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Abstract

This thesis explores the lived experience of transnationality for those who identify as
women and those who identify as immigrants through the visual language of alternative
photographic processes. As transnationality involves a spectrum of experienises, th
research specifically investigates place attachment, nostalgia, memory, and multiplicity in
relation to identity and how these key themes are transcribed using experimental
approaches to photography such as soil chromatography, photograms, film soup and

cyanotypes.

Gender plays a vital role in the experience of transnationality from motivations for migrating
to the impact of migration on definitions of self we do not take gender into consideration
when investigating the transnational experience, then we disregard the valuable conditions

that influence hybridity and ignore the challenges women face through migration.

CKAa tK5 AyaSNla ¢2YSyQa @2A0Sa Ayid2 RA&O2 dzN
mixed methodological approach. By combing interviews and case studies from women who
identify as having a transnational identity with autoethnographic research from nmy ow

experience of migration | showcase a diverse range of perspectiabs useractice

based researcthat involves the creation of three bodies of work all of which use

alternative photographic processes to visualise the emotional landscape of migrahis

research foregrounds women's narratives and will contribute to the discourse surrounding

transnationality and to photographic practice that deals with migration

In addition to investigating the lived experience of transnationality my research explores
how women are using alternative photographic methods to translate this experience.
Examples are drawn from my own artistic practice including three key bodies kf wor
Immigration Day2019),The Woo0d$2021-2022), andHomesicK2021) to reflect upon my

ongoing and continuously changing understanding of what it means to be an immigrant.



Introduction

The Research Context

¢KAad NBASHNDK g aa hlyyiRAYIB RA FINENSBS &l XKy yENI yay
OSNIFAY FNrbrata OK22aS (2 dzaS It G4SNyl a@S LK2I
SELISNASWOHIANECRE AYALANBR 68 'y SyRdNAy3I ySS
2F YAINI a2y YR Y& 26y dzy RSNRUGIYRAYy3I 2F f AQDA
GKSaAa O2yaARSNI Ye 2y LISNE2Y Il LISNBWOKs 39S A
a4 hRSgSalymElE | giRNBIYEST oSt tf dziilz MyWRSHEIeBY i S¢
FfGSNY I o@S LIK2G23INF LiKA O yLANPEOSHIa0SS (AKSy 2S5y LdkasSS
SELISNASYOS 2F GN¥yayloez2zylfAle T2 NI2Y 2N Y b AdiX
62YSyQa LISNALISOa@Sa Ay (KA& NBaSHNOK (G2 SELX
SELINASYOS 2F YAINIoa2yd ¢KAA NBaSHNOK |Avya i
AYGSNESOoe2y 2F 3ISYRSNE YAINISRIYFaidKPRRIZAKE G SN |
FOly26f SRISNYK00FS LIK2G2IANIAKKI VE ¥Fy8Byoyl ff
FT20dzABRYRW Ay (KAE NEKRIBKNEERS (LINBYRIERSRES | 1y5a A 3 ¢
AYiURS AYGNROI OA SAK REFAzAMNT Iy K BRPKAIDWa da 020K
YR LRtAaOFt a 62YSyUrmA PRIAVEE o B DS AT NBIidzEy @
SELISNAGYDETAKILISR 68 3ISYRSNIIYR &2 AG A& AYL
lf GSNYIFa@S LIK2(G23aANF LKE LINPGARSA Iy 2LJJ2NIdzy A
YAINF@AY o2 YERLISNA Sy O0Sa &dzOK a t2yBIFEEY DAL yi
0SG6SSy I NB R&mBO&E R a2 GHALUBIENEBO G | 6t Sz &t 263 |
YFGSNRAF SN2 20KSaDPZYRADRYEKI G I NB YSGF LIK2NROI
NBaz2ylydo

L KIS dzaSR GNIXyayle2ylf FSYAYAAY & I FNrXYS
NEbSOia (GKS RAGSNEAGE GKIFIG YAINFryld 62YSYy AYyK
dzy RSNRGEFYRAY3Ia 2F YAINI YO 62YSKRKAGKINEKSEHK BRA 0 @l
dzL)2y (GKS (GKS2NBaOlFf F2dzyRlIo2y | £t NSIFRe& Sailof
[ FNBY YIFLXFys we2dayl ! 3yAK2GNAR DdzLJil = DNf !
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KIS NBO23yAaSR (KS YdzZf sl AOAGE 2F g2YSyQa S
O2yGNAOdzi SR G2 GKS fR 2F FSYAYyAald NBASI NDK
2T GNIryayleogyiKST a8 ELISNA SMGK (BNYI vIASBa y |
LIK2G23INFLIKAO LINPOSaasSad LG Aa G GKAA AYyidSNa
ghft O2yaARSNIIfEf GKNBS I NBlFa 2F NBaSkNOK (2
O2dzy GNAS& yR K2g KAl R YL N (g2 IKYS 'YNBBRAESH 52dF Y

¢tKS ftAOSR SELISNASYOS 2F GN¥yayloe2yltAadeé Aa Y
SELINASYyOSad . SOFdzaS 2F GKAa L KIFI @S OK2&aSy i
0N} yayltoe2yltAGe AyOtdRAYy3I ARSHA adNNRYHURIRAG YA

2F yzzadlt3aAl IyR K2YSaAh@i ySAATIRBINBIKDOG t g1 DKY S
NEaSINDK SELIYRaE 2y (KS&aS ARSIa GKS2NAASR o
{GSPSYy SNI20S0OX CStALIS 5SS .dNB& 36 iERE RE V2 NN Kar
RN} gy FTNRY | NBlIa 27Fadm@KzRea 2LdiGIARSS 2t A1XKST | LI
a20AREPAY AYGESaINIGS G(KS&S O2NB G(GKSYSa (2 ONB
2F GKS Nl yayloaz2ylf SELSNASYOS |yR K2g Al A&
1KSaS AYRAQGARdAzZEt I NBla 2F &idzRe MEuyYHBSy (K2
FdzGK2NBR GKS AYLI OGO 2F N} vyayle2ylfAGe 2y | NI
NEYFAya fIFNBSft@& dzy SELX 2NBRO®

¢CKS GKSYS 2F YAIAINroaz2y KIFa 0SSy lAAYVXASAGK2F Ay
AYy@Syoezy 2Ky iMeOSYaadswsE ¢ SE YRJIA 828 NANF D &S &

RAZNAY 3 (KS D@y Rpwead XN KNIYyEH So 2 N B S ARy 2 A0 B&E2
| A YIS/AR | dz3 dza ( dédK 8K KISNINNRIFISRY G& F NNAGAYy I | {
I YSNAH 4SSy monn | yIR AAKESE ST deNIRK NP HRAaadO dza & (1 K 8
{ KSNXYI yQa LER QDA S$H¥BPKSa2y KIFa O2yasaydzZSR (2 0S5
NEOSYd @SINB GAGK Nbadta F20dzaAy3a 2y YAINF Y
O2YYdzyAaSaz YR Ay Ylyeée OlasSas INbpada NBbSOs

2F YAANOKXPRHS aSt SOGSR T2NJ (dKKBA DS alSt RAPRYK D &¢
F LILIN2 F OKSa Gl { Sy a@ee aNbraSS 2N Ki KFSAINSD K- SN 3AGYAD S & o |
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G2 LINPOARS | ydzr yOSR dzy RSNER Ol YRAY3 2F GKAA f
O2YLJX SYSyida GKS ¢2N] 2F FINbaida tA1S /KE2S {S
LYINAR t2ffINR o0& SEIFYAYyAy3a SELIAOASt2Fi&St R
ALISOAUOIffe RSHFEAYT 6A0K GKSYSR22TKKAY S END {zZ
GKBaS It GSNYI o @S LIC2ZHNE A &I NHR AIOF NEBRAOSH alSya SE LIy
RSUyYAa2y 2E ik/SENBEHRMMST CAAGNIGABEA NY | e S LIK2G 23N
dza SR 6 A (i K ZSY oliNIQES &I NKISNPA GRS & & 9B Ya @Bl a

OKNZ2 Yl GRERI LIKB (2 ANIKYXEID 2INA O $\ 5 BINRDIISIAES 302f f 2 R
YR SELISNRARYSYAY Gt GRAINE 6CKK2S 8A y 1§ SNIBSY S sMIGK G K.
GKS UfY ySAGKAY Avieda RS LEANRIAGs WK NR YI (2 3INI LIKe X
Oely203eL)Ss IyYyR LK2(323INIYaod

¢tKAd RAAOdzA&AZ2Y $2d2 R 06S AyO2YLX SGSméAdKE2dzi
O2f 2y Al f GKS2NARata tA1S 1 2YA . KIFIOoKFXZ 9RgF NR
0KS F2dzyRIFIa2y F2NJ dzy RSNARGFYRAY 3 {0 KySs (RS ISy 2 LIY
NBflFa2y (2 Odz GdzZNB FyR LR2SSNE YR ARSI & &dzNN
aLSOAUOLEtTe A& 1y26y TFT2NIKA&A 6NRoay3d 2y Odf (d
O2y iNROdza2ya | NB aA3ayAUOFyld ANYR 2NET HIKSR BS NE
LINAYFNRE @ Ay@Sasdleayad GKS AYLI OGa 2F O2ft 2y Al
GKA& NB&ASINOK AyldZANE A& AYyGSNBaiGSR Ay 2214
GNY yaylez2yltAdes (KS f AFRR IS HLINW SyES sLIK2y(iR 3K
AYUGSNARSOG 6AGK GKSYSA 2F YAINla2yd C2NJ KA A
g2N]l & NB Y2NB Of2aSte lIER2FNIVuEKRagNKSaKkmS NBAS

Author Positionality

CKS Y2o0@la2ya FT2NJ GKAA NBASEHNOK KIFgS 02YS TN
& ¢62FKg KIFIa SELSNASYOSR (GNlyaylez2yltfAGesed L
FYR 2y HM 5SOSYOSNI moppp FE2y3a gAGK Y& FlYAfe@
' YSNAOIF® {AyOS (GKSy> L KIFI@S Y20SR o601 FyR ¥
aY®a L KI@S akKlftz2zg NR20a Ay 020K f20la2yas &



Fglr OKYSY G F2NJ 620K O2dzyUNASAZ YR KI @S Fl YAf
f20le2yad L Oly26tSR3IS GKIG L FY I 2KAGS 62
FYR Y& YAIANl o2y adz B 053 O2WwS 4R 1OMXK @45t SIKS SE
I ON@#dzy ENMAE G NI yayl o2yl f SELSNASYOS KIFa &Kl L

Research Questions

T 126 R2 (K2aS ¢6K2 ARSyaTeée la ¢2YSy I Nbada
G2 Ay@S&ae3dl (S (KS ftAGBSR SELISNASYyOS 2F YAS

T 126 R2Sa (UNlyayla2ylf FTSYAyAaY AYyGSNBRSOI
YR GKS GNYyaylez2ylt SELSNARSYyOSK

T 2KFEG FNB GKS 1S@ FgNRodziSa 2F (NI yaylezyl
I NbaddGa SELSNASYOS Ay (GKSANI RIFAfE fAQGS&a |y

T 126 101 ¥SNY I a@S LIK2 (32020 LUKaA QD BLUNP2QISRELASSSa & 2 A f
'y R Uf &WNJ&ARHDNA 6 S FyKSS  ATISRA BNEFLISANR

¢CKA& NBASFNDK FAYa (2 KAIKEAIKEG dzyAljdzS Ayaai3

FfOGSNYIFa@S LIK2G23IN)F LIKAO LINY O 0Sad CdzZNIIKSNX2N
dzy RSNERGFYRAY3 2F SELISNBNVSEFRI I LIIKRHRKEEE LIKK OO A
AaLISOAUO SELISNASYyOSa NBfFGISR G2 GNIyaylea2yl A

gk OKYSYy (s> FyR o0St2y3Aayasd ta ¢Sttt & SELX 2NA

YIE@A3LGS (K SY2e2ylf fFyRaOlILS 2F (GKS (iN¥ya

Objectives

tKS 202S8000S8a 2F (KAA&SNKSREI2MNG ADMBY T2 NAINBNILIS
LIN2OS&aasSaT (2 S@OlfdzrdS GKAa ¢2N)] Fa Al RS@OSft
GKS 2dzitAyS 2F (KS (KSaixaod ¢2 SEFYAYS AYYAIN
Fa ¢Sttt a 221 (2 K2¢6f KESSEY LRA DS2 tizfIRS Y dz8IN
9y 3AF3AS AY | &SNASAE 2F AYUSNWASga (G2 Ay@dSasdl
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KFEgAy3 I GNXyayle2ylf ARSyalé YR K2g GKFG A
G2 NBSGIfdzr S LINBE JAlRNEay sRAIGBZLROINER § S& dely NP dzOR ¥ A
G2RIeQa SEABNASYYOSAZFINBt a2y (G2 FOGSNYI adS L

Methodology

¢KAad NBASHENDK A3 o0l aSR 2V oPS¥AEER ¥SiKkERet M
dzed6 & | dz02SUKY23aINI LIKAO YSUK2R&a aLISOAUOLtfe Ay
LIN} O OSd ¢KS aS0O2yR Ay@d2t @dSa ljdad tAldleadS NBAS
NBaSI NOK PartyKiSSNIIMS@xRE SR OF aS addzRASa 2F YA
GKS tAOSR SELISNASYOS 2F iGNyyayleszylfAaleo . &
GKFG 2F 20KSNA GKAAa NBASIRNGKS NaakS?2 ¢S LaSN SiykOSS v
YAIGNIyi&dad LY FRRAo2YyS (GKA& YAESR YSi(iK2R2ft 23A
2F YAIANlr a2y HKAES f&a2 ONRaOFffe lylfeaiy3d R
2y UGUKSYSa 27F LI I O%KISIYAENS Wiz ' SHAKISDEF T Yy R L

Autoethnography and Practi@asedResearch

a® LN} OaOS (IF1Sa4 AyaLAN}rez2y FTNRBY Y& 24y fAQDS
GAGKAY Y& LN} OaOS Aa RSNAGYGSR FTNRBY LISNER2YIFf N
2T 62N)] FYyR (0KS R2OmYa¥RFd 2FIN2 T ®ig@E NINIKS R dizi
F LILIN2 F OKSa SYLX 28SR Ay GKA&a (GKSaira aiasSy FTNRY
GKFG FTNBE GKSY NBUOUNR&ALISOagSte |ylFfeaSR | yR dza
RSUYSR Fa Fy aldzi20A23aN)I LIKAOAf2VASYWR B¥I § ®& &
AYGSNIINBGa GKS ftAGPGSR SELISNASYyOS 2F (KS | dzikz
HAHMY nod !'a (GKS FdzikK2NJ 2F GKA& NBASENDKI L
YSGK2R 2F AYyljdzZANBE® L GAdaNYA yiy2l (0K SA ydzaliSK 2 I NI &YC
ALISOAUOCItEfte GAGK fGOGSNYIFa@S LIK2G23IN) LIKAO LINE
CAdZNIKSNXY2NB> al dzi2SO0Ky23INFLKe A& | YSGK2R (K
SELINASYOS a AN OFEAPR! dz22 EKBY NB RISLINOXK &
20aSNPlea2yl 2 LINBOALI G2NBES YR NBbBEAPS NBA
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26 QELISNIIWOBS a3l S (GKS So60a HyR K283 AHT AWNK
o

Yé | NI LINI O

o AaSR NO@BEE NOKBI oa0S O0G A& Iy SELSNRAYSY(l 066K
RSSYSR WSEWS WRSHEEAYISIRQW 2 | yasSNI I RANBOGSR NE
GKS LN} Oa0OS 2F AlGX 6KAOK O2dzt R VAl AYEKS NinAvdy S
yc®HS NBaSI NOK ljdzS&ds2ya G KHNB (&KWNHONKSIatAtae | MBr
ONBl a2y 2F NI ¢2NJa GKIG KI @S deasSSyF f YilSRNS/ | 6e80 ¢
LIK2G§23INFLIKAO LINRPOSaasSa (2 dzyN» gSt (iR2¢6 (GKS&S
0N} yaONROS (KS tAQOSKN FELIZNKYS NS ORSYdaMRaNg y ¢
FNRGFIAS LK2G23ANF Yas a2Afl 20KNRRREISR ANNBIKEZG | YR
LIK2G23aNF LIKAO LINPOS&4S5a SERRNSR fAdy2 (kAR INBLIAS
F LILINE F OKS A& (2 LKEII2add LKy MldaaKl &2y G KNRdzZAK O
yS3aragla 6Stt | a ONBI o yNHzolaKPARING Fdi FINE/S AKG (10 SHT
dzaAy3d (GKSasS LINRPOS&aasSa lfft26a HESSENDaVSEAEE A
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2T UKSYaSt @gSaove 0C2NIRWKRY INSR S2 SNANFEASED dZuFani Yo ¢
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! Evidence of empathy and connection can be found in Appendion pages255,257,258,261, and 267 In
Appendix B on pages274,277, and 280 In AppendixC on pages288,289,291,295, and 2991n AppendixD
on pages304,305, and 308 In AppendixEon page320. In AppendixG on pages347, 354, and 356 And
finally in AppendixH on page366, 370 and 31.
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The Interview Process
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Transnationality

CKS GSNY NV yERyaaRNYEX Sald F2NXY OFy 6S RSAONR
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2The first known use of the term transnational was noted in Merriafn IJAt q I Kkt W? RAqRYUC | ! We¢t
(Merriam-Webster, n.d.).
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Transnational Feminism
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8 Transnational Feminism, as defined in its most contemporary form, was noticeably used in the 1994
text Scattered Hegemonies: Postmodernity and Transnational Feminist Practicdsy Inderpal Grewal and
Caren Kaplan
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Autobiographical Interpretations
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Chapter One: A Transnational Feminist Perspective

Gender plays a vital role in the experience of transnationality for migrant women artists.
From motivations for migrating, impact of migration on definitions of self, and how their
experience is visualised through their creative practice. In this chaptexlliate

transnational feminism and how it relates to intersectionality from the viewpoint of

migrants who identify as women. | investigate where gender and migration studies intersect
to establish new knowledge of the lived experience of migration. eantiore, | dissect why

this research uses a transnational feminist framework as opposed to other feminist
epistemologies. In this chapter | will introduce a selection of women artists using alternative

photographic processes who are creating work from asrational feminist perspective.

Transnational Feminism: An Overview

Feminism is an eclectic philosophical theory centered on examining how gender and other
social relations influence the production of knowledge. The diversity of feminist thinking
demonstrates the wide variety of approaches that have been taken to trypgtagxthe
oppression of women. Feminisms range from those that focus on postcolonial thought,
ecofeminism, to radical feminisriorthis thesis, | will be using transnational feminism to
frame my thinking. This research will use the definition mappedmthé academic paper
Transnational Feminist Theory and Practice: An Introdu¢Z0gl1)by Carolyn Zerbe Enns
where transnational feminism focuseésn the diverse experiences of women who live

within, between, and at the margins or boundaries of natgiates around the globe; they
transcend natiorstate boundaries and speak to a wide range of interacting forces that have
an impact on gendered relaypd KA LJ& | YR SELISNASyOSa Ay | 3821
C. etal., 2021: 11). This global perspective provides a unique opportunity to consider
experiences of women from all over the worltk expansive understanding of feminism

goes beyond a privileged, White, Western viewpoint. The women artists that have been
selected for this research have travelled across oceans and made momes countries.

As this research is primarily concerned with the experience of migrant women it is

imperative that | use a feminism that considers an international perspective.
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Transnational feminism can be divided into two areas. The first of which descends from a

L F OS 2F OGA2y® t NEFSaa2N) 2F {20A2f23& Ddz
organBA Y 32X OF YLI AIYyAy3I>X YR f2008Ay3a STFF2NIa 27
YIEGA2Y Il 02dzyRI NAS&¢ oal NAKIFIffX HAHMY mMdpoL ®
g NBySaa 2F 3t 20l f dzyRSNBRUOIFIYRAYy3Ia 28 62YSYyC
United Nations (UNyhave provided opportunities for transnational feminist activism and

YSUg2NlAy3ad al NaEKIff 32583 2y G2 OfFNARFe GKI G
FOGABAAY KIa 0SSy FILOAtAGFEGSR G2 F OSNIFAY S
includeR O2y FSNByYy OSa 2y 62YSY AY MpTpI MpynI mMmdy
O2y TSNByOSa (2 GKS mdppp O2yFSNBYOS Ay SOSNE

Harvard University, Schlesinger Library on the History of Women in America, PC320885

Fig.18CANR G 51 & 2F GKS Ly dSNYI (A 2 Rty LarfeScMeSisigerivrary,2 Yy F SNBy O
Harvard Radcliffénstitute (1975)

4The United Nations also referred to as the UN is an international organisation whose purpose and

Gl RURRGO It Wel WY WHI DeqlWe W GeHIUWNnY! WaéWs YI ol k+ wUe qfF
benefit humanity. The UN was founded in 1945 and currently made up of 193 Member States. (United

Nations, s.d.)
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These conferences provided a place to gather and connect as well as a place to hear from

women all over the world to acknowledge diverse needs and issues. Before these

O2y TSNBYyOSa al OiGAgraida Ay yAYySGSSydK OSyddzNE
9dzNRP LIS YyR (GKS ! yAGSR {GFrdSaod ¢2RIFe GNIXyayli
2007:335). Below is an example of a poster created to celebrate the first UN conference on
G2YSY AY wmMpTtp F2NILYIGSNYlFGAZ2Yy L 2 2n8syQa |, SI N
KStR Ay aSEAO2 FTNBY mMd¢ WdzyS (2 H Wdx & mptpo
YIE1AYy3 2F | yS¢g SNI 2F 3Ft206tf YR GNIXyayl daz
Institute, 2023).

Fig. 1l yGSNY I A2yt 22YSyQa , d&igredy Val@i@etispdildction ddthe F E&  LJ2 & (
Schlesinger Libraridarvard Radcliffe Institut€l975)
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Transnational feminism became a key topic of discussion during the UN conferences and
awareness for global understandings of the lives of women was even illustrated in this 1979

'b LIR&aGSN®» Ly 9y3IftAaK FYR al YRI NAR=¢ AHY RB I Ra
GLIR2NINFYea  O2YLX AOFGSR @GAaArzy 2F AYGSNNI OAl
appears on many transnational feminist posters from the era, with typological
NEBLINBASYGlrGA2ya 2F NIOAlIf RAFFSNBYyGRBA 0Si06SS
Radcliffe Institute, 2023).

Fig. 20We have friends all over the world, Chinese, Shanghai poster reproddictiorthe poster collection of
the Schlesinger LibrarnHarvard Radcliffe Institutel979)

¢tKS aSO2yR INBIF 2F GNlyayldAz2ylt FTSYAYAAY A&
as a critique of what was seen as the existing dominant White Western feminist view that

women around the world face similar problems that stem from patriarchy, wiegnlates
420AS0ASa YR GKSANI Odzf 1dzZNB&aé¢ oal NEKFff X HAH

50



LJ2 Lddzf F NJ Ay GKS mopTtnQa 3ISYSNIftAaSR GKFG FEt ¢
did not acknowledge that the oppression felt by White women in Western countries was

different than the oppression felt by women for example in Nigeria, China,dra®outh

Africa. Transnational feminism draws attention to these differences and argues against the
y20A2y 2F a3ft20lft aAaidSNK22R¢ o6al NAKFffX HAH

Furthermore, transnational feminism also confronts the outdated notion that women from

GKS Dft26Ff {2dziK NS GKSf LI Saas AdPSd LI2GSNI S
Odzft GdzNBaé¢ YR 2SAGSNY 62YSyYy | NBS (KSOBSH2 NS O2
binary of West and North vs East and South is then challenged. The idea that Western

O2dzy UNASA I NB aY2NB RS &&fvwhildisRrrorfimage®NI 0§ SR |y
9Fraltk{2dziK Aa I oFO1¢l NRZI dzy RSNREH3IIPR LISRZ |y
places power in the hands of White Western feminism and assumes victimhood for

everyone else. Transnational feminism aims to look beyond this and acknowledge

challenges and experiences of women from all over the world. It invites women teecreat

their own models of empowerment and define agency on their terms based on their own

dzy AljdzS t AGSR SELISNASYOS® a¢NIyayldGAz2ytt FSYA
AYLISNRFEAAGT FyR |yl ’es thé rmakiplidity of viod yIANE K3 Gl 2 (NG K
YR O2y (iSEldza t &d2o2SO0ABAGASEE Sal NAKFEEX Hn

Transnational feminism has developed and grown since its inception, but its key principle
understood by contemporary theorists focuses primarily on destabilising the notion that

$2YSYy I NRdzyR GKS $62NIR SELISNASYOS 2LIINBaaAzy
eXJSNA Sy O0Sasz 2LILINBaarz2yas FT2Nya 2F SELIX 2AG1 GA
12) are dependent on a multitude of factors. Political circumstance, class, race, religion,

sexuality, disability, education, wealth, and power all contribute tw l@operson

experiences oppression. As mapped out in this thesis the experience of migration can be

different depending on the motivation for movement, where you are moving to and from,

your age, race, etcme of the women included in this research were children during their

first migration and did not have the privilege of making the choice to move themselves. For
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others they migrated due to political upheaval in their home countries and in some
instances the migrant women selected for this research moved to further their education or
explore new job opportunities. Transnational feminism allows us to explore edohdnal

experience and celebrate unique perspectives without a one size fits all approach.

Why Transnational Feminism and not Global Feminism or Third World
Feminism

As transnational feminism considers a global perspective some may see it as a similar

feminism to global feminism or perhaps even Third World feminism; however, the three

feminist epistemologies have very different approaches and goals in mind when aomgide

the oppression of women. Global feminism for example emerged in the late 1970s and the

early 1980s as a reaction to the criticism of second S FSYAYAAY GoKAOK NB
feminists oblivious to complex and multiple oppressions faced by womeolaf and
RAAYAAAAQS 2F GKS I GGSNDa | 3SyoOee o6{S2Rdz I S
O2y&aARSNI I Y2NB 3t20lf LISNRALSOUGAGS: t221Ay13

| 26 SOSNE Al O2yUAYydzSR (G2 F2O0dza sbppressBSy RSNJI I &
worldwide [and that] women were suffering from the same kind of oppression as White

G2YSY wAY (GUKS 6Saia6é¢é¢ 6{S2Rdz | SNNE HamnY nood
AAa0SNK22R YR (KIG 62YSyQa SEISDNIbEPOEE 6 S NS
in a similar wayThis approach differs from transnational feminism which opposes the idea

of one homogenous group with one singular oppression felt by all and rather considers the

multifaceted existence of women and the diversity of experiences.

Third World feminism on the other hand considers the local condition of women in specific

geographic regions. It provides a perspective of local activism within these spaces.

GCKANR 22NIR FTSYAYAAY Aa KAAG2NAOFffte 3IANR
and is a critic of global capitalism and Western political hegemony, which have

profoundly affected the lives of Third World women during and after colonial rule.

Thus, itdraws attention to the impact of international power differentials on the
2LILINBa&A2Y YR YFENBAYFIfATFGA2Y 2F ¢KANR 2
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¢tKS GSNXY> ¢KANR 22NXIRX KlFla FlLtftSy 2dzi 2F LRL
AYLIE AOFGA2yA a GKS WE¢KANR 22NIRQ aArAayrafTisSa
RA &I LILIS T NI y OS2 Alshi &gBallywi§e8 ©reh dlsd exposes an intentional

3L 60SG8SSYy (KS Gg2¢ O6YKIYS ¢ SG £ ®X HAHHY
countries and Global South have been proposed as more neutral terms, however they also
imply a hierarchy. Pr&fd & 2 NJ %SKN} C® YI ol alBSNKV{ a LIKR NIRa 8 8 NI
f2ad FIP2NE a2 (22 RAR GKS t10St WEKANR 22N
Transnational feminism then stems from ideologiesughtabout by Third World feminism

and does indeed consider the impact of international powers and global capitalism.

However, Third World feminism centers on the experiences of a specific national context

which informs transnational feminism but is not itslpiconcern.

Intersectionality and its Role in Transnational Feminism
CNFyaylFdA2ylrt FSYAYAAY O2yaAARSNER GKS 3Ift20l f
does not stop there. To fully embrace transnational feminism, we must also consider
intersectionality. American civil rights advocate, and critical race theory schiolweKé

Crenshaw first coined the term intersectionality in her edSaynarginalizing the

Intersection of Race and Sex: A Black Feminist Critique of Antidiscrimination Doctrine,

Feminist Theory and Antiracist Politics1989. Crenshaw used intersectionality to describe

the discrimination felt by Black women who not only experienced sexism, but racism too.
Crenshaw identified that gender is not the only oppression felt by women and that
consideration for where gendentersects with other forms of oppression such as race is

important. Rafia Zakaria, author Afjainst White Feminisif2021) explains that:

G¢KS |aadzYLWiAz2y OGKIFG 62YSy 2F 02t 2dzNJ I yR
disadvantages against men is flawenXV@omen of colour are affected not simply

by gender inequality but also by racial inequality. A colalind feminism thus

imposes an identity cost on women of colour, erasing a central part of their lived

SELISNASYOS YR (KSANRLBEAGAOLE NBLFEtAGEE 6

A White feminism fights oppression through a singular lens, whereas intersectional

feminism embraces a multitude of oppressions. This approach places value in the lived
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experience of those who often are voiceless. It provides spaa@ Y S gafatives that

are overlooked and considers important differences that impact on how women experience

GKS ¢g2NIR® / NByaKl g Gakdf@chsediahalysigprevdentsi F {1 Ay 3 | a
understanding the intertwining of people's identities and thus the sveywhich

RAAONAYAY I GA2Yy | OGa aAaydzZ FyS2dzate FTNRY RATFT
The origins of intersectionality focused primarily on the intersection of eaxcegender;

however, in recent years intersectionality has advanced to consider other forms of

discrimination as well. While transnational feminism considers differences of lived

experience of women globally, contemporary intersectionality takes a conemste

approach and identifies that women living even in the same country may experience

different forms of discrimination. These discriminations do not only include race but also

sexuality, class, disability, neurodivergence, migration status, religi,edc. Angela Davis
FlLY2dzate 6NRGS GaFSYAYyAAY Ay@2ft @dSa a2 YdzOK Y2
YdzOK Y2NB (GKIFy 3SYRSNE O05F @PAa3 HAMcY MOTO® 2
the oppression of women, not just one. Fundamentally, &isut championing diverse

perspectives and valuing lived experiences no matter your race, age, sexuality, class, or

other divisions that make up the wieanging spectrum of identity. It is about finding a

feminism that allows for empathy and an inclussgace that embraces multiplicity.

Below is an image of Angela Davis in Nairobi where she attended the 1985 UN conference
on women as a panelist discussing peace and patriarchy. As mentioned above, the early UN
conferences played a pivotal role in the development of transnational feminissnno

surprise that the fundamental considerations of intersectionality have become a key
component of transnational feminism when scholars such as Davis contributed to the early

formations of transnational feminist thinking during the UN conferences.
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Fig. 21Angela Davis in Nairophoto, Polly LevensSchlesingeLibrary, Harvard Radcliffe Institu(@985)

Intersectionality that considers multiple forms of oppression has not been well received by
Fffd t NPFSaa2N aAOKSttS CAyS SELXFAya GKEG
complicate our analyses with attention to race, ethnicity, class, seyudisability,

AYYAIANF GA2y adlddzay SG0dr GKSYy 3ISYRSNI g2dzZ R
{2YS FSINBR (KIGd AYyUuSNBSOUGUAZ2YIEAGE 62dzf R QA2
However, it is my belief that by acknowledging the intetgms we allow for a more

complete understanding of the lived experience of women. We cannot prioritise some
2LIIINBaaA2YE YR Ady2NB 20KSNEP® 22YSyQa SELISN
lived experience involves a multitude of understanding®&e must appreciate that in some
circumstances certain forms of oppression may be more urgent, but that does not devalue

others.
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The role of this research is to understand and represent diverse narratives. | have drawn

from transnational feminism and intersectional feminism to consider the unique lived

experiences of those who participated in case studies and interviews for thesthe

GENI YaylFrGA2y It FSYAyAad GKS2NE Ay O2N1LRNI GSa
FYR a@YYSUNE 2F LIR2oSNI IY2y3 g2YSy¢ oO6al NBKI f
AYUSNBp2@Sy G2 it26 F2NI I Y2NB O2 YesINERKSY & A @S
French activist and author Frangoise Vergeés explains in herAh@mscolonial Feminism

(20210 KF G aU0KS Y2430 SYyftAIKGSYAy3a yR LINPRAzOGA @
those that have drawn the greatest number of threads together to highlight the concrete

and subjective networks of oppression that weave the web of exploitation and

discriminah 2y ¢ 0+*SNHSAX HAHMY HHO® . & ONARYy3IAYy3I G2
transnational feminism and a multiple escapproach from intersection&minism,this

thesis examines transnationality from a wide range of perspectives. Furthermore, it provides

a plaform to analyse the intersecting identities of race, class, religion, sexuality, migrant
dilddzas GKSANI AYLI OG0 2y YAIANIYG 62YSyQa SELIS

alternative photographic processes.

Transnational Feminism in Photography

Examples of the influence of transnational feminist thought and the intersection of
migration and gender can often be seen in creative arts practices that transcend borders,
merge cultural influences, bring attention to issues that impact women from atyaof
perspectives, and consider intersectional viewpoints. Often these artists incorporate
personal experiences while also engaging in a global dialogue. For exanNdgalirBrave

. F NP SSQa LI g S NBrdstddamitirid202D)ghe éréatdd anemorial for all

the women who were murdered by men in her home country of Argentina in the year 2019.
BraveBarbee was born i€6érdoba, Argentina and now resides in the United States. She
2FT0SYy AYyO2N1lIR2 NI (iSa KSNI FFHYAf@Qa YAINIXGAzy aid
themes within her creative practice. BraBarbee has experienced domestic violence

herself and so not only daethis project highlight violence against women worldwide, but it

also stems from personal experience.
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Fig. 23Close up of one of the flowers from tipeoject Flores de Femicididlatali BraveBarbee© Galerie
Lucida(2020)

In Flores de FemicidBraveBarbee draws attention to the femicidesaking place in her

home country. She found that in 2019 there were 327 femicides in Argentina alone. She

began creating an archive for each of the victims researching their story and uncovering as

much information as she could from the news and whatwias able to find on social

media. BraveBarbee created unique thregimensional flowers using the cyanotype

technique. Printed on each individual flower are images of lace, flowers, and other plant

materials. Attached to each flower is a tag listing eakhOvi A YQa Yy I YS 2NJ &A Y LJX
Y2YONBE F2NJ 0K2aS fAa0SR Ay ySga NBLRNIA ¢K?2
omitted. The flowers are a nod to the tradition of placing flowers at the grave of those who

have passed. Braw®arbee states that:

G2 KSYy a2YS2yS a4l @a oedby meén2haSsjust@abaddiraryy dzNR S NJ

number that one may or may not be able to imagine. | have built these cyanotype

S VG RART WWRY W InRUOWPT WH! WO Wi Y& WU Lrélatdd ractivhtior, teaniddéq RY U ¢ G Wt
may be driven by stereotyped gender roles, discrimination towards women and girls, unequal power
Il JadcaqRYUt WA s WUUWs YGIUIUWE UT (UNiWothen2824 16 ¢ | Gne G W YHR¢ G WO Y
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flowers as a representation of each woman. When one stands in a room with all

these flowers, the overwhelming number of them has an impact when a life, a

LISNE2YZ | g2YlFy Aa |aa20A10SR gA0K SI OK®

~A A

dza I 3S 2 FF SIRSONRBNEY  (W2-baBef &ibdsagaifst vibBgh Rveriy]
time it applies. If they did, it would become apparent how problematic these societal
AdadzsSa NS Ay AYRAGARdAzZf O2YYdzyAlGASa
(BraveBarbee, 2025).

BravoeBarbee often used social media to search for information on vicfling.hashtag
#niunamas for example is used online to highlight femicides in Argentina.-Barbee

found that the Argentinian government was not doing enough to protect women, and it is
only through gatherings of local groups of women that she was aldEato more about

these deaths.

Fig.24 Installation view oFlores de Femicidiblatali BraveBarbee© Galerie Lucidé2020)

58



Fig. 28Detail image oflores de Femicidiblatali BraveBarbee© Galerie Lucid2020)

Another artist who is also exploring feminist themes from a transnational perspective is
Masha Weisberg. In her body of wdrkheriting the Silenc€024) Weisberg examines the
possibility of passing down generational trauma to her child. Weisberg is a Ukrainian artist
currently living in Canada. She was forced to emigrate from Ukraine after the Russian

invasion in 2022. The ongoing impacts of wadl &er search for home and belonging are

GKSYSa GKIFG INB SELX 2NBR Ay IdeftiKg tte Biedc& A 4 6 S NH

Weisberg questions thiengterm impact of the trauma she experienem Ukraine that led

to her migration. Since her migratt Weisberg has become a mother. It is through the lens

of motherhood that she questions what traumas are silenced and which ones are moulded
into stories passed down from generation to generation. Weisberg explains that the trauma
2T o NJ Aa sty thai[s] told; sfterd itiis fbund in absence, in silence, in what is

f STG 0SKAYR IyR gKIFid A& RSt miedingthe SikercesdsS T {

the role of motherhood as a catalyst for exploring generational trauma, migrationwand
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Fig. 26om the seriednheritingthe Silence Masha Weisber{p024)

Weisberg juxtaposes images from her archive of motherhood with images of missile strikes

in the Ukrainian sky. Weisberg creates the first set of images gkirsg dnplates. Some of
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these images are screenshots from her child being born, sonograms from her pregnancy,
images of her breastfeeding her child, and gftraits with her child in the bathtub. These
images were projected from her computer screenpiretographed, and thennnted using

the enlarger ontaglass dryplates. To contrast these images of motherhood Weisberg then
creates photos of missile strikes by using silver gelatin prints on black coated aluminum
processed with ammonium thiocyanate. Using film photography déegsrephotographs
screenshots of videos of the sky in Ukraine while phosphorus bombs are exploding. The
videos are taken by both civilians and soldiers. This stark difference between intimate
moments of motherhood with images of war reveal the underlydngcerns of the long

term impacts of her forced migration and the ongoing traumas of war. This body of work
investigates stories of movement, which ones are told, and who passes those stories on. The
emotional landscape of migration and how it is visualissing alternative photographic
process is explored further in Chapter 3 which introduces the work of my four case studies

Maria MartinezCafas, Odette England, 1zabela Pluta and Dafna Talmor.

Fig. 27om the seriednheriting the SilenceMasha Weisber{024)
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Continuing with themesonnecting to prsonal archives, generational storytelling, and

migration Magda Kuca creates portraits of the women in her family that are influenced by

her Slavic heritage. She photographs her great grandmother, her grandmother, and her

mother to explore ideas surrounaly ancestry and memory. Kuca is a Polish artist currently
oraSR Ay [2YR2y® YdzOl SELX FAya GKIFIG &t AGAyYy3
[her] feel more Polish in a strange way. The distance creates this longing, but also a sharper
awarenessoB KI 0 ©0&dKS®6& OF NNXASa8 ¢gAGK KSNE 06YdzoOl =
Poland regularly to collect objects that she uses within her portraits. She also researches

Slavic histories and customs as well as gather stories to share in her irdagesthe

women in her familyrovidesa sense of protection and wisdom. She includes herbs, textiles

and motifs that evoke spirituality, folklore and tradition. It is through her migration that she

became interested in telling these stories of her heritage. Kuch éxpg y &Y ABKNI i AR Y w0 X
makes you think about what gets lost, what gets held onto, and what you need to invent to

FSSt 9gK2ftSPd ¢KSNBXQa | aSyasS 2F ONBIFOGAy3 &2 dzN
LI ad FyR GKS LINBaSyidé¢ o0YdzOooninerogapebhow Y dzOlF dza S
memory works and how it gets rewritten. Her work weaves together folklore, family, and a

sense of home.

Fig. 28+rom the seriesThe Grandmotherdlagda Kuc#2016)
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Fig. 28+rom the series [@vic BestiaryMagda Kucé018)
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All three examples interrogate unique individual lived experiencesigfantwomen from
around the world. They reframe feminist themes from an international perspective. Each
artist has used innovative approaches to vissiradj these critical feminist themes. From
cyanotype to wet plate collodion Brax@arbee, Weisberg, and Kuca have each brought
attention to important issues women are facing around the world in relation to their
migration and have done so using experimemaproaches to image making. These artists
have woven personal and political narratives in a way that trangedorders. All three
provide an example of transnational inquiry within their practice. Further investigations into
artists who are using alternative photographic processes to explore themes related to

migration from a transnational feminist perspectiveeaxplored in my case studies chapter.

Conclusion

l'a fFAR 2dzi Ay (GKA& OKFLIWGSNI AG A& AYLISNI GAGS
{KFNAY3 62YSyQa LISNELISOGAG®SE O2y GNAROdziSa (2
personal experiences can help us make sense of migration, ideas of homelandibg,

and how living between countries can impact on your sense of Bal.thesisncludes

personal life stories of women and how movement has influenced their creative expression.

%l 1FNAE SELX I Aya GKFG aR2 OdzYas ghipfirhatienyof 2 ¥ S E LIS
KdzYt yAGes a2t ARFENAGET yR 02ttt SOGAGBS SELISNAS
diversity of migrant voices instead of assuming one generalised viewpeiaeptions of

migration and gendeare challenged while aldwoadering] y2 6t SR3IS 2F G(KS SEI
migrant women face. This research interweaves a plurality of voices and ideas to make

sense of transnationality and how it can be visualised using alternative photographic

LINEP OS&daSad LG Aa yS OSspectivésBor aic@mpreheiisBea NI G S 62 Y S

understanding of these themes.

In this chapter | have provided an overview of transnational feminism and how we can use
this as a frameworko explore the lived experience of migrant womemxplainthat by
taking aglobal perspectivaimilar to that oftransnational feminism andcknowledgng

individual unique experienceasis possible to see a more nuanced understanding of
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transnationality and how it is visualisells mapped out earlier, transnational feminism is

also intertwined with intersectionality and considers how various oppressions intersect. We
must not just consider gender, but also how one oppression overlaps with others such as
migrant status, race, sexlity, neurodivergence, class, eite preceding research

Sadlrof AaKSR GKIFIG GKS AyOftdzaizy 2F ¢62YSyQa

narratives in migration studies.
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Chapter Two: The Transnational Experience

This chapter addresses the complex experience of transnationality for migrant women
artists by considering theories of home, rootedness, contemporary understandings of
nostalgia, philosophies on place attachment, and the implications of declarative episodi
memory.Here | analyseritical discourse from experts such as Associate Professor Felipe De
Brigard, feminist scholar Sara Ahnfigdnd Professor David Seamon whilst also navigating

the lived experience and personal stories from migrant women themselves.

Interwoven throughout this chapter are excerpts from a series of stractured interviews
that were conducted using Zoom video conferencing software with eight individuals who
identify as migrant women artists and who have experienced transnationaditycan read

all eight interviews in their entirety in the appendices. To gather a diverse range of
understandings of transnationality the participating women descend from different
backgrounds, cultures, age groups, and are at different stages of theersaas artists.

Ther photographic approachegaryas theprimary goalof Chapter Twas to establish what

the transnational experience is like. They have lived in a total of thirteen different countries
between them including Bulgaria, Cote d'lvoire, Germany, Guinea, Mexico, the Netherlands,
New Zealand, Poland, Russia, Senegal, Taiwarnited Kingdom, and the United States.

In addition, the participants have had varying motivations for migration and experiences of

transnationality.

5 Ahmed is an Australian British feminist writer and independent scholar who was previously the
Professor of Race and Cultural studies at Goldsmiths, University of London.
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Migrant Women Artist Participant S\
Places of Residence

Fig.29 Blank world map with indicators of interview participants places of residgo21)
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*Indicates a location the participant has lived either for a study abroad programme
extended travel, but not a location they have considered home

2 2YSy

LydSNIDASS

t I NI A OA L]

Participants name

Place of Origin

Locations of
Migration

Place of
Residence During
the Interview

Roxana Allison

United Kingdom

Mexico

United Kingdom

Hadiatou Barry

Guinea

Céte d'lvoire, Senega
United States

Coéte d'lvoire

Vera Hadzhiyska

Bulgaria

United Kingdom

United Kingdom

Cindy Lin

Taiwan

United States of
America, France?,
United Kingdom *

United States

Antonina Mamzenko

Russia

United Kingdom

United Kingdom

Nastja Nefjodov

Russia

Germany, United
Kingdom*, Czech
Republic*,
Kazakhstan*, The
Netherlands

The Netherlands

Zula Rabikowska

Poland

United Kingdom
(Scotland), United
Kingdom (England),
France*, India*,
China*, South Africa*
French Caribbean*

United Kingdom
(England)

Virginia Woodslack

United Kingdom

New Zealand

New Zealand

Fig.30a A A NI y

22YSy

LYUGSNBASSH

t I NI A2020)LJF vy (G Q&
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Home

Starting from perhaps what could be considered the very central concern of transnational

identity, home, feminist writer and independent scholar Sara Ahhagebstions in her

paper,Home and away: Narratives of migration and estrangembaty migrants define

K2YSd . & aAvYLi e [dzSadAz2yAy3d gKIG K2YS A& I yR
Ahmed begins to unpick the core issue surrounding transnationality. Ahmed suggests that
GK2YS R2Sa y20G aSO0dz2NB A RSy (iskrpldydhe definkion®R Z M d
home to what is familiar. The home, especially for a migrant, is a diverse space that adapts

and changes continuously. This is also true for identity. Identity is not.stdterefore, our

identity cannot be determined by these unchanging definitions of home. She suggests that

home is not one singular location that a person lives in. It is possible for home to be more

than one place and argues that it cannot be simplifiesvteere a person belongs (Ahmed,

1999 :330). Ahmed begins to step away from the postcolonial confines of belonging in

relation to the construction of a transnational identity and begins to look at these concepts

by problematising traditional definitons &2 YS® a LG A& &dzOK GNI yayl
subjects and others that invite us to consider what it means to be at home, to inhabit a

particular place, and might call us to question the relationship between identity, belonging

YR K2YSé 0! KYrnBdargwestatitisottmse dvidd have inhabited multiple

places that are able to challenge preconceptions of home as they have lived outside of these
normal constructions. If we understand home to be one singular fixed location that

encompasses all attrittes of belonging and familiarity, then we dismiss the experiences of

those who have ties to multiple places.

When we challenge definitions of home, we are also then required to reconsider what

migration means in relation to home. Migration is often viewed as moving away. The act of
Y2OSYSy(d Ll eé&a |y AYLRNIIFIYd NRBtS omeyheSadl of
movement is seen as going in one direction. The direction that takes you away from a fixed

place of belonging and familiarity. However, once we have established that preconceived

”Ahmed is an AustralianBritish feminist writer and independent scholar who was previously the
Professor of Race and Cultural studies at Goldsmiths, University of London.
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notions of home are riddled with problematic assumptions, we begin to see that traditional
definitions of migration may also need deconstructing. Movement does not necessarily

negate belonging and home is not necessarily one space. The sociologist Rés@ust

confronts the traditional definitions of migration and argues that instead of migration being

a single mobility event, it is instead an ongoing process. She explains how previous ways of
GKAYT1TAY3 AYIFIAYSR AYYAINI Yy EimilatdintadSet ndivS s K2 a
homeland, and persistent emotional or other bonds with a former home country were
NBE3IINRSR a 204Gl 0ftSa G2 adz00Saa¥fdzZ Ay O2NL}RN
contemporary approaches to migration research acknowledgdrtiresnational perspective
andunderstand that migration involves continued mobility and communication between

Fy AYYAINryGQa LI FOS 2F NBaARSYyOS IyR LX I OS
points out that migration studies no longer consider askition to a new homeland to be
4dz00SaaFdzZ GKNRBdAzZAK GKS ol yR2yYSyid 2N 20SND2
It is in fact possible to integrate with a new society while maintaining a connection to past

homes.

Ahmed considers the possibility of unfixing the home and the possibility of thinking about

identity without home. In her article Ahmed refers to her own migration story and attempts

to establish where home is based on her own experience. She questionbertiee

location of her birth, England, the location she grew up, Australia, or the location where her
FlLYAfe tA@Sas tlhlAadlys NS ff KSNI K2YS 0! K
at-home involve the coexistence of these three registers? CadzyieR SNE i | Y R Wt S| gA
K2YSQ a4 GKS oNBI1AYy3 LINI 2F GKA&E O2S8SEA&GS
f2y3ASNI 6KSNE 2y SQa ¥ lcouitdé@Ahmed, IDEIBYBRNI Ay 2y SQa
problematising the definition of home Ahmed enables the unfixing of ideas surrounding the
experience. Traditional ideas of home may attempt to define it based on these three pillars

Ahmed puts forward: place of birth, place of current residence, plédanoily residence.

The loss of these places then becomes a katufe of the transnational experience.

| 26 SOSNE ! KYSR Ffa2 | NBdzSa GKIG ao0SAy3a OFyyz2
origin. But on the other hand, migration and nomadism are inscribed as exceptional and

extraordinary in the very event of beingfihed against home: that is, an implicit opposition
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Ad aSi dzLd 0S06SSy (K2asS 6K2 FFNB [ dziKSydaaoOl f ¢
(Ahmed, 1999:339). Despite migration often being defined in contrast to home we can see

that by setting up binary systems it oversimplifies the experience and $igsren home

being a static inflexible place. One who simply stays put does not necessarily mean that they
have found the true genuine home and those who are defined by movement in a way that

could be conceived as authentically migrant does not necessaein they do not have a

home.

In Space, Place and Gend&994)by social scientist and geographer Doreen Ma%tesy

idea of unfixing place and home is explored further. Massey suggests that previous

definitions of place attempt to fix and enclose spaces. By fixing static identities of place,

they build borders that separate the otheand the familiar. By looking at location from a
GNFyaylrdAz2yrf LISNBRLSOGADS al aaSe 06StAS@PSa (K
interrelations at all geographical scales, from the intimacy of the household to the wide

AL OS 2F (Nl yadaraaSebD2ygpdovmeyad Ly al 8aSeQ
static constructed boundaries that surround how people define place. Like identity and

memory, place too is a malleable idea. Massey explains how people attempt to set

boundaries and create a lockead definition of a place, often at times in contrast with other

places that have also been defined by strict boundaries. She goes on to explain how these
boundaries are permeable and that we can reconcepsaadiiow we think about place once

we break down tlese antiquated restrictions ways of thinking

Once we imagine home as an unfixed notion, then the understanding of a transnational
existence becomes more complex. The possibility of multiple homes and the implications of
GKA& 2y (0KS YAINIyOiQa aSyaS 27F a®dufesthea aAIYA

conflict of having multiple homes in his es$@gdiscovering a sense of plgt896)he

8 Masseywas a British Professor of Geography at the Open University specaitigin Marxist geography,

feminist geography, and cultural geography.

21 JWUW~¢tt 13!kt Wet DWYnWaq6WWs YI T WwYqdsdl wWl Inldl t WaVY WG
dominant location. In this instance she is explaining how previous definitions of place placed familiar

spaces, or the home, as one place and everywhere elsg 6 ¢ qlis ¢ WOYqWn¢ G RGRCE I Wet Waé6 1L
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suggests that it is possible to feel at home in several countries and at the same time not feel
at home in any of them (Seaman, 1996: 37). As migrants are exposed to multiple countries
and communities as part of their migratory movement it is often foumat they develop

bonds with multiple places. They can feel connected to their new place of residence which
may fulfil their preconceived notions of homelingasile also charactesing their place of

origin as their homeand simultaneously experiencing home in multiple locations. While at

the same time it is possible to not feel at home in the place of origin or the new place of
residence. Often migrants find that when returning to their place of origin after living

abroad fo some time they no longer feel a connection to this place. As communities adapt,
time passes, and societies impact on the place of origin, what once felt like home can
become unfamiliar. The location that held so many expectations and memories of what
home is, suddenly no longer upholds those predetermined beliefs and becomes an unknown

terrain of loss and unfamiliarity.

In addition, landscape architect and researcher Clare Rishbeth argues that it is not just

AAYLIX & || O2YLI NRAaz2y o0SisSSy GKS LI aid K2YS |y
imagine migrant experiences as prand postmigration, such a dichotomous view

inaRSljdzZ G6St& NBLINSaSyida GKS GNIXyaylaAaz2ylf Reyl
2014:107). There is a third location that is also present in this establishment of differences.

You have the place of origin, the new place of residence, and the tuatidn introduced

08 WAAKOSGK a Fy AYIFAAYSR t20LGA2y 2F SELISC
a connection to the future destination, and expectation informed by shared images, gossip,

and stories, on arrival, and in those first weeks, ni@nteven years of settling, the local

environment is not just measured against the place that has been left, but against the
FYGAOALI SR OAYFIAYIINBO L IFOSE 6wAaKOSOHUKI Hn
can be challenged upon arrival. Attimes, & I OS Yl & FI At (2 dzL)K2f R G
expectations. This failure contributes to feelings of detachment and displacement. The act

of movement from the place of origin to the new place of residence and loss are two

common characteristics of tranationality. Loss of an expected idea of the traditional fixed

home, loss of a fixed identity, loss of a sense of belonging, loss of familiarity and community.

Another important aspect of transnationality is the role of memory.
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Memory

Sociologist Avtar Brah writes in her pap€grtographies of Diaspora: Contesting ldentities

(1996 G K2YS Aa | Y@iKAO LXIFOS 2F RSAANB Ay (K
place of no return, even if it is possible to visit the geographical territory that is seen as the

LI F OS 2F 2NAIAYE 0. NF KX ™ddcerhateaponlyde visitel K & dz3
through memories as it is a place one can never return to physically. It no longer exists

outside that specific moment in tim&ah was writing this in 1996, it is now possible to use

updated technologies such as video conferencing software and social media to reconnect

with people and places that are physically out of reach. However, her statestidmings

true. We may be able to connect over vast distances with the click of a binbovever,we

can never return to an exact moment and place in time. This is something that can only be
revisited in our memorieswhich is also subject to change over tilAddmed also comes to

this conclusion when investigating the role memory plays in the construction of home for an
immigrant. The memory of a place and equally the failure to remember a place contributes

to whether it feels like home or not. Remembering witas like to inhabit a place plays a

NREES Ay 2dzNJ O2yy SOl A 2 ywomeassodatediwith &2hOrheiihatatis @ & ¢ K
impossible to inhabit, and be inhabited by, in the present. The question then of being at

home or leaving home is always a question of memory, of the discontinuity between past

FYR LINBaSyidé¢ 6! KY SRéver exiptdnoh¢ same mathifestafiont &s it Qidl

Ay GKS LI adod LY FTRRAGAZ2YS & GAYS LI aasSa azc
are knocked down, parks are replaced, space becomes redeveloped. What once was familiar
becomes alien and disté As the migrant was not there to witness the changes the stark

realisation that the physical space has changed makes it difficult for the immigrant to

remember what it is like to inhabit such a space as they have no recollection of these new
developmens. The opposite is also true. When an immigrant arrives at their new place of

domicile, they have no active memories of this place. They can only draw from their

knowledge of the location gathered from thighrty resources. The inability to recall

inhabiting space results in feelings of detachment and unhomeliness.

@\

G¢KS SELISNASYyOS 2F S| ya K2YS Ay YAINI G

A
YSY2NER G2 FdzZte YIS aSyasS 2F (GKS LX I OS 2
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returning home is likewise about the failures of memory, of not being inhabited in

GKS alyYS gle& o0& 0KFIG 6KAOK FLIJSIFNB Fa FIlY

The migrant has no lived experience of the new place therefore there are no memories to

draw from to establish a sense of home or identity. The lack of memory impacts on the
YAINI yGaQ FSStAy3 2 aftenf@drting fom a pladehofadign Ly | RRA {
immigrants begin to compare their new environment to the memories of their past

residence. It is through this juxtaposition that immigrants learn about their new dwellings

and either construct rifts or connections tbheir new home. This relationship established

against the memories of their pafkeflections on memories enables immigrants to build

bridges between what once was and what is. Belonging and in contrast feelings of

displacement are two experiences often associated with migration and are often felt by
measuring memories against new exjggices. Belonging being attributed to places in which
memory is used to establish positive connections and displacement where the memory
LINE@Sa GKFIG GKS ySg K2YS OFyy20G FdzZ FAEE (GKS

Autobiographical memory also known as declarative episodic meti@sya system that

utilisSa GKS NBO2tfSOGA2Y 2F Yy AYRAGARZ f Qa LISN
explains that places from childhood in addition to present residences can provide a source

for autobiographical memories which contribute to personal identity and conyndihe

richness of these memories depends on the length of time a person resides within a

LI NOAOdzE F NJ £ 20F A2y d a¢KS 2y AENI FBR YSFIARK
these memories contribute to the sense of belonging (Lewicka, 2014t33jmportant to

acknowledge the value of time when discussing memory. Lewicka later argues that you

cannot determine place attachment based on the amount of time spent in a location alone.

There are many contributing factors to the formation of a traasonal identity and to

which locations a migrant may form place attachment to. However, time does have an

important role in relation to autobiographical memory and therefore should be recognised

10 Experimental Psychologist Endel Tulving first established theories on declarative episodic memory in
EGRt YT RAWe U1 WE ih A% Dpyilishéed-inOrgaYizatiok of memory
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as a significant contributor. Memory of a place and how a person identifies within that place

are a considerable part of transnational identity.

Negotiating Rootedness

If home is an unfixed place in the transnational experience that is fluid and continually
changing, then what role does rootedness play when considering the migrant experience?
French philosopher Simone Wiel wrote in her bddie Need for Roots 19494 &1 2 0 S
rooted is perhaps the most important and least recognized need of the human soul. It is one
2T UKS KINRS&aG (G2 RSTAYSE 062SAfX mMdbdndpY nnovd
specifically experienced by those whose lives are characterised Ibgl glovement. In fact,
belonging is a universal experience that allows people to feel supported, understood, and
accepted. However, for those who have left their place of origin, belonging, and feeling
rooted in place can become more complex. What then hagp&hen your roots are spread
across oceans, become uprooted, or even severed? Do you put down new roots, perhaps
slightly less shallow or live a rootless existence? From the interviews with migrant women
artists, this research has found that rootednessfien associated with feelings of

community, belonging, and a place in which you feel safe and connected. However, feelings

of rootedness do not necessarily imply one singular location or even permanence.

Roxana Allison, artist, and photography technician explained that her migration has resulted

Ay ao0St2y3IAy3T SAGKSNI LI NI tee Appeddin®). 2ANsbdfwas) St & (2
born in Manchester to a British father and a Mexican mother. At the age of five her family
RSOARSR (2 Y2@S (2 aSEAO2 (2 KStLI ¢AGK KSNJIY
SEFOSNDBIFGSR o6& G(KS RIFYLI 6S( ¢ pdrent\@aNddroy 9y I f |
instill the family values of Mexican culture which would be easiefo in Mexico in a

location closer to their family. Allison explained that after moving to Mexico:

aL FStd OSNEB 9y3ItA&aK Ay aSEAO2 dzLd G2 + OS
felt uncomfortable necessarily, but | felt like people stared at me a lot more. Just out
of curiosity, there was no malice in their staring at me, but | just alwaysfthe

spotlight. So, there was a signal telling me that | wasn't quite from there. But | felt
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like | was from there but at the same tinmet, because my appearance was very
RA T T 8 (&8 Kopending).

la |y [RdA G 'ffAa2y NBOGdz2NYSR (G2 fABS Ay GKS
quite fit in in the UK either. It was during her time in the UK that she began to identify

GY2NB a4 aSEAOI ysediApperdid). Bespitier feelNd of Hoegéite o6

fitting in both in Mexico and England Allison still feels like she belongs to both places even if

not entirely. Her roots wrap themselves around two separate countries sometimes more

tightly than others.

Allison explores the experience of being between two countries by returning to Mexico in

her ongoing photographic seriddotherland Mexicq2013Present). Within this body of

work Allison returns to Mexico to capture the daily life of her motherland. She captures

intimate moments, everyday experiences, reunions with friends, and private spaces. Each

image making a record of her own discovefywhat her home has adapted into during her
F6aSyOSed® ¢KA& LINRP2SOG FOdha a | R20dzySyid 27
O2yySOiGA2Yy (G2 (GKAA O2dzyiNBE® | A&d2NRIY 1§ F2yI1
allowed hertounwrap spacefo y2a i+t 3AF X f2y3IAy3IT YSElyOK2¢
(Vazques Perez, 2013). She comes backseedMexico almost as if for the first time. These

journeys back home allow her to reacquaint herself, but also to explore her rootedness. This

body of work allows Allison to work through the complicated relationship she has with her

migrant experience and hdeelings of not belonging to both countries.

1 Thisinterview between Roxana Allisonand myselftook place online using theZoomvideo conferencing
platform on the 6 October 2021.
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Fig. 31Ventana de papa / Dad's window, Mexi¢®oxana Alliso(2013 Present)

This experience is not unique to Allison, artist, curator, and educator Vera Hadzhiyska was

born in Bulgaria and moved to the United Kingdom to study photography at Portsmouth

University. During her time in the UK Hadzhiyska returned to Bulgaria frequenisit her

family and to continue her research for her photographic seki¢ish the name of a flower
(20172019),which investigates the forced name changes of the Bulgarian Muslim

L2 LIzt F GA2Y FNRY adzZafAyY (2 {{ROMY V IdX I3 NRdzZNDR ¥
explaining her experience of traveling back and forth between Bulgaria and the UK

| I RT KA@&a(1l aleéea aAld YIFH1Sa YS NBIHEtA&AS K26 TF2N
are people [in Bulgaria], they're living their lives. I'm living my life here [in the UK]

separately. So going back there feels like you're jumping into somethat'g fioreign now.

g QWG ¢ qUWNOYNWagd IWNY 2131 UG 13U q WA I Nesstniladelid ¢ TY ! WHe G Gé RN U LW
the # Y 2 U ethriickTdirks. Measures aimed at the Turkish populatiom Bulgariaestimated to number

approximately 800,000, included the discontinuation of TurkisHanguage publications and radio

broadcasts and the requirement that Turks adopt Bulgarian names Disiitrov, P., Bell, J.D.2024)
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experience that Hadzhiyska is referring to is known as collective memory. This concept was
developed by Frencphilosopher andsociologist Maruice Halbwaslin his 1925 bookon

Collective MemoryCollective memory refers to a shared collection of memories and

knowledge understood by a group of people that then contributes to a group's identity

(Halbwacs> MopHPY dhpuvd | I RT KAdalilQa RA&AO2YF2NI 2F
collective memory of the shared experiences of Bulgaria has made her feel separate and
disconnected from that place. She was not there to experience family gatherings, popular
trends,orLl2 f AGAOLKE S@SyiGaod ¢KAa f1 01 2F dzy RSNERGI y
displacement and feelings of a lack of rootedness in a place she used to call home. As she

puts down roots in England her roots in Bulgaria begin to loosen.

Fig. 32 Night Walkgphotobook exhibited at Work Show Grawial and Errogroup show, LondorVera
Hadzhiysk#2024)

18 Thisinterview between Vera Hadzhiyskaand myselftook place online using theZoomvideo
conferencing platform on the 24 October 2021.
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Ly 1 I Rl KéA a NighbWalk{2R2)isBedetletts on her experience of nostalgia,
LJA2@OK23S23IN) LKesx LIXIOS FddrOKYSYd FyR YAIANI
an image looking out through the window of [her] family home, takes you on a night walk

through [the] neighbourhod, and ends by returning home with an image of [her] front

I GSé ol F RTLK& X & AIA2 yidothenbdh® &iSddeilizhiyska also returns

to her childhood home and takes nighttime strolls around her neighbourhood streets. These
images show what it is like to encounter a familiar location, but through the lens of

a2YS2yS K2 KIFL& 0SSy | 41 édthes® Mang&hdeifr F Ay a GKI
simultaneously apart from each other, which creates a unique experience of spaces once
f20SR YR FIYATAINE y26 NBYRSNBR F2NBAIY gAl
walks transported my mindtomorgeti & Ay GAYSI NBfAGAYy 3 FNI O dzN
(Hadzhiyska, 2024). While her frequent travels back to Bulgaria allow her to feel more

rooted in her home, the reality of what has occurred while she has been away loosens their

hold.

While some immigrants feel they are rooted in multiple peaghers feel entirely rootless.

One participant interviewed for this research illustrated her experience of rootlessness by

getting a tattoo that symbolised her lack of roots. Photographer and videographer Zula
Rabikowska was born in Poland and moved ts@dw with her sister and mother in 2001.

A few years later they moved again to Lancashire and then again to East London following

KSNJ Y2GKSNIR& 220 o 2 Nlnivefsitiesih the UK. SheSspeintdnigs i) | . O |
her teenage years in London, but as an adult, Rabikowska has lived in France, India, China,

South Africa, and the French Caribbean. Rabikowska tattooed an image of algae on her body
SELX AYyAYy3 G(KFG al dl B PEBNR20aEY 6 Sti WB&E >~ R2 8A
LINSRSOS 3 a2 N(seePpplerfdifGy ©Jf I Vil &K Y2PAy3 &2 FTNBIdSSy
FSEt0O NR2GtSaad LGQa | aAGNYy3aS 2yS 6SOFdzaS NP
NBI f f & seeyAgpendi$)RIa addition to repeated movements around the globe

¥ Thisinterview between Zula Rabikowskaand myselftook place online using theZoomvideo
conferencing platform on the 9 December 2021.
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Rabikowska also noted that political situations in the UK during Brexit aggravated feelings of

disconnection, particularly for the UK.

' L) dzy GAf . NBEAG ¢ Seally grentfe ds. YOoNBdwiwe®e G KS ! Y
experienced our fair share of discrimination in being Polish here, but there are great
opportunities here, more freedom in terms of treatment of communities and

women it's still better than it is in Poland. So, we wezally excited and happy and

grateful. That was the overarching attitude and when Brexit happened something
ONRP1S R26yd OXB8 . NBEAG RSTFAYA(GSE &eOKI y3aSR
AppendixG).

Fig.33 K22 2F %dzZA I wl oAl 264 pfthedordHomesicli2029 F +f 31 S | yF
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Fig. 34Citizens of Nowher@bywatele Znikadyula Rabikowskg&016)

Ly wloA]26a]l QamothidnBMdnTitehs of Nowkeded16) she takes
photographs of herself, her sister and mother in their family home in East London which she

then soaks in water collected from the English Channel. Soaking the negatives in salt water
distorts and degrades the emulsion visually mimickivgprocess of naturaation and the
SNRPaA2Yy 2F KSNJIARSydGAGeod whkoAl2sall faz dzas
film is loaded backwards and the images are shot through the protectivetsensiparent

layer on the back resulting inreddighNJ y3S FAEf GSNE owloAl2gall I ¢
created as a personal response to the 2016 Brexit referendum specifically looking at the
AYONBLIaSR NI OAAY YR ESYy2LK20AF (KFG F2tt268S

feelings on unbelongingnd her experience of living in the UK post Brexit.

CKSNBE INB Ylyeée O2yiaNROdziAy3a FIFOG2NBR GKIFG AYL

sense of belonging. For artist Virginia Wodadsk, who | interviewed for this research,
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motherhood became a significant attribute of her experience of transnationality. Her

migration story was entirely intertwined with motherhood.

G2S 4SNB ftAGAYy3I AYy [2YyR2y® L KIFIR 6SSy YIN
pregnant, heavily pregnant and [my husband at the time, Phil, and | had] been

talking about the fact that we didn't want to raise our child in London. And | was
quitekeenonud 2 Ay 3 YR (NBAY3 YR fAQAY3I a2YSHK
weeks pregnant, [Phil] got a phone call from a company in New Zealand saying, hey,

do you want to do an interview? And they pretty much offered him a job, then and

there. So, we had to make a dsion with me being 30 weeks pregnant, whether we

gSNBE 3JI2Ay3 (G2 32 wWXB8 HKSY 9YAfe& wYe TFANAID
%SlIfFYRZ FYR SAIKO BEdfgpénddH) 6 SNE L 22AY SR

WoodsJack explains how this experience of moving from England to New Zealand will

always be interconnected with her experience of becoming a mother and leaving hker pre
motherhood identity behind. Woodgack explained how challenging it was to find a

commw Aleé a aKS RARYQlU KIFI@S | g2NJLXFOS (G2 32
migration, she was also experiencing motherhood for the first time and so everybody that

aKS YSGi Ay bSg %SIflryR gFa GKNRdAzZEK &SN Kdzio |
AppendixH). She recalls feeling like there was an end to the person she was when she lived

Ay 9y 3fl yR -idniigratingNaBd\ayV/kginia poBINB 3 NJsde AppehdiH)o

WoodsJack found that as her children grew older their education was more closely

integrated with the natural environment and so through watching them learn about New

Zealand, she too was able to begin to put down roots. Welatk explains that the way

GKFdG aL YIRS Y& K2YS gt a o0& ¢Imingwhagaghedt® SAy 3 |
the wind, to the light, to the air, to the hills. | know them so intimately now that | know that

L ¢g2dzf R YA&aa (&SAPppeRdBH).NI & AF L fSTGE o

Political upheaval, collective memory, motherhood, and belonging are just some of the

influences on rootedness for the migrant women artists interviewed for this research.

15 Thisinterview between Virginia WoodsJackand myselftook place online using theZoomvideo
conferencing platform on the 10 October 2021.

82



Global movement does not imply rootlessness and in contrast, it does not mean a migrant
will have a vast root system, but rather it is an individual experience that is an unfixed and
everchanging journey. Furthermore, rootedness is just one of the keipates of

transnationality.

The Wasting Disease: Homesickness and Nostalgia

The term nostalgia is often taken to be pejorative, seen as a sentimental longing for years
gone by or broadly referring to a way of thinking that deems the past as greater than the
present. The term may conjure ro$@ted memories and thoughts of fondéimes.

However, investigations into the history of nostalgia and {irahd accounts of

contemporary experiences of nostalgia from migrants today reveal a more multifaceted
understanding of the experience. The term nostalgia itself derives from the GrRekIR Q &
nostos, meaning return home, and algos meaning pain (Wildschut et al., 2008). The
relationship between nostalgia and homesickness has therefore been interconnected since
its earliest uses. References to nostalgia in Greek mythology can be obsetveédYhS NX &
epic poem the Odyss&y This fundamentgbatriarchalwork of the Western canon tells the

tale of Greek hero Odysseus, King of Ithaca, on his journey home after fighting in the Trojan
War. During his travels he yearns to return to his homeland he left many years before. The
poem explores Odysseus longing filvaca, the grief he experiences during his time away,

and his loss of identity and meaning. The first time the term nostalgia itself was published
was in 1688. Author Johannes Hoffer published irvaslical Dissertation on Nostalgta

his findings on Heimwel¥g KA OK KS | f 42 NBTFTSNAR (2 a (0KS ag

380). This disease is described as an afflicted imagination.

Gl SYyOSs FTNRBY GKS fAQGAY3I ALIANRGA SYGANDBfe

routes through the untouched courses of the channels of the brain to the body, and

18 Homer's Odyssey is an epic poenbelieved to bewritten in the 8th century BCEand is considered to be
a masterpiece of Greek literature alongside its prequel The lliad.

17 TheMedical Dissertation on Nostalgiaby Johannes Hoffer is accepted as the earliest publication on the
subject of nostalgia. It is believed that this publication is the first time the term nostalgia was used in a
medical dissertation. (Hofer, 1688: 376)

18 Heimweh is defined by Collins dictionary as the German word for homesickneg€ollins dictionary,
2023).
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by revisiting the oval tubes of the centre brain, it is originated by arousing especially
the uncommonand evekINS & Sy 4 ARSI 2F GKS NBOIFIfftSR ylI
1688:381).
CKAAa (NRdzoftAy3a RA&SIAS g+ a OKIFNIOGSNRASR | a
1688: 381) that caused physical and mental symptoms such as grief, fever, disturbed sleep,
Kdzy 3SNE GKANBGZ RAYAYAAKSR aSyaScawe KSI NI LI €
[patients] are abandoned by the pleasant breeze of their Native Land or because at some
GAYSZ GKS& LIAOGIINE GKSYaSt@gSa Syecz2eAiy3da GKAaA
was thought to result in death only remedied by a return to the homeldndhe mid18th
century Swiss physician, Johann Jakob Scheuchzer suggested that the cause of nostalgia was
a change in atmospheric pressure causing damage in the eardrum whers8disss
descended the mountains and was related to the hopelessness of ever returning home (De
Brigard, 2018: 155). The implications of the condition required medical treatment, and
patients were advised to refrain from sounds associated with memoriesroeh Towards
the end of the 19th century Austrian founder of psychoasalySigmund Freud began to
introduce his theories of nostalgia, and the illness becameatalogued as a psychological
condition rather than a neurological disease as it had previously been believed to be.
Throughout thetwentieth century scholars such as Willis H. McCann, Mike M. Nawas, and
Jerome J. Platt continued to expand ideas surrounding nostalgia to include broader
understandings of the term. Nostalgia was no longer relegated to simply longing to return
home, but also pastxperiences, autobiogrdgcal memory, and geographical locations that

extended further than previous place of residence became significant factors.

Contemporary understandings of nostalgia however depart from traditional

characterisations. Associapeofessor at Duke University Felipe De Brigard for example

F NHdzSa (GKIG aO23ayAridAirgStes yzadlftardo SoSyaa A
GKFG YFEe 2N YlLe y20 KIFI@S KIFILIWSYSR Ay 2ySQa 2
expands definitong ¥ y2adGl f 3AF (G2 3I2 o0Se2yR (KS &Ay3dA
SELISNASYyOSa 2dziaARS 2F | LISNE2Yy Q& 26y YSY2NER
YIe y244 Ffglea oS OFdzaSR o6& | RSaANB (2 NBGd
about sonething else entirely. Furthermore, while De Brigard does not discount that
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nostalgia can be debilitating, nostalgia can also act as a motivational tool. Nostalgia then
departs from the traditional ideas of a devastating wasting disease to a topic with the

potential for fortifying benefits.

My research particularly is interested in the experience of nostalgia and homesickness of
YAINI YOG 62YFYy FNIAadGad 2A0K +ty SadAYFGSR daw
Jt 26t LRLIAFGA2YyEé 0622NIR | SIfGK hiNgOF AT I GA 2
the lived experience of migrant woman artists today is imperative to understanding the
transnationality of migrant women and how this experience is translated in their art

practice. From interviews with migrant women artists and critical anslysscholarship

surrounding concepts of nostalgia, whether debilitating or fortifying, it was observed that

the lived experience of nostalgia for migrant women can be broken down into three

categories.

First and foremost, the emotional symptoms of nostalgia. This can include yearning,
f2yStAySadaar ReaLK2NAI I 2N alRySaao ! fftArazy a
depressed. | feel unmotivated and uninspired. Just like a blob on the couchfdglike |

KI @S Y2 s8yipendhd).cAnother intervieweertist Nastja Nefjodov echoes this as

4KS RS&EONAO0Sa KSNJI SELISNASYOS a4 F¥S8@ky3d fA1S
AppendixF). These two examples demonstrate the emotional impacts of nostalgia and
homesickness referencing the inner turmoil felt by many who have had to leave their place

of origin, particularly those who have had to leave due to circumstances out of their control

¢CKS SY20A2yIlf &aevyLli2zvya 2F K2YSaAiaolySaa Oly K
Although most of the artists that were interviewed for this study reported that the

emotional symptoms did not last long, typically a week in length, symptomsasafolt

YdzOK f2y3ISNI YR KIF @S | RS@dng.Manyafthgs8d SFTFFSOGH 2

symptoms relating to the emotional upheaval of nostalgia such as feelings of restlessness,

18 Thisinterview between Nastja Nefjodovand myselftook place online using theZoomvideo
conferencing platform on the 18 October 2021.
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depression, and lack of inspiration can often result in time taken away from creative

practice.

The second set of symptoms can be charasterias cognitive, for example, preoccupying

GK2dAKGAE 2F || YAINIyiQa K2YST | yEASGET 6AlGKR

place of residence, and fixation on memories whether autobiographical or from elsewhere.
Some of the participants who wersterviewed for this research found online

communication such as the use of social media to be a useful tool that helped them feel
more connected to their places of origin and helped relieve cognitive symptoms of
K2YSaAaOlySaad . NNE F2N) SEFYLIXS SELXIAYSR
different parts of the world, that makes it easy to remain connected to them. I'm always in
my friends, DM%. | look at their stories. It doesn't create a feeling of missing out or feeling
gl yiAy3a G2 0SS (CKBNSBikowsk She ddsirilig $odiaEmedia to be a

G R2 d®ORBS R Fee AYdRdiG)dShe found that viewing images of her friends and
family online made her feel closer to them, but at the same time uploading an image to a
large group of people online becomes much less personal than when communicating with a
small group of clos&nit friends. éee AppendidG). As you can see, online communication

has varying effects on the cognitive symptoms of homesickness. This research also found
that video conferencing software such as Skype and messaging services such as WhatsApp
were often preferrel means of communication and used more regularly by the participants

to stay up to date on the lives of their loved ones and the happenings of their place of

origin. Lewicka explains that in her tdrntsearch of roots: Restoring continuity in a mobile
world (2020) that:

i K

GLYGSNYySG O02yySOiA2Yy YR @ANIdzZ f Y20AfAde

residential mobility, as it may decrease the propensity for physical movements. Easy
access to internebased communication over long distances, increased popularity of
telework, distance learning instead of physical school attendance, or video

conferences that replace physical presenakthis may make radical changes of the

20DM is commonly used to refer to a private message sent on social medsaich as Instagram, Facebook,
or Twittervia direct messaging
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residence place unnecessarBreines, Raghuram, & Gunter, 2019; Cooke &

Shuttleworth, 2017 cited in Lewicka, 2021:65)

With the advancements in communication technology ackemtries,it is becoming much
more accessible. As Lewicka suggests, this may perhaps reduce the need for migration in
some instances. However, its impact on those who have already migrated are individual and

based on each unique experience.

During the interviews conducting for this thesis, it was found that the age of the person

interviewed and the age of the people with whom the migrant women were communicating

had contributing factors to the significance of social media. For those who teigbafore a

time when the internet was such a substantial part of our everyday lives, they continued to

use methods of communication that they were comfortable with such as using the phone or

writing letters and so therefore social media did not positvet negatively impact the

LI NGAOALI yiQa FSStAy3da 2F K2YSaiaolySaa Fa A
GKS LI NIGAOALI yiGQa tAFTSd I fftAa2y SELXIFAya (Kl
use Instagram occasionally ands& S IS a G2 4SS 6KIFGQa KI LILISYA
GLK2yS OFrffta INBE 2dZAOASNI FYyR Y2NBE SyNAROKAY3
0 KS 20 KsSeMppsndiRg 0

¢KS flrad asSd 2F aevywLiizvya OFry 06S aArA3ayAFAOlyi
This group involves the somatic or bodily manifestations of homesickness. Examples include
GAYA2YYALFZT YSY2NE LINRO6fSYasx | Lwgsimmute OKI y3ISa
RSTAOASYOASAI 2NJ SOSyYy RA Rackdirgher intefvieWNR S6S> H N
explained how simply talking about her migration can conjure physical symptoms. She

SELX FAYSRE aAGQa F GAIKGISYA YT oA Y Y & XIDBNE YR d
0N} oSt a R2¢6y Y& RAISAGAOS aeadsSYysz IssR Al 2dza
AppendixH). WoodsJack took a moment to gather herself as the interview itself had

induced this reaction in her throat. After a few sips of water, Wedaisk continued to

explain that the feeling comes fromreslliy 3 G KI & KSNJ aLJI NByida ogAff
%SEtlyR6 | 3FAyé GKS 02NRSNJ Of 2adz2NBa RdzS G2 0
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0KS (K2dzZaK4 2F GNI} @St AYyaLIANBa aFSIEN FNRdzyR
ay20 o0SAy3a oftS G2 3ISG e Dipendid). HadglBybkB f A FS¢& A
RSAONAOSR KSNJ LIKEaAOFf aevyLiizyvYa I &eeal FSStAy
AppendixCQ). In addition artist Hadiatou Barry currently based in Céte d'lvoire described
ANRYRAY3I oK S NBhileskeSvasKiving in the/UnFel Statesd AppendiB).

Barry was born in Guinea in West Africa but spent much of her childhood in Céte d'lvoire

until the civil war began and she was forced to move to Senegal. Since then, Barry has lived

in the United States and has now returned to her roots in Cote d'lvBiaery explained how

she had never ground her teeth before, but she had such an intense desire or feeling to be
connected to her home continent, Africa, that she found herself grinding her teeth and

Gadl NISR KI @Ay 3 asgeWfpendiByeMondratiig tHatnastd§ia ¢ o

manifests itself within the body in addition to cognitive and emotional symptoms.

Fig. 33 ostalgia UltraHadiatou Barr2021)

21 Thisinterview between Hadiatou Barryand myselftook place online using theZoomvideo conferencing
platform on the 20 September 2020.
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Fig. 36Detail of quote from Nostalgia Ultréadiatou Barry2021)

Ly . I NNE QaNostdgh bltra2d21)gherétidrns home to Cote d'lvoire with her

sister Aicha. The two had contrasting emotions about making the trip. For Barry there was a

sense of catharsis while for Aicha there was less of an attachment. In collaboration, the two

sisters created a body of wodocumenting this experience. This was the first time in nearly
GogSyite @SINA GKIFG ! OOKF KFER NBlOd2NYySR K2YS®d 5
reflecting on her feelings of revisiting the location they left many years before. Barry then
combines achival images from her family aloum, new photographs Barry has recently
ONBIFGiSRY FYyR GKS SyGdNARSa FNRBY KSNI aixadsSNna 2
with her past and immigrant identity. However, during the process Aicha found that a

catk  NBAa ¢l & dzytAlSted {KS gNARGSA OGKFdG aaSSay
0dZAf RAYy3a wgl a8 ada2NNBIFfé¢ yR GKFd aKS a0O2dzZ R
y2i FNRY KSNB lyeayvY2NBé 06! OOKI I Hnfferenifor ¢ KS SE
both sisters. For one it relieved some of the feelings of nostalgia and physical symptoms of

homesickness for the other it resulted in further distancing her from their home country.

From earlier understandings of homesickness to contemporary investigationsastalgia,
itisclearthatbeing 6 @ FTNBY 2ySQa LI OS 2F 2NA3IAYy Ol y
lf 0K2dzZAK 6S KIFIGS Y20SR 2y FTNRBY W2KlIyySa | 2FF
something that is caused by living spirits travelling to the oval tubes of the center brain it is

still evident that homesickness has emotional, cognitive and physical manifestations.

Emotional symptoms can include loneliness, dysphoria, or sadness. Cognitive symptoms
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express themselves as preoccupying thoughts, withdrawal, and fixation. White somatic
symptoms can include gastrointestinal, appetite changes, and teeth grinding. No matter
K2g (KS aevyLilizvya SELINBaa (KSvyasStgSa idekSe Ol y
LY FRRAGAZ2Y (G2 K2YSaAiolySaaz I LISNER2yQa 023y

contribute to the formation of a transnational identity.

Place Attachment

Place attachment is an influential characteristic of transnationality. Place attachment can

occur between an individual and their place of origin, their place of residence, and often

both. This experience is difficult to measure and cannot be simply adebgesingular

attributes such as the length of time spent in a place, or the perceived beauty of the
f20F0A2y® awl GKSNE LI FOS FGdlF OKYSyifor Aa Ay dSN
example, geographical and cultural qualities, relative rootednegsaice, degree of

personal and social involvement, quality of life, environmental aesthetics, individual and
IANRdzL) ARSy(GAle 6AGK LI OST YR a2 FT2NIKE 0{S
the more time a migrant spends in a place the more eltted they may feel. That somehow

if you spend enough time in a new place of residence it will supersede the attachment to

the place of origin. Although this chapteasexplored how time spent in a place is relevant

when discussing autobiographical mematyjoes not in this instance act alone as a

determination of level of attachment. In addition, factors such as social status and physical
FSIFGdzZNBa YIeé 0SS O2YaARSNBR 2F KAIK AYLERNILFyYyC
attachment to place. The improvemeof social status or if the environment is deemed

more desirable are often seen as indicators of a high level of attachment to place. However,

I LISNA2YQa RSANBS 2F LI I OS ddlrOKYSYyid A& YdzC
there are many contributig factors to place attachment. It is a very individual experience

that occurs through a series of events and circumstances specific to each location and

LISNE2Y ® | 2dz OFyy20d aAYLX e YSIadzaNB | LISNE2Y QA
singular componentRishbeth adds to the argument that it is perhaps not just external

factors, but in fact the migrant must make the active decision to participate in the

FaGadr OKYSyado atfF-OS Fddl OKYSyld RS@Sf2L1a a Iy
individual movernents, interweaving a personal sense of identity with that of belonging and
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attachment to a specifineighborhood2 NJ OA 1 & ¢ OwAaKoSOKZI HamnY wmn
participation between the immigrant and the place that develops place attachment and

contributes to the transnational existence. For Woaldgk that choice to return to certain

places is almost ritualisti&he explains how every time she returns to England, on a trip

K2YS FTNRY bSg wSIflIyRY aKS Kra OSNIFAyYy 2010
9y 3flFyR FYR y20 32 (2 ¢KSNDotpot@thagraveydsd | Yy R o X
There are places where if | don't do those things while I'm home then it just feels like |

KISy ui oesSApperddty. Bar Wapdslack these places hold more than just

memories, they are a part of her identity. They are how she navigates her narrative as a
transnational migrant. She explains how choosing to return to these personally significant
locationsis as ifthere NS af I @ SNAR 2F YeaStT GKIG LQ@S ST
R2AY 3 wXB6 fUKISS NADSWIA VI Oy &SS YeaStT oKSy
fA1S O KaBiNGIXES CRIZTFSNBY G OSNEA2ya 2F YeaStT o
YeaStT GKI G deeAppenddB. Waollsiakk avtigedy chooses to reconnect

with locations in England that hold pieces of her identity. Each time she returnsshe re

establishes those roots, revisits those stories, reigniting her personal transnational

narrative. As mentioned earlier, th@ace attachment is muHiaceted and individual

Seamon addresses the contributing factors to place attachment in his chalates

Attachment and Phenomenology: The Synergistic Dynamism of(RGic® One of these
FILOG2NR {SIY2y I NHdzSa A& NRAziAySd® G9OBSNE RI &
place are one important foundation for logrm involvement and identity with place,

which in turn sustain and are sustained by feelings of attachriedt G K G LJ | OS¢ 0 {
2014: 13). Place attachment and place identity are often formed with locations of routine

rather than places of profound significance. It is not the locations that hold important

memories such as the place you first learned to@riwt rather unsuspecting places such

as sites that are characteed by regular involvement and routine. Seamon suggests that

places sustained by lotgrm habitual interaction are often locations that provide the

groundwork for place attachment. Rabikowska explains how repeated exposure to a

location has allowed her tfeel a sense of attachment to certain places from her time
ANRGAYT dzlJ Ay [2YR2y® 4L GKAY]1l AdUa | YAEGGd2N
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2y I NB3IdzZ I NI oFraArAad X6 C2NJ YST wX8 LUR KI @S
and there was this awful nightclub we used to go to after school which closed down luckily.

But for years that would be somewhere very close to my heart and sganwhen I'm in

GKS ' NBIX L 2dza (isedAppelinGi Phe éveryd&yad of walkilgSuNdere 6

the River Thames, the repetition of walking the same route allowed place attachment to

form. Even today Rabikowska continues to visit these lonateven though she no longer

lives there.

It was found during the interviews that the opposite is also true. When there is a lack of

longterm habitual interaction place attachment is not always formed. For artist Cindy Lin

she explained how her constant movement from country to country had déssstsher

FYR &aKS FStd y2 adNRy3 GGFOKYSyld G2 Fyeée f2C
moving so much in the last few years, | have become less and less attached to a physical

0dzA f RA Y 3 2 ¢Ge2 NpdriidDOOIS 8[¢A Yy Qa g2 NJ Fff26a KSNI G2
world. She has a base in San Francisco, but if she has internet access she can work from
anywhere. This has allowed her to travel to her birthplace in Taiwan frequently where she

lived until her familymoved her to the United Statekin has also lived in the United

YAYIR2Y YR Ay CNIyOS G2 addzReé F2NJ I YI adSNI

of time.

In her body of worlkEamiliar Strange¢2020)Lin investigates the idea of what a family home
can be when migration has separated the family members, and a house no longer exists.
The family home is something that is ingrained within her culture. Lin believes that even
when family members have movedvay there is still a presence that exists within us and
our memories even when the physical location of a family home is no longer there. For Lin
her family home in Taiwan was torn down and developed into lugandos. All that

remains is a concrete border. Lin explains that:

22 Thisinterview between Cindy Linand myselftook place online using theZoomvideo conferencing
platform on the 2 November 2021.
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G¢CKA&a O2yONBUGS 02NRSNJ Aa | ff tinghosily LIK& & A OF
perimeter marking where domestic space once ended and public space began. Now
surrounded by gravel where luxury condominiums stand, this thin line of concrete
represents thdragile boundary between remembrance and erasure. Unlike

photographs or stories that can be preserved and shared, this material trace will

eventually disappear completely, eroding the last physical evidence of our family's
presence in this space. This ineagerves as both documentation and meditation on

how physical places hold memory even after they've been transformed beyond
NEO23IAYAUA2YE O[AYZI HAHAODOD

While she may not have a specific location of attachment, for Lin her family home lives
within her no matter where she is. To visualise this, she created three large digital collages
based on the idea of her family home. She sewed directly into the suofabe print using

red thread. The stitches and cois are embedded with cultural meaning. Lin explains that
Ay F2f1t2NB GKS 3I2R 2F YIFINNAIIS gAtf GAS NBR
connected by the thread even if they are thousands of nalesrt. She chose red thread

and the link chain stitch to embed this story into the work. She also combines images from
her family archive, photos from the public archive, family letters, and found images online
and connects the images using the red thre@lde family letters tell the story of her family,

the images from the public archive uncover the layers of ceftinn that impacted Taiwan,

and the family archive depict the members of her family that are now spread out across the
world. For Lin she may not have a physical place of attachment, but through her work she is

able to explore the internal space where her hoared family exist.
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Fig.37TKS O2y ONBGS 02NRSNJ 2F [ Ay Qa ,Eindykif28200K2 Y S

Fig. 38amily Home Il from the series Familiar StrapnGardy Li{2020)
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There are many reasons why an immigrant may or may not develop place attachment.
Those who have lived in multiple countries can develop attachment to places in both their
place of origin and in their new place of residence. As discussed previously, the
dewelopment of place attachment is multifaceted and is not an experience that can be
attributed to every migrant. For some, locations of habitual routine and repetition allow for
attachment to a specific location to form for others that immigrant must makadive

choice to participate in the attachment. No matter the level of attachment to place, the role

of place attachment is key in understanding the experience of transnationality.

Impacton Practice

As explored in this thesis, transnationality is a complex experience. From establishing an
understanding of home, navigating rootedness, feelings of nostalgia and negotiating

FOGaGr OKYSyida G2 LI OS Al SyO2YLN &aufpasetBadSNE | &
G§KS SELISNASYOS 2F (iNIXyayl a2yl ftAGe A& GKSYy N
of the women interviewed for this research the act of movement simply provided a more
international perspective for their practice. BarryexpiR G Kl 4G YA INF GA2Yy daSy
because I've gotten exposure to so much, so many things like getting to live in Céte d'lvoire,
getting to live in in Senegal, getting to live in the United States offlseCoast, on the

West I a0 wX8 LU KFa AYONBIFaSR Y& RAFFSNByYyUG NB
gKIEG Yeé g 23dAppendiyB). ThiS éxplaration of different cultures and exposure

to a variety of ideas and experiences has informed her photographic practice. Ne§tsdov

Yy2GSR K2g¢ RdzS (2 KSNI GNIXyaylrdazylt SEA&GSYOS
LIN} OGAOS | YR (i KAsfe|Appéraipbi Waviry Nagd inimulBipye lcdurfitries, 6

both artists explained how they had a wider variety of references to draw from when it

came to their creative practice. The movement had allowed them to gain a more expansive

knowledge of international artists and whart can be.

Not only did transnationality provide a more international context for the artists who were
interviewed for this research, but they also found that their creative practice often derived

from personal narratives or exploring themes of identity. Barry faneple explained that
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KSNJ YAIN) 0A2ya KI-METHSOREOTSOXBNBYRSE FTOKAY]
kind of work | am drawn to and the kind of work | want to makéas to be very

contemplative. It must start by looking back at the inner self firgt | think that it shows in

GKS GKSYSa L ¢l yid G2 SELIX 2 sBAppeyidiB). Kigrator. 6 | v i
also impacted on the themes Lin explores in her photography. Lin explained that she is often
AYALIANBR 08& A&dadzSa adzZNNEP dafdRikey ahd wher&welstaride I y R
Ay &a20ArS8SGéeK .S0ldzaS 2F G(GKS SEGSNYIf AYLI Oz
f 20 0A2Y aseOfppeyfdBld PdzDOSY a2YS 2F [AYyQa LINR2SO(
exploring themes of migration on the surface are interlaced with her lived experience of

OGN yayldazyltatgeo [AYy SELXFAya (GKFG YdzOK 27
intheEast, movedtothaVS 4 G = YR GKSy Gl 1Sa 2y s&l f dzSa 27
AppendixD). Lin explains that the commahread that runs throughout all her work is
GSaasSyidAartte o2dzi ARSyGAGE YR FAIdzZNRAY I 2 dzi
G2NI R 0l aSR 2 yseeAgpddi®E ILESHNM @lgc@riSeito néw countries that

these artists are inspired to make work relating to identity. The impact of settling in a new

place of residence and leaving a country and life behind is showcased in the themes that the

artists interviewed fo this research desire to make work about.

Not only has this experience played a role in the themes explored in their creative practice

but for some of the artists their work is driven by a need to make sense of their
transnationality.Rabikowska, for example, in her body of wbldthing but a Curtai2022)
travelled4,552 miles across 20 citit®m Estonia to Bulgaria and Romania along the former

Iron Curtain border interviewing and photographing peofabikowska@explores

womanhood, femininity and gender idety in Central and Eastern Eur@gpe o wl 0 A 1 26 a1 | :
2022).She investigates the legacy of communism focusingxammen, nonrbinary,

genderfluid, and transgender people born during this&r o6 wl 0 A | 2Thaembtives H A HH U
FT2N) OKAA ¢l a ad2 FAIdNBE 2dzi 6 K SanKISudllditk SA NJ SE
KIS R2yS (KIYAINOXSR R IR Afpengdd).dt ywak Ffomder

experience of migration that led her to seek out answers, to find explanation, to see if

others had experiences like her own.the imagebelowtwo journalism students are

pictured near a staircase in Bratislave, Solalvke image itself is characterised by errors
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created bythe camerashutterw | 6 A { 26 a1l OK2a$sS (2 dzasS F avYSit
LI Fyld AY Y@AD AY Mprtyd ¢KS OF YSNI Q& &aKdzid SNJ
& G NB | | aCrnm, 2023EariRkRabikowskantsimprint on the imagdeft behind by a

Soviet cameraeflects the impact of Soviet history on tipeople photographed fothis

project and orher ownidentity. Sheexplains that her migration underpins her work and
Grteoglreada YI1Sa YS GKAY] 2 ReelgpandiBaThéFcheBtive | Rdzl f
process is then used as a tool to make sense of transnationality. To find a community who

may reveal answers and explain the complexities of the lived experience of migration. These
interviews uncovered that transnationality could influeice YA ANJ y 14 Q ONBIF A JS
From simply providing a more international experienaalirectly impacting the themes

SELX 2NBR Ay (GKS 62N = GKS SELSNASYOS 2F YAIN

practice.

Fig. 39qNothing but a CurtainZula Rabikowskg022)
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Conclusion

The transnational experience is unique to each person as motives for migration vary. In
addition, the cultures, locations, and lives of each migrant are individual and therefore the
personal understanding of transnationality is multifaceted. However, comthceads such

as the significance of memory and the need to build and develop a sense of rootedness
often play an important role when exploring the lived experience of transnationality. During
the interviews with migrant women many of them spoke of exgecing homesickness or a
longing for their past lives. They shared what it was like to have attachment or lack of
attachment to sites from their past as well as how living a life between multiple countries
can impact on why and how they make their photqgna work. Interwoven throughout

this chapterwere excerpts from eight interviews with creative practitioners who identify as
having a transnational identity and identify as wom&xamples otheir creative workhave
been included to demonstrate how thetests have used practice to explore these ideas
These interviews provide comprehensive insight into what it is like to experience
transnationality directly from the lives of these individuals. By sourcing data from a group

currently experiencing transnationality this research shines a light on the iexpes of

g2YSY YR OKFYLA2ya 62YSyQa LISNEZ2YFE yIFNNFGA
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Chapter Three: Case Studies

In this chapter | examine how some artists are using alternative photographic processes to
visualise transnationality. Four case studies were conducted closely interrogating the work
of Izabela Pluta, Dafna Talmor, Maria Marth@afas, and Odette EnglarRurposive

sampling was used to select participants who were both photographic artists using
alternative photographic techniques, considered themselves to have lives defined by
movement, and identified themselves to be women. Participants were selected for
homogeneity and diversity, including women who lived within the United Kingdom but also
abroad. Each artist left their place of origin during their childhood and has since made
homes in new countries. In addition, all four artists have unique lived espeas of

migration. The diversity in their experiences is essential to this research. There is no one
way to be an immigrant and so by selecting artists who have various motives for movement
and multiple understandings of transnationality this research mavide a more complex
understanding of this experience. Furthermore, the artists that were selected use different
alternative photographic processes and are at varying stages in their artistic careers
showecasing the diversity of experimental processes laow they have been used within
creative art practice to discuss issues relating to transnationaiyile | recognise that

there are male photographers such as Binh Dahn, JC Candendo, and Ernesto Cabral de Luna,
who also use alternative photographic pesses to explore the lived experience of

migration, | have deliberately selected artists who identify as women to investigate the
intricacies of transnationality through a female lens. As explained in Chapter One prioritising
g2YSYy Qa @2 A Odhéern bfdhis thesi®. By seldtting foud case studies by women
FNIAadGa GKAE&E NBaSIFNOK SELX 2NBa GKS AYLI O

creative practice.

As mentioned in thenethodology section of thithesis,the COMD-19 pandemic influenced
the interviewing techniques that were used in this resea#lflexible approackhat
prioritized theLJl: NJi A Qafetylcafeliaidromfort was takerThis included in person

faceto-faceinterviews conversations taking place waleo conferencingandthrough

99



online communicationsuch as email expand on the benefits and disadvantages of this
techniquein the methodologysectionon pagesl3to 22. Within this chapter | have

captured excerpts from the interviews to explore issues of transnationality, homesickness,
the emotional consequences of migration, memory, and the migrant journey. While the
extensive interviews have been condensed to relevardtgs within this chapter, you can

read the full interviews in the appendices.

This case study chapter will reveal key findings from each of the four artists. It will draw
attention to the unique ways that alternative photographic processes have been used to
explore themes of migration and why these techniques were the most apptepnathod

of making for the artists. This research reveals insights into what it is like to have moved
from a place of origin during childhood and how this movement has impacted on the lives of
artists ever since. So much so that even in adulthood thesggshave chosen to explore

their lived experience of transnationality within their creative art practice. Each case study
begins with an excerpt from an interview of the artist explaining their migration story
foreground their motive for moving and to contextualise the themes present within their

work.

Izabela Pluta

"| feel very lucky because while it was probably quite traumatic as | was only six at
the time, | still feel it was a very privileged experience. We were quite well looked
after when we left Poland in 1986. We left Poland during Martial¥sand my

father, and | came to Germany where we were taken in as political refugees. It took
us around nine months to put the papers and the legal documents together and then
we moved to Australia. We arrived in Australia in 1987. My father and | lefagrst

we could not all leave together due to the political situation. The story | was told was

20n 13 December 1981, General Wojciech Jaruzelski, the leader of Poland's Communist party,
announced the imposition ofMartial Law inPoland restricting everyday life of the citizens of Poland. This
time was characterized by censorship, curfews, food shortages and tank patrols. (Kramer, 2021).
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that it was my birthday, and that dad was taking me on a trip across the border. The

rest of my family stayed in Poland, including my mum and my younger sister who is
F2dzNJ € SIFNBE @2dzy3SNI GKFYy YS wX8d 2KSy ¢S |
here. I vas in primary school and Dad managed to get work. He was an engineer, so

he had to slightly adapt, not retrain, but | know he had to get recertified and make

the qualifications specific to here, and then after a year, my mother and my sister

were able to pin us in Australia. | had a Great Aunt who had immigrated here to

Australia previously. She was a single mum in Poland, and her son was | think around

ten at the time. She met someone, a gentleman who had immigrated to Australia

who was now widowed and dte came back to Poland, as you do, to meet someone

and he met my aunt and so the story goes that she joined him here in Australia and
KSyOS GKIGO ¢l a 6KSNBE ¢S O YS® aé& RIFRQ&a oN
Australia, and the other went to Ame&cso there was a bit of a decision by my

LI NByda Ay (GSN¥Ya 2F 6KSNB 6S ez R 323
AppendixK).

o
o

This case study examines the sed@sOver Air Pursuit of Likeness (formation study?2®

by photographic artisizabelaPluta created in 2021. The catalyst for the series is a singular
AYF3AS GF1Sy 2y GKS RIe& 2F tfdzit Qa YAINIGA2Yyd
out of theaeroplanewindow in 1987 on the day they left for Australia. In addition to this

personally significant photograph Pluta also uses a co@iafd Study: A Pictorial Guill

CPl @ [ dzRf dzY FNRY (KS wmdchamdbooksHop as sourEedmaterial ¥ 2 dzy R
for this body of work. Pluta selects pages from books that have similar imdggrgnatch

GKS Of 2dzRa OF LJGdzNBER Ay KSNJ FIF 4KSNRa LIK23G2 3N
pages of the book to create cyanotype prints. Cyanotypes were invented in 1842 by Sir John
Herschel when he discovered that if he combined ferric ammoniirate with potassium

ferricyanide he could create a light sensitive emulsion that could be applied to most

absorbent surfaces and could record images in distinct blue and white prints (Bagnall, 2023).

The cyanotype process uses UV light from the sundatera unique reproduction of the

2 Thisinterview between the Izabela Pluta and myselfook place online using theZoomvideo

conferencing platform on the 12 December 2022.

25 An Over Air Pursuit of Likenessas commissioned as partofx Y2 1J | qkt WhxY2WJanVYl & | qkt L
COVID19 lockdown.
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book pages. The alternative photographic process relies heavily on sunlight and is weather
dependent relating back to the source material. Pluta then rips the cyanotype images,

collages them together superimposing one book page on top of another. Plutastians

the collages and enlarges them complicating the image further. Each image holds some
decipherable text from the reference material while other areas become blurred and
AYRAAUGAYIdzZA AKI 0t S 0SOIFdzaS 2F tf daiesadad LINRPOSaa
impermanence and belonging while also discussing migration in relation to her own

personal narrative.

Fig. 40An Over Air Pursuit of Likeness (Formation Studygthent prints oneco solvent cotton rag paper

(collaged cyanotype contact negatiygizabela Plut§2021)
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Through the creation of this body of work Pluta navigates the memaories of when she left

Poland and what that means to her now as a person who has settled in Audtralia.

addition, this pieceda K2 6 O aSa GKS St SYS ypractegelMayK I y OS ¢ A (i K
alternative photographic processes are unpredictable and do not provide final outputs that

can be replicated deliberately. This distinctive feature of the unknown brings an added layer

to the work making it difficult to reproduce and distinctiveit® process.

Fig. 41Book Cover ofloud Study: A Pictorial GujdreH. Ludlan§1960)
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Making Sensefthe Migrant Journey

tfdzii €SFd t2fFyR d | NBFdzASS Ay GKS f1 4GS M
her life going forward however it is something she has very little memory of. Pluta uses the
cyanotype process to help navigate that time and make sense of thatgy. Pluta states

that creatingAn Over Pursuit of Likenesss & NB I f t & F02dzi K2¢g @WaKS6
the work, try and invoke a certain attempt to put one and another together, a sense of

searching and trying to locate something that was cotr@ legible to understand

A2YSOGKAY 3 | 02 deé Appeadi. Plata dizbligsSsthéw itavas a very
O2yalOAazdza OO 2F YI1Ay3a FFGSNI FAYRAY3a KSNJ Tl
obsession within the artist to try and work out the exact cloud formation, to piece things

together Gee AppendiX). The process of searching through the reference material for the

exact cloud that was present on the day of her migration serves as a powerful part of the

creation of this body of work. Altholighe process is not visible in the final image the

process is what makes the work so interesting. The act of creating the images became an act

of making sense of her past. A way for the artist to acknowledge her journey and work

through that experience.d&th step from finding the negative, discovering the bQbdéud

Study: A pictorial Guida a seconehand book shop, creating the cyanotypes, tearing the

prints, collaging the pieces together, enlarging the final image all play a role in Pluta making
senseof her migrant journey and all work together to build meaning within the final body of

work.

Fig 42 An Over Air Pursuit of Likeness (Formation Studyigihent prints oneco solvent cotton rag paper

(collaged cyanotype contact negatiygizabela Plut§2021)
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Not only did the creative process function as a mechanism for understanding it also became
a cathartic undertaking. During the interview Pluta explained how tearing the cyanotypes

felt aggressive:

GCKSNBE A& GKFG aaz20AldA2y gAGK gKI G KI
FYR oKeé Aa O(0KIFIGK La AG GKFEG @2dz N GNRBAY
Sy C

KFa + tS@St 2F OFGKINBEAE OXB8X L SELISNXA
methodically working out how things fit together, trying to find a particular cloud,
trying to understand [my] place and [my] movements through something. It had a
R2dzofS AyGSyldAaAzys IyR L GKAYy]l GKFGUa 13
me to bein, but it is acknowledging that there is a sort of discomfort with the way
that | feel about the journey and the connect or disconnect that | have with
ot 2 f Isse RBpeéndik).
The act of tearing the cyanotypes helped Pluta establish her discomfort with her migrant
journey. This gesture that is often associated with pain, anger, and frustration was used
within the creative process to create fragments of cyanotypes that were theticulously
pieced back together to create new compositions. Once these images were enlarged the
GSFNB NBGSIESR dzyAyiSYyRSR RSGFAT &AD tf dzil
LINPY 2dzy OSR® LG ¢ a dedApmadiK). ihhg figal work bin@adzRe A (
tears measure 1A5cm drawing attention to the grain of the paper, the fibers become
visible and rough edges become cloud like. All of which relates back to the original source
YFOGSNRAFE S KSNI FFGKSNRA LIKe ardplhntlondie day Bf theik S

migration.

Embracing Elements of Chance

Many alternative photographic processes rely on elements of chance. Some of these
processes relate more closely to drawing or painting. They often do not have a relation to
visible reality and record light and movement in unpredictable ways. It is witisn t
unpredictability that Pluta finds freedom to explore her migrant journey and her creative
process. By working with nature and ditig the power of the sun to create these

cyanotype images Pluta embraces the process of using these experimental tezhritiuta
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SELX Aya K26 62NJAy3I 6AGK Oelyz2GeéLiSa a3argdSa
FYR &2 OXB8XI @2dz 1AYR 2F NBE Apgehdir). RlgtawoksS O2y G N
with the elements that are at play using the UV light from the sun and working alongside the
GAYR 2y GKS RIFIé& GKS LINAyYyd 61 & YIRS tfdziil SE
material connections to photography that go beyond what taenera is capable of and are,

WXB8X | glke 2F NBIffe 2 dzykiscyrdve and Rot gbvéBedK 2t RA Y
by certain rules that come into photographic practice that bending those rules perhaps
a2YSGAYSa ObeyAppelditradS B diSeé LK@ aA Ot Ade 2F tf dzit
takes time. There is a lack of immediacy in the way that she works, allowing for an outcome

that could not have been previously imagined. The time that each step takes, and the

materiality and physicalature of the process allows her to not only work through the

creation of her final work butallon§ SNJ GAYS (2 NBFE SO0 2y KSNJ 22
creative process serves as rumination of her migration experience, using alternative

photographic processes to explore memory and her migrant journey. These considerations

are also present in Talmavjartinez/ I 3+ a%X | yR 9y 3fl yRQa ONBI (A DS
example, constructs impossible landscapes by meticulously slicing her negatives in a slow

and methodical approach to image making that allows her time to contemplate the

imagined landscape of@ace made up of all her previous homes.

Dafna Talmor

GL o6la 02Ny Ay ¢St ! AP wLANISE8 YR gKSy
moved to Caracas, Venezuela. My dad got a job with an Israeli construction

company. It was for a fivgear contract. | remember when my parents told me that

we were moving itame as quite a shock, and | was quite sad about leaving my

family and my friends. | didn't really know what to expect as ayea@-old. It's quite

Fy FToadNFrOG GKAYy3 AayQid AdG YR 6SANRfEX L
got to Caracas, ande moved into our [first] house, | remember sitting on the bed

thinking, oh, | wonder if this is all a dream and maybe I'm going to wake up and I'll be
001 Id K2YS Ay LaNIlISftod L NBYSYOSNI oSAy3
only stay five yearbecause that was how long the contract was for, but we all fell in
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love with Venezuela, and we didn't want to leave. And so, every year, we'd have the
same conversation as a family about what we should do. Should we go back to

Israel? Should we stay? And that just kind of rolled on until | finished high school, in
1992. t was always clear to me that once | finished high school, | would go study
FONRBIR OX8d azaid 2F Y& FTNASYRA Ay aoKz22f
study, but because | wasn't sure what | wanted to study, | was a bit back and forth. |
went back o Israel for a year and then | was in Venezuela, and | was in New York. |

was trying to figure out what | wanted to do and then | ended up back in Tel Aviv. |

did one year of art school when | was in my early 20s and then ended up moving to

[ 2 YV R®(séé Appendit).

In the serieConstructed Landscapbyg photographic artist Dafna Talmor she collages

colour negatives in the darkroom to create impossible landscapes. This unique darkroom
process has charactesB R Y dzOK 2 F ¢ | Constrided Lagdachidess dirdty O S
published in 2009. To create these abstracted landscapes Talmor gathers images from her
personal archive taken in locations she has called home including Israel, Venezuela and the
UK. She also includes images from her travels to the UnitedsStdtere her sister @des

and where she spent many of her formative years at a summer camp in New York. This

I NOKA @GS gl a 2NAIAYyLIEfte ONBIFIGSR F2NJ ¢k f Y2NRa
However, she then began to take these negatives into the darkroom and thiaruglt of

slicing and collaging Talmor merges these landscapes together creating a utopicsipgce
photography. While the intention of this body of work is not specifically to analyse the
migrant experience, through the interview process it was rewe#hat this body of work is
deeply connected to the artists lived experience of migration and the consequences of
calling multiple countries home. The final rendered image that emerges hints at specific
memories, personal meaning, and connotations whigalerving a more universal purpose

that challenges the history of landscape photography.

26 This interview between theDafna Talmorand myself took placein London in personon the 9 December
2021.
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Fig. 4Untitled (HA12121) from the Constructed Landscapes (Volume Il) s€kgpe handprint made from 2
Ozff+ 3SR yS3al,bDanma%anodRMi4)é E on dpé

Thisinterview revealed that some migrantscluding Talmomyish to create a hybrid

utopian space of desire where all their places of attachment are blended together. Talmor
explores the idea of an impossible utopian landscape within her unique darkroom process.
The serie€onstructed Landscapesmplicates the notion of temporalitgndrefers to a

multiplicity of time. This is made possible by her specific method of making.

Impossibility of the Image: Utopian Spaces

P02LALF A& RSTAYSR a al LXFOS 2F ARSEFE LISNFS
O2YRAGAZ2Y&é O0aSNNRIFY 2S5S04a0GSNE practiceatdgpd LYy NBETFS
becomes less about the creation of a perfect government or society but rather a place

driven by an impossibility. An impossibility felt by many people who have left their loved

ones, places of attachment, cultures, and memories behind to make homnmeswy
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locations. The desire to be in both places at once, to have your family from home and your

friends from your new place of domicile in one location would attempt to take away the

longing, remove the Hbetweenness, and resolve any feelings of loss. Talmplaeés how

having a life defined by movement is reflected in enstructed LandscageS NA S& aLy
hindsight, it points to the transational way | was brought up. As a child | remember

wishing for an imaginary place consisting of multiple countries bechuss constantly torn
0SGsSSy J2Ay3T K2YS G2 aSS vYeé FlLYAfe& YR KI JA
(Talmor, 2020; 177). The actions that Talmor took in the darkroom using alternative
photographic approaches allowed her to imagine a place phagagcally. An act that could

not be done in real life. When reflecting on the complicated experience of calling multiple
O2dzy iNASa K2YS ¢l fY2NI SELX +FAya K2g Al 62dzA R
countries together and everyone that [knaw I YR f 23S g2dzZ RsseS Ay (K
Appendixy).

S

Fig. 44Untitled (COL61616161616161616) from the Constructed Landscapes (Volume Ill) s€xgpe
handprints made from 9 negativePafna Talmo(2022)
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¢FrfY2NRa OKAfRRK22R RSAANB Aa y20 Fy dzyOo2YY2y

are established in multiple countries, multiple communities are formed, and attachments

develop, an impossible landscape of desire is then created. A place where Ikt NI y (i Q &

homes can exist together in harmony. Where you would not have to ever leave a location or

say goodbye to loved ones. An impossible location where the multiplicity of migration is
reduced to one singular existence. Talmor manifests this imadigbdd space within her

photographic process. Talmor attempts to make the impossible possible by slicing the

negatives and blending Israel with Venezuela and Venezuela with the UK. Talmor explains

GKFG a0KS $2N] LINPOARSA s dedirdstéh gdlpayedbui S

2y | LIS NEsBeyAppendit)STHES € ihages act as an aspiration, a utopian

2 NJ

fryRaOILIS® | G2LIALY Ay AGA& FYoAlAzy (2 SyoOo2YL

space, a space of perfection. Utopian in its hybridity. Utopian in its impossibility. This

impossibility is render@ in the image through negative spaces and misalignments. Unlike a

puzzle these segments of images do not fit together perfectly to create one unified creation.

Instead, the negatives edges are rough and cut with jagged angles. No two edges align

creatingblank empty gaps. There are instances where the negatives overlap. In some cases,

the photographs spill over the edge of the frame into irregular diptychs and triptychs. While

these imagepossesaspirations of utopia, they allude to the reality that this feat is beyond

GKS 02dzyRa 2F Ll2aaAroAftAded ¢FfY2N SELIXIAya

awareness that it's an impossibility, and that's why | say it's aspirational, because you realise

GKEFEG Ad Aa | Oeelipéndid. The¥anddgasipleserit & Hylirid gpacé
GKIG Oy 2yteée SEA&al RdzS G2 GKS I NIAaldQa

Multiplicity of Time

Talmor uses her experimental darkroom methodology to explore multiplicity of time and
memory. Within theConstructed LandscageS NJin& &nd épace collide because each
image is made up of different points in time and different positions, which are brought
023SGKSNI Ayi(d2 2yS FTNIYSE O6¢FHfY2NE HAauAT
conflate multiple memories. Each image tains fragments of negatives suggesting
multiplicity. A multiplicity that can be felt by those who identify as havingaagnational

identity. The fragments embedded within the picture plane signal to times in which the

110

Ay S

MT O



artist spent in those specific locations. Talmor explains that when she looks atithages,
AKS 1y264a 6KSNB (KSe& IINB FNRY 2NRIAYylIffe aaz
FYR YSY2NRSaAa GKI G I NB bea Appedit). Tafrior bierids K (0 K2 &

(0p))

multiple perspectives, reconfiguring tinad memory to exist in one plac&almor's lived
experience of migration appears to resonate with her particular process as she deconstructs

the negative.

Fig. 43Untitled (NE0404042) from the Constructed Landscapes (Volume Il) s€xgpe handprint made
FNRY o O2ff | ISR DyfftaTalnioR@Pas HHéE E opé

In addition, as a byproduct of the merging of negatj\gggps and blank spaces are formed.

In the essayraces of Laboy2020)Director of the Photographers Gallery Shoair Mavlian
adza3asSada GKIFIG GKS NBLISGAGA2Y 2F yS3aFGAGS &Lk
0S F2NH200SYy 2NJ SNI &SR T &2Appeadith MawlbnstatdsE 2 F (0 K
GKFdG aiKS 3FLda 06SGsSSy GKS yS3alGArAoSazr SELIya
quite align, begin to take on a new significarcas if parts of the landscape that the artist

glyta (G2 NBY2QOS FTNRY KAald2NRIOR.INGbBnlyddesStye NB R C
Constructed Landscaperies suggest multiplicity of time and memory, but it also proposes

loss of time and loss of memory. The deliberate use of these blank spaces showcases how
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the unigue darkroom techniques used by Talmanproduce something which does not

exist in the world. A new existence that allows for multiple times, multiple memories, and

loss of memories to sit side by side forged into one singular image.

Fig. 48Untitled (GF191919191919149) from the Constructed Landscapes (Volume II) s€kgpe handprint
made from 7 negativeDafna Talmo(2019)

The Choice to Use Alternative Photographic Processes

Alternative photographic processes allowed Talmor to expéteenents of her

transnationality. She deliberately chose this approach due to a lack of satisfaction with
other photographic mediums. Both Pluta and Talmor express their frustration with
photography as a reason for using alternative processes to explore themtroigr
experiences. Talmor explains that the act of taking the images was not disappointing. The
images served a purpose on a personal level. The locations she photographed could not
physcally be taken with her, but she could take the photographs of those locations with
her. The act of photographing the source material for this project helped alleviate anxiety
Fo2dzi € SIFE@Ay3 GKSasS LXIFOSa FyR LSeved SO | 25S¢
disappointed by wasit's almost as if | saw [the images] in two wayisat in terms of my
personal need, and desire, they fulfil that expectation, but in terms of what they do, in an
artistic sense, in a conceptual sense, they're incredibly did&a@d vy (see ibéndix). The
images were not capable of expressing the concepts and ideas in the way that Talmor

intended and that is why she was inspired to intervene in the darkroom. The act of slicing
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these images and bringing pieces together into one picture plane allowed her the freedom

to create work that became more than just a personal act of remembering.

Pluta expressed a similar feeling of frustration with the failure of photography. Pluta
SELX I Aya GKFG aL KIFEI@S F2dzyR GKIG 6KAES L KI ¢
as a medium, | have found this sort of frustration that it fails all theetilt is just not

possible that it can represent a certain place and any emotion that is tied to that place, for
Y S &ee Appendix). This lack of representation is what drew Pluta to work with cyanotype
and other alternative photographic processes. Pluta explains that she is drawn to the
flexibility of some of these processes. They are capable of different things. Pluta discusses
how the materiality of alternative photographic processabwsher to explore the

complexity of how she feels about place within her practsse (AppendixX). These

processes have allowed both Pluta and Talmor to explore their experience of
transnationality and visualise their migrant experience in new and exciting vily& and
Talmor intervene with photography either to make sense of their migrant experience or to
create utopian landscapes. In the following case study Maria Mar@aéims forms her own

negatives to explore the art of map making.

Maria Martinefanas

G2Stf> ovye LINBydtdae tSTd w/ dzol 6 Ay ! dzadzad
because my paternal grandfather owned the largest cigarette manufacturing

company in Cuba. Fidel Cagtretarted nationalising all the large industries and one

of the ones that he nationalised was my grandfather's company. They also took the

homes, the cars, everything and basically, my parents had no choice but to leave the
AdaftlhyR® wX8 ! infedon't ®edise tist Zwda wentdr@mvaSighing

27 Fidel Castro was thepolitical leader of Cubafrom 1959-2008). He was responsible for transforming
Cuba into the first communist state in the Western Hemisphere. He held the title of premier until 1976
before becoming president of the Council of State and the Council of MinistersEficyclopedia of
Britanica, 2023).
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dictatorship to a lefwing dictatorship. Never to the middle, you know, both

SEGNBYSas Ay Ylye sleas NB GSNNRAofSd wX8

wCdzt 3 Sy Or*aefime, toinpgadias and Businesspeople in Cuba gave money

to bring Fidel Castro into power and one of those was my family. They realised
almost immediately that something was not right, that the things that he had said

they were going to do were not corredBut when they nationalised the company

GOKFG 6l a ¢gKSYy Yé FlLYAfé@ &alFlARXI w2S ySSR (2

no choice. Number two, because they were losing everything, they were taking over

everything that they had. So, you know, even todagt company still exists. My

family never imagined that after 62 years almost 63 years later, they still would be

2dzi 2F / dzol @ OXB8 ¢KS& &year tRingliThey left thed & I

suitcases unopened for a year, they didn't empty them kimg that they were going

2 32 o6FO0O1 yeé RIseAppendi®®iKSe ySOSNI RA

This case study investigates Maria Marti@arfias early works created between 19818
including theTerritorio CubangPlano de Ciudadndlisla Nada Mas [a Mi PadreThese

three works were created during Martin€zafias time spent in Spain as part of the

& C dzf eHwys SKolarship. She researched the maps, charts, and plans made during the

voyages of Christopher Columbus to America. For a year she visited, amorg) tike

Archivo General de Indias de Sevilla, the Archivo General de Simancas ddidaladahe

A0t A20S8S0l bl OA2Yylf RS 9aLlJ 3F Ay alRNARO®

(Birbragher-Rozencwaig, 2022). These works are autobiographical and are directly related

to the artists desires to learn more about her home country, Cuba andiazstral history

in Spain.

MartinezCafasrreative practice is intimately connected with her personal life. She
RSaONAOGSa K SMarSRugrto Ridan grdwn, Adedidarycitizen. And the three

identities have impacted the way that [she] look[s] at the world, the way that [she]

28 Fulgencio Batista was asoldier and political leaderwho ruled Cuba between 193311944 and again in
195211959.

2 Thisinterview between Maria MartinezCafias and myselftook place online using theZoomvideo
conferencing platform on the 17 February 2023.
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LI2aA0A2ywa6 WOKSNBASET 6AGKAY (KS s#2NI R>X | YR
Appendix)). Within her creative practice Marting€2afias creates mdike images to explore

her cultural identity. These images are created using a unique process established by
MartinezCanas in theighties Sheborrows materials used in graphic design and print
making called rubilyth and amberlith depending on the colour film that is being used.
Rubilyth uses a rubgoloured film and amberlith uses a yellasloured fim. This material
historically has been used to produce printing plates for lithography or gravure and is also
used in screen printing. These two films can be cut into any shape that is desired. The top
layer of this material is light safe and acts inmailar way to how a red light works in the
darkroom. This material can be used to create masks and block out light from certain areas
of the printing material. Martineafas scratches into the surface of the film, adds in
fragments of negatives, onion sk, and found objects to create her very own lasgpale
negatives. After carving the film and placing the transparent objects on to the surface of the
darkroom paper she exposes the paper to light in the same way you would create a
photogram. The resulsione singular image made up of a collage of pieces of rubilyth or

amberlith and found materials.

MartinezCarfas seeks to establish a sense of rootedness through her research and
photography she does this through the creation of maps to attempt to locate herself
through her photographic practice. Extracting archival material from her research, images
she has taken herself and using her mark making technique with rubilyth and amberlith
MartinezCafas acts as a cartographeneating map like images that reference her place of

origin, Cuba.
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Fig. 47sla Nada Mas [a Mi Padrdylaria MartinezCafiasCourtesy ofthe artist and Fredric Snitzer

Gallery(1986:87)

Roots

As discussed earlier in Chapter Two, having roots in multiple locations or feeling uprooted or
rootless is a common lived experience for those that have left their place of origin. With

lives defined by movement, some migrants find that they develop shatbots in multiple

locations but also in contrast some feel they have no significant roots anywhere. During the
interviewthat | conducted irR023,MartinezCafias explained a time in which she felt she

had discovered unknown roots, roots she had not ppasly engaged with. She explains

GKFG FFASNI OGN @SttAy3a 2 {LIAYy aKS FStid akKs
f A @&f&ling she had never had befof@e Appendix). With three generationof family

that have resided within Cubaut with the rest of her family from Spain. Martin€afas

explains this moment of revelation.

G ad =rRifatier was Spanish. Now suddenly another identity came to be
which is the identity of belonging to, in some ways having roots and a past in Spain.
My mother had cousins that lived in Madrid. My mother's family comes from Oviedo,
which is thenorthwest area of Spain. So suddenly there were different kinds of roots
GKFG YIRS &®¥epé&dind.2 YSeé 6

To explore these new roots and learn about a past previously unknown to the artist

MartinezCafas used her photographic practice to make sense of this new identity and
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navigate this experience. She turned her attention to making work about Cuba through the

lens of living in and investigating her familial history of Spain.

Fig. 48Amor de Ciudad Grandklaria MartinezCafiasCourtesy ofthe artist and Fredric Snitzer Gall¢ihp86
1988)

Fig. 49Amberlith Negative oferritorio CubanoMaria MartinezCafiasCourtesy ofthe artist and Fredric
Snitzer Gallery1988)
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Fig. 50Territorio CubanpMaria MartinezCa

118



Map Making

Using amberlith and rubilytMartinez/ + 3 & ONBF SR yS3r dA@Sa GKI
than photography because it was completely abstract. There was not anything that we could
NBEO23ayAasS | a | bIKAPeAddINIhedk hAeGativesrthatsBetcreaied

allowed her unlimited possibilities. As she began to introduce fragments of images that she

would take,or materials such as book pages and orskims the negatives became more

complex. This visual mark making approach would define heriafistctice for the next

fifteen yearsgee Appendix). After being inspired by Garry Metz es$lyotography and
WSLINBaSYydFdA2yyY 2N ¢KSNBQa a pudiBhedigExgogufe { LSO
in May of 1977 Martinefafas readed she could use this alternative photographic

technique to create maps. Martinézl 31 & SELJX | Aya K2g¢ aSil Saal @
extraordinary influence on [her] work. It made [her] start thinking about the significance of

maps. When we use a map what do we @smap for? We're trying to figure out our
f20F0A2y> 2NJ 6KSNB 6 S seeMBpEndig)\lagsirs dsBdag S o I y U
tools for navigation they act as a representation of land or skay DBften show you the

location of mountain ranges, which countries are placed where, and demarcations of land.
However, MartineZ | 31 & 0 St AS@Sa (KI Grefléctve. THe Yaaplis$ote Y I LI3
0KS GSNNX(G2NE sde Kgpendix). The MiBplatNgas Srgpiedeatation of the

territory in the same way that a photograph is not the object it presents, it is in fact a
representation of that object. Metzssay transformed the way Martin€afias thought

about her photography but also about theay she understood herself and her history as
a2YS2yS K2 KIR 0SSy SEAftSR FNBY (GKSANI K2YS
YSFEYAYy3 (2 GKS YI L¥X aKS GeedxppBndid ZifegeSnages K S NA S f
can then go beyond talking about Cuba but about cartography and issues of gitbbalon

a much larger scale.

In many of her works MartineZafias creates mythical maps of an imagined Cuba. A Cuba

that she has no recollection of. A Cuba she has created as an exploration of her birth

O2dzy UNBE® ¢KSAS g2NJa GdO2YO0AYS RSGWAET & FTNRBY
photographic collection of family snapshots and travel pictures, as well as images of pre

Columbian artifacts, photographs of Spanstiile architecture, and religious documents
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aK20 FTNRY 0221 aé¢ LikeRalinar2VRErtinesTarias Ynvehi el [deatigns d
merging the present, past, and the unknown to attempt to reinvent the past. These
expressions of her constructed identity complicate and celebrate her hybrid experience, an
identity that stretches across bordgrAnother artist who also explores the complexity of
migration is Odette England. In the final case study Odette England uses performance and

collaboration to revisit the one place she still calls home.

" y’fwwﬂwwwm ' J
)

Fig.51 Plan de Ciudadlaria MartinezCafiasCourtesy ofthe artist and Fredric Snitzer Gall¢iy286
1987)
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Odette England

Fig. 52Mum # 9 (Right FoatCourtesy of Odette Englandll rights reserved by the artig2012)

G{2dziKSNY ! dzaG NI £ Al I 6 A Y (-&cNBHainvapy daibg a &

to bankruptcy. We moved to the town. | was fourteen years old.

| have since lived in big cities in the United Kingdom, Europe, and the United States.

None has the qualities of rightness for me to call them home.

As a photographer, | have returned to that farm almost every year for twenty years,
inviting my parents and daughter to join me. We use our cameras and oral history to
remember and forget. It is the only place | call home, live no longer, and linger

longesi ¥ (see Appendix).

PhRSGGS 9yt yRQa YAINFGA2Yy ad2NB 61L& 2600 Ay SR DAl
December 2023.
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Fig. 53ad # 4 (Left FoatCourtesy oOdette EnglandAll rights reserved by the artig2012)

LYy hRSGGS 9Thace Upgrraineréat8dN 2812 she reclaims the dairy farm

she grew up on in Australia through a series of photographic, meditative, and collaborative
interventions. Now based in Rhode Island in the United States, England creates work
thematically related to an idealisehome and a longing for home reflecting her migrant
experience. IMThrice Upon a Timeéngland worked in collaboration with her parents to

create a body of work that retraces her memories of home while also physically retracing
her childhood footsteps. 18011 her parents revisited the dairy farm where England grew

up. Once a month over the course of a year her parents would traverse the land directed by
England. Through phone calls and email communication England would send a list of
locations she wishedér parents to rephotograph based on images found in her personal
archive or from her memories of the time when she lived on the farm. After developing the
photos England directed her parents to tape the negatives to the bottoms of their shoes and

walk arownd the farm. As they walked along familiar pathways the uneven ground crushed
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GKS yS3alragaodSa Fddl OKSR (G2 KSNJ LI NBydaQ FSSid
negatives and the repetition of each step ripped and tore at the emulsion of the

photograph. Each step deteriorates the image leaving behind traces of the walkatéet$

collected what remained of the negatives and placed them in an envelope and posted them

to England who then used tweezers to piece the images back together. England uses
photography to interrogate feelings of loss and grief she feels as a resafivahg home.

Through her unique procedsading approach to photography Englacehunravel her own

experience of homesickness. In addition, England represents home within her photographic

practice and what home means for someone who has lived in multiple countries.

Homesickness

As mentioned earlier i@hapter Two, homesickness is a key characteristic of migration.

oy 3t yR SELX 2NBa KSNI 26y SELISNASYOS 2F K2YSa
homesickness reflects dissatisfaction with my current surroundings; something is missing,

and so | look foritinthegali ¢ 0 9y A f | Shés&arches for@m Mome tiah she can

never again exist jnusing her photographic practice as a tool to reconstruct her past.

GLQY y20G GNBRAYy3a G2 R2R3IS 2NJ SaoOlF LIS Yeé LI a
reappropriate personal snapshots. | collect family albums and restage their content. |
direct my parents to revisit our former farm and reconstruct the past. | remake
famif AL f LI I OSad® ¢KS NBadz dFlyd AYF3ISEa | NBE W
NEO2y aidNHz2OG Y& KAAG2NRE 69y 3IfFYRE HampT W™
Herritualistic process of returning and reimagining reinstates memories of a time when
England felt at homeBYy utilising aystematic andime-consumingprocessbasedapproach
over a twelvemonth period England rebuilds the past step by step. Each image signaling
0FO1 G2 KSNJ @&2dziK ¢gKAES adatt NBGFEAYAYy3I StSY
G1F 1S LK2023aNILIKad L NI yafFz2Ny f2aaod L YIF LI 3N
homesicknesssaa source of inspiration and creates images #ilatw her to investigate
what it means to be away from home. By directing her parents to walk around her
childhood home she attempts to travel back to a place she cannot go back to, a place she

can only revisit in her memories and attempt to revisit witdr photographic practice. The
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experience of homesickness can be all consuming and impact on a sense of identity and
belonging. England mentions how there is something missing in her current life that is
driving her to make this work. It is through her unique process -@h@tographing

retracing footsteps, destroying negatives, and eventually rebuilding the remnants of the
image that she can uncover her understanding of migration and how her lived experience of

homesickness is directly impacting her creative practice.

Fig. 54mage of film negatives taped to the bottom of two pairs of shoes before and after walking on,a farm
Odette Englanq2015)

Representations of Home

England represents her own unique understanding of home, a disrupted home, a home of
the past. These images are crumpled, cracked, and distorted. They are fragments pieced
back together with large empty black spaces and tears ripping through the image. Thi
deliberately destructive visual element acts as a metaphor for how the artist feels about her

relationship with home. England states that:

GThis repetitive, ritualistic motion makes the photographs look as if they were found
NRGOAYT Ay (GKS Sl @gSa 2F GKS FIN¥YQa NR27F:
disintegrate or spontaneously combust. Some are so cracked and battered, they

barely function as images. The black holes and chasms become breaks in reality; they
shatter the facade of the mirrored image of me. Fragmented pieces of time are

composited in a layering succession of static instances. The order of time collapses.
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They show how a photograph is not just a useful representation of a place; it can
Ffa2 o6S | 0SkdziATdzZ &d2aidiSY Ay YR 2F AGA&S

England uses these destroyed negatives to attempt to make sense of the reality that she can
never return to that place and time. These images visualise the failure of memory and the

failure to return. The ruptures in the negatives reflect the rupturesyind=t I Yy RQa 02y y SO
to a home. She embeds the land physically into the negatives by crushing the negatives into

the ground. Dirt particles now smear the image coating her depiction of home. The images

of home are then masked by a layer of the place icutsent state. The dirt afoday covers

up the images that hold memories of the past. She creates a disrupted sense of place,

inviting the viewer to search for their own personal reserve of memories to attempt to place
GKSYasSt gSa 6AGKAY GKS a0OSySo 9ymérfiwgyRo SELIX | Ay
NEO2yySOl ¢AlGK GKS fFryR waKSe fSFi 0SKAYRE 0
RSLIAOGU t2aa YR RA&NHZII A2y odzi GKS& Ffaz | ¥FF
persistence to revisit the fam, reclaim those places, ‘&ngage with the land, remake the

images and memories from her childhood England establishes a representation of a place

that holds significance to her migration story and her understanding of who she is.

Fig. 53ad # 7 (Right FoptCourtesy ofOdette EnglandAll rights reserved by the artig2012
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Fragmentation and Memory

While each artist has had unique experiences of movement and unique ways of visualising
this, there were some key similarities that were found during the interview process. First, all
four of the bodies of work selected for this case study chapter emph&sigmentation.
Whether it be through ripping cyanotypes and creating new compositions from the
fragmented pieces, cutting negatives in the darkroom to create utopian landscapes, slicing
rubilyth and combing negatives and other translucent objects toter&sage scale

constructed negatives, or restructuring destroyed negatives after being crushed beneath the
FNOIA&GGQAa LI NByiQa FSSGd 91 OK o62Re& 2F 42 NJ
rebuilding. All four artists bring together these pie@sl create new images from the

pieces they have gathered. This symbolises the fragmentation felt by those who have

experienced transnationality.

Furthermore, all four artists explore the role of memory within their practice. Whether that

0S GKS 101 2F YSY2NRI GKS f2aa 2F YSY2NRZ

2

YAINIYyiG ARSyiGAdGeod aSY2NER Aa | | SaeticeiBubnyS G KI G

the interview Pluta begins to unravel the impact of memory within her work.

A¢KS NRfS 2F YSY2NER F2NJYS Aa GKIFG GKSNB

photographs guide me to think that, in terms of my family photographs, that my

mum and dad have, there are photographs that point me to something, point me to

anexperienceos KA OK L ¢gAaK FyR aKz2dZ R KI @S YSY2N

that there isn't a memory. There is a kind of constructed something that | have. A
sort of association, which is not bound to an emotional connection to a place
because | do not havdéaat memory of that place, and that in itself is a bit bizarre
0SOlFIdzaS L LINPoOIlI o6feé &aK2dzZ R dedAppeidiyi I ISz

While Pluta has very little memory of her childhood in Poland, England actively pursues her

memories, ritualistically revisiting her past as an attempt to make sense of place and home.

9y 3Af I yRQa LINRPOS&a 2F FalAy3ad Kewtiigthtldpssti a o 2

footsteps, and recreating old photos can almost be seen as an act of forcing the hand of

L

N

YSY2NE® 9y 3IflyR &ddzZaA3Sada GKIG aKSQa alLlza KAy 3
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them, encouraging expiration. The remakes will take over the originals and, at some point,
0S02YS (GKS 2NRIAYItaé¢d o69y3IflIYyRI HnmpT o0 P ¢
complexities of having a life defined by movement and how that movemeirisuslised by

someartists using alternative photographic processes.

Fig. 56Mum # 3 (Right FoatCourtesy ofodette EnglandAll rights reserved by the artig2012)

Process and the Photobook
Both Talmor and England have published photobooks that reveal the intricate details of

their process, taking you behind the scenes to understand step by step how the images are
made. These insights into the photographic process not only reveal how thewesrk

created but also signal to the migrant experience. For Talmor in her photadBoo&tructed
Landscape&020) she shows you what the images looked like before they are sliced into
fragmented pieces. Each image is labelled with the location and the 8atee images are

from visits back to Israel others are in England. The pages of the book are annotated with
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her own handwriting scrawled with arrows, locations, dates, and her numbering system for

labeling each negative. She shows how she brings the countries together into one picture

plane. Each choice she has made is evidenced in the photobook. When vieviingath

work of art there is no indicator as to which image comes from which country, but within

the pages of the photobook the original negatives are laid out for the viewer to experience.

The images in the original state act as a personal archive afdydlinages or snapshots

taken on trips home. By showing us the process the viewer is exposed to the original

purpose of the images. Talmor provides clues to the significance of these places. For many
AYYAINIyGaQ LK2G2a& G 1 S yte dughg timeFot Bamesicknéss OF y L
2NJ I NBO2NR 2F | tAFS GKSeé STl o0SKAYR® . & |

she provides insight into what it feels like to live between countries.

Fig.57 Pages 16467 from Dafnha Talmar Constructed Landscapésw:Books, 202@pesign Hans
Gremmen; Texts by Olga Smith, Shoair Mayl@merry Smyth and an interview by Gemma Padley with Dafna
Talmor(2020)

England on the other hand includes email correspondence between herself and her parents
presenting proof of their conversations. She also offers evidence of the directions she used

to help guide her parents around the farm, scan®ast-it notes her parents wrote to her,
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handwritten messages on envelopes, and snapshot photographs of the process in her
photobookLover of Hom¢2012). England reveals the process she took to collaborate with
her family, but also what it is like connecting with loved ones who are far away.
Communication with family and friends back home becomes a key characteristic of the
migrant experience. By psenting the correspondence exchanged during the project's
creation, England highlights a deeply familiar experience for those who have navigated life

across borders.

Fig. 58Screenshot of page pg. 157 of the photobaaker of HomgOdette Englan@2012)
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Conclusion

This chapter detailed the lived experiences of four artists who use alternative photographic
techniques as part of their creative practice. | examined the complexities of navigating the
journey of transnationalism and how these unique experiences of monehneve been
visualised using experimental photographythis research emphasse key findings from

the case study including making sense of the migrant journey, embracing elements of
chance, the impossibility of utopian spaces, multiplicity of time @@tnory, rootedness,

map making, homesickness, and representations of hdfaeh selected artisevealed a

unique lived experience ahigrationand therefore approached the creative process in
different ways. Pluta was forced to escape Poland as a child and migrated to Australia along
with her family as an asylum seeker. This experience she has very little mefpsmyshe

uses her creative practice to make sense of that journey. Talmor left Israel as a child and
moved to Venezuela after her father started a new job. Talmor later moved back to Israel
and finally settled in the United Kingdom. She collages fragments of ingesin places

she has called home to create a utopian place of desire and impossibility merging all her
homes into one. Martinez I 3+ & |0 2yfeé& GKNBS Y2yiKaQ 2ftR ¢
birth, Cuba, and has since lived in Puerto Rico, the UnitddsStand Spain. She uses
cartography to create an imagined Cuba, the place that fuels her identity however a place
she has no recollection of. Finally, England grew up on a farm in rural Australia and left due
to bankruptcy she later moved to the Unitechgdom and Europe and is now settled in the
United States. England recreates photographs from her childhood growing up on a farm and
directs her parents to walk about her childhood home with the negatives attached to their
feet. All four artists selected fdhis case study chapter examined the diverse and

multilayered understanding of movement across countusmgalternative photographic

processes.
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Chapter Four: Transnationality and Alternative
Photographic Processes

This chapter articulates my practib@sed approach, in which | use alternative photographic
techniques such as cyanotypes, film soup, and soil chromatography as a tool to make sense
of my own migration experience and my understanding of transnation&ityarting the

trajectory of my practice throughout my research degree, this chapter demonstrates the
personal journey | have taken over the course of the PhD with my migrant identity
combining mypracticegled researctwith anunderpinring of the theoretical discourse

discussed previously in my thesis.

MigrantAesthetic

Migration has been a source of inspiration for photographers for centuries and has been

used as a powerful tool to document and disseminate information on the mobility of

LIS2 LI S a2 KAES O2yGSYLBRNINEBE YSRAF AYF3IS& €I N
GAOGAYK22RX YR LWAGEeY &2 YdzOK Y2NB OFly o6S al
LIS2 LJX S | NP dfpheehank2D1)8 rahddatiGhalityis a multifaceted experience.

Art historian and cultural critic T.J. Demos believes that there is a speaifiant aesthetic

that hasemergedoverthe last few decades. This aesthetic has been generated in response

to the challenge of finding an adequate way to express the effects of displacement and the
complicated realms of the transnational condition. This individualistic and complex

experience ombined with the rejection o&restrictive categorisatioof home, identity and

belonging has resulted in an artistic aesthetic of the migrant (Demos. 2013:4). In addition,

he indicates that migration allows artists to overcome certain constraints such as fixed
ARSYyGA(Ge gKAOK I ff2¢ ( té&postcd@nialdbBdenssiShea RSGF OKS
AGNHZAIES F2NI YAY2NARAGE NBO23AyAGA2YyE YAINFyda |
SyiArdeéeé o05SY2asx unmoYMmMO® ! OO2NRAY3I (G2 5SY2a
recognition, which in his opinion reinforces notsaf race, ethnicity, and nationality. This

attention to the struggle minorities face ordinarily is associated with melancholy. However,

Demos suggest a new model characterised by mobilityrgfdidisation,one that would
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not be downtrodden by the typical feelings of leaving home and instead would benefit from

the diversity gained from movement. He goes on to explain:

G¢ NI @St Ffaz2 K2fRa GKS OFLI OAGe G2 dzyt St a
multiplicity beyond the fixed categories of identities, mediums, and conventions. In

this sense, its transformative experience may inspire both critical and creative

energes, complicating the existential vulnerability and material destitution it

20KSNBAAS YI@ ONAy3IéE 65SY2aX HaAmMoYoUOd

Here, Demos challenges the fixedness of conventional categorisations such as identity and
medium. He asserts that the simple act of being mobile enables a person to understand
multiplicity, this understanding alone can be conducive to creativity. By emgluri

experiences outside of fixed understandings, Demos suggests that creative outputs may
benefit from this transformation despite the complications and vulnerabilities that

migration also entails and enable creatives to look beyond mediums. It is suggesied

that the migrant aesthetic is then characterised by a mixing of mediums, an overlapping of
traditions, in reflection of the complexity of transnationalifyuring this practicdased

research | have explored how photography can also be used in this manner to investigate
transnationality. | have investigated the layered, and prodessed approach of alternative

photographic technigues that can be used by igrants to translate their experience.

Alternative photographic techniques frequently use long or unfixed exposures that continue
developing over time, sometimes lasting months and, in many cases, have exposures that
will never be fixed at all. They will continue developing as time goes ancdhirasts with
photography that is traditionally associated with capturing the definitive moment in a
fraction of a second. In addition, some of these alternative photographic techniques do not
include the use of a camera at all and are created fromtptzaterial, found objects,

chemicals, and light. These alternative processes challenge the standard mode of

photography which Demos argues is a key component to the migrant aesthetic.
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In addition to looking outside fixed definitions of identity, immigrants also live a fractured

SEA&GSYOSd 5Sy2a &Gl i8a aiKIG Y2oArftAaide RS&AT

fundamental ambivalence, calling up the longing for home and the embrace offedsew

FYR GKFG Ay GKS flad yrteaira YAINIGAZ2Y Aa

2013:4). Demos suggests that mobility creates a rupture in the life of the migrant. Migration
is therefore in disagreement with unity and wholeness. He propdsatsniigrants are
continuously longing for a life no longer theirs. This therefore is reflected in their artistic
endeavours. Demos suggests that this rupture becomes present in the art practice. Many
alternative photographic methods lend themselves welihte disrupted reality of

migration. In addition, the fractured image that explores multiplicity in medium and
meaning are images that tell several truths. They represent a reality that is difficult to
represent.For the remainder of thichapter,| draw fom my ownatrtistic practicewhich

uses processes such as photograms and soil chromatogtaml®monstratethe lived

experience of transnationality.

Immigration Day

On the 21 December 1999 at the age of nine | immigrated to the United States, leaving
behind everything that was familiar to me including my home, school, hobbies, and friends.
It was on this day that | became an immigrant, that | began to experiencetistant
oscillationbetweentwo selves. Continually longing for what once was while at the same

time attempting to assimilate into my new home. In the early days of our migratipn

family and Wwould commemoratehe anniversaryof our migrationcelebratirg together

each year, but gradually over time this day became much like any other. The date, however,
wasalways ingrained in my memory, those numbers | would never forget. When we first
moved to America we lived in an apartment in Redmond, Washington. It is within the walls
of this small apartment that my transnational identity first formed. It acted as eeptd

change, transition, and disruption that would later impact my understanding of belonging
and home. While on reflection, | am aware of the praidweffect this moment in my

personal history has had on the construction of my transnational identity, at the time | was
unaware of its significance. The location itself | have no real attachment to. The memories of

my time spent there are limited and afteve moved out of our Redmond apartment, | felt
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a trip to this site on the twentieth anniversary of our immigration day.

My aim was to create a piece of work that commemorated this day and place by creating an
impression of this site twenty years after | first stepped foot in America. This body of work
was influenced by artist Chrystel Lebas whose publicdtield StudiesValking through
Landscapes and Archivi017)tracesher encounters with plants and animals as she travels
around Scotland and England following the footsteps of British botanist and ecologist Sir
Edward James Salisbury. The series of photograms that she included to record the flora that
she encountered oher walks were particularly inspiring. These photograms resemble the
early cyanotypes of Britigdbotanist and first women to publish a photobgoknna Atking

who documented Britisiaf 31 S A y 16 Hotf insycesii® &pécimen that is being
documented is lifted from the earth and placed directly onto the light sensitive surface of
GKS LI LSNP Ly !'G1AyQa ¢2N)] aKS dzaSR Oelyz2delL
photographic paper. Each image igdted with the same respect that a botanist might use

in their study of plants, collecting samples, taking notes, and investigating4isgng

knowledge to catalogue what they find. | took a similar approach with the aim of also
creating a catalogue, bunstead of investigating natural plant species | chose to catalogue
my first home in America. | recorded the textures of the trees in the landscaping
surrounding the apartment. | documented the rain that fell on that day. | made frottage
drawings of the &rious surfaces near the apartment including the front door, fire hydrant,
road, stairwell, and pathways leading up to the apartment. | collected water samples to
recreate the flow of water from the gutters into the drainage system. Mimicking the
catalogung techniques of scientists and gathering as much material as | could during my trip

to this space.
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memories of the day we became immigrants. | started by asking my family members to

write down any memories they had of this day. The writing took place in isolatidrdid

not want my family to be influenced by each other or reminded of events outside their own
recollection. Each response varied slightly with a few key moments recorded on all five
documents, such as the moment our pet rabbit was left behind at Heatlairport and

RARY QU YIF1S Al (2 2FaKAy3dzy FT2N I FTSg6 Y2NB

story in the retelling of our immigration day.

As mentioned in Chapter Two, autobiographical memory is significant when considering the
formation of a transnational identity. Igor Knez explains that the main function of
autobiographical memory is to provide a foundation for the self by sharing memaitles

others (Knez, 2012: 3). The specific memories we choose to tell other people form our sense
of self. Even though all five members of my family shared the same experience of
immigrating to America each person selected different stories to tell uptieatéon of that

day. My sister recalled saying goodbye to our neighbours and how it made her cry whereas
my father described the car that he left behind in the driveway and how much he loved it.
By collecting these narratives and presenting them in thahetion as archival documents
alongside the photographic prints, it recognises their importance in making a record of this
specific place and time. Not only does this project create a catalogue of the site but also a

catalogue of the memories of our immégion day.
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You can view the remaining letters from my family in Appendicés addition to the

written accounts of our immigratiar also employed a combination of methods to create a
personal archive of this site. | first immersed mysethmlocationand began capturing the
downpour of rain. | did this by placing sheets of paper coated in cyanotype chemistry on the
pavement outside of the apartment. The rain drops mark the surface of the paper recording
their presence. On some sheets of paper, the ta@gan to pool, and in others the intensity

of the rain washed away the chemistry all together leaving behind the white of therpape
This mark making technique creates an imprint of the rain drop. Furthermore, the light
made its way through the clouds to expose the chemicals that remained, resulting in a blue
speckled image. | created twenty rain cyanotypes to mark the twentiethvansary, one

print for each year since we first moved to America.
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One of the most noticeable elements of the site on this day was how the rainwater moved
over the surfaces of this location. The rain gushed out of gutters, travelling across the
tarmac of the parking lot and down into the drainage system. The rain drilzaexs the
windows and splashed as | made footsteps through large puddles. To record this movement
of rainwater | collected samples using a ladle and a pitcher. | took this water home with me
so | could recreate these motions by pouring the water acraggelsheets of water colour

paper coated in cyanotype chemistry. As | poured the water, the journey the water took was

then recorded onto the surface of the print.
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The resulting images are unlike most photographic prints. The blue washed out splatters

appear messy and random. The abstraction records something other than reality. They use

water samples from the site and movements that mimic those the rain made odaj¢o

create a feeling of being present in this location at a particular time. As author Marc Lenot
adz3aSada az2yYyS FEOSNYIFGAGS LIK2G23INF LIKAO LINEROS
oddities but are photographs nonetheless because of the action dfdigla photosensitive

ddzNF I OS¢ O6[Sy20X HAHHY MnOd ¢KSAS AYlFI3ISa R2
feeling of returning to this site, reflecting on the experience of being an immigrant, and

attempting to capture the essence of that space etthan an accurate depiction.
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The Frottage Photogram Process

For the final piece of this body wafork, | used the frottage drawing technique and adapted

AG a2 AG OFy 0SS dzaSR (2 ONBIFIGS LK20G023aINIYa Ay
FYR WHdzi2YFGAO0Q YSUK2R 2F ONBFGAGS LINRRdzOG A 2
textured surface usingapehd 2 NJ 20 KSNJ RN} gAy 3 YIFGSNRIf& o6¢
making was famously used by Max Ernst in some of his drawings of an ancient wooden floor

in 1925.

CAIOKS T9Y®mNIE /BMid6E0 I 0

In 2007 Japanese artist Masao Okabe was commissioned by Hiroshima City Museum of
Contemporary Art to create a body of work using the frottage technique, which was also

f1 GSNI SEKAOAGSR Ay (GKS HnAnlsTherSaFut@SforOrSy y I £ S
Past? The Dark Face of the Lighotwed some of the thousands of rubbings Okabe has
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rubbings, an old railroad station undergoing demolition, and provided materials for visitors

G2 YI1S GKSAN 26y NMUHzoOoAYy3Iaé O6LOSNEBESYS HaAamMTY
can use this technique to record traces left by the past. It is a fomaprbduction that

allows you an impression of the object. The trace captures scars, dents, and scratches left

behind on the surface. As you peel the paper away from the surface of the object it is as if

you are peeling away a layer of its history, its eigrece, its memory and taking it with you.

The paper itself is left with indents and scrapes, becoming a topographical map of the
202S00 @ LY hllroSQa ¢2N] GKS RNIXgAy3ITa a02yOS
YSY2NERE¢ 0L DS NES yksendng asta Yemioderof tHe leveris thetltonld place

in Hiroshima.
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In my serieSurface Recordsused frottage drawings of the textures of my first home in
America. | captured the textures of the tree trunks, the impressions of a fire hydrant, the
cracks in the pavement, any surface | could get a record of | took my charcoal and captured
its texture onto the newsprint paper. These frottage drawings were then scanned and
inverted to be printed on acetate as digital negatives. The first image below is an example
of the scanned drawing before being inverted while the secmnage is an example of the

inverted scan ready to be printed as a digital negative.
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After printing the frottage drawings as digital negatives | then went into the colour

darkroom to create the frottage photograms. On a colour darkroom enlarger you will find
three colour dials including cyan, magenta, and yellow. These three dials didtate

colours are produced within the image. As the intent of this project was to commemorate
my immigration day | used the numbers from the date 21 December 1999 and input them as
the numbers for the colour dials. | dialed 21 for the cyan, 12 for the ntagand 99 for

yellow which resulted in a red and black coloured photogram as pictured in the following

images.
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There are forty prints that make upurface Record3wenty of the images have a black
background with a red imprint of the surface texture and twenty of the images have a red
background with a black imprint of the surface texture. Twenty images to mark the
twentieth anniversary which were then repeatedrepresent the duality of

transnationality. Each print exists as a positive and a negative and is exhibited in opposition
of each other as a visual metaphor. As an immigtdratve experienced thdhere are two
selves that form. The person who existeddref migration and the person that is created

post migration. The juxtaposition of the positive and negative frottage drawing symbolises
the transition between the two. They stand side by side as the two identities of an
immigrant coexist together, reflectg one another, but always made up of many parts. They
visualise the tension between the two identities and the two countries. The feeling of being
caught between the two, having your feet in two lands, straddling two selves. The
multiplicity of the fortyprints implies the multiplicity of transnationality. Each image tracing

memory, history, and time.

CAID yT L{ydNdFIfdIromSORIRIENT O 0SS a4 wSaSkNODKY 2Lt SEKA:
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Immigration Daywas created in a singular location, the first place I lived in America, on a
singular day: the twentieth anniversary of my migration. The site and time the images were
created are conceptually significant. For this reason, it was important that | select
appropriate photographic processes that relate back to the themes and subject matter of
the work. The cyanotype process allowed me to record traces of rain drops and movement
of water. The characteristically blue nature of cyanotypes refers to the blueircofavater,

but also of oceans and bodies of water that often separate migrants from their homeland.
The rain that came down on that day washed away a layer of the cyanotype chemistry
acting as a metaphor for the washing away of a previous identity fwiorigration.The

marks made from the rain can be viewed as teardngdsrencing the emotional imprintfo
migration. The frottage drawings that were then later used to create photograms in the
colour darkroom for thesurface Recordset of images was acst/ and laborious technique.
Furthermore, the tactile and intimate engagement with these methods allowed for space to

embed meaning into the process itself.

The Woods

| continue to investigate attributes of my transnationality in my sefiee WoodsThis

project draws from my personal experience of migration to investigate the intricacies of

mapping and place attachment in relation to my own understanding of transnationality. As
YSYGA2YySR SIENIASNI Ay [/ KIF LJi SN ¢ @aitivadmeotiandl | G 4 | C
bond to place. For an immigrant place attachment can play a key role in the formation of a
transnational identity. Often there is a longing and attachment to a specific location from
2ySQa K2YStIlyRX odzi | f &2entsto)ydcesMheyeiheylatey F 2 NI
currently based. As I reflected on places | as an immigrant am attached to, | realised that

there was a walk that | use to go on every day from my childhood house in the small village

of Lindford to my school in the nearby tovBordon in Hampshire, England which as a child |

would callthe woods. This walk was part of my everyday routine which as | mentioned

earlier is a significant component to the development of place attachment. After

immigrating to the Pacific Northwest éfmerica, | returned to this site repeatedly on short

trips home to England in the summer and retraced those footsteps | had once walked as a

child. When | was feeling homesick for England, this walk often appeared in my mind. |
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decided to return to this personally significant site and create an interpretive record of my

place of attachment. | walked step by step the same path during all four seasons autumn,

spring, summer and winter as an attempt to map this location using altem

photographic processes. Professondualcultures at Goldsmiths University Irit Rogoff

SELX FAya GKFG aOFNI23INILKE A& GKS ardayAaferyd
HAnnY ToUu® 2A0K w232FFQa ¢ 2 NiBostegsyeacNsteg RS L Y|
marking the land throughout the journey. | make a record of the site by methodically

collecting soil and plant samples along the route as an attempt to locate myself and explore

my identity in relation to this personally significdntation.

@,,
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pandemic and as restrictions on travel came into place, fear of losing family back in America
became prevalent, in addition to the fear of not being able to return to America again.

There was a fear of losing that part of my identity. My attachments gidfrd became

untethered and a pull towards my home in America grew stronger. American Author

Rebecca Solnit writes in her boskField Guide to Getting LastK I § ¢ 3SGidAy 3 f 23a0
dzy FI YAT AF NI F LILISENAY3I wodde GKS g2NI R KIFa o
I f2aa 2F O2y(iUNRft¢ O6{2ftyAlGY HAMOY HHO® ¢KS
unfamiliarity, and discomfort. It was throudhe creation of this body of work, through

mapping my place of attachment, that | attempted to aige that discomfort. An attempt

to reconnect with my home country in England.

As mentioned in Chapter Two place attachment is not something that simply occurs, there is

an active participation that is necessary for the attachment to progress (Rishbeth, 2014:

108). My choice to return to this childhood walk repeatedly throughoutytbar to create

The Wood#elped solidify my place attachment to this location but also allowed for the

continued development of my transnational identity. Reflection became a powerful tool for
NEodzAf RAYy3 GKS 062y R G2 (Kyodrselttd plaGed théydyitey A G & NRA
you yourself back, the more one comes to know them, the more one seeds them with the

invisible crop of memories and associations that will be waiting for you when you come

0FO1¢ o0{2fyAldZ HwnanmnY wedwith mé&ndezkd fyord mchildnaddt { a8 = L
of picking catkins from the trees and racing my siblings down thetweltlen dirt path. |

remembered collecting oddly shaped conkers and dragging my school backpack behind me

when it was too heavy. Now as an adult maegars later the walk seemed so familiar and

yet there were a number of obvious changes. The bridge over the River Wey had been

S1COVID19, also known as coronavirus, is a contagious viral disease that causes severe respiratory
issues. It was first identified in Wuhan, China in 2019 and has since then spread globally the result of
which is an ongoing pandemic. The pandemic has impaed communities worldwide and governments
have taken various approaches to handling the situation one of which was imposing border closures and
enforcing country wide lockdowns. This is the first time for many immigrants that they were unable to
travel back to their homes due to the new restrictions on travel. As of the 6 April 2082.59,474 deaths
have beenreported to the World Health Organisation.
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rebuilt a few years before and the old metal bars we used to swing on had been replaced
with wooden fencing. The nearby empty field was now-jaacked with houses and the
empty discarded shopping carts and graffiti had long since been cleared away.dgynigtr
my footsteps, have beercreating a photographic representation of the space as it exists

today and a personal archive of a significant element of my transnationality.

Through a methodical revisiting of place and practice of walking this body of work not only

utilises alternative photographic processes but also encompasses the entirety of the making
processThe walks themselves then become a part of the building of my transnational

identity and the production of this body of work. Walking has famously been used in

contemporary art practice such as Richard Long in his 1967 work AfLane Made by

Walking32and MarinaAbramovbl Y R ! £ | @ Q& ™ Plye\GreatI@/amaRiY I y OS

[ 2y3Qa dzaS 2F gLt 1Ay3 Ay@SadAal idSR LISNYIySyC
while! & NJ YadddUNay explored performance, time and love. The tradition of walking

and its use in contemporary art practice has been explored thoroughly and is used to

uncover a wide range of topics. For my body of wbink Woods use walking as a tool for

mapping, reflection, and an attempt to reconnect with my place of attachment.

%2 ong created several bodies of works that involved walking such as his 1990 bagicking Stoneswhere

he documented a 203 milelong walk, he did in six days from Cork to Sligo Ireland. He also is known for

his 1972 pieceDartmoor Walkswhere he records a series of walks, he did in Dartmoor. Each line that he

records correspond to the location of a walk that can be found on an Ordnance Survey map. As wellfas

Hundred Mile Walkfrom 1971-1972 that Long created by walking a circular route repeatedly while

recording sounds heard along the walk and the presence of rivers.

BThe GreatWallwalli! W HI ¢ G Y2RhWe U7 WOac¢! Ws ¢t We WGl nYIl ¢ URNWGR
opposite ends of the Great Wall of China walking towards each other. They walked for ninety days. When

they met in the middle they ended their artistic partnership. The walk it$erepresented not only a

physical journey but a journey of their relationship, endurance, and human connection.
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The Soil Chromatography Process

During my walks | collect soil samples and plant samples to use in my image making. |

document these samples in a journal, logging the date the samples were collected, the

season that the walk took place in, common names of the soil and plant samplesl| as w

the latitude and the longitude coordinates as shown in the tables below. This journal keeps

track of the walks in a style an amateur naturalist might use to observe changes in nature. |

also included snapshots from my camera phone to record theasiteplants to keep track

of where | had collected samples from throughout the duration of the project. These

snapshots of the plant samples were taken for research purposes as a note taking device

showcasing the landscape of the walk.

Walk Name: The Woods Coordinates
Season: Spring Latitude: 51.11535800388429
Date Collected: 1 April 2021 | Longitude: -0.8495406571554381
Sample No. |Plant/Soil Sample:

1 Fig buttercup

2 Cuckoo pint

3 Stinging nettle

! Daffodil

5 Cow parsley

6 Soil and sand sample from the riverbank

i Ribwort plantain

8 Dandelion leaves

9 Holly bush berries

10 Soil sample from the exit of the path on to the road

CAI® apmsS 27
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Walk Name: The Woods Coordinates
Season: Summer Latitude: 51.11535890388429
Date Collected: 13 August 2021 | Longitude: -0.8495406571554381
Sample No. |Plant/Soil Sample:

1 Common Hazel

2 Bind Weed

3 Horse Chestnut

4 Cuckoo Pint

5 Fern

6 China Rose

7 Sweet mock orange

8 Soil from middle entrance to the field

Q Arborvitae (swamp cedar)

10 Grass

11 Papaver nudicaule (Iceland Poppy - Orange)

CA 3k apti S
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Walk Name: The Woods .
Season: Autumn Cocrchnat:e S
Date Collected: 15 Noverber Latitude: 51.11535890388429
021 Longitude: -0.8495406571554381
Sample No. |Plant/Soil Sample:

1 Common Hazel

2 Herb Robert

3 Cherry Laurel

4 Holly

5 Red Elderberry

6 Male Fern

7 Soil from along the pathway toward the bridge

8 Grass

9 Myrtle

10 Garlic Mustard

CAEod ¢+ 06fS 2F &l YLESHEYD]t FIBYE RESHERE ISAS (0K nwlmyDa 2 Y
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Walk Name: The Woods .
Season: Winter Coordinates
Dat C‘ llected: 27 Feb Latitude: 51.11535890388420
are Loflected: S0 TEPIUAY | ongitude: -0.8495406571554381
2022
Sample No. |Plant/Soil Sample:
1 Cukoo Pint
2 Cherry Laurel
3 Elmleaf Blackberry Brambles
4 Daffodil Stems
5 Cow Parsley
6 English Ivy
7 Marsh Pilewort
8 Chickweed
Q Greater Celandine (Devil's milk)
10 Soil from the entrance of the walk

CAI® @S 2F &l YLI &Say NIt SFORSR KFEyS2 IHBERE ISE S (0K nvelHyDa 2 Y
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| then use the soil chromatography process to create photographic images of the soil and

plant samples taken from this sitechose soil chromatography as it is a process rooted in

the landscape. | wanted to create work using materials directly sourced from the very

environment that the project investigates. Not only is the body of work grounded

conceptually irplace butis also physically made from that place. By using this slow
methodicalprocess) work directly with the land that | am trying to understargbil

chromatography is a photographic process that is often used by farmers to assess the

jdz- t AGe 2F az2Af o chosiKdeRipeditheirvular dhidmatographtestm y d
Ot FSATFSNRA / ANDdzf F NJ / KNR2 Y {2 3 Ndorhpiisés, ack / / 8 0 7
ONRLJAE O0Y212NYIFOT &1 HanmcY MOD® ¢KS @GAradzft 2d
LINAYGA FNBE NAYy3I tA1S LIGGSNYAE aF2NX¥SR 2y OAN
ph2 6 2aSyaArAidA@dS adzoadlyOSs IyR AY0OAOSR GgAGK |y
2016; 1). These images can provide valuable information about soil structure, minerals

available, and biological diversity. This process is used in environmentesstagriculture,

and urban soil investigations to detect contaminants in the soil, as wadlséiag minerals.

Soil chromatography is also a photographic process that uses silver nitrate and capillary

action to create an image of the plant solutidelonr youcan see how the plant or soil

solution travels up the wick which uses capillary action and is then absorbed into the filter

paper.

Filter paper

Wick

— Petri dish or container

S =

Solution -———

CAIA®AKEANI Y 2F OF LAt I NB 4GHOpenyd Ay d2Af OKNRY
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The above image from th®pring Seis an example of the traditional soil chromatography
process. Farmers can use the variations in colours and rings that appear to identify what
may need to be added to their soil. Fbine Woods$ chose to experiment with multiple

modes of making utilising some of the traditional approaches to soil chromatography as
pictured above but also a more experimental approach as well. | tested out the application
of the silver nitrate and soil solutiomtthe filter paper by scrunching up the paper and
soaking it diectly into the soil solution. | also experimented with using pipettes to drip
solution on to the light sensitive surface of the paper and folding the paper in various
shapesThis experimentatioemerged from a sense of plélyat references back to my
childhood spent along this walkwanted the process to carry traces of curiosibdthe

tactile experiences | had this locationduring tripsback to England.
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