was my grandmother’s 

Around the time I was working with these albums, I returned to Edward Said’s writings on 
“beginnings” as shapers of texts, cultural discourse, and entire ideological systems. Using 
Said’s positions on narrative texts and anti g my grandmother’s 

writing of her and her family’s history—

historicising. My grandmother’s albums, however, in their noncommittal, fragmentary, teasing 

Edward Said lists five “textual conventions” in 
—

conventions briefly in the context of my grandmother’s albums and, by extension, those aspects 

● The first of these conventions is “supplementarity”, which is used to “separate the text 
temporally and spatially from the events it is describing”. This entails that the text 

● The second convention is “the adoption of a logic of structure and argument based on 
temporal and spatial forward movement.” In spite of “digressions and temporary 
regressions”, the text 

● The third is the “convention of adequacy”, which presupposes that the text is capable 



● The fourth is that of “finality”: each discrete segment of the text is presumed to be “
more or less finally.”

●

“The fifth and final convention is that the unity, or integrity, of the text is maintained by a 

hierarchy.” (Said 1985, 162)

Freud’s 
pervaded the psychoanalyst’s oeuvre. This preoccupation with paternity seems also to have 

record of a family unit’s (or “forward movement”) from a monogonal 

foresters’ retreat to Latvia and Lithuania in 1929. The album begins with a photo of the 

— —

—
—is expected to activate “the sense making process” in the way 

to an apposite reaction, or what Ursula Le Guin timelessly describes as the “proper shape of 
centred] narrative” to be that of “the arrow or spear, starting here and going straight 

there and THOK! hitting its mark (which drops dead)” (Le Guin, 2019,

But the lack of fidelity to this androcentric or “paternal” structuring is precisely what struck 
me most about my grandmother’s albums. Part



are intertwined and that collage was a recurrent and key feature in Victorian women’s albums, 

as well as conceptually ambiguous results that “had the potential to destabilise the semantic 
re” (Di Bello 2007, 13). In this sense, my 

grandmother’s albums can be seen as belonging to a wider tradition of alternate photo

. A collaged spread from the author’s grandmother's album. Photograph by Dua Rizvi



another, i.e. writing and reading text. Though I did not bring my grandmother’s albums with 
—

—



—
my grandmother’s albums, text that could be seen as unusual in its pauses and utterances, its 

promised to serve my artistic project better even than my grandmother’s albums could, for it 

album’s boundedness did not allow), in order to 

However, the complete absence of any kind of pictorial subject matter, any “punctum”, in the 



—

—and in a curious reversion to Barthes’ 
“From a real body, which was there, proceed radiations which ultimately touch me, who am 
here…” (Barthes 2000, 80)—

—

dependent. The word “deixis” has its roots in the 
Greek word “deíknumi” or “deiknynai”, which means to show, demonstrate



—
—

the world. Without the narrative constituents of this storyteller’s story, however, the inherent 

the “discovery” of a (fore existent and only “gets made” 

“qualitative and quantitative value” for a home audience through linguistic strategies. One of 

—
—

itself and the actual conditions of its “discovery”) is withheld or missing.

twofold, metaphysical stance on “place”, which subsequently informed the rest of my thesis 

—one’s own or someone else’s (I seem to have lost my place 

— —
we are engaging with “place” in both these senses.

“Maps are a cultural text. By accepting their textuality, we are able to embrace a number of 

expect duplicity” (Harley 1992, 10

maps as kinetic and diverse, associated with “movement and narration, hapticity and dwelling, 
emotions and intimate spaces” (Rossetto 2020, 3).

—



—
how they ushered in a conceptual, expanded understanding of “placement” (through linguistic/ 

—



allusive quality of my grandmother’s albums, wherein meaning was promised but withheld—

—
—

perspective. (A bird’s

— —
added a further layer of officiousness to the prints, bringing them closer to the “histories of 
mapping, survey (literally ‘overview’) and landscape art” that are “closely intertwined with 
power and control” (Cosgrove and Fox 2010, 8). Official documents i

connection to verdure or the green of the nation’

LGBTQ+ rights movements) to make copies of copies, without requiring a “master copy”, 
ology symbolically quite anarchic and profuse. “[No] master copy meant no 

definitive point of origin” (Eichhorn 2016, 89), which, even when removed from the context 
of artistic iconoclasm of decades past, imbues Xerox and “the photocopy” with the eros and 

— —

is a quality of transposition and “displacement and strangeness...emphasising the exi

or carrying on, maimed in some way” (Cran 2014, 20





—



and geographer Piri Reis. Although, initially, these maps (compiled together in Reis’s ı 



Tallinn album as well as my grandmother’s albums, supplied further embellishment to the map 

together of allegorical place and material place, of “our 

itself, across its many folds” (Marks 2024, 5), is one that remained central to my thesis as I 
—

—

maps and gluing the pieces onto linen. Through this process of transposing “map knowledge” 
from one format to another, “the map’s i
lost tiny segments of paper and thus crucial pieces of information.” What this entailed was that 

cloth backings “fared even worse because the seams along which the paper was folded often 
broke, turning into real holes in the map” (Brückner, 153).

—



—
—and how/ where they conflate). For example, when you spin, what’s to your left 

—



membrane is strained thin; you may obtrude into someone else’s trai
—

onic mapping that I was interested in, those “transformative 
‘partial’ mappings, which resist a univocal and totalizing vision” (Bruno 2020, 207).

temporal distances that they attempted in their logs. An example that stood out was: “From one 

ittle less” (Fadlan 2012, 70). This quantifying of “distance” in terms of time 
and the travellers’ ability to traverse it struck me as immensely poetic—

—
child’s boredom (and powerlessness) that makes distance seem unending, or a migrant’s 

vacationer’s excitement, which makes it seem inconsequential?



—
—

one of Europe’s steepest roads, with thirteen hairpin bends). This I had found at a second

—
—

—
where a text will take you, that succumbing to “something irresistible” (Davey 2020, 257)—

folding the paper by hand in a repetition of “mountain” and “valley” folds, (the most basic 

also “a sense of the world” (Rodaway 1994, 43) is as much a haptic affair as it is a cerebral 
one. Touch not only gives us “a place in a world” but is also one of our senses that is “integrally 
involved with the locomotive ability of the body” by guiding its “perception of space and 
relationships to place” (Rodaway 1994, 42

—



—



and micro. Yet these are not necessarily dichotomous states, for “the skin [is] the first means 
—a sense of the world” (Rodaway 1994, 43), 

acquire the “geographical imagination” needed to understand space an
environment “from a myriad of imagined viewpoints” (Cosgrove and Fox 

ory and metaphor, because we project “that 

in a picture or conjure out of listening, reading or imagining.” 

These works could symbolise a “folded universe” that is “fundamentally connected”, or a 
dismantled one, in which the fragment stands “quite alone” (Marks 2024, 200).



—
—

different from Helsinki’s) and my sporadic travels (ever marked by a sense of abbreviation and 

to fragments of home movies (my family’s) 

https://www.youtube.com/watch?v=z2sCasaEFV4


—
—

“nowhere” beyond the frame. It depicts, in fragments, a landscape of contrast that I found to 

—





—its “body” (with 
—

have worked with film’s sensory potential, and its mortality, to narrate their histories and “force 
a gap in the archive so that they have a space in which to speak…only to create an em
where no history is certain” (Marks 2000, 5). Above all, it was this simultaneous potential for 

disorientation in the viewer. My father’s restless, almost anxious, style of filming already 

itself (Marks 2007, 94). This was done in a bid to steer the viewer’s mind away from themes 

—



The instability and obscurity of some of the footage, including portions where the “action” 

human) to mental definitions, or “place” them in a formulaic 
—rather, you are invited to become “an imaginary wanderer through (mental) space” 

viewer/ listener are together. It’s a tenuous space, as the script points out, woven delicately 
together by the use of deictic commands, such as “here”, “there”, and “not there”, and it can 

— —when someone says “here”. “Saying 
it’s cold here it’s cold within some area around the speaker



boundaries are fixed by the context of the utterance” (Klein 2018, 199). It is up to the listener, 

rence point and the listener’s 

theory of an “imagination oriented deixis”, which he terms “deixis am phantasma”, or a 

“into the realm of what is absent” and can only
—“[not] with the external eye, ear, and so on, but with what is usually called the 

‘mind’s’ eye or ear in everyday language” (Bühler 2011, 141). The listener is guided around 
ot see the speaker’s outstretched arm as he points to 

something and says “There!”; she cannot, also, locate the speaker in a geographical sense, when 
he says “Here!” (it could be anywhere). Yet these and other deictic expressions are projected 

“a visual account of absent objects, and they are sometimes offered by absent 
narrators” (Bühler 2011, 141).

two different sets of orientation (the narrator’s and viewer’s) onto a third (the video’s itself, 
— —



narrator’s position is seemingly dominant (and it seems to be, since it is the narrator who 

narrator’s orientation and make the narrator’s point

— —

that though they share “a conceptual proximity” (Friedrich 2003, ix), they are physically and 



boundaries that Klein writes about is enacted through this veering from a “here” that is near
hand to a “here” that envelops a valley and the birdsong punctuating its margins.  

—
—

especially, evidences “direct address” more than any other kind of film (Odin 2007, 257). 
I started paying attention to my father’s voiceover, I observed that a lot of it was indexical

my grandmother’s albums, he is not entirely committed to this scene
ادھر دیکھو or “Look here!”) will be followed by 

Here I am! Won’t you look at me?



“In every aspect of life

lity of discussion, of addressing someone other than one’s 

line, the geometrical expression of 2, separates as it unites.” (Schimmel 1994, 41





you call someone you left behind, it takes a few tries to get your “here(s)” and “there(s)” in 

— —
— —

of his own life, and the following excerpt by critic Robert Hughes on Cornell’s 

“Emblems of travels he never undertook, dwarfed mementos, a little box of mummified waves 

direction: it is the log of no ordinary voyage.” (Hughes 1990, 289)

I have always found this to be a faithful description of the antitheses that layered Cornell’s 

—
—

process: “What one sees in the boxes is not simply memory but the exact disposition of 
ngly just division of one’s attention between thought and material, 

metaphor and substance” (Hughes 1990, 290). 

However, it is also Cornell’s pioneering work with found footage that I hold to be an inspiration 



experimental film collages. In its “removal of structures in order to reveal or release something 
contained, or latent, within the footage” (Pigott 2015, 18), it eschews the narrative flow of 

Tom, the Piper’s Son
closely at images from the past and the “disregarded present” by transfiguring them, breaking 

footage, Merilee Bennett’s 
across this work only after having exhibited my video, Bennett’s recourse to home movies 

through familial archives to unpack and reinscribe one’s 
tity. In contrast to Bennett’s stance, however, mine had been to work 

s Taavi Talve’s 

commentaries on the past’s import on the present and the interchan

reshot by Talve, among other “views”, and set to a narration on ideas around landscape and 
—

Taalve speaks of his interest in “triggers” from the past, which can be located in a wide range 
subtitles, and so on, and how these triggers “release 

certain images or fantasies” and spark “encounters” between the past and the present (Taalve 
2022). He goes on to speak, plainly but evocatively, of the “unattainability” of a faraway place 

one’s imagination to 

Images “cycle through time and space to reach our body and our senses” and as they cycle, 
“they collect noise, interference, augmentation, and diminution” (Marks 2024, 6). 



, Latin for “circle of the lands”) predated the early 
modern map and had, instead of true north at its top, the east or “orient”, which is how the term 
“orientation” has come to be: to orient oneself, to find one’s footing, one should look to the 

—

—
— —

After all, a “centre” does not always need to be situated in a fixed location
—



visual and material culture of peripatetic “model” 

“ ” from the peripheries 
grandmother’s albums and the 

outlined in Said’s “ ”

examples of the “contact zones” defined by Pratt as the charged spatio
“ ” (Pratt 2008, 8).

“It is the edge separating my tongue from the taste for which it longs that teaches me what an 
edge is. Like Sappho’s adjective 
edge, being a compound of opposites forced together at pressure” (Carson, 57
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my father, who filmed me and my sisters as we grew up on Lahore’s plains and 
Murree’s slopes and one day found ourselves on neither // my mother, who would sleep every 
night under a garland of postcards of the world’s tallest peaks


