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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 experiences, this 

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. If 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. 

 

¢Ƙƛǎ tƘ5 ƛƴǎŜǊǘǎ ǿƻƳŜƴΩǎ ǾƻƛŎŜǎ ƛƴǘƻ ŘƛǎŎƻǳǊǎŜ ǎǳǊǊƻǳƴŘƛƴƎ ǘǊŀƴǎƴŀǘƛƻƴŀƭƛǘȅ ǘƘǊƻǳƎƘ ŀ 

mixed methodological approach. By combing interviews and case studies from women who 

identify as having a transnational identity with autoethnographic research from my own 

experience of migration I showcase a diverse range of perspectives. I also use practice-

based research that involves the creation of three bodies of work all of which use 

alternative photographic processes to visualise the emotional landscape of migration. This 

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 of work 

Immigration Day (2019), The Woods (2021-2022), and Homesick (2021) to reflect upon my 

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

The Research Context 
¢Ƙƛǎ ǊŜǎŜŀǊŎƘ ǿŀǎ ƛƴƛǝŀǘŜŘ ŦǊƻƳ Ƴȅ ƭƻƴƎπǎǘŀƴŘƛƴƎ ƛƴǘŜǊŜǎǘ ƛƴ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ ǿƘȅ 

ŎŜǊǘŀƛƴ ŀǊǝǎǘǎ ŎƘƻƻǎŜ ǘƻ ǳǎŜ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǘŜŎƘƴƛǉǳŜǎ ǘƻ ǾƛǎǳŀƭƛǎŜ ǘƘŜƛǊ 

ŜȄǇŜǊƛŜƴŎŜǎΦ ¢ƘŜ ƛƴǉǳƛǊȅ ƛǎ ƛƴǎǇƛǊŜŘ ōȅ ŀƴ ŜƴŘǳǊƛƴƎ ƴŜŜŘ ǘƻ ŜȄǇƭƻǊŜ Ƴȅ ƻǿƴ ǇŜǊǎƻƴŀƭ ƘƛǎǘƻǊȅ 

ƻŦ ƳƛƎǊŀǝƻƴ ŀƴŘ Ƴȅ ƻǿƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƭƛǾƛƴƎ ōŜǘǿŜŜƴ ǘǿƻ ŎƻǳƴǘǊƛŜǎΦ bƻǘ ƻƴƭȅ ŘƻŜǎ ǘƘƛǎ 

ǘƘŜǎƛǎ ŎƻƴǎƛŘŜǊ Ƴȅ ƻǿƴ ǇŜǊǎƻƴŀƭ ǇŜǊǎǇŜŎǝǾŜ ƛǘ ŀƭǎƻ ƭƻƻƪǎ ǘƻ ƻǘƘŜǊ ǇƘƻǘƻƎǊŀǇƘƛŎ ŀǊǝǎǘǎ ǎǳŎƘ 

ŀǎ hŘŜǧŜ 9ƴƎƭŀƴŘΣ aŀǊƛŀ aŀǊǟƴŜȊπ/ŀƷŀǎΣ LȊŀōŜƭŀ tƭǳǘŀ ŀƴŘ 5ŀŦƴŀ ¢ŀƭƳƻǊ ǘƻ ƛƴǾŜǎǝƎŀǘŜ Ƙƻǿ 

ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ ƛƴǾŜǎǝƎŀǘŜ ǘƘŜ ŎƻƳǇƭŜȄ ŀƴŘ ƛƴŘƛǾƛŘǳŀƭ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŦƻǊ ƳƛƎǊŀƴǘ ǿƻƳŜƴΦ L ƘŀǾŜ ǎǇŜŎƛŬŎŀƭƭȅ ŎƘƻǎŜƴ ǘƻ ǿƻǊƪ ǿƛǘƘ 

ǿƻƳŜƴΩǎ ǇŜǊǎǇŜŎǝǾŜǎ ƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ƎŜƴŘŜǊ ƻƴ ǘƘŜ ƭƛǾŜŘ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴΦ ¢Ƙƛǎ ǊŜǎŜŀǊŎƘ ŀƛƳǎ ǘƻ ŀƳǇƭƛŦȅ ǿƻƳŜƴΩǎ ǾƻƛŎŜǎ ŀƴŘ ƛƴǾŜǎǝƎŀǘŜ ǘƘŜ 

ƛƴǘŜǊǎŜŎǝƻƴ ƻŦ ƎŜƴŘŜǊΣ ƳƛƎǊŀǝƻƴΣ ŀƴŘ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΦ !ƭǘƘƻǳƎƘ L 

ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŀǘ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘȅ ƛǎ ǳǎŜŘ ōȅ ŀƭƭ ƎŜƴŘŜǊǎΣ L ƘŀǾŜ ƛƴǘŜƴǝƻƴŀƭƭȅ 

ŦƻŎǳǎŜŘ ƻƴ ǿƻƳŜƴ ƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǘƻ ƛƴǾŜǎǝƎŀǘŜ Ƙƻǿ ǘƘŜǎŜ ǇǊƻŎŜǎǎŜǎ Ŏŀƴ ǇǊƻǾƛŘŜ ƛƴǎƛƎƘǘ 

ƛƴǘƻ ǘƘŜ ƛƴǘǊƛŎŀŎƛŜǎ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ ǘƘǊƻǳƎƘ ŀ ŦŜƳŀƭŜ ƭŜƴǎΦ ¢Ƙƛǎ ŎƘƻƛŎŜ ƛǎ ōƻǘƘ ǇŜǊǎƻƴŀƭ 

ŀƴŘ ǇƻƭƛǝŎŀƭ ŀǎ ǿƻƳŜƴϥǎ ǾƻƛŎŜǎ ƘŀǾŜ ŦǊŜǉǳŜƴǘƭȅ ōŜŜƴ ƘƛŘŘŜƴΦ aƛƎǊŀǝƻƴ ƛǎ ƴƻǘ ŀ ǳƴƛǾŜǊǎŀƭ 

ŜȄǇŜǊƛŜƴŎŜΤ ƛǘ ƛǎ ǎƘŀǇŜŘ ōȅ ƎŜƴŘŜǊ ŀƴŘ ǎƻ ƛǘ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ǊŜǎŜŀǊŎƘ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎΦ  

!ƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘȅ ǇǊƻǾƛŘŜǎ ŀƴ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ǾƛǎǳŀƭƛǎŜ ǘƘŜ ƛƴǘŀƴƎƛōƭŜ ŀǎǇŜŎǘǎ ƻŦ 

ƳƛƎǊŀǝƻƴ ŦƻǊ ǿƻƳŜƴΦ 9ȄǇŜǊƛŜƴŎŜǎ ǎǳŎƘ ŀǎ ƭƻƴƎƛƴƎΣ ŎǳƭǘǳǊŀƭ ƘȅōǊƛŘƛǘȅΣ ǊǳǇǘǳǊŜΣ ŀƴŘ ŦŜŜƭƛƴƎ ƛƴπ

ōŜǘǿŜŜƴ ŀǊŜ ŘƛŶŎǳƭǘ ǘƻ ŎŀǇǘǳǊŜΦ aŜǘƘƻŘǎ ǘƘŀǘ ŀǊŜ ŀƭǎƻ ǳƴǇǊŜŘƛŎǘŀōƭŜΣ ǎƭƻǿΣ ŀƴŘ ƭŀȅŜǊŜŘ 

ƳŀǘŜǊƛŀƭƛǎŜ ǘƘŜǎŜ ŜƳƻǝƻƴŀƭ ŎƻƴŘƛǝƻƴǎ ƛƴ ǿŀȅǎ ǘƘŀǘ ŀǊŜ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ŀƴŘ Ǿƛǎǳŀƭƭȅ 

ǊŜǎƻƴŀƴǘΦ  

 

L ƘŀǾŜ ǳǎŜŘ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ŀǎ ŀ ŦǊŀƳŜǿƻǊƪ ŦƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘΦ ¢Ǌŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ 

ǊŜƅŜŎǘǎ ǘƘŜ ŘƛǾŜǊǎƛǘȅ ǘƘŀǘ ƳƛƎǊŀƴǘ ǿƻƳŜƴ ƛƴƘŀōƛǘΦ Lǘ ŜƴŎƻƳǇŀǎǎŜǎ ǘƘŜ ǿƻƴŘŜǊŦǳƭƭȅ ǾŀǊȅƛƴƎ 

ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ƳƛƎǊŀƴǘ ǿƻƳŜƴ ǘƘŀǘ ǘƘƛǎ ǘƘŜǎƛǎ ǿƛƭƭ ŘǊŀǿ ŀǧŜƴǝƻƴ ǘƻΦ ¢Ƙƛǎ ǘƘŜǎƛǎ ōǳƛƭŘǎ 

ǳǇƻƴ ǘƘŜ ǘƘŜƻǊŜǝŎŀƭ ŦƻǳƴŘŀǝƻƴ ŀƭǊŜŀŘȅ ŜǎǘŀōƭƛǎƘŜŘ ōȅ ŀǳǘƘƻǊǎ ǎǳŎƘ ŀǎ LƴŘŜǊǇŀƭ DǊŜǿŀƭΣ 

/ŀǊŜƴ YŀǇƭŀƴΣ Wȅƻǘǎƴŀ !ƎƴƛƘƻǘǊƛ DǳǇǘŀΣ DǸƭ !ƭŘƛƪŀœǝ aŀǊǎƘŀƭƭΣ ŀƴŘ YƛƳōŜǊƭŞ /ǊŜƴǎƘŀǿ ǿƘƻ 
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ƘŀǾŜ ǊŜŎƻƎƴƛǎŜŘ ǘƘŜ ƳǳƭǝǇƭƛŎƛǘȅ ƻŦ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎΦ ¢ƘŜǎŜ ŀǳǘƘƻǊǎ ƘŀǾŜ ǎƛƎƴƛŬŎŀƴǘƭȅ 

ŎƻƴǘǊƛōǳǘŜŘ ǘƻ ǘƘŜ ŬŜƭŘ ƻŦ ŦŜƳƛƴƛǎǘ ǊŜǎŜŀǊŎƘΦ IƻǿŜǾŜǊΣ ǘƘŜȅ Řƻ ƴƻǘ ŎƻƴǎƛŘŜǊ ǘƘŜ ƛƴǘŜǊǎŜŎǝƻƴ 

ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳΣ ǿƛǘƘ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ ǿƛǘƘ ŀƭǘŜǊƴŀǝǾŜ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΦ Lǘ ƛǎ ŀǘ ǘƘƛǎ ƛƴǘŜǊǎŜŎǝƻƴ ǿƘŜǊŜ ŀ ƎŀǇ ƛƴ ƪƴƻǿƭŜŘƎŜ ƭƛŜǎΦ ¢Ƙƛǎ ǘƘŜǎƛǎ 

ǿƛƭƭ ŎƻƴǎƛŘŜǊ ŀƭƭ ǘƘǊŜŜ ŀǊŜŀǎ ƻŦ ǊŜǎŜŀǊŎƘ ǘƻ ƛƴǘŜǊǊƻƎŀǘŜ ǿƘŀǘ ƛǘ ƛǎ ƭƛƪŜ ǘƻ ƭƛǾŜ ōŜǘǿŜŜƴ ƳǳƭǝǇƭŜ 

ŎƻǳƴǘǊƛŜǎ ŀƴŘ Ƙƻǿ ǘƘŀǘ ƛƳǇŀŎǘǎ ǘƘŜ ƳƻŘŜ ƻŦ ƳŀƪƛƴƎ ŦƻǊ ǿƻƳŜƴ ŀǊǝǎǘǎΦ 

 

¢ƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƛǎ ƳǳƭǝŦŀŎŜǘŜŘ ŀƴŘ ŜƴŎƻƳǇŀǎǎŜǎ ŀ ǿƛŘŜ ǊŀƴƎŜ ƻŦ 

ŜȄǇŜǊƛŜƴŎŜǎΦ .ŜŎŀǳǎŜ ƻŦ ǘƘƛǎ L ƘŀǾŜ ŎƘƻǎŜƴ ǘƻ ǎǇŜŎƛŬŎŀƭƭȅ ǊŜǎŜŀǊŎƘ ŬǾŜ ŎƻǊŜ ŀǊŜŀǎ ƻŦ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƛƴŎƭǳŘƛƴƎ ƛŘŜŀǎ ǎǳǊǊƻǳƴŘƛƴƎ ƘƻƳŜΣ ǘƘŜ ǎƛƎƴƛŬŎŀƴŎŜ ƻŦ ǊƻƻǘŜŘƴŜǎǎΣ ƛƳǇŀŎǘǎ 

ƻŦ ƴƻǎǘŀƭƎƛŀ ŀƴŘ ƘƻƳŜǎƛŎƪƴŜǎǎΣ ǇƭŀŎŜ ŀǧŀŎƘƳŜƴǘ ŀƴŘ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ƳŜƳƻǊȅΦ ¢Ƙƛǎ 

ǊŜǎŜŀǊŎƘ ŜȄǇŀƴŘǎ ƻƴ ǘƘŜǎŜ ƛŘŜŀǎ ǘƘŜƻǊƛǎŜŘ ōȅ bŜǳŎƘŃǘŜƭ WŀƴƛƴŜ 5ŀƘƛƴŘŜƴΣ ¢ƘƻƳŀǎ CŀƛǎǘΣ 

{ǘŜǾŜƴ ±ŜǊǘƻǾŜŎΣ CŜƭƛǇŜ 5Ŝ .ǊƛƎŀǊŘΣ {ŀǊŀ !ƘƳŜŘΣ ŀƴŘ 5ŀǾƛŘ {ŜŀƳƻƴΦ .ȅ ōǳƛƭŘƛƴƎ ƻƴ ǘƘŜƻǊƛŜǎ 

ŘǊŀǿƴ ŦǊƻƳ ŀǊŜŀǎ ƻŦ ǎǘǳŘȅ ƻǳǘǎƛŘŜ ƻŦ ǘƘŜ ŀǊǘǎ ǎǳŎƘ ŀǎ ǇƘŜƴƻƳŜƴƻƭƻƎȅΣ ǇǎȅŎƘƻƭƻƎȅΣ ŀƴŘ 

ǎƻŎƛƻƭƻƎȅ L Ŏŀƴ ƛƴǘŜƎǊŀǘŜ ǘƘŜǎŜ ŎƻǊŜ ǘƘŜƳŜǎ ǘƻ ŎǊŜŀǘŜ ŀ ƳƻǊŜ ŎƻƳǇǊŜƘŜƴǎƛǾŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ 

ƻŦ ǘƘŜ ǘǊŀƴǎƴŀǝƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ Ƙƻǿ ƛǘ ƛǎ ǳǎŜŘ ƛƴ ŎǊŜŀǝǾŜ ŀǊǘǎ ǇǊŀŎǝŎŜΦ ²ƘƛƭŜ ŜŀŎƘ ƻŦ 

ǘƘŜǎŜ ƛƴŘƛǾƛŘǳŀƭ ŀǊŜŀǎ ƻŦ ǎǘǳŘȅ Ƙŀǎ ōŜŜƴ ǘƘƻǊƻǳƎƘƭȅ ƛƴǾŜǎǝƎŀǘŜŘ ōȅ ǘƘŜ ŀōƻǾŜπƳŜƴǝƻƴŜŘ 

ŀǳǘƘƻǊǎ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƻƴ ŀǊǘǎ ǇǊŀŎǝǝƻƴŜǊǎ ŀƴŘ Ƙƻǿ ǘƘŜȅ ŎǊŜŀǘŜ ǿƻǊƪǎ ƻŦ ŀǊǘ 

ǊŜƳŀƛƴǎ ƭŀǊƎŜƭȅ ǳƴŜȄǇƭƻǊŜŘΦ  

 

¢ƘŜ ǘƘŜƳŜ ƻŦ ƳƛƎǊŀǝƻƴ Ƙŀǎ ōŜŜƴ ŀ ǘƻǇƛŎ ƻŦ ƛƴǾŜǎǝƎŀǝƻƴ ǿƛǘƘƛƴ ǇƘƻǘƻƎǊŀǇƘȅ ǎƛƴŎŜ ǘƘŜ 

ƛƴǾŜƴǝƻƴ ƻŦ ǘƘŜ ŎŀƳŜǊŀ ƛƴ ǘƘŜ мфǘƘ ŎŜƴǘǳǊȅΦ 9ŀǊƭȅ ŜȄŀƳǇƭŜǎ ƛƴŎƭǳŘŜ ŘŀƎǳŜǊǊŜƻǘȅǇŜǎ ǘŀƪŜƴ 

ŘǳǊƛƴƎ ǘƘŜ DƻƭŘ wǳǎƘ ƛƴ мупуπмуср ƻŦ /ƘƛƴŜǎŜ ƳƛƎǊŀƴǘ ǿƻǊƪŜǊǎ ƛƴ /ŀƭƛŦƻǊƴƛŀΦ [Ŝǿƛǎ ²ƛŎƪŜǎ 

IƛƴŜǎ ŀƴŘ !ǳƎǳǎǘǳǎ CΦ {ƘŜǊƳŀƴ ǿƘƻ ōƻǘƘ ǇƘƻǘƻƎǊŀǇƘŜŘ ƛƳƳƛƎǊŀƴǘǎ ŀǊǊƛǾƛƴƎ ŀǘ 9ƭƭƛǎ LǎƭŀƴŘ ƛƴ 

!ƳŜǊƛŎŀ ōŜǘǿŜŜƴ мфлп ŀƴŘ ǘƘŜ ŜŀǊƭȅ мфнлǎΦ L ǿƛƭƭ ŦǳǊǘƘŜǊ ŘƛǎŎǳǎǎ ǘƘŜ ƛƳǇŀŎǘ ƻŦ IƛƴŜǎ ŀƴŘ 

{ƘŜǊƳŀƴΩǎ ǿƻǊƪ ƛƴ ǘƘŜ ǇǊŀŎǝŎŜ ǊŜǾƛŜǿΦ aƛƎǊŀǝƻƴ Ƙŀǎ ŎƻƴǝƴǳŜŘ ǘƻ ōŜ ŜȄǇƭƻǊŜŘ ƛƴ ƳƻǊŜ 

ǊŜŎŜƴǘ ȅŜŀǊǎ ǿƛǘƘ ŀǊǝǎǘǎ ŦƻŎǳǎƛƴƎ ƻƴ ƳƛƎǊŀƴǘ ƧƻǳǊƴŜȅǎΣ ƻǊ ǘƘƻǎŜ ǿƻǊƪƛƴƎ ǿƛǘƘ ƳƛƎǊŀƴǘ 

ŎƻƳƳǳƴƛǝŜǎΣ ŀƴŘ ƛƴ Ƴŀƴȅ ŎŀǎŜǎΣ ŀǊǝǎǘǎ ǊŜƅŜŎǝƴƎ ƻƴ ǘƘŜƛǊ ƻǿƴ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜ 

ƻŦ ƳƛƎǊŀǝƻƴ ǎǳŎƘ ŀǎ ǘƘƻǎŜ ǎŜƭŜŎǘŜŘ ŦƻǊ ǘƘŜ ŎŀǎŜ ǎǘǳŘƛŜǎ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΦ ²ƘƛƭŜ ŀƭƛƎƴƛƴƎ ǿƛǘƘ ǘƘŜ 

ŀǇǇǊƻŀŎƘŜǎ ǘŀƪŜƴ ōȅ ǎƻƳŜ ƻŦ ǘƘŜǎŜ ŀǊǝǎǘǎΣ Ƴȅ ǊŜǎŜŀǊŎƘ ŦǳǊǘƘŜǊ ƛƴǾŜǎǝƎŀǘŜǎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ 
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ǘƻ ǇǊƻǾƛŘŜ ŀ ƴǳŀƴŎŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘƛǎ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜΦ aȅ ŎǊŜŀǝǾŜ ǇǊŀŎǝŎŜ 

ŎƻƳǇƭŜƳŜƴǘǎ ǘƘŜ ǿƻǊƪ ƻŦ ŀǊǝǎǘǎ ƭƛƪŜ /ƘƭƻŜ {ŜƭƭǎΣ bƧƛŘŜƪŀ !ƪǳƴȅƛƭƛ /ǊƻǎōȅΣ aŀǊƛ aŀƘǊΣ ŀƴŘ 

LƴƎǊƛŘ tƻƭƭŀǊŘ ōȅ ŜȄŀƳƛƴƛƴƎ ŜȄǇƭƛŎƛǘƭȅ ǘƘŜ ƛƳǇŀŎǘǎ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƻƴ Ƴȅ ƻǿƴ ǎŜƴǎŜ ƻŦ ǎŜƭŦ 

ǎǇŜŎƛŬŎŀƭƭȅ ŘŜŀƭƛƴƎ ǿƛǘƘ ǘƘŜƳŜǎ ƻŦ ƘƻƳŜǎƛŎƪƴŜǎǎ ŀƴŘ ǇƭŀŎŜ ŀǧŀŎƘƳŜƴǘΦ  L Řƻ ǘƘƛǎ ǘƘǊƻǳƎƘ 

ǘƘŜ ǳǎŜ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΦ CƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘΣ L ŀƳ ǳǎƛƴƎ ŀƴ ŜȄǇŀƴǎƛǾŜ 

ŘŜŬƴƛǝƻƴ ƻŦ ǘƘŜ ǘŜǊƳΣ ŀǎ ǘƘŜǊŜ ƛǎ ƴƻ ǎƛƴƎƭŜ ǳƴƛŦȅƛƴƎ ŘŜǎŎǊƛǇǝƻƴΦ !ƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘȅΣ ŀǎ 

ǳǎŜŘ ǿƛǘƘƛƴ ǘƘƛǎ ǘƘŜǎƛǎΣ ŜƳōǊŀŎŜǎ ŎŀƳŜǊŀ ƭŜǎǎ ǇǊƻŎŜǎǎŜǎ ǎǳŎƘ ŀǎ ŬƭƳ ǎƻǳǇΣ ǎƻƛƭ 

ŎƘǊƻƳŀǘƻƎǊŀǇƘȅ ŀƴŘ ǇƘƻǘƻƎǊŀƳǎΣ ŀǎ ǿŜƭƭ ŀǎ ƘƛǎǘƻǊƛŎŀƭ ǇǊƻŎŜǎǎŜǎ ƭƛƪŜ ǿŜǘ ǇƭŀǘŜ ŎƻƭƭƻŘƛƻƴΣ 

ŀƴŘ ŜȄǇŜǊƛƳŜƴǘŀƭ ŀǇǇǊƻŀŎƘŜǎΣ ƛƴŎƭǳŘƛƴƎ ǘƘƻǎŜ ǿƘƻ ƛƴǘŜǊǾŜƴŜ ǿƛǘƘ ǘƘŜ ǎǳǊŦŀŎŜ ƻŦ ǘƘŜ ǇǊƛƴǘ ƻǊ 

ǘƘŜ ŬƭƳ ƴŜƎŀǝǾŜ ƛǘǎŜƭŦΦ ²ƛǘƘƛƴ Ƴȅ ƻǿƴ ǇǊŀŎǝŎŜ L ǳǎŜ ǎƻƛƭ ŎƘǊƻƳŀǘƻƎǊŀǇƘȅΣ ŬƭƳ ǎƻǳǇΣ 

ŎȅŀƴƻǘȅǇŜΣ ŀƴŘ ǇƘƻǘƻƎǊŀƳǎΦ  

 

¢Ƙƛǎ ŘƛǎŎǳǎǎƛƻƴ ǿƻǳƭŘ ōŜ ƛƴŎƻƳǇƭŜǘŜ ǿƛǘƘƻǳǘ ŀŎƪƴƻǿƭŜŘƎƛƴƎ ǘƘŜ ŎƻƴǘǊƛōǳǝƻƴǎ ƻŦ Ǉƻǎǘπ

Ŏƻƭƻƴƛŀƭ ǘƘŜƻǊƛǎǘǎ ƭƛƪŜ IƻƳƛ .ƘŀōƘŀΣ 9ŘǿŀǊŘ {ŀƛŘΣ ŀƴŘ {ǘǳŀǊǘ IŀƭƭΦ ¢ƘŜǎŜ ǘƘǊŜŜ ŀǳǘƘƻǊǎ ǎŜǘ 

ǘƘŜ ŦƻǳƴŘŀǝƻƴ ŦƻǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŎǳƭǘǳǊŜΣ ǘƘŜ ŦƻǊƳŀǝƻƴ ƻŦ ƛŘŜƴǝǘȅ ƛƴ 

ǊŜƭŀǝƻƴ ǘƻ ŎǳƭǘǳǊŜ ŀƴŘ ǇƻǿŜǊΣ ŀƴŘ ƛŘŜŀǎ ǎǳǊǊƻǳƴŘƛƴƎ Ǉƻǎǘ ŎƻƭƻƴƛŀƭƛǎƳΦ IƻƳƛ .ƘŀōƘŀ ƳƻǊŜ 

ǎǇŜŎƛŬŎŀƭƭȅ ƛǎ ƪƴƻǿƴ ŦƻǊ Ƙƛǎ ǿǊƛǝƴƎ ƻƴ ŎǳƭǘǳǊŀƭ ƘȅōǊƛŘƛǘȅΦ IƻǿŜǾŜǊΣ ǿƘƛƭŜ ǘƘŜǎŜ ŀǳǘƘƻǊΩǎ 

ŎƻƴǘǊƛōǳǝƻƴǎ ŀǊŜ ǎƛƎƴƛŬŎŀƴǘ ŀƴŘ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜƻǊƛŜǎ ǎǳǊǊƻǳƴŘƛƴƎ ƳƛƎǊŀǝƻƴΣ ǘƘŜȅ ǿŜǊŜ 

ǇǊƛƳŀǊƛƭȅ ƛƴǾŜǎǝƎŀǝƴƎ ǘƘŜ ƛƳǇŀŎǘǎ ƻŦ ŎƻƭƻƴƛŀƭƛǎƳ ƻƴ ŎǳƭǘǳǊŜΣ ǇƻǿŜǊΣ ŀƴŘ ƛŘŜƴǝǘȅΦ ²ƘŜǊŜŀǎ 

ǘƘƛǎ ǊŜǎŜŀǊŎƘ ƛƴǉǳƛǊȅ ƛǎ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ƭƻƻƪƛƴƎ ƳƻǊŜ ŎƭƻǎŜƭȅ ŀǘ ǘƘŜ ŜƳƻǝƻƴŀƭ ƭŀƴŘǎŎŀǇŜ ƻŦ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜΣ ŀƴŘ Ƙƻǿ ƎŜƴŘŜǊ ŀƴŘ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎ 

ƛƴǘŜǊǎŜŎǘ ǿƛǘƘ ǘƘŜƳŜǎ ƻŦ ƳƛƎǊŀǝƻƴΦ CƻǊ ǘƘƛǎ ǊŜŀǎƻƴΣ L ƘŀǾŜ ŎƘƻǎŜƴ ǘƻ ŦƻŎǳǎ ƻƴ ŀǳǘƘƻǊǎ ǿƘƻǎŜ 

ǿƻǊƪǎ ŀǊŜ ƳƻǊŜ ŎƭƻǎŜƭȅ ŀƭƛƎƴŜŘ ǿƛǘƘ ǘƘŜ ǊŜǎŜŀǊŎƘ ǉǳŜǎǝƻƴǎ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΦ  

 

Author Positionality  
¢ƘŜ ƳƻǝǾŀǝƻƴǎ ŦƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ƘŀǾŜ ŎƻƳŜ ŦǊƻƳ Ƴȅ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴΦ L ƛŘŜƴǝŦȅ 

ŀǎ ŀ ǿƻƳŀƴ ǿƘƻ Ƙŀǎ ŜȄǇŜǊƛŜƴŎŜŘ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ L ǿŀǎ ōƻǊƴ ƛƴ ǘƘŜ ¦ƴƛǘŜŘ YƛƴƎŘƻƳ ƛƴ мффл 

ŀƴŘ ƻƴ нм 5ŜŎŜƳōŜǊ мффф ŀƭƻƴƎ ǿƛǘƘ Ƴȅ ŦŀƳƛƭȅ L ƛƳƳƛƎǊŀǘŜŘ ǘƻ ǘƘŜ tŀŎƛŬŎ bƻǊǘƘǿŜǎǘ ƻŦ 

!ƳŜǊƛŎŀΦ {ƛƴŎŜ ǘƘŜƴΣ L ƘŀǾŜ ƳƻǾŜŘ ōŀŎƪ ŀƴŘ ŦƻǊǘƘ ōŜǘǿŜŜƴ 9ƴƎƭŀƴŘ ŀƴŘ !ƳŜǊƛŎŀ ƳǳƭǝǇƭŜ 

ǝƳŜǎΦ L ƘŀǾŜ ǎƘŀƭƭƻǿ Ǌƻƻǘǎ ƛƴ ōƻǘƘ ƭƻŎŀǝƻƴǎΣ ƘŀǾŜ ŜȄǇŜǊƛŜƴŎŜŘ ƘƻƳŜǎƛŎƪƴŜǎǎ ŀƴŘ ǇƭŀŎŜ 



13 
 

ŀǧŀŎƘƳŜƴǘ ŦƻǊ ōƻǘƘ ŎƻǳƴǘǊƛŜǎΣ ŀƴŘ ƘŀǾŜ ŦŀƳƛƭƛŀƭΣ ǎƻŎƛŀƭΣ ŀŎŀŘŜƳƛŎΣ ŀƴŘ ŬƴŀƴŎƛŀƭ ǝŜǎ ǘƻ ōƻǘƘ 

ƭƻŎŀǝƻƴǎΦ L ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŀǘ L ŀƳ ŀ ²ƘƛǘŜ ǿƻƳŀƴ ǿƛǘƘ ǘƘŜ ǇǊƛǾƛƭŜƎŜ ƻŦ ƘƛƎƘŜǊ ŜŘǳŎŀǝƻƴΣ 

ŀƴŘ Ƴȅ ƳƛƎǊŀǝƻƴ ǎǘƻǊȅ ƛǎ ƻƴŜ ƻŦ ǇǊƛǾƛƭŜƎŜΦ L ƘŀǾŜ ŎƻƳŜ ǘƻ ǾŀƭǳŜ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƭƛǾƛƴƎ 

ŀŎǊƻǎǎ ŎƻǳƴǘǊƛŜǎΦ ¢Ƙƛǎ ǘǊŀƴǎƴŀǝƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ Ƙŀǎ ǎƘŀǇŜŘ ŀƴŘ ŜƴǊƛŎƘŜŘ Ƴȅ ǎŜƴǎŜ ƻŦ ǎŜƭŦΦ  

 

Research Questions 
¶ Iƻǿ Řƻ ǘƘƻǎŜ ǿƘƻ ƛŘŜƴǝŦȅ ŀǎ ǿƻƳŜƴ ŀǊǝǎǘǎ ǳǎŜ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊŀŎǝŎŜǎ 

ǘƻ ƛƴǾŜǎǝƎŀǘŜ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴ ŀƴŘ ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅΚ  

¶ Iƻǿ ŘƻŜǎ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ƛƴǘŜǊǎŜŎǘ ǿƛǘƘ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ 

ŀƴŘ ǘƘŜ ǘǊŀƴǎƴŀǝƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜΚ 

¶ ²Ƙŀǘ ŀǊŜ ǘƘŜ ƪŜȅ ŀǧǊƛōǳǘŜǎ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ǘƘŀǘ ǘƘƻǎŜ ǿƘƻ ƛŘŜƴǝŦȅ ŀǎ ǿƻƳŜƴ 

ŀǊǝǎǘǎ ŜȄǇŜǊƛŜƴŎŜ ƛƴ ǘƘŜƛǊ Řŀƛƭȅ ƭƛǾŜǎ ŀƴŘ Ƙƻǿ ŘƻŜǎ ƛǘ ƛƳǇŀŎǘ ǘƘŜƛǊ ǇǊŀŎǝŎŜΚ 

¶ Iƻǿ Ŏŀƴ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ǎǳŎƘ ŀǎ ŎȅŀƴƻǘȅǇŜΣ ǎƻƛƭ ŎƘǊƻƳŀǘƻƎǊŀǇƘȅΣ 

ŀƴŘ ŬƭƳ ǎƻǳǇ ǘǊŀƴǎŎǊƛōŜ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴΚ 

 

Aims 
¢Ƙƛǎ ǊŜǎŜŀǊŎƘ ŀƛƳǎ ǘƻ ƘƛƎƘƭƛƎƘǘ ǳƴƛǉǳŜ ƛƴǎƛƎƘǘǎ ƛƴǘƻ ǘƘŜ ƛƴǘŜǊǎŜŎǝƻƴ ƻŦ ƎŜƴŘŜǊΣ ƳƛƎǊŀǝƻƴΣ ŀƴŘ 

ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊŀŎǝŎŜǎΦ CǳǊǘƘŜǊƳƻǊŜΣ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ŀƛƳǎ ǘƻ ŀŘǾŀƴŎŜ ǘƘŜ 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ŜȄǇŜǊƛƳŜƴǘŀƭ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎπōŀǎŜŘ ŀǇǇǊƻŀŎƘŜǎ ƛƴ ǾƛǎǳŀƭƛǎƛƴƎ 

ǎǇŜŎƛŬŎ ŜȄǇŜǊƛŜƴŎŜǎ ǊŜƭŀǘŜŘ ǘƻ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ǎǳŎƘ ŀǎ ƘƻƳŜǎƛŎƪƴŜǎǎΣ ƴƻǎǘŀƭƎƛŀΣ ǇƭŀŎŜ 

ŀǧŀŎƘƳŜƴǘΣ ŀƴŘ ōŜƭƻƴƎƛƴƎΦ !ǎ ǿŜƭƭ ŀǎ ŜȄǇƭƻǊƛƴƎ Ƙƻǿ ǘƘŜǎŜ ǇǊƻŎŜǎǎŜǎ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ ƘŜƭǇ 

ƴŀǾƛƎŀǘŜ ǘƘŜ ŜƳƻǝƻƴŀƭ ƭŀƴŘǎŎŀǇŜ ƻŦ ǘƘŜ ǘǊŀƴǎƴŀǝƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜΦ 

 

Objectives 
¢ƘŜ ƻōƧŜŎǝǾŜǎ ƻŦ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ŀǊŜ ǘƻ ŎǊŜŀǘŜ ŀ ǎŜǊƛŜǎ ƻŦ ǇƘƻǘƻƎǊŀǇƘƛŎ ǿƻǊƪǎ ǳǎƛƴƎ ŀƭǘŜǊƴŀǝǾŜ 

ǇǊƻŎŜǎǎŜǎΤ ǘƻ ŜǾŀƭǳŀǘŜ ǘƘƛǎ ǿƻǊƪ ŀǎ ƛǘ ŘŜǾŜƭƻǇǎ ŀƴŘ ǘƻ ŀƴŀƭȅǎŜ ǘƘŜ ǿƻǊƪ ǿƛǘƘƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ 

ǘƘŜ ƻǳǘƭƛƴŜ ƻŦ ǘƘŜ ǘƘŜǎƛǎΦ ¢ƻ ŜȄŀƳƛƴŜ ƛƳƳƛƎǊŀǝƻƴ ŦǊƻƳ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎǘ ǇŜǊǎǇŜŎǝǾŜ 

ŀǎ ǿŜƭƭ ŀǎ ƭƻƻƪ ǘƻ Ƙƻǿ ƘƻƳŜΣ ǇƭŀŎŜ ŀƴŘ ƳŜƳƻǊȅ ŎƻǊǊŜƭŀǘŜ ƛƴ ŘƛǎŎƻǳǊǎŜ ǎǳǊǊƻǳƴŘƛƴƎ ƛŘŜƴǝǘȅΦ 

9ƴƎŀƎŜ ƛƴ ŀ ǎŜǊƛŜǎ ƻŦ ƛƴǘŜǊǾƛŜǿǎ ǘƻ ƛƴǾŜǎǝƎŀǘŜ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǿƻƳŜƴ ǿƘƻ ƛŘŜƴǝŦȅ ŀǎ 
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ƘŀǾƛƴƎ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅ ŀƴŘ Ƙƻǿ ǘƘŀǘ ƛǎ ŎƻƴǎƛŘŜǊŜŘ ǿƛǘƘƛƴ ǘƘŜƛǊ ŀǊǘ ǇǊŀŎǝŎŜΦ CƛƴŀƭƭȅΣ 

ǘƻ ǊŜŜǾŀƭǳŀǘŜ ǇǊŜǾƛƻǳǎ ŘƛǎŎƻǳǊǎŜ ǎǳǊǊƻǳƴŘƛƴƎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ ǘŀƪŜ ƛƴǘƻ ŎƻƴǎƛŘŜǊŀǝƻƴ 

ǘƻŘŀȅΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴ ƛƴ ǊŜƭŀǝƻƴ ǘƻ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΦ 

 

Methodology 
¢Ƙƛǎ ǊŜǎŜŀǊŎƘ ƛǎ ōŀǎŜŘ ƻƴ ŀ ƳƛȄŜŘ ƳŜǘƘƻŘƻƭƻƎȅΣ ŎƻƳōƛƴƛƴƎ ǘǿƻ ƪŜȅ ǎǘǊŀǘŜƎƛŜǎΦ ¢ƘŜ ŬǊǎǘ 

ǳǝƭƛǎŜǎ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘƛŎ ƳŜǘƘƻŘǎ ǎǇŜŎƛŬŎŀƭƭȅ ƛƴ ǊŜƭŀǝƻƴ ǘƻ ǘƘŜ ŎǊŜŀǝƻƴ ƻŦ Ƴȅ ǇƘƻǘƻƎǊŀǇƘƛŎ 

ǇǊŀŎǝŎŜΦ ¢ƘŜ ǎŜŎƻƴŘ ƛƴǾƻƭǾŜǎ ǉǳŀƭƛǘŀǝǾŜ ǊŜǎŜŀǊŎƘ ƻŦ ǇŜǊǎƻƴŀƭ ƴŀǊǊŀǝǾŜǎ ŀƴŘ ƛƴǎƛŘŜǊ 

ǊŜǎŜŀǊŎƘΦ ¢Ƙƛǎ ƛƴǾƻƭǾŜǎ ƛƴǘŜǊǾƛŜǿǎ ŀƴŘ ŎŀǎŜ ǎǘǳŘƛŜǎ ƻŦ ƳƛƎǊŀƴǘ ǿƻƳŜƴ ŀǊǝǎǘǎ ǘƻ ƛƴǾŜǎǝƎŀǘŜ 

ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ .ȅ ŎƻƳōƛƴƛƴƎ ǊŜƅŜŎǝƻƴǎ ƻŦ Ƴȅ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ǿƛǘƘ 

ǘƘŀǘ ƻŦ ƻǘƘŜǊǎ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǎƘƻǿŎŀǎŜǎ ǘƘŜ ƳǳƭǝƭŀȅŜǊŜŘ ŀƴŘ ŘƛǾŜǊǎŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǿƻƳŜƴ 

ƳƛƎǊŀƴǘǎΦ Lƴ ŀŘŘƛǝƻƴΣ ǘƘƛǎ ƳƛȄŜŘ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ ŀǇǇǊƻŀŎƘ ŎǊŜŀǘŜǎ ǎǇŀŎŜ ŦƻǊ ǿƻƳŜƴΩǎ ǎǘƻǊƛŜǎ 

ƻŦ ƳƛƎǊŀǝƻƴ ǿƘƛƭŜ ŀƭǎƻ ŎǊƛǝŎŀƭƭȅ ŀƴŀƭȅǎƛƴƎ ŘƛǎŎƻǳǊǎŜ ōȅ ŀ ŘƛǾŜǊǎŜ ǊŀƴƎŜ ƻŦ ǘƘŜƻǊƛǎǘǎ ǿǊƛǝƴƎ 

ƻƴ ǘƘŜƳŜǎ ƻŦ ǇƭŀŎŜ ŀǧŀŎƘƳŜƴǘΣ ƴƻǎǘŀƭƎƛŀΣ ǘƘŜ ƳƛƎǊŀƴǘ ŀŜǎǘƘŜǝŎΣ ŀƴŘ ǇƘƻǘƻƎǊŀǇƘȅΦ   

 

Autoethnography and Practice-Based Research 
aȅ ǇǊŀŎǝŎŜ ǘŀƪŜǎ ƛƴǎǇƛǊŀǝƻƴ ŦǊƻƳ Ƴȅ ƻǿƴ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ 9ŀŎƘ ǿƻǊƪ 

ǿƛǘƘƛƴ Ƴȅ ǇǊŀŎǝŎŜ ƛǎ ŘŜǊƛǾŜŘ ŦǊƻƳ ǇŜǊǎƻƴŀƭ ǊŜƅŜŎǝƻƴΣ ǿƘƛŎƘ ƛǎ ŜǾƛŘŜƴŎŜŘ ƛƴ ǘƘŜ Ŭƴŀƭ ōƻŘȅ 

ƻŦ ǿƻǊƪ ŀƴŘ ǘƘŜ ŘƻŎǳƳŜƴǘŀǝƻƴ ƻŦ ǘƘŜ ǇǊƻŎŜǎǎπōŀǎŜŘ ŀǇǇǊƻŀŎƘŜǎΦ ¢ƘŜ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘƛŎ 

ŀǇǇǊƻŀŎƘŜǎ ŜƳǇƭƻȅŜŘ ƛƴ ǘƘƛǎ ǘƘŜǎƛǎ ǎǘŜƳ ŦǊƻƳ ƳŜƳƻǊƛŜǎ ƻŦ ƳƛƎǊŀǝƻƴ ŘǳǊƛƴƎ Ƴȅ ŎƘƛƭŘƘƻƻŘ 

ǘƘŀǘ ŀǊŜ ǘƘŜƴ ǊŜǘǊƻǎǇŜŎǝǾŜƭȅ ŀƴŀƭȅǎŜŘ ŀƴŘ ǳǎŜŘ ǿƛǘƘƛƴ Ƴȅ ŀǊǘ ǇǊŀŎǝŎŜΦ !ǳǘƻŜǘƘƴƻƎǊŀǇƘȅ ƛǎ 

ŘŜŬƴŜŘ ŀǎ ŀƴ άŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ƎŜƴǊŜ ƻŦ ŀŎŀŘŜƳƛŎ ǿǊƛǝƴƎ ǘƘŀǘ ŘǊŀǿǎ ƻƴ ŀƴŘ ŀƴŀƭȅǎŜǎ ƻǊ 

ƛƴǘŜǊǇǊŜǘǎ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘŜ ŀǳǘƘƻǊ ŀƴŘ ŎƻƴƴŜŎǘǎ ǊŜǎŜŀǊŎƘŜǊ ƛƴǎƛƎƘǘǎέ όtƻǳƭƻǎΣ 

нлнмΥ пύΦ !ǎ ǘƘŜ ŀǳǘƘƻǊ ƻŦ ǘƘƛǎ ǊŜǎŜŀǊŎƘΣ L ŘǊŀǿ ŦǊƻƳ Ƴȅ ƻǿƴ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ŀǎ ŀ ǇǊƛƳŀǊȅ 

ƳŜǘƘƻŘ ƻŦ ƛƴǉǳƛǊȅΦ L ǘǳǊƴ ǘƻ ǘƘŜ ǳǎŜ ƻŦ ŘƛǎŎƻǾŜǊȅ ǘƘŀǘ ƛǎ ƛƴƴŀǘŜ ƛƴ ǘƘŜ ŀǊǘ ƳŀƪƛƴƎ ǇǊƻŎŜǎǎΣ 

ǎǇŜŎƛŬŎŀƭƭȅ ǿƛǘƘ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΣ ŀƴŘ ǳǎŜ ǘƘƛǎ ŀǎ ŀ ǊŜǎŜŀǊŎƘ ǇǊŀŎǝŎŜΦ 

CǳǊǘƘŜǊƳƻǊŜΣ άŀǳǘƻŜǘƘƴƻƎǊŀǇƘȅ ƛǎ ŀ ƳŜǘƘƻŘ ǘƘŀǘ ŀǧŜƳǇǘǎ ǘƻ ǊŜŎŜƴǘǊŜ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΩǎ 

ŜȄǇŜǊƛŜƴŎŜ ŀǎ Ǿƛǘŀƭ ƛƴ ŀƴŘ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘ ǇǊƻŎŜǎǎΦ !ǳǘƻŜǘƘƴƻƎǊŀǇƘȅΣ ǎƛƳǇƭȅ ǇǳǘΣ ƛǎ ŀƴ 

ƻōǎŜǊǾŀǝƻƴŀƭΣ ǇŀǊǝŎƛǇŀǘƻǊȅΣ ŀƴŘ ǊŜƅŜȄƛǾŜ ǊŜǎŜŀǊŎƘ ƳŜǘƘƻŘέ όtƻǳƭƻǎΣ нлнмΥ пύΦ .ȅ ǳǎƛƴƎ Ƴȅ 
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ƻǿƴ ŜȄǇŜǊƛŜƴŎŜΣ L Ŏŀƴ ƛƴǾŜǎǝƎŀǘŜ ǘƘŜ Ŝōōǎ ŀƴŘ ƅƻǿǎ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ Ƙƻǿ ƛǘ ƛƳǇŀŎǘǎ 

Ƴȅ ŀǊǘ ǇǊŀŎǝŎŜΦ  

 

Lƴ ŀŘŘƛǝƻƴ ǘƻ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘȅΣ L ŀƭǎƻ ŜƳǇƭƻȅ ŀ ǇǊŀŎǝŎŜπōŀǎŜŘ ŀǇǇǊƻŀŎƘΦ άώLϐƴ ǇǊŀŎǝŎŜπ

ōŀǎŜŘ ǊŜǎŜŀǊŎƘ ώΧϐ ǘƘŜ ŎǊŜŀǝǾŜ ŀŎǘ ƛǎ ŀƴ ŜȄǇŜǊƛƳŜƴǘ όǿƘŜǘƘŜǊ ƻǊ ƴƻǘ ǘƘŜ ǿƻǊƪ ƛǘǎŜƭŦ ƛǎ 

ŘŜŜƳŜŘ ΨŜȄǇŜǊƛƳŜƴǘŀƭΩύ ώƛǘ ƛǎϐ ŘŜǎƛƎƴŜŘ ǘƻ ŀƴǎǿŜǊ ŀ ŘƛǊŜŎǘŜŘ ǊŜǎŜŀǊŎƘ ǉǳŜǎǝƻƴ ŀōƻǳǘ ŀǊǘ ŀƴŘ 

ǘƘŜ ǇǊŀŎǝŎŜ ƻŦ ƛǘΣ ǿƘƛŎƘ ŎƻǳƭŘ ƴƻǘ ƻǘƘŜǊǿƛǎŜ ōŜ ŜȄǇƭƻǊŜŘ ōȅ ƻǘƘŜǊ ƳŜǘƘƻŘǎέ ό{ƪŀƛƴǎΣ нлмуΥ 

усύΦ ¢ƘŜ ǊŜǎŜŀǊŎƘ ǉǳŜǎǝƻƴǎ ǘƘŀǘ ǘƘƛǎ ǘƘŜǎƛǎ ŀƛƳǎ ǘƻ ƛƴǾŜǎǝƎŀǘŜ ŀǊŜ ǎǇŜŎƛŬŎŀƭƭȅ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜ 

ŎǊŜŀǝƻƴ ƻŦ ŀǊǘ ǿƻǊƪǎ ǘƘŀǘ ƘŀǾŜ ōŜŜƴ ƳŀŘŜ ōȅ ƳƛƎǊŀƴǘ ǿƻƳŜƴ ŀǊǝǎǘǎΦ L ǳǎŜ ŀƭǘŜǊƴŀǝǾŜ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ǘƻ ǳƴǊŀǾŜƭ Ƙƻǿ ǘƘŜǎŜ ƳŜǘƘƻŘǎ Ŏŀƴ ŀƭƭƻǿ ƳƛƎǊŀƴǘ ǿƻƳŜƴ ǘƻ 

ǘǊŀƴǎŎǊƛōŜ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴΦ Lƴ Ƴȅ ƻǿƴ ǇǊŀŎǝŎŜ L ǿƻǊƪ ǿƛǘƘ ŎȅŀƴƻǘȅǇŜǎΣ 

ŦǊƻǧŀƎŜ ǇƘƻǘƻƎǊŀƳǎΣ ǎƻƛƭ ŎƘǊƻƳŀǘƻƎǊŀǇƘȅΣ ŀƴŘ ŬƭƳ ǎƻǳǇΦ IƻǿŜǾŜǊΣ ǘƘŜǎŜ ŀǊŜ ƴƻǘ ǘƘŜ ƻƴƭȅ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ŜȄǇƭƻǊŜŘ ƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘΦ aȅ ŎŀǎŜ ǎǘǳŘƛŜǎ ŀƭǎƻ ǳǎŜ ŜȄǇŜǊƛƳŜƴǘŀƭ 

ŀǇǇǊƻŀŎƘŜǎ ǘƻ ǇƘƻǘƻƎǊŀǇƘȅ ǎǳŎƘ ŀǎ ƴŜƎŀǝǾŜ ƳŀƴƛǇǳƭŀǝƻƴ ǘƘǊƻǳƎƘ ŎǊǳǎƘƛƴƎ ŀƴŘ ǎƭƛŎƛƴƎ 

ƴŜƎŀǝǾŜǎΣ ŀǎ ǿŜƭƭ ŀǎ ŎǊŜŀǝƴƎ ǘƘŜƛǊ ƻǿƴ ƴŜƎŀǝǾŜǎ ŦǊƻƳ ǊǳōȅƭƛǘƘ ŀƴŘ ŀƳōŜǊƭƛǘƘΦ ¢ƘŜ ŀŎǘ ƻŦ 

ǳǎƛƴƎ ǘƘŜǎŜ ǇǊƻŎŜǎǎŜǎ ŀƭƭƻǿǎ ǘƘŜ ŀǊǝǎǘǎ ǘƻ ƛƴǾŜǎǝƎŀǘŜ ǘƘŜƳŜǎ ƻŦ ƘƻƳŜΣ ƘƻƳŜǎƛŎƪƴŜǎǎΣ 

ŘȅǎǘƻǇƛŀƴ ƭŀƴŘǎŎŀǇŜǎΣ ŀƴŘ ǘƘŜ ƳƛƎǊŀƴǘ ƧƻǳǊƴŜȅΦ ¢ƘŜ ǇǊƻŎŜǎǎ ƻŦ ŎǊŜŀǝƻƴ ƛǎ ǳǎŜŘ ŀǎ ŀ ǘƻƻƭ ǘƻ 

ŀƴǎǿŜǊ ǉǳŜǎǝƻƴǎ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜǎŜ ǘƘŜƳŜǎΦ ¢ƘŜ ŜȄǇŜǊƛƳŜƴǘŀƭ ƴŀǘǳǊŜ ŀƴŘ ǇƘȅǎƛŎŀƭƛǘȅ ƻŦ ǳǎƛƴƎ 

ǘƘŜǎŜ ǇǊƻŎŜǎǎŜǎ ǇǊƻǾƛŘŜ ŀƴ ƻǇǇƻǊǘǳƴƛǘȅ ŦƻǊ ǘƘŜ ŎǊŜŀǝƻƴ ƻŦ ŀǊǘǿƻǊƪ ƛǘǎŜƭŦ ǘƻ ōŜ ŀ ŦƻǊƳ ƻƴ 

ƛƴǉǳƛǊȅΦ  

 

Personal Narratives and Insider Research 
wŜǎŜŀǊŎƘ ƛƴ ǘƘƛǎ ǘƘŜǎƛǎ ŀƭǎƻ ŘǊŀǿǎ ƻƴ ƛƴǘŜǊǾƛŜǿǎ ŦǊƻƳ ŎǊŜŀǝǾŜ ǇǊŀŎǝǝƻƴŜǊǎ ŀƴŘ ǳǝƭƛǎŜǎ ŀ 

ǉǳŀƭƛǘŀǝǾŜ ǊŜǎŜŀǊŎƘ ƳŜǘƘƻŘ ǿƘŜǊŜ Řŀǘŀ ƛǎ ƎŀǘƘŜǊŜŘ ōȅ ŀ ƳŜƳōŜǊ ƻŦ ǘƘŜ ŎƻƳƳǳƴƛǘȅ ōŜƛƴƎ 

ƛƴǾŜǎǝƎŀǘŜŘΦ !ǎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ LΣ ƳȅǎŜƭŦ ŀƳ ŀƭǎƻ ŀƴ ƛƳƳƛƎǊŀƴǘ ǿƘƻ ƛŘŜƴǝŬŜǎ ŀǎ ŀ ǿƻƳŀƴ 

ŀǊǝǎǘΦ ¢Ƙƛǎ ǊŜǎŜŀǊŎƘ Ƙŀǎ ōŜŜƴ ǎǝƳǳƭŀǘŜŘ ŦǊƻƳ ŜȄǇƭƻǊŀǝƻƴ ƻŦ Ƴȅ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ƳƛƎǊŀǝƻƴ ŀƴŘ Ƙƻǿ ǘƘŀǘ Ƙŀǎ ŘǊƛǾŜƴ ŀƴŘ ƛƳǇŀŎǘŜŘ Ƴȅ ŀǊǘ ǇǊŀŎǝŎŜΦ ¢ƘŜ ǎƘŀǊŜŘ ŜȄǇŜǊƛŜƴŎŜ 

ōŜǘǿŜŜƴ ƳȅǎŜƭŦ ŀƴŘ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ǇŀǊǝŎƛǇŀǘŜŘ ƛƴ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ ŎǊŜŀǘŜǎ ŀ ŘƛǎǝƴŎǝǾŜ 

ŜƴǾƛǊƻƴƳŜƴǘ ƛƴ ǿƘƛŎƘ Řŀǘŀ Ŏŀƴ ōŜ ŎƻƭƭŜŎǘŜŘΦ L ƘŀǾŜ ǳǎŜŘ ǘƘŜ ƳƛƎǊŀƴǘπǘƻπƳƛƎǊŀƴǘ ƛƴǘŜǊǾƛŜǿ 
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ŀǇǇǊƻŀŎƘ ŀǎ ŀ ǎǘǊŀǘŜƎȅ ŦƻǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ǘƘŜ ŎƻƳǇƭŜȄƛǝŜǎ ƻŦ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ƳƻǾŜŘ ŀŎǊƻǎǎ 

ŎƻƴǝƴŜƴǘǎΦ  

 

¢ƘǊƻǳƎƘƻǳǘ /ƘŀǇǘŜǊ ¢ǿƻ ŀƴŘ /ƘŀǇǘŜǊ ¢ƘǊŜŜ ŜȄŎŜǊǇǘǎ ƘŀǾŜ ōŜŜƴ ǘŀƪŜƴ ŦǊƻƳ ǘƘŜ ǘǿŜƭǾŜ 

ƛƴǘŜǊǾƛŜǿǎ ǘƘŀǘ L ŎƻƴŘǳŎǘŜŘ ŦƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘΦ ¢ƘŜ ǘǊŀƴǎŎǊƛǇǝƻƴǎ ƻŦ ǘƘŜǎŜ ƛƴǘŜǊǾƛŜǿǎ Ŏŀƴ ōŜ 

ŦƻǳƴŘ ƛƴ ǘƘŜ ŀǇǇŜƴŘƛŎŜǎΦ ¢ƘŜ ŜƛƎƘǘ ǇŀǊǝŎƛǇŀƴǘǎ ǿƘƻ ǿŜǊŜ ƛƴǘŜǊǾƛŜǿŜŘ ŦƻǊ /ƘŀǇǘŜǊ ¢ǿƻ 

ŎƻƳŜ ŦǊƻƳ ŘƛǾŜǊǎŜ ōŀŎƪƎǊƻǳƴŘǎ ŀƴŘ ŀǊŜ ŀǘ ǾŀǊȅƛƴƎ ǎǘŀƎŜǎ ƻŦ ǘƘŜƛǊ ŎŀǊŜŜǊǎ ŀǎ ŀǊǝǎǘǎΦ ¢ƘŜȅ 

ǿŜǊŜ ǉǳŜǎǝƻƴŜŘ ǎǇŜŎƛŬŎŀƭƭȅ ƻƴ ǘƘŜƛǊ ƳƛƎǊŀǝƻƴ ǎǘƻǊȅΣ ŀƴŘ ǘƘŜƛǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ƪŜȅ 

ǘƘŜƳŜǎ ŜȄǇƭƻǊŜŘ ƛƴ /ƘŀǇǘŜǊ ¢ǿƻ ƛƴŎƭǳŘƛƴƎ ƘƻƳŜǎƛŎƪƴŜǎǎΣ ǇƭŀŎŜ ŀǧŀŎƘƳŜƴǘΣ ǊƻƻǘŜŘƴŜǎǎΣ 

ƳŜƳƻǊȅΣ ŀƴŘ ƛŘŜŀǎ ǎǳǊǊƻǳƴŘƛƴƎ ƘƻƳŜΦ ²ƘƛƭŜ ǘƘŜƛǊ ŀǊǘ ǇǊŀŎǝŎŜ ƛǎ ŜȄǇƭƻǊŜŘ ƛƴ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ 

ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ ƳƛƎǊŀǝƻƴ ǿŀǎ ǘƘŜ ǇǊƛƳŀǊȅ ŦƻŎǳǎ ƻŦ ǘƘŜǎŜ ƛƴǘŜǊǾƛŜǿǎ 

ŀƴŘ ǿŀǎ ǘƘŜ ǊŜŀǎƻƴ ǘƘŜȅ ǿŜǊŜ ǎŜƭŜŎǘŜŘ ŦƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘΦ ¸ƻǳ Ŏŀƴ ŬƴŘ ŦǳǊǘƘŜǊ ƛƴŦƻǊƳŀǝƻƴ 

ǊŜƎŀǊŘƛƴƎ ǘƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ŀƴŘ ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ /ƘŀǇǘŜǊ ¢ǿƻΦ  

 

/ƘŀǇǘŜǊ ¢ƘǊŜŜ ǳǎŜŘ ǘƘŜ ǎŀƳŜ ƳƛƎǊŀƴǘπǘƻπƳƛƎǊŀƴǘ ǎŜƳƛ ǎǘǊǳŎǘǳǊŜŘ ƛƴǘŜǊǾƛŜǿ ŀǇǇǊƻŀŎƘ ōǳǘ 

ƛƴǎǘŜŀŘ ŦƻŎǳǎŜŘ ƳƻǊŜ ŘƛǊŜŎǘƭȅ ƻƴ ǘƘŜ ŀǊǝǎǘΩǎ ŎǊŜŀǝǾŜ ǇǊŀŎǝŎŜ ŀƴŘ Ƙƻǿ ǘƘŜȅ ŀǊŜ ǳǎƛƴƎ 

ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ǘƻ ŜȄǇƭƻǊŜ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ ¢ƘŜ ǎŜŎƻƴŘ ǎŜǘ ƻŦ ƛƴǘŜǊǾƛŜǿǎ 

ǿŜǊŜ ŎƻƴŘǳŎǘŜŘ ŀǎ ŎŀǎŜ ǎǘǳŘƛŜǎ ǿƛǘƘ ŦƻǳǊ ƛƴǘŜǊƴŀǝƻƴŀƭ ŀǊǝǎǘǎ aŀǊƛŀ aŀǊǟƴŜȊπ/ŀƷŀǎΣ hŘŜǧŜ 

9ƴƎƭŀƴŘΣ LȊŀōŜƭŀ tƭǳǘŀ ŀƴŘ 5ŀŦƴŀ ¢ŀƭƳƻǊΦ ¢ƘŜ ŦƻǳǊ ŎŀǎŜ ǎǘǳŘƛŜǎ ŦƻŎǳǎ ƻƴ ŀǊǝǎǘǎ ǿƘƻ ŀǊŜ 

ǎǇŜŎƛŬŎŀƭƭȅ ǳǎƛƴƎ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ƛƴ ǘƘŜƛǊ ǇǊŀŎǝŎŜΦ ¢ƘŜǎŜ ƛƴǘŜǊǾƛŜǿΩǎ ŘŜŀƭ 

ǿƛǘƘ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜǎ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜ ǊŜǇŜǊŎǳǎǎƛƻƴǎ ƻŦ ƳƻǾƛƴƎ ŦǊƻƳ ƻƴŜΩǎ ǇƭŀŎŜ ƻŦ ƻǊƛƎƛƴ 

ŀƴŘ ǎŜǧƭƛƴƎ ƛƴ ŀ ƴŜǿ ŎƻǳƴǘǊȅΦ !ǎ ǘƘŜ ƛƴǾŜǎǝƎŀǝƻƴ ŦƻŎǳǎŜŘ ƻƴ ƛƴŘƛǾƛŘǳŀƭǎΩ ǇŜǊǎƻƴŀƭ ǎǘƻǊƛŜǎ ƛǘ 

Ŏŀƴ ōŜ ŎŀǘŜƎƻǊƛǎŜŘ ŀǎ ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘΦ  

 

{ŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘ ƛǎ ƻƊŜƴ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘŀōƻƻ ǘƻǇƛŎǎ ƻǊ ǘƘƻǎŜ άƭŀŘŜƴ ǿƛǘƘ ŜƳƻǝƻƴ ƻǊ 

ǿƘƛŎƘ ƛƴǎǇƛǊŜ ŦŜŜƭƛƴƎǎ ƻŦ ŀǿŜ ƻǊ ŘǊŜŀŘέ ό[ŜŜΣ мффоΥ сύΦ ¢Ƙƛǎ ŎƻǳƭŘ ƛƴŎƭǳŘŜ ǊŜǎŜŀǊŎƘ ƻƴ ǘƘŜƳŜǎ 

ǊŀƴƎƛƴƎ ŦǊƻƳ ǊŜƭƛƎƛƻƴ ǘƻ ŘŜƳŜƴǝŀΦ CƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘΣ L ƘŀǾŜ ŎƘƻǎŜƴ ǘƻ ǳǎŜ 5ǊΦ /ƭŀƛǊŜ wŜƴȊŜǩ 

ŀƴŘ 5ǊΦ wŀȅƳƻƴŘ [ŜŜΩǎ ŘŜŬƴƛǝƻƴ ƻŦ ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘ ŦǊƻƳ ǘƘŜƛǊ мффо ǇǳōƭƛŎŀǝƻƴ 

wŜǎŜŀǊŎƘƛƴƎ {ŜƴǎƛǝǾŜ ¢ƻǇƛŎǎ ǿƘŜǊŜ ǘƘŜȅ ŜƳǇƘŀǎƛǎŜ ǘƘŜ ǎƛƎƴƛŬŎŀƴŎŜ ƻŦ ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘ ŀƴŘ 
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ƛǘǎ ŀōƛƭƛǘȅ ǘƻ ƛƴǾƻƭǾŜ ƛƴǝƳŀǘŜ ƛǎǎǳŜǎΣ ŘŜŀƭ ǿƛǘƘ ōŜƘŀǾƛƻǳǊ ǘƘŀǘ ŎƻǳƭŘ ōŜ ŘƛǎŎǊŜŘƛǘŀōƭŜ ƻǊ 

Ǉƻǎǎƛōƭȅ ŜǾŜƴ ƛƴŎǊƛƳƛƴŀǝƴƎ ό[ŜŜΣ мффоΥ сύΦ LŦ ǿŜ ǘŀƪŜ wŜƴȊŜǩ ŀƴŘ [ŜŜΩǎ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘΣ ǘƘŜƴ ǿƻǊƪƛƴƎ ǿƛǘƘ ƳƛƎǊŀƴǘǎ Ŧŀƭƭǎ ǳƴŘŜǊ ǘƘƛǎ ŎŀǘŜƎƻǊȅ ŀǎ ƛƴŦƻǊƳŀǝƻƴ ǘƘŀǘ 

Ƴŀȅ Ǉƻǎǎƛōƭȅ ōŜ ǊŜǾŜŀƭŜŘ ŘǳǊƛƴƎ ǘƘŜ ƛƴǘŜǊǾƛŜǿ ǇǊƻŎŜǎǎ ŎƻǳƭŘ ǇƻǘŜƴǝŀƭƭȅ ƛƳǇŀŎǘ ƻƴ ǘƘŜ 

ƳƛƎǊŀǝƻƴ ǎǘŀǘǳǎΦ CǳǊǘƘŜǊƳƻǊŜΣ ƳƛƎǊŀǝƻƴ Ŏŀƴ ōŜ ŀ ŘŜŜǇƭȅ ŜƳƻǝƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ǘƘŀǘ Ŏŀƴ 

ƴŜƎŀǝǾŜƭȅ ƛƳǇŀŎǘ ƻƴ ŀ ǇŜǊǎƻƴΩǎ ǿŜƭƭōŜƛƴƎΦ !ǎ ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘ ŎƻǳƭŘ ǇƻǘŜƴǝŀƭƭȅ 

ƛƴŎǊƛƳƛƴŀǘŜΣ ŘƛǎŎǊŜŘƛǘΣ ƻǊ ƛƴǾŜǎǝƎŀǘŜ ƛƴǝƳŀǘŜ ƛǎǎǳŜǎ ƛǘ ǿŀǎ ŜǎǎŜƴǝŀƭ ŦƻǊ ƳŜ ǘƻ ǘŀƪŜ ƎǊŜŀǘ ŎŀǊŜ 

ŘǳǊƛƴƎ ǘƘŜ Řŀǘŀ ŎƻƭƭŜŎǝƻƴ ǇǊƻŎŜǎǎΣ ǘƻ ŀŘŘǊŜǎǎ ǘƘŜ ŎƻƳǇƭŜȄƛǝŜǎ ƻŦ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ŀƴŘ 

ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ƴŜŜŘǎ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ǊŜǎŜŀǊŎƘ ǇǊƻŎŜǎǎΦ 

 

²ƘƛƭŜ ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘ Ŏŀƴ ǇƻǎŜ ŀ Ǌƛǎƪ ǘƻ ǇŀǊǝŎƛǇŀƴǘǎΣ ŀǾƻƛŘƛƴƎ ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘ Ŏŀƴ 

ŘƛǎŜƳǇƻǿŜǊ ŎƻƳƳǳƴƛǝŜǎ ŀƴŘ Ƴŀȅ ōŜ ǎŜŜƴ ŀǎ ŜǾŀǎƛƻƴ ƻŦ ǊŜǎǇƻƴǎƛōƛƭƛǘȅ ό5ƛŎƪǎƻƴπ{ǿƛƊ Ŝǘ ŀƭΦΣ 

нллуΤ {ŀƳƳǳǘ {ŎŜǊǊƛΣ !ōŜƭŀΣ ϧ ±ŜǘŜǊŜΣ нлмн ŎƛǘŜŘ ƛƴ 5ŜƳǇǎŜȅΣ 5ƻǿƭƛƴƎΣ [ŀǊƪƛƴΣ aǳǊǇƘȅΣ 

нлмсΥ пунύΦ !ŘŘƛǝƻƴŀƭƭȅΣ ƛŦ ǿŜ Řƻ ƴƻǘ ǊŜǎŜŀǊŎƘ ǘƻǇƛŎǎ ǘƘŀǘ ŀǊŜ ŘŜŜƳŜŘ ǎŜƴǎƛǝǾŜ ǘƘŜƴ ǿŜ 

ŀƭƭƻǿ ƎŀǇǎ ƛƴ ƪƴƻǿƭŜŘƎŜ ŀƴŘ ǳƴǘƻƭŘ ǎǘƻǊƛŜǎ ǿƛƭƭ ǊŜƳŀƛƴ ƘƛŘŘŜƴΦ !ǎ ƻƴŜ ƻŦ ǘƘŜ ƪŜȅ ŀƛƳǎ ƻŦ ǘƘƛǎ 

ǊŜǎŜŀǊŎƘ ƛǎ ǘƻ ǊŜǾŜŀƭ ǿƻƳŜƴΩǎ ǎǘƻǊƛŜǎ ƻŦ ƳƛƎǊŀǝƻƴ ŀƴŘ ōǊƛƴƎ ǘƻ ǘƘŜ ŦƻǊŜŦǊƻƴǘ Ƙƻǿ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ Ŏŀƴ ƛƳǇŀŎǘ ƻƴ ŀ ǿƻƳŜƴΩǎ ŎǊŜŀǝǾŜ ǇǊŀŎǝŎŜ ƛǘ ǿŀǎ ŜǎǎŜƴǝŀƭ ǘƘŀǘ L ǿƻǊƪ ǿƛǘƘ 

ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ƳƻǾŜƳŜƴǘ ŀŎǊƻǎǎ ŎƻƴǝƴŜƴǘǎ ŘŜǎǇƛǘŜ ǘƘŜ ŎƘŀƭƭŜƴƎŜǎ ƻŦ 

ǎŜƴǎƛǝǾŜ ǊŜǎŜŀǊŎƘΦ  

 

Lǘ ƛǎ ŘǳŜ ǘƻ ǘƘŜ ǎŜƴǎƛǝǾŜ ƴŀǘǳǊŜ ƻŦ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǘƘŀǘ ŀƴ ƛƴǎƛŘŜǊ ǊŜǎŜŀǊŎƘŜǊ Ŏŀƴ ǇǊƻǾƛŘŜ ŀ 

ŎŜǊǘŀƛƴ ƭŜǾŜƭ ƻŦ ŜƳǇŀǘƘȅ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎΦ άLƴǎƛŘŜǊ ǊŜǎŜŀǊŎƘ Ŏŀƴ ōŜ ŘŜǎŎǊƛōŜŘ ŀǎ ǊŜǎŜŀǊŎƘ 

ƛƴ ǿƘƛŎƘ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊ ƛǎ ŘƻƛƴƎ ǊŜǎŜŀǊŎƘ ƻƴΣ ǿƛǘƘΣ ƻǊ ŦƻǊΣ ŀ ǇŜǊǎƻƴΣ ƎǊƻǳǇΣ ƻǊ ŎƻƳƳǳƴƛǘȅ 

ǿƛǘƘ ǿƘƛŎƘ ǘƘŜȅ ǎƘŀǊŜ ŎƘŀǊŀŎǘŜǊƛǎǝŎόǎύ ǘƘŀǘ ŀǊŜ ǊŜƭŜǾŀƴǘ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘέ ό¸ƛƴΣ нлмр ŎƛǘŜŘ ƛƴ 

.ǳƭƪΣ /ƻƭƭƛƴǎΣ нлноΥ мύΦ ²ƛǘƘƛƴ ǘƘƛǎ ǘƘŜǎƛǎ ŀǎ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊΣ L Ŏŀƴ ŎƻƴƴŜŎǘ ǿƛǘƘ ǘƘŜ 

ǇŀǊǝŎƛǇŀƴǘǎ ŀǎ L ƘŀǾŜ ŀƭǎƻ ƭƛǾŜŘ ōŜǘǿŜŜƴ ǘǿƻ ŎƻǳƴǘǊƛŜǎΣ ŜȄǇŜǊƛŜƴŎŜŘ ƘƻƳŜǎƛŎƪƴŜǎǎΣ ŀƴŘ 

ƘŀǾŜ ǾƛǎǳŀƭƛǎŜŘ ǘƘƛǎ ƛƴ Ƴȅ ŀǊǘ ǇǊŀŎǝŎŜΦ ²ƘƛƭŜ Ƴȅ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ƛƴŘƛǾƛŘǳŀƭ ŀƴŘ Ƴŀȅ ƴƻǘ 

ŎƻƳǇƭŜǘŜƭȅ ŀƭƛƎƴ ǿƛǘƘ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ōŜŜƴ ǎŜƭŜŎǘŜŘΣ ǘƘŜǊŜ ŀǊŜ ŎƻƳƳƻƴŀƭƛǝŜǎ ōŜǘǿŜŜƴ ƻǳǊ 

ǎǘƻǊƛŜǎ ŀƴŘ ŀ ǎƘŀǊŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎΦ ¢ƘŜ ƳƛƎǊŀƴǘπǘƻπƳƛƎǊŀƴǘ ǎŜƳƛπǎǘǊǳŎǘǳǊŜŘ ƛƴǘŜǊǾƛŜǿ 

ŀǇǇǊƻŀŎƘ Ŏŀƴ ŀƭƭƻǿ άǇŀǊǝŎƛǇŀƴǘǎ ǘƻ ŦŜŜƭ ŀǘ ŜŀǎŜ ǘƻ ŘƛǎŎƭƻǎŜ ƛƴǝƳŀǘŜ ŀƴŘ ǎŜƴǎƛǝǾŜ 
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ƛƴŦƻǊƳŀǝƻƴέ ό[ƛŀƳǇǳǧƻƴƎΣ нллт ŎƛǘŜŘ 5ŜƳǇǎŜȅΣ 5ƻǿƭƛƴƎΣ [ŀǊƪƛƴΣ aǳǊǇƘȅΣ нлмсΥ оурύΦ ¢ƘŜ 

ǊŜƭŀǝƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǊŜǎŜŀǊŎƘŜǊ ŀƴŘ ǇŀǊǝŎƛǇŀƴǘ ŀƭƭƻǿǎ ŦƻǊ ŀ άǊŜŎƛǇǊƻŎŀƭ ǎƘŀǊƛƴƎ ƻŦ ǇŜǊǎƻƴŀƭ 

ǎǘƻǊƛŜǎ ōȅ ōƻǘƘ ǇŀǊǝŎƛǇŀƴǘ ŀƴŘ ǊŜǎŜŀǊŎƘŜǊέ ό[ƛŀƳǇǳǧƻƴƎΣ нллт ŎƛǘŜŘ 5ŜƳǇǎŜȅΣ 5ƻǿƭƛƴƎΣ 

[ŀǊƪƛƴΣ aǳǊǇƘȅΣ нлмсΥ оурύΦ .ŜƛƴƎ ŀ ǇŀǊǘ ƻŦ ŀ ǎƛƳƛƭŀǊ ŎƻƳƳǳƴƛǘȅ ƭŜǾŜƭǎ ǘƘŜ ǇƭŀȅƛƴƎ ŬŜƭŘ ŀƴŘ 

ƛƴǾƛǘŜǎ ŜƳǇŀǘƘȅ ŀƴŘ ǾŀƭƛŘŀǝƻƴ ƻŦ ǎǘƻǊƛŜǎΦ ¢Ƙƛǎ ǇǊƻƧŜŎǘ ōǳƛƭŘǎ ƻƴ ŜȄƛǎǝƴƎ ǇǊŀŎǝŎŜǎ ƻŦ ƳƛƎǊŀƴǘπ

ǘƻπƳƛƎǊŀƴǘ ƛƴǘŜǊǾƛŜǿƛƴƎΣ ŀ ƳŜǘƘƻŘ ǘƘŀǘ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ōȅ ƻǘƘŜǊǎ ǘƻ ŦƻǎǘŜǊ ǘǊǳǎǘ ŀƴŘ ŜƳǇŀǘƘȅΦ  

 

9ƳǇŀǘƘȅ Ŏŀƴ ōŜ ŘŜŬƴŜŘ ŀǎ άǘƘŜ ŀŎǝƻƴ ƻŦ ǳƴŘŜǊǎǘŀƴŘƛƴƎΣ ōŜƛƴƎ ŀǿŀǊŜ ƻŦΣ ōŜƛƴƎ ǎŜƴǎƛǝǾŜ ǘƻΣ 

ŀƴŘ ǾƛŎŀǊƛƻǳǎƭȅ ŜȄǇŜǊƛŜƴŎƛƴƎ ǘƘŜ ŦŜŜƭƛƴƎǎΣ ǘƘƻǳƎƘǘǎΣ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŀƴƻǘƘŜǊέ όaŜǊǊƛŀƳ 

²ŜōǎǘŜǊΣ нлнпύΦ Lǘ ǿŀǎ ŦƻǳƴŘ ŘǳǊƛƴƎ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǘƘŀǘ ŜƳǇŀǘƘȅ ǇƭŀȅŜŘ ŀ Ǿƛǘŀƭ ǊƻƭŜ ƛƴ 

ǊŜǾŜŀƭƛƴƎ ǎǘƻǊƛŜǎ ƻŦ ƳƛƎǊŀǝƻƴ ŀƴŘ ǳƴŎƻǾŜǊƛƴƎ ǿƘŀǘ ƛǘ ƛǎ ƭƛƪŜ ŦƻǊ ŀ ǿƻƳŀƴ ǘƻ ŜȄǇŜǊƛŜƴŎŜ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ 1 L ŦƻǳƴŘ ǘƘŀǘ ǘƘƛǎ ŀǇǇǊƻŀŎƘ ǿŀǎ ƛƴǎǘǊǳƳŜƴǘŀƭ ƛƴ ƴŀǾƛƎŀǝƴƎ ŘƛŶŎǳƭǘ ǇŜǊǎƻƴŀƭ 

ǎǘƻǊƛŜǎ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ ŀƴŘ ǿŀǎ ǘƘŜ Ƴƻǎǘ ŀǇǇǊƻǇǊƛŀǘŜ ǊŜǎŜŀǊŎƘ ƳŜǘƘƻŘƻƭƻƎȅ ǘƻ 

ŀǇǇǊƻŀŎƘ ǘƘŜ ǊŜǎŜŀǊŎƘ ǉǳŜǎǝƻƴǎΦ !ǎ ŜȄǇƭŀƛƴŜŘ ōȅ wŜōŜŎŎŀ CƻǊǘƴǳƳ ŀƴŘ IŜǎǘŜǊ ²ŜǎǘƭŜȅ ƛƴ 

/ƘŀǇǘŜǊ нΣ wŜπǎǘƻǊόȅύƛƴƎ ǘƘŜ ǎŜƭŦΣ ƻŦ ¢ƘŜƻǊƛǎƛƴƎ ǘƘŜ !Ǌǝǎǘ LƴǘŜǊǾƛŜǿ άǘƘŜ ƛƴǘŜǊǾƛŜǿŜŜ Ƴǳǎǘ ŦŜŜƭ 

ǊŜǎǇŜŎǘŜŘ ōȅ ǘƘŜ ƛƴǘŜǊǾƛŜǿŜǊ ŀǎ ǿŜƭƭ ŀǎ ǎǳǇǇƻǊǘŜŘ ŦƻǊ ǘƘŜ ŜƴŜǊƎȅΣ ŦƻŎǳǎ ŀƴŘ ŎƻǳǊŀƎŜ ƛǘ ǘŀƪŜǎ 

ŦƻǊ ŀƴ ƛƴǘŜǊǾƛŜǿŜŜ ǘƻ ǊŜǾƛǎƛǘ ǘƘŜƛǊ Ǉŀǎǘ ŀƴŘ ǘƻ ŘƛǎŎǳǎǎ ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ŀ ƴƻƴπƧǳŘƎŜƳŜƴǘŀƭ 

ƳƻƳŜƴǘέ όCƻǊǘƴǳƳ ŀƴŘ ²ŜǎǘƭŜȅΣ нлнпΥ уфύΦ .ȅ ŀǎƪƛƴƎ ŀƴ ŀǊǝǎǘ ǘƻ ǎƘŀǊŜ ƛƴǝƳŀǘŜ ŀǎǇŜŎǘǎ ƻŦ 

ǘƘŜƛǊ ƭƛǾŜǎ ǘƘŜ ƳŜǘƘƻŘƻƭƻƎȅ ǊŜǉǳƛǊŜŘ άΨŎƻǊŜ ŎƻƴŘƛǝƻƴǎΩ ŦƻǊ ǘƘŜ ǎƘŀǊƛƴƎ ƻŦ ŘƛŶŎǳƭǘ 

ŜȄǇŜǊƛŜƴŎŜǎΥ ƴŀƳŜƭȅΣ ŜƳǇŀǘƘȅΣ ǇƻǎƛǝǾŜ ǊŜƎŀǊŘ ŀƴŘ ŎƻƴƎǊǳŜƴŎŜ ǘƻ ŘǊŀǿ ŀƴ ƛƴǘŜǊǾƛŜǿŜŜ ƻǳǘ 

ƻŦ ǘƘŜƳǎŜƭǾŜǎΦέ όCƻǊǘƴǳƳ ŀƴŘ ²ŜǎǘƭŜȅΣ нлнпΥ уфύΦ ²ƘŜƴ ǊŜǎŜŀǊŎƘƛƴƎ ǎŜƴǎƛǝǾŜ ǘƻǇƛŎǎΣ ȅƻǳ Řƻ 

ƴƻǘ ƘŀǾŜ ǘƻ ōŜ ŀƴ ƛƴǎƛŘŜǊ ǊŜǎŜŀǊŎƘŜǊ ǘƻ ŜƭƛŎƛǘ ŜƳǇŀǘƘȅ ǿƛǘƘƛƴ ǘƘŜ ƛƴǘŜǊǾƛŜǿΦ Lƴ ŦŀŎǘΣ ŜƳǇŀǘƘȅ 

ƛǎ ŀ ŎǊƛǝŎŀƭ ǘƻƻƭ ǘƻ ŎƻƴŘǳŎǝƴƎ ƛƴǘŜǊǾƛŜǿǎ ƴƻ ƳŀǧŜǊ ǿƘƻ ǘƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ŀǊŜΣ ƘƻǿŜǾŜǊ ƛƴ ǘƘƛǎ 

ŎƛǊŎǳƳǎǘŀƴŎŜ Ƴȅ ƻǿƴ ŎƻƴƴŜŎǝƻƴ ǘƻ ǘƘŜ ŎƻƳƳǳƴƛǘȅ ƻũŜǊŜŘ ŀƴ ŀŘŘŜŘ ƭŀȅŜǊ ǘƻ ǘƘŜ 

ŎƻƴǾŜǊǎŀǝƻƴΦ  

 

 
1 Evidence of empathy and connection can be found in Appendix A on pages 255,257,258,261, and 267. In 
Appendix B on pages 274,277, and 280. In Appendix C on pages 288,289,291,295, and 299. In Appendix D 
on pages 304,305, and 308. In Appendix E on page 320. In Appendix G on pages 347, 354, and 356. And 
finally in Appendix H on page 366, 370 and 371. 
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Ethical Considerations 
!ǎ ŜȄǇƭƻǊŜŘ ƛƴ ǘƘƛǎ ǘƘŜǎƛǎ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴ ƛǎ ǳƴƛǉǳŜ ǘƻ ŜǾŜǊȅƻƴŜΦ CƻǊ ǘƘƻǎŜ ǿƘƻ 

Ƴŀȅ ƘŀǾŜ ƘŀŘ ŀ ǇŀǊǝŎǳƭŀǊƭȅ ǳƴǇƭŜŀǎŀƴǘ ƻǊ ǘǊŀǳƳŀǝǎƛƴƎ ƳƛƎǊŀƴǘ ƧƻǳǊƴŜȅΣ ǇŀǊǝŎƛǇŀǝƴƎ ƛƴ 

ǘƘŜǎŜ ƛƴǘŜǊǾƛŜǿǎ Ƴŀȅ ƘŀǾŜ ōŜŜƴ ŘƛŶŎǳƭǘ ǘƻ ƴŀǾƛƎŀǘŜΦ Lǘ ƛǎ ŀƭǎƻ ǳƴŎŜǊǘŀƛƴ ǿƘŀǘ ǎƻǊǘǎ ƻŦ 

ŜƳƻǝƻƴǎ Ƴŀȅ ōŜ ōǊƻǳƎƘǘ ǳǇ ǿƘŜƴ ǊŜƅŜŎǝƴƎ ƻƴ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ ǘƘŜ ƳƛƎǊŀƴǘ ƧƻǳǊƴŜȅΦ Lǘ 

ƛǎ ŦƻǊ ǘƘƛǎ ǊŜŀǎƻƴ ǘƘŀǘ ŜǘƘƛŎŀƭ ŎƻƴǎƛŘŜǊŀǝƻƴǎ ǿŜǊŜ ǇŀǊŀƳƻǳƴǘ ƛƴ ŘŜŎƛŘƛƴƎ Ƙƻǿ ǘƻ ŎƻƴŘǳŎǘ 

ŜŀŎƘ ƛƴǘŜǊǾƛŜǿ ǿƛǘƘ ǘƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ǎŀŦŜǘȅ ŀƴŘ ƳŜƴǘŀƭ ǿŜƭƭōŜƛƴƎ ƛƴ ƳƛƴŘΦ ¢ƻ ƳƛƴƛƳƛǎŜ ŀƴȅ 

ƴŜƎŀǝǾŜ ƛƳǇŀŎǘΣ L ǇǊŜǇŀǊŜŘ ŜŀŎƘ ǇŀǊǝŎƛǇŀƴǘ ǿƛǘƘ ŀ ŘƻŎǳƳŜƴǘ ŀƴŘ ƻǇǇƻǊǘǳƴƛǘȅ ǘƻ ŘƛǎŎǳǎǎ 

ŀƴȅ ŎƻƴŎŜǊƴǎ ōŜŦƻǊŜ ǘƘŜ ƛƴǘŜǊǾƛŜǿ ŀƴŘ ƳŀŘŜ ƛǘ ŎƭŜŀǊ ǘƘŀǘ ǘƘŜȅ ŘƛŘ ƴƻǘ ƘŀǾŜ ǘƻ ƳŜƴǝƻƴ 

ŀƴȅǘƘƛƴƎ ǘƘŜȅ ŘƛŘ ƴƻǘ ŦŜŜƭ ŎƻƳŦƻǊǘŀōƭŜ ǎǇŜŀƪƛƴƎ ŀōƻǳǘΦ CƻǊ ǘƘƻǎŜ ŎƻƴŎŜǊƴŜŘ ŀōƻǳǘ ǊŜǾŜŀƭƛƴƎ 

ƛƴŦƻǊƳŀǝƻƴ ŀōƻǳǘ ǘƘŜƛǊ ƳƛƎǊŀƴǘ ŜȄǇŜǊƛŜƴŎŜ ǇŀǊǝŎǳƭŀǊƭȅ ǘƘƻǎŜ ǿƘƻ Ƴŀȅ ƘŀǾŜ ōŜŜƴ ǎŜŜƪƛƴƎ 

ŀǎȅƭǳƳ ƻǊ ǿŜǊŜ ƛƴ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ƻōǘŀƛƴƛƴƎ ŀ ǾƛǎŀΣ ŎƛǝȊŜƴǎƘƛǇΣ ǇŜǊƳŀƴŜƴǘ ǊŜǎƛŘŜƴŎȅΣ ƻǊ ŀ 

ǇŀǎǎǇƻǊǘ ƛǘ ǿŀǎ ƳŀŘŜ ŎƭŜŀǊ ǘƘŀǘ ǇŀǊǝŎƛǇŀƴǘǎ ƘŀŘ ǘƘŜ ƻǇǝƻƴ ǘƻ ǊŜŘŀŎǘ ŀƴȅ ƛƴŦƻǊƳŀǝƻƴ ǘƘŀǘ 

ŎƻǳƭŘ ōŜ ǇƻǘŜƴǝŀƭƭȅ ǇǊƻōƭŜƳŀǝŎ ōŜŦƻǊŜ ǘƘŜ ǿƻǊƪ ǿŀǎ ǇǳōƭƛǎƘŜŘΦ ¢ƘŜȅ ǿŜǊŜ ƴƻǝŬŜŘ ǘƘŀǘ 

ǘƘŜȅ ǿŜǊŜ ƛƴ ƴƻ ǿŀȅ ǊŜǉǳƛǊŜŘ ǘƻ ǊŜǾŜŀƭ ŀƴȅ ƛƴŦƻǊƳŀǝƻƴ ǘƘŀǘ ŎƻǳƭŘ ōŜ ŘŜǘǊƛƳŜƴǘŀƭ ǘƻ ǘƘŜƛǊ 

ƭƛǾŜǎΦ ¢ƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ƘŀŘ ǘƘŜ ƻǇǝƻƴ ǘƻ ǊŜƳŀƛƴ ŀƴƻƴȅƳƻǳǎ ŀƴŘ ƘŀŘ ǘƘŜ ƻǇǝƻƴ ǘƻ ǿƛǘƘŘǊŀǿ 

ŦǊƻƳ ǘƘŜ ǎǘǳŘȅ ŀǘ ŀƴȅ ǝƳŜΦ 9ŀŎƘ ǇŜǊǎƻƴ ƛƴǘŜǊǾƛŜǿŜŘ ǿŀǎ ƛƴǾƛǘŜŘ ǘƻ ŎƘŜŎƪ ǘƘŜ ŎƻƴǘŜƴǘǎ ƻŦ 

ǘƘŜ ǊŜŎƻǊŘƛƴƎǎΣ ǊŜŘŀŎǘ ŀƴȅ ŎƻƳƳŜƴǘǎΣ ŀƴŘ ŀǇǇǊƻǾŜ ǘƘŜ ǘǊŀƴǎŎǊƛǇǝƻƴΦ ¢Ƙƛǎ ǊŜǎǳƭǘŜŘ ƛƴ ŀ ōŀŎƪ 

ŀƴŘ ŦƻǊǘƘ ŜŘƛǝƴƎ ǇǊƻŎŜǎǎ ōŜǘǿŜŜƴ ǘƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ŀƴŘ ƳȅǎŜƭŦ ōŜŦƻǊŜ ǘƘŜ ǘǊŀƴǎŎǊƛǇǘǎ ǿŜǊŜ 

ŬƴŀƭƛǎŜŘΦ Lƴ ŀŘŘƛǝƻƴ ǘƻ ŦƻǎǘŜǊƛƴƎ ŀ ǎŜƴǎŜ ƻŦ ǎŜŎǳǊƛǘȅ ŀƳƻƴƎ ǇŀǊǝŎƛǇŀƴǘǎ ŀƴŘ ŎƻƴŬǊƳƛƴƎ ǘƘŜƛǊ 

ŎƻƴǘǊƛōǳǝƻƴǎ ǿƻǳƭŘ ƴƻǘ ƭŜŀŘ ǘƻ ŀƴȅ ŀŘǾŜǊǎŜ ŎƻƴǎŜǉǳŜƴŎŜǎΣ ǘƘƛǎ ƛƴǘŜƴǝƻƴŀƭ ƛƴǘŜǊǾƛŜǿ 

ƳŜǘƘƻŘƻƭƻƎȅ άŜƴǎǳǊŜώŘ ǘƘŀǘϐ ǘƘŜ Ŭƴŀƭ ǘŜȄǘ ǊŜǇǊŜǎŜƴǘǎ ǿƘŀǘ ǘƘŜ ŀǊǝǎǘǎ ǿŀƴǘŜŘ ǘƻ ǎŀȅΣ ŀǎ 

ƳǳŎƘ ŀǎ ǿƘŀǘ ǘƘŜȅ ŀŎǘǳŀƭƭȅ ǎŀƛŘΦ ¢Ƙƛǎ ƳŜǘƘƻŘ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŜ ƛƴǘŜǊǾƛŜǿ ǘŜȄǘ ŀǎ ŀ 

ŎƻƴǎǘǊǳŎǘ ŀƴŘ ǳǎŜǎ ǘƘŜ ǾŜǊōŀǝƳ ǘǊŀƴǎŎǊƛǇǘ ŀǎ ŀ ŎƘŀƴŎŜ ǘƻ ǊŜƅŜŎǘ ŀƴŘ ƘƻƴŜΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀƴ 

ŜƴŘ ǇƻƛƴǘΣ ŦŀƛǘƘŦǳƭ ǘƻ ǘƘŜ ƛƴǘŜǊǾƛŜǿ ŜǾŜƴǘέ όCƻǊǘƴǳƳ ŀƴŘ ²ŜǎǘƭŜȅΣ нлнпΥ фрύΦ !ǎ ǎƻƳŜ ƻŦ ǘƘŜ 

ǘƻǇƛŎǎ ŜȄǇƭƻǊŜŘ ƛƴ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ ƘŀǾŜ ǘƘŜ ǇƻǘŜƴǝŀƭ ǘƻ ƛƴŘǳŎŜ ŀƴȄƛŜǘȅ ŀƴŘ ƻǘƘŜǊ ƳŜƴǘŀƭ 

ƘŜŀƭǘƘ ŎƻƴŎŜǊƴǎ ŜŀŎƘ ǇŀǊǝŎƛǇŀƴǘ ƘŀŘ ǘƘŜ ƻǇǝƻƴ ǘƻ ŀŎŎŜǎǎ ƳŜƴǘŀƭ ƘŜŀƭǘƘ ǊŜǎƻǳǊŎŜǎ ƛŦ ǘƘŜȅ 

ŦŜƭǘ ǘƘŜȅ ƴŜŜŘŜŘ ǘƻΦ 5ǳŜ ǘƻ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ǘƘŜ ǊŜǎŜŀǊŎƘ ƎŜƴŜǊŀƭ Řŀǘŀ ǇǊƻǘŜŎǝƻƴ ǊŜƎǳƭŀǝƻƴ 

όD5twύ ƎǳƛŘŜƭƛƴŜǎ ǿŜǊŜ ǳǇƘŜƭŘΦ Lǘ ǿŀǎ ƳŀŘŜ ŎƭŜŀǊ ǘƘŀǘ L ǿƻǳƭŘ ƴƻǘ ōŜ ǎƘŀǊƛƴƎ ŀƴȅ ƻŦ ǘƘŜ 

ǘǊŀƴǎŎǊƛǇǘǎ ƻǊ ǇŜǊǎƻƴŀƭ ƛƴŦƻǊƳŀǝƻƴ ƎŀǘƘŜǊŜŘ ŘǳǊƛƴƎ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǿƛǘƘ ŀƴȅ ƻǊƎŀƴƛǎŀǝƻƴǎ 

ƛƴŎƭǳŘƛƴƎ ǘƘŜ ¦ƴƛǘŜŘ YƛƴƎŘƻƳ IƻƳŜ hŶŎŜΣ ƛƴǘŜǊƴŀǝƻƴŀƭ ƛƳƳƛƎǊŀǝƻƴ ŘŜǇŀǊǘƳŜƴǘǎ ŀƴŘ 
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ǎŜǊǾƛŎŜǎΣ ƻǊ ŀƴȅ ŀǎǎƻŎƛŀǘŜŘ ƛƳƳƛƎǊŀǝƻƴ ǎȅǎǘŜƳǎ ŀƴŘ ǘƘŀǘ ǇŀǊǝŎƛǇŀǝƻƴ ƛƴ ǘƘƛǎ ǎǘǳŘȅ ǿƻǳƭŘ 

ƘŀǾŜ ƴƻ ƛƳǇŀŎǘ ƻƴ ǘƘŜƛǊ ŎǳǊǊŜƴǘ ƛƳƳƛƎǊŀǝƻƴ ǎǘŀǘǳǎ ƛƴ ŀƴȅ ǿŀȅΦ  

 

The Interview Process 
/ƘŀǇǘŜǊ ¢ǿƻ ŘǊŀǿǎ ƻƴ ƛƴǘŜǊǾƛŜǿǎ ǿƛǘƘ ƳƛƎǊŀƴǘ ǿƻƳŜƴ ŀǊǝǎǘǎ ǿƘƻ ǿŜǊŜ ƛƴƛǝŀƭƭȅ ǎŜƭŜŎǘŜŘ 

ǘƘǊƻǳƎƘ ŎƻƳƳǳƴƛǘȅ ƴŜǘǿƻǊƪǎΦ L ƭƻƻƪŜŘ ǎǇŜŎƛŬŎŀƭƭȅ ŦƻǊ ǇŜƻǇƭŜ ǿƘƻ ƛŘŜƴǝŬŜŘ ŀǎ ŜȄǇŜǊƛŜƴŎƛƴƎ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ ǘƘƻǎŜ ǿƘƻ ǿŜǊŜ ŀǊǝǎǘǎ ǿƛǘƘ ǾŀǊƛŜŘ ǇǊŀŎǝŎŜǎΣ ŀƴŘ ǘƘƻǎŜ ǿƘƻ ƛŘŜƴǝŬŜŘ ŀǎ 

ǿƻƳŜƴΦ ¢Ƙƛǎ ǎŜǘ ƻŦ ƛƴǘŜǊǾƛŜǿǎ ŦƻŎǳǎŜŘ ǇǊƛƳŀǊƛƭȅ ƻƴ ǿƘŀǘ ƛǘ ƛǎ ƭƛƪŜ ǘƻ ōŜ ŀƴ ŀǊǝǎǘ ǿƘƻ 

ŜȄǇŜǊƛŜƴŎŜǎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ L ǊŜŀŎƘŜŘ ƻǳǘ ǘƻ ǘƘƻǎŜ ǿƘƻ L ǘƘƻǳƎƘǘ ƳƛƎƘǘ ōŜ ƛƴǘŜǊŜǎǘŜŘ Ǿƛŀ 

ŜƳŀƛƭ ŀƴŘ ŘǳŜ ǘƻ ŀǾŀƛƭŀōƛƭƛǘȅ ŀƴŘ ƛƴǘŜǊŜǎǘ L ǿŀǎ ŀōƭŜ ǘƻ ǎŜƭŜŎǘ ŜƛƎƘǘ ŀǊǝǎǘǎΦ ¢ƘŜ ǎŜŎƻƴŘ ǎŜǘ ƻŦ 

ƛƴǘŜǊǾƛŜǿǎ ǿŜǊŜ Ƴȅ ŎŀǎŜ ǎǘǳŘƛŜǎ ǿƘƛŎƘ ŀǊŜ ŦŜŀǘǳǊŜŘ ƛƴ /ƘŀǇǘŜǊ ¢ƘǊŜŜΦ CƻƭƭƻǿƛƴƎ ǇǊŜƭƛƳƛƴŀǊȅ 

ǊŜǎŜŀǊŎƘ ƛƴǘƻ ŜŀŎƘ ŀǊǝǎǘΩǎ ǇǊŀŎǝŎŜ L ǎŜƭŜŎǘŜŘ ŦƻǳǊ ŀǊǝǎǘǎ ǿƘƻ ǿŜǊŜ ǳǎƛƴƎ ŀƭǘŜǊƴŀǝǾŜ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΦ ¢ƻ ŀƭƛƎƴ ǿƛǘƘ ǘƘŜ ǊŜǎŜŀǊŎƘ ǉǳŜǎǝƻƴǎΣ ƛǘ ǿŀǎ ƛƳǇƻǊǘŀƴǘ ǘƘŀǘ ǘƘŜ 

ǎŜƭŜŎǘŜŘ ŀǊǝǎǘǎ ǿŜǊŜ ŜȄǇƭƻǊƛƴƎ ǘƘŜƳŜǎ ƻŦ ƳƛƎǊŀǝƻƴ ǎǇŜŎƛŬŎŀƭƭȅ ƛƴ ǊŜƭŀǝƻƴ ǘƻ ǘƘŜƛǊ ƻǿƴ ƭƛǾŜŘ 

ŜȄǇŜǊƛŜƴŎŜΦ CƻǊ ōƻǘƘ ǎŜǘǎ ƻŦ ƛƴǘŜǊǾƛŜǿǎ ǘƘŜ ŀǊǝǎǘǎ ŎƻƳŜ ŦǊƻƳ ŀ ŘƛǾŜǊǎŜ ǊŀƴƎŜ ƻŦ 

ōŀŎƪƎǊƻǳƴŘǎΣ ŀƴŘ ǘƘŜȅ ƛŘŜƴǝŬŜŘ ŀǎ ǿƻƳŜƴΦ 

 

!ǎ Ƴŀƴȅ ƻŦ ǘƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ǿŜǊŜ ōŀǎŜŘ ŀōǊƻŀŘ ŀƴŘ ŘǳŜ ǘƻ ǘƘŜ ǘǊŀǾŜƭ ǊŜǎǘǊƛŎǝƻƴǎ ǘƘŀǘ ǿŜǊŜ 

ƛƴ ǇƭŀŎŜ ŘǳǊƛƴƎ ǘƘŜ /h±L5πмф ǇŀƴŘŜƳƛŎ ƛǘ ǿŀǎ ŘŜŎƛŘŜŘ ǘƘŀǘ ƛǘ ǿƻǳƭŘ ōŜ ōŜǎǘ ǘƻ ŎƻƴŘǳŎǘ ǘƘŜ 

ƛƴǘŜǊǾƛŜǿǎ Ǿƛŀ ǾƛŘŜƻ ŎƻƴŦŜǊŜƴŎƛƴƎ ǘŜŎƘƴƻƭƻƎȅ ǎǳŎƘ ŀǎ ½ƻƻƳ ±ƛŘŜƻ /ƻƴŦŜǊŜƴŎƛƴƎ ό½ƻƻƳύΣ ƛƴ 

ǇŜǊǎƻƴ ǿƘŜǊŜ ǇƻǎǎƛōƭŜΣ ŀƴŘ Ǿƛŀ ŜƳŀƛƭ ŦƻǊ ǘƘƻǎŜ ǿƘƻ ǿŜǊŜ ǳƴŀōƭŜ ǘƻ ǇŀǊǝŎƛǇŀǘŜ ŀƴȅ ƻǘƘŜǊ 

ǿŀȅΦ L ǊŜŎƻƎƴƛǎŜ ǘƘŀǘ ǘƘŜǊŜ ŀǊŜ ƻǘƘŜǊ ƛƴǘŜǊǾƛŜǿƛƴƎ ǘŜŎƘƴƛǉǳŜǎ ǘƘŀǘ Ƴŀȅ ƘŀǾŜ ōŜŜƴ ƳƻǊŜ 

ŀǇǇǊƻǇǊƛŀǘŜ ǎǳŎƘ ŀǎ ŎƻƴǎƛǎǘŜƴǘ ŦŀŎŜπǘƻπŦŀŎŜ ƛƴ ǇŜǊǎƻƴ ƛƴǘŜǊǾƛŜǿǎΣ ƘƻǿŜǾŜǊ ŘǳŜ ǘƻ ǘƘŜ ǝƳŜ ŀǘ 

ǿƘƛŎƘ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǿŀǎ ŎƻƴŘǳŎǘŜŘΣ ŀ ƳƻǊŜ ƅŜȄƛōƭŜ ŀǇǇǊƻŀŎƘ ǿŀǎ ƴŜŎŜǎǎŀǊȅΦ !ƭƭ ǘƘŜ 

ƛƴǘŜǊǾƛŜǿǎ ŦƻǊ /ƘŀǇǘŜǊ ¢ǿƻ ǘƻƻƪ ǇƭŀŎŜ ƻƴ ½ƻƻƳΦ aƻǎǘ ƻŦ ǘƘŜ ƛƴǘŜǊǾƛŜǿǎ ǿŜǊŜ ŎƻƴŘǳŎǘŜŘ 

ǿƛǘƘ ǾƛŘŜƻǎ ǘǳǊƴŜŘ ƻƴ ŜȄŎŜǇǘ ŦƻǊ ǿƘŜƴ ǘƘŜ ŎƻƴƴŜŎǝƻƴ ǿŀǎ ŦŀǳƭǘȅΦ Lƴ ǘƘŜ ǊŀǊŜ ƻŎŎŀǎƛƻƴ ǘƘŀǘ 

ǘƘƛǎ ǘƻƻƪ ǇƭŀŎŜ ǿŜ ŎƘƻǎŜ ǘƻ ǘǳǊƴ ǘƘŜ ǾƛŘŜƻ ƻũ ŀƴŘ ƻƴƭȅ ǳǎŜŘ ŀǳŘƛƻ ŦƻǊ ŎƭŀǊƛǘȅ ƛƴ ǘƘŜ 

ǊŜŎƻǊŘƛƴƎΦ ¢ƘŜ ŀǊǝǎǘǎ ǿŜǊŜ ōŀǎŜŘ ƛƴǎƛŘŜ ƻŦ ǘƘŜƛǊ ƘƻƳŜǎ ƻǊ ǘƘŜƛǊ ǎǘǳŘƛƻǎ ǿƘƛŎƘ ǿŜǊŜ ǾƛǎƛōƭŜ 

ŘǳǊƛƴƎ ǘƘŜ ƛƴǘŜǊǾƛŜǿΦ !ƭǘƘƻǳƎƘ L ǿŀǎ ƴƻǘ ǇƘȅǎƛŎŀƭƭȅ ǇǊŜǎŜƴǘ ƛƴ ǘƘŜƛǊ ƘƻƳŜǎΣ L ǿŀǎ ŀōƭŜ ǘƻ 

ǿƛǘƴŜǎǎ ǘƘŜƛǊ ŦŀƳƛƭȅ ƳŜƳōŜǊǎ ƳƻǾƛƴƎ ƛƴ ǘƘŜ ōŀŎƪƎǊƻǳƴŘΣ ǘƘŜ ǿƻǊƪǎ ƛƴ ǇǊƻƎǊŜǎǎ ǎƛǩƴƎ ǳǇƻƴ 
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ǘƘŜƛǊ ŘŜǎƪǎΣ ŀƴŘ ǘƘŜ ŎǳǇǎ ƻŦ ǘŜŀ ŀƴŘ ŎƻũŜŜ ǘƘŀǘ ǘƘŜȅ ǎƛǇǇŜŘ ƻƴ ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ƛƴǘŜǊǾƛŜǿΦ L 

ǿŀǎ ŀōƭŜ ǘƻ ǎŜŜ ǘƘŜ ǇŀǊǝŎƛǇŀƴǘǎ ǳǇǇŜǊ ōƻŘȅ ǇƘȅǎƛŎŀƭ ƎŜǎǘǳǊŜǎΣ ƳƻƳŜƴǘŀǊȅ ǇŀǳǎŜǎΣ ŀƴŘ ŦŀŎƛŀƭ 

ŜȄǇǊŜǎǎƛƻƴǎ ǘƘŀǘ L ǿƻǳƭŘ ƴƻǘ ƘŀǾŜ ōŜŜƴ ŀōƭŜ ǘƻ ǎŜŜ ƘŀŘ ǘƘŜ ƛƴǘŜǊǾƛŜǿ ǘŀƪŜƴ ǇƭŀŎŜ Ǿƛŀ ǇƘƻƴŜ 
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ŀǇǇǊƻŀŎƘŜǎ ǘƻ ǇƘƻǘƻƎǊŀǇƘȅΦ ¢Ƙƛǎ ƭƛǘŜǊŀǘǳǊŜ ǊŜǾƛŜǿ ǿƛƭƭ ŜȄŀƳƛƴŜ ǘŜȄǘǎ ƻƴ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ 
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ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳΣ ŀƴŘ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ǘƻ ŎƻƴǘŜȄǘǳŀƭƛǎŜ ǘƘŜ 

ŎƻƳǇƭŜȄ ǊŜƭŀǝƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ǘƘǊŜŜ ŎŜƴǘǊŀƭ ŎƻƴŎŜǊƴǎ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΦ  

 

¢ƘŜ ƳƛƎǊŀǘƻǊȅ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ŀ ŎƻƳǇƭŜȄ ŀƴŘ ƛƴŘƛǾƛŘǳŀƭ ƻŎŎǳǊǊŜƴŎŜ ǘƘŀǘ ŎƻǾŜǊǎ ŀ ƳȅǊƛŀŘ ƻŦ 

ŎƛǊŎǳƳǎǘŀƴŎŜǎΦ aƛƎǊŀǝƻƴ ƛƴŎƭǳŘŜǎ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ƅŜŘ ǿŀǊπǎǘǊƛŎƪŜƴ ŎƻǳƴǘǊƛŜǎ ǘƻ ōŜŎƻƳŜ 

ǊŜŦǳƎŜŜǎ ƛƴ ƴŜǿ ƭŀƴŘǎΣ ŜŎƻƴƻƳƛŎ ƳƛƎǊŀƴǘ ǿƻǊƪŜǊǎ ǿƘƻ ǎŜŜƪ ŬƴŀƴŎƛŀƭ ǎǘŀōƛƭƛǘȅ ƛƴ ƭƻŎŀǝƻƴǎ 

Řƛǎǘŀƴǘ ŦǊƻƳ ǘƘŜƛǊ ǇƭŀŎŜ ƻŦ ōƛǊǘƘΣ ŀǎȅƭǳƳ ǎŜŜƪŜǊǎ ǎŜŀǊŎƘƛƴƎ ŦƻǊ ǇǊƻǘŜŎǝƻƴ ŀƴŘ ƛƴŎǊŜŀǎƛƴƎƭȅ 

ƳƻǊŜ ŎƻƳƳƻƴ ŜƴǾƛǊƻƴƳŜƴǘŀƭ ƳƛƎǊŀƴǘǎ ŦƻǊŎŜŘ ǘƻ ƭŜŀǾŜ ǘƘŜƛǊ ƘƻƳŜǎ ŘǳŜ ǘƻ ǘƘŜ ŀŘǾŜǊǎŜ 

ŜũŜŎǘǎ ƻŦ ŎƭƛƳŀǘŜ ŎƘŀƴƎŜΦ L ǳǎŜ ǘƘŜ ǘŜǊƳ ƛƳƳƛƎǊŀǝƻƴ ǘƻ ǊŜŦŜǊ ǘƻ ǎƻƳŜƻƴŜ ǿƘƻ Ƙŀǎ 

ŜƳƛƎǊŀǘŜŘ ŦǊƻƳ ǘƘŜƛǊ ŎƻǳƴǘǊȅ ƻŦ ƻǊƛƎƛƴ ŀƴŘ ǎŜǧƭŜŘ ƛƴ ŀ ƴŜǿ ƘƻƳŜΦ CƻǊ ǘƘƛǎ ǘƘŜǎƛǎΣ L ŀƳ 

ƭƻƻƪƛƴƎ ǎǇŜŎƛŬŎŀƭƭȅ ŀǘ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘƘƻǎŜ ǿƘƻ ƛŘŜƴǝŦȅ ŀǎ ǿƻƳŜƴ ƛƳƳƛƎǊŀƴǘǎ ǿƘƻ ƘŀǾŜ 

ŘŜǾŜƭƻǇŜŘ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅ ōŜŎŀǳǎŜ ƻŦ ǘƘŜƛǊ ƳƛƎǊŀǝƻƴΦ Lƴ ŀŘŘƛǝƻƴΣ ŀƭǘƘƻǳƎƘ L 

ǳƴŘŜǊǎǘŀƴŘ ǘƘŀǘ ŀ ǇŜǊǎƻƴ Ƴŀȅ ƳƛƎǊŀǘŜ ŦƻǊ ŀ ǾŀǊƛŜǘȅ ƻŦ ǊŜŀǎƻƴǎΣ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǿƛƭƭ ƴƻǘ Ǝƻ 

ǎǇŜŎƛŬŎŀƭƭȅ ƛƴǘƻ ŘŜǘŀƛƭ ǊŜƎŀǊŘƛƴƎ ŜȄǇŀǘǎΣ ŞƳƛƎǊŞΩǎΣ ŜŎƻƴƻƳƛŎ ƳƛƎǊŀƴǘ ǿƻǊƪŜǊǎΣ ƴƻƳŀŘƛŎ 

ǇŜƻǇƭŜΣ ǊŜŦǳƎŜŜǎΣ ƻǊ ŀǎȅƭǳƳ ǎŜŜƪŜǊǎΦ .ǳǘ ǊŀǘƘŜǊ ƭƻƻƪǎ ŀǘ ƛƳƳƛƎǊŀǝƻƴ ǘƘǊƻǳƎƘ ǘƘŜ ƭŜƴǎ ƻŦ 

ƛƳƳƛƎǊŀƴǘǎ ǿƘƻ ƛŘŜƴǝŦȅ ŀǎ ƘŀǾƛƴƎ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅ ǊŜƎŀǊŘƭŜǎǎ ƻŦ ǘƘŜƛǊ ƳƻǝǾŜ ŦƻǊ 

ƳƛƎǊŀǝƻƴΦ  

 

Transnationality 
¢ƘŜ ǘŜǊƳ ǘǊŀƴǎƴŀǝƻƴŀƭ2 ƛƴ ƛǘǎ ǎƛƳǇƭŜǎǘ ŦƻǊƳ Ŏŀƴ ōŜ ŘŜǎŎǊƛōŜŘ ŀǎ ǿƘŜƴ ƘƻƳŜ ƳŜŀƴǎ ƳƻǊŜ 

ǘƘŀƴ ƻƴŜ ŎƻǳƴǘǊȅΦ ¢Ƙƛǎ ƛǎ ƻƊŜƴ ŜȄǇŜǊƛŜƴŎŜŘ ōȅ ƛƳƳƛƎǊŀƴǘǎ ŀƊŜǊ ƭŜŀǾƛƴƎ ǘƘŜƛǊ ǇƭŀŎŜ ƻŦ ƻǊƛƎƛƴ 

ŀƴŘ ǊŜƭƻŎŀǝƴƎ ǘƻ ŀ ƴŜǿ ǇƭŀŎŜ ƻŦ ǊŜǎƛŘŜƴŎŜΦ ¢Ƙƛǎ ƳƻǾŜƳŜƴǘ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ŦŜŜƭƛƴƎǎ ƻŦ ƭƻǎǎ 

ŀƴŘ ŘƛǎǇƭŀŎŜƳŜƴǘ ŀƴŘ Ŏŀƭƭǎ ƛƴǘƻ ǉǳŜǎǝƻƴ ŘŜŬƴƛǝƻƴǎ ƻŦ ōŜƭƻƴƎƛƴƎΣ ƘƻƳŜΣ ŀƴŘ ƛŘŜƴǝǘȅΦ 

¢Ǌŀƴǎƴŀǝƻƴŀƭ ƛǎ ŀ ǘŜǊƳ ǘƘŀǘ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ŦǊŜǉǳŜƴǘƭȅ ŀƳƻƴƎ ǇǎȅŎƘƻƭƻƎƛǎǘǎΣ ǎƻŎƛŀƭ ǎŎƛŜƴǝǎǘǎΣ 

ƎŜƻƎǊŀǇƘŜǊǎΣ ŀƴŘ ǇƘƛƭƻǎƻǇƘŜǊǎ ǎƛƴŎŜ ǘƘŜ нлǘƘ ŎŜƴǘǳǊȅΦ IƻǿŜǾŜǊΣ ŦƻǊ ǘƘŜ ǇǳǊǇƻǎŜ ƻŦ ǘƘƛǎ 

ǊŜǎŜŀǊŎƘ L ǿƛƭƭ ōŜ ǳǎƛƴƎ ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅ ǎǇŜŎƛŬŎŀƭƭȅ ǘƻ ƳŜŀƴ ǘƘŜ ǘǊŀƴǎŦƻǊƳŀǝǾŜ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŀƴ ƛƳƳƛƎǊŀƴǘ ǿƘƻ Ƙŀǎ Ǌƻƻǘǎ ƛƴ ƳƻǊŜ ǘƘŀƴ ƻƴŜ ƭƻŎŀǝƻƴΣ ŀƴŘ Ƙƻǿ ǘƘƛǎ 

ŎƻƴƴŜŎǝƻƴ ǘƻ ƳǳƭǝǇƭŜ ǇƭŀŎŜǎ Ƙŀǎ ƛƳǇŀŎǘŜŘ ƻƴ ǘƘŜƛǊ ŘŜŬƴƛǝƻƴǎ ƻŦ ǎŜƭŦΦ Lƴ 5ƛŀǎǇƻǊŀ ŀƴŘ 

 
2 The first known use of the term transnational was noted in Merriam-ìĲĤƚƣĲƖќƚШ?ŔĦƣŔŸŰċƖǃШċƚШΝΦΞΝШ
(Merriam-Webster, n.d.).   
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ǘǊŀƴǎƴŀǝƻƴŀƭƛǎƳΥ ²Ƙŀǘ ƪƛƴŘ ƻŦ ŘŀƴŎŜ ǇŀǊǘƴŜǊǎΚ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ άǊŜŦŜǊώǎϐ ǘƻ ƳƛƎǊŀƴǘǎΩ 

ŘǳǊŀōƭŜ ǝŜǎ ŀŎǊƻǎǎ ŎƻǳƴǘǊƛŜǎέ όCŀƛǎǘΣ нлмлΥ фύΦ tǊƻŦŜǎǎƻǊ ƻŦ {ƻŎƛƻƭƻƎȅ ŀǘ .ƛŜƭŜŦŜƭŘ ¦ƴƛǾŜǊǎƛǘȅ 

¢ƘƻƳŀǎ Cŀƛǎǘ ŜȄǇƭƻǊŜǎ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ƻŦ ŜȄŎƘŀƴƎŜ ŀƴŘ ŎƻƴƴŜŎǝƻƴ ōŜǘǿŜŜƴ ǘƘŜ ƳƛƎǊŀƴǘΩǎ 

ǇƭŀŎŜ ƻŦ ōƛǊǘƘ ŀƴŘ ǘƘŜƛǊ ƴŜǿ ǇƭŀŎŜ ƻŦ ǊŜǎƛŘŜƴŎŜΦ ¢Ƙƛǎ Ŏŀƴ ƛƴŎƭǳŘŜ ƛƴ ŎŜǊǘŀƛƴ ǎƛǘǳŀǝƻƴǎ ǘƘŜ 

ƛƳƳƛƎǊŀƴǘΩǎ ǇŀǊǝŎƛǇŀǝƻƴ ƛƴ ǇƻƭƛǝŎǎ ƛƴ ōƻǘƘ ŎƻǳƴǘǊƛŜǎΣ ǎƻƳŜǝƳŜǎ ƘŀǾƛƴƎ ŜƴǘǊŜǇǊŜƴŜǳǊǎƘƛǇǎ 

ŀŎǊƻǎǎ ōƻǊŘŜǊǎΣ ǘƘŜ ǘǊŀƴǎŦŜǊ ŀƴŘ ǊŜπǘǊŀƴǎŦŜǊ ƻŦ ŎǳƭǘǳǊŀƭ ŎǳǎǘƻƳǎ ŀƴŘ ǇǊŀŎǝŎŜǎ ŀƴŘ ŦŀƳƛƭƛŀƭ 

ǝŜǎ ƛƴ ōƻǘƘ ƭŀƴŘǎΦ όCŀƛǎǘΣ нлмлΥ ммύΦ ¢Ƙƛǎ ƻǎŎƛƭƭŀǝƻƴ ōŜǘǿŜŜƴ ǇƭŀŎŜǎ Ŏŀƴ ƛƳǇŀŎǘ ƻƴ ŀ ǇŜǊǎƻƴΩǎ 

ǎŜƴǎŜ ƻŦ ǎŜƭŦΦШШLƴ ¢ǊŀƴǎƴŀǝƻƴŀƭƛǎƳΥ ŎǳǊǊŜƴǘ ŘŜōŀǘŜǎ ŀƴŘ ƴŜǿ ǇŜǊǎǇŜŎǝǾŜǎШόнлннύ ƛǘ ƛǎ ŀǊƎǳŜŘ 

ǘƘŀǘ љǘƘƛǎ ǇǊƻŎŜǎǎ ƻŦ ƳŜŀƴƛƴƎŦǳƭ ǊŜƭŀǝƻƴπōǳƛƭŘƛƴƎ ƛǎ ƴƻǘ ǎǘŀǝŎΣ ōǳǘ ƛǎ Ŏƻƴǝƴǳƻǳǎƭȅ ŜǾƻƭǾƛƴƎ 

ŀƴŘ ΨōŜŎƻƳƛƴƎΩΣ ƎǊŜŀǘƭȅ ŎƻƴǘǊƛōǳǝƴƎ ǘƻ ǘƘŜ ŦƻǊƎƛƴƎ ƻŦ ǇŜƻǇƭŜΩǎ Řǳŀƭ ƻǊ ǇƭǳǊŀƭ ƛŘŜƴǝǝŜǎ ŀƴŘ 

ǎŜƴǎŜ ƻŦ ōŜƭƻƴƎƛƴƎέ ό¢ŜŘŜǎŎƘƛ Ŝǘ ŀƭΣ нлннΥ слрύΦ  ¢ƘŜ ōŀŎƪπŀƴŘπŦƻǊǘƘ ŎƻƳƳǳƴƛŎŀǝƻƴ 

ōŜǘǿŜŜƴ ǘǿƻ ƻǊ ƳƻǊŜ ŎƻǳƴǘǊƛŜǎ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ƛŘŜƴǝǘȅ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

ǘƘŜƛǊ ǇƭŀŎŜ ǿƛǘƘƛƴ ǎƻŎƛŜǘȅΦ Lǘ ƛǎ ƴƻǘ ǎǘŀǝŎ ōǳǘ ǊŀǘƘŜǊ ŎƻƴǝƴǳŜǎ ǘƻ ŘŜǾŜƭƻǇ ŀǎ ǘƘŜ ǊŜƭŀǝƻƴǎƘƛǇ 

ōŜǘǿŜŜƴ ǘƘŜ ŎƻǳƴǘǊƛŜǎ ŘŜǾŜƭƻǇǎΦ !ǎǎƛƳƛƭŀǝƻƴ ƛƴǘƻ ŀ ƴŜǿ ŎƻǳƴǘǊȅ ƛǎ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ 

ŀƴǝǘƘŜǝŎŀƭ ǘƻ ǘǊŀƴǎƴŀǝƻƴŀƭƛǎƳΦ ¢ƘŜ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ǳƴŬȄŜŘ ŀƴŘ ƛƴǎǘŜŀŘ ƛǎ ŀ Ŏƻƴǎǘŀƴǘ 

ƴŜƎƻǝŀǝƻƴ ǿƘŜǊŜ ƘȅōǊƛŘ ƛŘŜƴǝǝŜǎ ŜƴŘƭŜǎǎƭȅ ƅǳŎǘǳŀǘŜ ŀŎǊƻǎǎ ōƻǊŘŜǊǎ ό¢ŜŘŜǎŎƘƛ Ŝǘ ŀƭΣ нлннΥ 

слтύΦ  

 

!ƴƻǘƘŜǊ ƪŜȅ ǘŜȄǘ ƻƴ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƛǎ aƛƎǊŀƴǘ ¢ǊŀƴǎƴŀǝƻƴŀƭƛǎƳ ŀƴŘ aƻŘŜǎ ƻŦ 

¢ǊŀƴǎŦƻǊƳŀǝƻƴ ōȅ {ǘŜǾŜƴ ±ŜǊǘƻǾŜŎ ŦǊƻƳ нллпΦ ²ƛǘƘƛƴ ǘƘƛǎ ǘŜȄǘ ±ŜǊǘƻǾŜŎ ŦƻŎǳǎŜǎ ƻƴ ǘƘŜ Řŀƛƭȅ 

ƭƛǾŜǎ ƻŦ ǘƘƻǎŜ ǿƘƻ ŜȄǇŜǊƛŜƴŎŜ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ ƛƴǾŜǎǝƎŀǘŜǎ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ōƛŦƻŎŀƭƛǘȅΦ 

±ŜǊǘƻǾŜŎ ŘŜŬƴŜǎ ōƛŦƻŎŀƭƛǘȅ ŀǎ άǘƘŜ ǿŀȅǎ ǘƘŀǘ ǘǊŀƴǎƴŀǝƻƴŀƭ ǇǊŀŎǝŎŜǎ ƻŦ ŜȄŎƘŀƴƎŜΣ 

ŎƻƳƳǳƴƛŎŀǝƻƴ ŀƴŘ ŦǊŜǉǳŜƴǘ ǘǊŀǾŜƭ ƛƳǇŀŎǘ ǳǇƻƴ ǘƘŜ ƻǳǘƭƻƻƪǎ ŀƴŘ Řŀƛƭȅ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ 

ƳƛƎǊŀƴǘǎέ ό±ŜǊǘƻǾŜŎΣ нллпΥ фтпύΦ ¢Ƙƛǎ ƛŘŜŀ ƻŦ ōƛŦƻŎŀƭƛǘȅ ƛǎ ŎŜƴǘǊŀƭ ǘƻ ǳƴŘŜǊǎǘŀƴŘƛƴƎ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ ¢ƘŜ Řǳŀƭ ŦǊŀƳŜ ƻŦ ǊŜŦŜǊŜƴŎŜ ǘƘŀǘ ƛƳƳƛƎǊŀƴǘǎ ǳǎŜ ƻƴ ŀ Řŀƛƭȅ ōŀǎƛǎ ǘƻ 

ŎƻƳǇŀǊŜ ŀƴŘ ŎƻƴǘǊŀǎǘ ǎƛǘǳŀǝƻƴǎ Ŏŀƴ ƛƴǘŜƴǎƛŦȅ ŦŜŜƭƛƴƎǎ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ ¢ƘŜ ǘŜƴǎƛƻƴ 

ōŜǘǿŜŜƴ ƘŜǊŜ ŀƴŘ ǘƘŜǊŜ Ŏŀƴ ǘƘŜƴ ƭŜŀŘ ǘƻ ƻǘƘŜǊ ŀǊŜŀǎ ƻŦ ǘƘŜ ǘǊŀƴǎƴŀǝƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜΦ  

CǳǊǘƘŜǊƳƻǊŜΣ ǿŜ Ƴǳǎǘ ǘŀƪŜ ƛƴǘƻ ŎƻƴǎƛŘŜǊŀǝƻƴ ǘƘŜ ŎƻƳǇƭŜȄƛǝŜǎ ƻŦ ƎŜƴŘŜǊ ŀƴŘ Ƙƻǿ ƛǘ 

ƛƳǇŀŎǘǎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ  
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Transnational Feminism 
!ǎ ǘƘƛǎ ǘƘŜǎƛǎ ǿƛƭƭ ŦƻŎǳǎ ƻƴ ǘƘŜ ǇŜǊǎǇŜŎǝǾŜ ƻŦ ǿƻƳŜƴ ǘƘŜǊŜ ǿƛƭƭ ōŜ ŀ ŦŜƳƛƴƛǎǘ ŀǇǇǊƻŀŎƘΦ 

aƻǊŜ ǎǇŜŎƛŬŎŀƭƭȅ L ǿƛƭƭ ŦƻŎǳǎ ƻƴ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ŀǎ ǘƘŜ ŎƻǊŜ ǘƘŜƳŜ ǿƛǘƘƛƴ ǘƘƛǎ ǘŜȄǘ 

ŀŘƘŜǊŜǎ ǘƻ ǘƘŜ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎǘ ŀƎŜƴŘŀΦ ¢Ǌŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎǘ ŀŎǝǾƛǎƳ Ƙŀǎ ŀ ǊƛŎƘ 

ƘƛǎǘƻǊȅ ǘƘŀǘ ōŜƎŀƴ ǘƻ Ǝŀƛƴ ǘǊŀŎǝƻƴ ƛƴ ǘƘŜ мфтлǎΣ ǘƘƛǎ ƛǎ ōŜƭƛŜǾŜŘ ǘƻ ōŜ ōŜŎŀǳǎŜ ƻŦ άǘƘŜ 

ǊŜǎǘǊǳŎǘǳǊƛƴƎ ƻŦ ǘƘŜ Ǝƭƻōŀƭ ŜŎƻƴƻƳȅ ǘƘŀǘ ŀƭƭƻǿŜŘ ǘƘŜ ŜȄǇŀƴǎƛƻƴ ƻŦ ŎŀǇƛǘŀƭƛǎƳ ǿƘƛŎƘ ŀƭǎƻ ƭŜŘ 

ǘƻ ǘƘŜ ŜȄǇŀƴǎƛƻƴ ƻŦ Ǝƭƻōŀƭ ƛƴŜǉǳŀƭƛǘȅέ όaŀǊǎƘŀƭƭΣ нлнлΥ мфпύΦ ¢Ǌŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊȅ 3 

ƘƻǿŜǾŜǊΣ ǿƘƛŎƘ ƛǎ ǳǎŜŘ ŀǎ ŀ ŦǊŀƳŜǿƻǊƪ ŦƻǊ ǘƘƛǎ ǘƘŜǎƛǎΣ ǿŀǎ ƳƻǊŜ ǊŜŎŜƴǘƭȅ ŜǎǘŀōƭƛǎƘŜŘ ƛƴ ǘƘŜ 

мффп ƪŜȅ ǘŜȄǘ ƻƴ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ {ŎŀǧŜǊŜŘ IŜƎŜƳƻƴƛŜǎΥ tƻǎǘƳƻŘŜǊƴƛǘȅ ŀƴŘ 

¢Ǌŀƴǎƴŀǝƻƴŀƭ CŜƳƛƴƛǎǘ tǊŀŎǝŎŜǎΦ ²ƛǘƘƛƴ ǘƘƛǎ ǘŜȄǘ ǘƘŜ ŀǳǘƘƻǊǎ LƴŘŜǊǇŀƭ DǊŜǿŀƭ ŀƴŘ /ŀǊŜƴ 

YŀǇƭŀƴ ǇǊƻōƭŜƳŀǝǎŜ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊȅ ōȅ ŀǊƎǳƛƴƎ ǘƘŀǘ ǘƘŜ ŘƻƳƛƴŀƴǘ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊȅ ŎƻƳƛƴƎ 

ŦǊƻƳ 9ǳǊƻǇŜ ŀƴŘ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎ ǿŜǊŜ ŦǊƻƳ ŀ ²ƘƛǘŜΣ ²ŜǎǘŜǊƴΣ CƛǊǎǘ ²ƻǊƭŘ ǇŜǊǎǇŜŎǝǾŜΦ 

¢Ǌŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ŜƳŜǊƎŜŘ ŀǎ ŀ ŎǊƛǝǉǳŜ ƻŦ ŀ ǎƛƴƎƭŜ ŀȄƛǎ ǾƛŜǿǇƻƛƴǘΦ {ƻŎƛŀƭ 

ŀƴǘƘǊƻǇƻƭƻƎƛǎǘ Wȅƻǘǎƴŀ !ƎƴƛƘƻǘǊƛ DǳǇǘŀ ŦǳǊǘƘŜǊ ŜȄǇƭŀƛƴǎ ƛƴ ƘŜǊ ǇŀǇŜǊ ¢ƻǿŀǊŘǎ ¢Ǌŀƴǎƴŀǝƻƴŀƭ 

CŜƳƛƴƛǎƳǎΥ {ƻƳŜ wŜƅŜŎǝƻƴǎ ŀƴŘ /ƻƴŎŜǊƴǎ ƛƴ wŜƭŀǝƻƴ ǘƻ ǘƘŜ DƭƻōŀƭƛȊŀǝƻƴ ƻŦ wŜǇǊƻŘǳŎǝǾŜ 

¢ŜŎƘƴƻƭƻƎƛŜǎ όнллсύ ǘƘŀǘ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊȅ ŜȄǇƻǎŜǎ ǘƘŜ ƳǳƭǝǇƭƛŎƛǘȅ ŀƴŘ ŘƛǾŜǊǎƛǘȅ 

ƻŦ ŜȄǇŜǊƛŜƴŎŜǎ ŀ ǿƻƳŀƴ Ƴŀȅ ŦŀŎŜ ƻƴ ŀ Ǝƭƻōŀƭ ǎŎŀƭŜΦ {ƘŜ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ǘƘƛǎ ŦŜƳƛƴƛǎƳ ƛǎ ŎǊƻǎǎπ

ŎǳƭǘǳǊŀƭ ŀƴŘ ŀŎƪƴƻǿƭŜŘƎŜǎ ŘƛũŜǊŜƴŎŜǎ ƛƴ ƻǇǇǊŜǎǎƛƻƴ ŦƻǊ ǿƻƳŜƴ ƛƴ ŘƛũŜǊŜƴǘ ǇŀǊǘǎ ƻŦ ǘƘŜ 

ǿƻǊƭŘΣ ŘƛũŜǊŜƴǘ Ŏƭŀǎǎ ǎȅǎǘŜƳǎ ŀƴŘ ŦǊƻƳ ŘƛũŜǊŜƴǘ ǊŜƭƛƎƛƻǳǎ ōŀŎƪƎǊƻǳƴŘǎ όDǳǇǘŀΣ нллсΥ нпύΦ 

¢Ǌŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ŜǎǘŀōƭƛǎƘŜǎ ǘƘŀǘ ŜǾŜƴ ǿƛǘƘƛƴ ƻƴŜ ŎƻǳƴǘǊȅ ǘƘŜǊŜ ŀǊŜ ŀ ƪŀƭŜƛŘƻǎŎƻǇŜ ƻŦ 

ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ōŜƛƴƎ ŀ ǿƻƳŀƴ ŀƴŘ ǊŀŎŜΣ ŎƭŀǎǎΣ ǎŜȄǳŀƭƛǘȅΣ ŀƴŘ ǊŜƭƛƎƛƻƴ ƘǳƎŜƭȅ ƛƳǇŀŎǘ ƻƴ 

ǘƘƛǎΦ Lƴ ǘƘŜ /ƻƳǇŀƴƛƻƴ ǘƻ CŜƳƛƴƛǎǘ {ǘǳŘƛŜǎ tǊƻŦŜǎǎƻǊ ƻŦ {ƻŎƛƻƭƻƎȅΣ DǸƭ !ƭŘƛƪŀœǝ aŀǊǎƘŀƭƭΣ ŀƭǎƻ 

ŜȄǇƭŀƛƴǎ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊȅ ŀǎ ǊŜŎƻƎƴƛǎƛƴƎ άǘƘŜ ƳǳƭǝǇƭƛŎƛǘȅ ƻŦ ǿƻƳŜƴΩǎ 

ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ ǘƘŜ ǎƛƎƴƛŬŎŀƴŎŜ ƻŦ ǘƘŜ ƘƛǎǘƻǊȅ ŀƴŘ ŎƻƴǘŜȄǘ ƛƴ ŎǊŜŀǝƴƎ ǘƘƻǎŜ ŜȄǇŜǊƛŜƴŎŜǎΦ Lƴ 

ŘƻƛƴƎ ǎƻ ƛǘ ŘǊŀǿǎ ŀǧŜƴǝƻƴ ǘƻ ŦƻǊŎŜǎ ƻŦ ŎŀǇƛǘŀƭƛǎƳΣ ǊŜƭƛƎƛƻǳǎ ŦǳƴŘŀƳŜƴǘŀƭƛǎƳΣ ŀƴŘ 

ƴŀǝƻƴŀƭƛǎƳ ƛƴ ƛƴƅǳŜƴŎƛƴƎ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎέ όaŀǊǎƘŀƭƭΣ нлнлΥнлнύΦ ¢Ƙƛǎ ǘƘŜǎƛǎ ǿƛƭƭ ŘǊŀǿ 

ŀǧŜƴǝƻƴ ǘƻ ǘƘŜ ƳǳƭǝǇƭƛŎƛǘȅ ƻŦ ǿƻƳŜƴΩǎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ 

 

 
3 Transnational Feminism, as defined in its most contemporary form, was noticeably used in the 1994 
text Scattered Hegemonies: Postmodernity and Transnational Feminist Practices by Inderpal Grewal and 
Caren Kaplan 
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CǳǊǘƘŜǊƳƻǊŜΣ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ŀƭǎƻ ŎƻƴǎƛŘŜǊǎ ƛŘŜŀǎ ǎǳǊǊƻǳƴŘƛƴƎ ƛƴǘŜǊǎŜŎǝƻƴŀƭƛǘȅΦ 

YƛƳōŜǊƭŞ /ǊŜƴǎƘŀǿΣ ǇƻǇǳƭŀǊƭȅ ƪƴƻǿƴ ŦƻǊ ŬǊǎǘ ǇǳōƭƛǎƘƛƴƎ ǘƘŜ ǘŜǊƳ ƛƴ ƘŜǊ Ŝǎǎŀȅ 

5ŜƳŀǊƎƛƴŀƭƛȊƛƴƎ ǘƘŜ LƴǘŜǊǎŜŎǝƻƴ ƻŦ wŀŎŜ ŀƴŘ {ŜȄΥ ! .ƭŀŎƪ CŜƳƛƴƛǎǘ /ǊƛǝǉǳŜ ƻŦ 

!ƴǝŘƛǎŎǊƛƳƛƴŀǝƻƴ 5ƻŎǘǊƛƴŜΣ CŜƳƛƴƛǎǘ ¢ƘŜƻǊȅ ŀƴŘ !ƴǝǊŀŎƛǎǘ tƻƭƛǝŎǎ ƛƴ мфуфΣ ǳǎŜŘ ǘƘŜ ǘŜǊƳ ǘƻ 

ŘŜǎŎǊƛōŜ ŘƛǎŎǊƛƳƛƴŀǝƻƴ ŦŜƭǘ ōȅ .ƭŀŎƪ ǿƻƳŜƴ ǿƘƻ ŜȄǇŜǊƛŜƴŎŜŘ ōƻǘƘ ǊŀŎƛǎƳ ŀƴŘ ǎŜȄƛǎƳΦ 

²ƘƛƭŜ /ǊŜƴǎƘŀǿ ǿŀǎ ǎǇŜŎƛŬŎŀƭƭȅ ƭƻƻƪƛƴƎ ŀǘ ǘƘŜ ƛƴǘŜǊǎŜŎǝƻƴ ƻŦ ǊŀŎŜ ŀƴŘ ƎŜƴŘŜǊΣ ƛǘ Ƙŀǎ ǎƛƴŎŜ 

ōŜŜƴ ŀŎƪƴƻǿƭŜŘƎŜŘ ōȅ ƳƻǊŜ ŎƻƴǘŜƳǇƻǊŀǊȅ ŦŜƳƛƴƛǎǘ ǊŜǎŜŀǊŎƘŜǊǎ ǘƘŀǘ ƛƴǘŜǊǎŜŎǝƻƴŀƭƛǘȅ 

ŜƴŎƻƳǇŀǎǎŜǎ ƴƻǘ ƻƴƭȅ ǘƘŜ ƛƴǘŜǊǎŜŎǝƻƴ ƻŦ ǊŀŎŜ ŀƴŘ ƎŜƴŘŜǊΣ ōǳǘ ŀƭǎƻ ŘƛǎŀōƛƭƛǘȅΣ ǎŜȄǳŀƭƛǘȅΣ ŎƭŀǎǎΣ 

ŜǘŎΦ LƴǘŜǊǎŜŎǝƻƴŀƭƛǘȅ ǘƘŜƴ ǊŜƭŀǘŜǎ ōŀŎƪ ǘƻ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ōȅ ƴƻǘ ƻƴƭȅ ŎƻƴǎƛŘŜǊƛƴƎ ǘƘŜ 

Ǝƭƻōŀƭ ƛƳǇƭƛŎŀǝƻƴǎ ƻƴ ƎŜƴŘŜǊ ōǳǘ ŀƭǎƻ ƳƻǊŜ ƭƻŎŀƭ ƛƴǘŜǊǎŜŎǝƻƴǎΦ .ȅ ŘŜƳƻƴǎǘǊŀǝƴƎ ǘƘŀǘ ƴƻǘ 

ŀƭƭ ǿƻƳŜƴ ŜȄǇŜǊƛŜƴŎŜ ƻǇǇǊŜǎǎƛƻƴ ƛƴ ǘƘŜ ǎŀƳŜ ǿŀȅΣ ǘƘŜǎŜ ŀǳǘƘƻǊǎ ǇǊƻǾƛŘŜ ŀ ŦƻǳƴŘŀǝƻƴŀƭ 

ŦǊŀƳŜǿƻǊƪ ŦƻǊ ǎǳōǎŜǉǳŜƴǘ ǊŜǎŜŀǊŎƘ ƻƴ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ŀǇǇǊƻŀŎƘ ǘƻ ŦŜƳƛƴƛǎƳΦ .ǳƛƭŘƛƴƎ ǳǇƻƴ 

ǘƘŜǎŜ ƛŘŜŀǎΣ ǘƘƛǎ ǘƘŜǎƛǎ ƳƻǊŜ ǎǇŜŎƛŬŎŀƭƭȅ ǎŜŜƪǎ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜ ƛƴǘŜǊǎŜŎǝƻƴ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭ 

ŦŜƳƛƴƛǎƳΣ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΣ ŀƴŘ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ 

¢Ƙƛǎ ǘƘŜǎƛǎ ŘǊŀǿǎ ƻƴ ǘƘŜ ǘƘŜƻǊŜǝŎŀƭ ŦǊŀƳŜǿƻǊƪ ŀƭǊŜŀŘȅ ŜǎǘŀōƭƛǎƘŜŘ ōȅ ǘƘŜ ŀōƻǾŜπƳŜƴǝƻƴŜŘ 

ŀǳǘƘƻǊǎ ǘƻ ŜȄŀƳƛƴŜ Ƙƻǿ ŀǊǝǎǘǎ ŀǊŜ ǾƛǎǳŀƭƛǎƛƴƎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ DǊŜǿŀƭΣ YŀǇƭŀƴΣ /ǊŜƴǎƘŀǿ 

ŀƴŘ ƭŀǘŜǊ DǳǇǘŀ ŀƴŘ aŀǊǎƘŀƭƭΩǎ ǊŜŎƻƎƴƛǝƻƴ ƻŦ ǘƘŜ ƳǳƭǝǇƭƛŎƛǘȅ ƻŦ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ 

ǎƛƎƴƛŬŎŀƴǘƭȅ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜ ŬŜƭŘ ƻŦ ŦŜƳƛƴƛǎǘ ǊŜǎŜŀǊŎƘΦ ¢ƘŜ ƛƳǇŀŎǘ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƻƴ 

ŀǊǘǎ ǇǊŀŎǝǝƻƴŜǊǎ ŀƴŘ Ƙƻǿ ǘƘŜȅ ŎǊŜŀǘŜ ǿƻǊƪǎ ƻŦ ŀǊǘ ǊŜƳŀƛƴǎ ƭŀǊƎŜƭȅ ǳƴŜȄǇƭƻǊŜŘΦ .ȅ 

ƛƴǘŜƎǊŀǝƴƎ ƛƴǎƛƎƘǘǎ ŦǊƻƳ ǘƘŜ ŀōƻǾŜπƳŜƴǝƻƴŜŘ ŀǳǘƘƻǊǎ ǘƘƛǎ ǘƘŜǎƛǎ ǿƛƭƭ ǇǊƻǾƛŘŜ ŀ 

ŎƻƳǇǊŜƘŜƴǎƛǾŜ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ Ƙƻǿ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳ ƛƴǘŜǊǎŜŎǘǎ ǿƛǘƘ ǘƘŜ ƭƛǾŜŘ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ Ƙƻǿ ǘƘŀǘ Ŏŀƴ ōŜ ǘǊŀƴǎŎǊƛōŜŘ ǳǎƛƴƎ ŀƭǘŜǊƴŀǝǾŜ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎΦ 

 

The Migrant Aesthetic 
!Ǌǘ ƘƛǎǘƻǊƛŀƴ ŀƴŘ ŎǳƭǘǳǊŀƭ ŎǊƛǝŎ ¢ΦWΦ 5ŜƳƻǎ ōŜƭƛŜǾŜǎ ǘƘŀǘ ǘƘƛǎ ŎƻƳǇƭŜȄ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƛǎ ǎƻƳŜǝƳŜǎ ŜȄǇǊŜǎǎŜŘ ƛƴ ǿƘŀǘ ƘŜ Ŏŀƭƭǎ άǘƘŜ ƳƛƎǊŀƴǘ ŀŜǎǘƘŜǝŎέΦ ¢Ƙƛǎ 

ŀŜǎǘƘŜǝŎ Ƙŀǎ ōŜŜƴ ƎŜƴŜǊŀǘŜŘ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ŎƘŀƭƭŜƴƎŜ ƻŦ ŬƴŘƛƴƎ ŀƴ ŀŘŜǉǳŀǘŜ ǿŀȅ ǘƻ 

ŜȄǇǊŜǎǎ ǘƘŜ ŜũŜŎǘǎ ƻŦ ŘƛǎǇƭŀŎŜƳŜƴǘ ŀƴŘ ǘƘŜ ŎƻƳǇƭƛŎŀǘŜŘ ǊŜŀƭƳǎ ƻŦ ǘƘŜ ǘǊŀƴǎƴŀǝƻƴŀƭ 

ŎƻƴŘƛǝƻƴΦ 5ŜƳƻǎ ōŜƭƛŜǾŜǎ ǘƘŀǘ ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ƳƻōƛƭƛǘȅΣ ŘǳŀƭƛǘȅΣ ŀƴŘ ƭŀȅŜǊŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ ǘƘŜǊŜ ƛǎ ŀ ƴŜǿ ƳƻŘŜƭ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ǘƘƛǎ ƘȅōǊƛŘƛǘȅΦ 5ŜƳƻǎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ 
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ƳƛƎǊŀǝƻƴ άƘƻƭŘǎ ǘƘŜ ŎŀǇŀŎƛǘȅ ǘƻ ǳƴƭŜŀǎƘ ŀ ŎǊŜŀǝǾŜ ƅƛƎƘǘ ƛƴǘƻ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳǳƭǝǇƭƛŎƛǘȅ 

ōŜȅƻƴŘ ǘƘŜ ŬȄŜŘ ŎŀǘŜƎƻǊƛŜǎ ƻŦ ƛŘŜƴǝǝŜǎΣ ƳŜŘƛǳƳǎΣ ŀƴŘ ŎƻƴǾŜƴǝƻƴǎέ ό5ŜƳƻǎΣ нлмоΥоύΦ 

5ŜƳƻǎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ ƳƛƎǊŀƴǘ ŀŜǎǘƘŜǝŎ ƛǎ ŘŜŬƴŜŘ ōȅ ŀƴ ǳƴŬȄŜŘƴŜǎǎΣ ƳǳƭǝǇƭƛŎƛǘȅΣ ŀ 

ƳƛȄǘǳǊŜ ƻŦ ƳŜŘƛǳƳǎΣ ŀƴŘ ŀ ƭŀȅŜǊŜŘ ŀǇǇǊƻŀŎƘ ǘƻ ƳŀƪƛƴƎ ǘƘŀǘ ǊŜƅŜŎǘǎ ǘƘŜ ƳǳƭǝŦŀŎŜǘŜŘ ƴŀǘǳǊŜ 

ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ ¢Ƙƛǎ ǘƘŜǎƛǎ ŘƻŜǎ ƴƻǘ ŀǊƎǳŜ ŦƻǊ ŀ ƳƛƎǊŀƴǘ ŀŜǎǘƘŜǝŎΤ ƘƻǿŜǾŜǊΣ ƛǘ ŘƻŜǎ ōǳƛƭŘ 

ƻƴ ƛŘŜŀǎ ǘƘŀǘ 5ŜƳƻǎ Ƙŀǎ ǇǊƻǇƻǎŜŘ ƛƴ ǊŜƭŀǝƻƴ ǘƻ ǘƘŜ ƳǳƭǝǇƭƛŎƛǘȅ ŀƴŘ ǳƴŬȄŜŘƴŜǎǎ ǘƘŀǘ 

ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ Ŏŀƴ ǇǊƻǾƛŘŜ ƛƴ ǊŜǎǇƻƴǎŜ ǘƻ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ aȅ ǊŜǎŜŀǊŎƘ ƭƻƻƪǎ ōŜȅƻƴŘ ŀ ǇŀǊǝŎǳƭŀǊ ŀŜǎǘƘŜǝŎ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ƻƴŜ ƎǊƻǳǇ 

ƻŦ ǇŜƻǇƭŜ ŀƴŘ ƛƴǎǘŜŀŘ ŜȄǇƭƻǊŜǎ Ƙƻǿ ǘƘŜǎŜ ŜȄǇŜǊƛƳŜƴǘŀƭ ǇǊƻŎŜǎǎŜǎ Ŏŀƴ ōŜ ǳǎŜŘ ōȅ ǎƻƳŜ 

ŀǊǝǎǘǎ ǘƻ ŜȄǇƭƻǊŜ ŀǧǊƛōǳǘŜǎ ǊŜƭŀǘŜŘ ǘƻ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ  

 

.ȅ ōǊƛƴƎƛƴƎ ǘƻƎŜǘƘŜǊ ǘƘŜƻǊƛŜǎ ǎǳǊǊƻǳƴŘƛƴƎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳΣ ŀƴŘ 

ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ L ōǊƛŘƎŜ ǘƘŜ ƎŀǇ ƛƴ ǊŜǎŜŀǊŎƘ ƻƴ Ƙƻǿ ŀƭǘŜǊƴŀǝǾŜ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ ǘǊŀƴǎŎǊƛōŜ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ  

¢Ƙƛǎ ǘƘŜǎƛǎ ǇǊƻǾƛŘŜǎ ŀ ƳǳƭǝŦŀŎŜǘŜŘ ǇŜǊǎǇŜŎǝǾŜ ƻƴ ǘƘŜ ǘƻǇƛŎΦ ²ƘƛƭŜ ǇǊŜǾƛƻǳǎ ǊŜǎŜŀǊŎƘ Ƙŀǎ 

ŜȄŀƳƛƴŜŘ ŜŀŎƘ ƻŦ ǘƘŜǎŜ ŀǊŜŀǎ ƛƴŘƛǾƛŘǳŀƭƭȅΣ ǘƘŜǊŜ ƛǎ ŀ ƭŀŎƪ ƻŦ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ Ƙƻǿ ŀƭƭ ǘƘǊŜŜ 

ŀǊŜŀǎ ƛƴǘŜǊǎŜŎǘΦ ¢Ƙƛǎ ǘƘŜǎƛǎ ŀƛƳǎ ǘƻ ŀŘŘǊŜǎǎ ǘƘƛǎ ōȅ ŎƻƳōƛƴƛƴƎ ŀǊǝǎǝŎ ǇǊŀŎǝŎŜΣ ƛƴǘŜǊǾƛŜǿǎ 

ŦǊƻƳ ǿƻƳŜƴ ǿƘƻ ƛŘŜƴǝŦȅ ŀǎ ƘŀǾƛƴƎ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅΣ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ŜȄǇƭƻǊŀǝƻƴǎΣ 

ŀƴŘ ŎŀǎŜ ǎǘǳŘƛŜǎ ŦǊƻƳ ǘǊŀƴǎƴŀǝƻƴŀƭ ŀǊǝǎǘǎΦ 

 

Practice Review  
tƘƻǘƻƎǊŀǇƘȅ ŀƴŘ ƳƛƎǊŀǝƻƴ ƘŀǾŜ ƘƛǎǘƻǊƛŎŀƭƭȅ ƛƴǘŜǊǎŜŎǘŜŘ ǘƻ ǊŜǾŜŀƭ ƴŀǊǊŀǝǾŜǎ ƻŦ ƳƻǾŜƳŜƴǘ 

ŀƴŘ ŜȄǇƻǎŜ ǘƘŜ ŎƻƴŘƛǝƻƴǎ ƻŦ ǘƘŜ ƳƛƎǊŀƴǘ ŜȄǇŜǊƛŜƴŎŜΦ ¢Ƙƛǎ ǇǊŀŎǝŎŜ ǊŜǾƛŜǿ ŜȄǇƭƻǊŜǎ ǘƘŀǘ 

ƛƴǘŜǊǎŜŎǝƻƴ ōȅ ŬǊǎǘ ǇǊƻǾƛŘƛƴƎ ŀ ƘƛǎǘƻǊƛŎŀƭ ŎƻƴǘŜȄǘΣ ǎƘƻǿƛƴƎ ŜȄŀƳǇƭŜǎ ƻŦ ŀǊǝǎǘǎ ǾƛǎǳŀƭƛǎƛƴƎ ǘƘŜ 

ƳƛƎǊŀƴǘ ƧƻǳǊƴŜȅΣ ŀǊǝǎǘǎ ǿƘƻ ŀǊŜ ǿƻǊƪƛƴƎ ǿƛǘƘ ƳƛƎǊŀƴǘ ŎƻƳƳǳƴƛǝŜǎΣ ŀƴŘ Ŭƴŀƭƭȅ ŀǊǝǎǘǎ ǿƘƻ 

ŀǊŜ ŎǊŜŀǝƴƎ ƛƳŀƎŜǎ ŀōƻǳǘ ǘƘŜƛǊ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴΦ Lƴ ǘƘƛǎ ǇǊŀŎǝŎŜ ǊŜǾƛŜǿ L ƘŀǾŜ 

ƛƴǘŜƴǝƻƴŀƭƭȅ ŎƘƻǎŜƴ ŀǊǝǎǘǎ ǿƻǊƪƛƴƎ ŦǊƻƳ ŀ ǿƛŘŜ ǾŀǊƛŜǘȅ ƻŦ ǇƘƻǘƻƎǊŀǇƘƛŎ ƳŜŘƛǳƳǎ ƛƴŎƭǳŘƛƴƎ 

ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘȅ ōǳǘ ŀƭǎƻ ǘƘƻǎŜ ǿƻǊƪƛƴƎ ǿƛǘƘ ƳƻǊŜ ǘǊŀŘƛǝƻƴŀƭ ǇǊŀŎǝŎŜǎ ǘƻ ǇǊƻǾƛŘŜ ŀ 

ōǊƻŀŘŜǊ ƻǾŜǊǾƛŜǿΦ ²ƘƛƭŜ ǘƘŜǎŜ ŀǇǇǊƻŀŎƘŜǎ ŘƛũŜǊ ƛƴ ƳŜǘƘƻŘ ŀƴŘ ƛƴǘŜƴǘ ǘƻ Ƴȅ ƻǿƴ ǇǊŀŎǝŎŜΣ 

ǘƘŜȅ ǇǊŜǎŜƴǘ ŀ ǾŀƭǳŀōƭŜ ōŀŎƪŘǊƻǇ ǘƻ ǳƴŘŜǊǎǘŀƴŘƛƴƎ Ƙƻǿ ǇƘƻǘƻƎǊŀǇƘȅ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ōƻǘƘ 



28 
 

ƘƛǎǘƻǊƛŎŀƭƭȅ ŀƴŘ ƛƴ ŎƻƴǘŜƳǇƻǊŀǊȅ ǇǊŀŎǝŎŜ ǘƻ ŘƛǎŎǳǎǎ ƳƛƎǊŀǝƻƴΦ CǳǊǘƘŜǊƳƻǊŜΣ ǿƘƛƭŜ Ƴȅ ǘƘŜǎƛǎ 

ŦƻǊŜƎǊƻǳƴŘǎ ǿƻƳŜƴΩǎ ǾƻƛŎŜǎΣ ǘƻ ŀƭƭƻǿ ŀ ƳƻǊŜ ǿŜƭƭπǊƻǳƴŘŜŘ ŎƻƴǘŜȄǘǳŀƭ ƻǾŜǊǾƛŜǿ ƻŦ ŜȄƛǎǝƴƎ 

ŀǊǘǿƻǊƪǎ ǊŜƭŀǝƴƎ ǘƻ Ƴȅ ǊŜǎŜŀǊŎƘ ǉǳŜǎǝƻƴǎ L ƘŀǾŜ ŀƭǎƻ ƛƴŎƭǳŘŜŘ ǿƻǊƪǎ ƳŀŘŜ ōȅ ƳŜƴΦ .ȅ 

ŜƴƎŀƎƛƴƎ ǿƛǘƘ ǘƘŜǎŜ ŘƛǾŜǊǎŜ ǇǊŀŎǝŎŜǎ ŀƴŘ ǇŜǊǎǇŜŎǝǾŜǎΣ L ŀƛƳ ǘƻ ǎƛǘǳŀǘŜ Ƴȅ ƻǿƴ ǿƻǊƪ ǿƛǘƘƛƴ 

ǘƘŜ ōǊƻŀŘŜǊ ŎƻƴǾŜǊǎŀǝƻƴ ǎǳǊǊƻǳƴŘƛƴƎ ǇƘƻǘƻƎǊŀǇƘȅΩǎ ǊƻƭŜ ƛƴ ǿƛǘƴŜǎǎƛƴƎ ŀƴŘ ǎƘŀǇƛƴƎ 

ƴŀǊǊŀǝǾŜǎ ƻŦ ƳƛƎǊŀǝƻƴΦ ²ƘƛƭŜ ǘƘƛǎ ǇǊŀŎǝŎŜ ǊŜǾƛŜǿ Ŏŀƴƴƻǘ ŜƴŎƻƳǇŀǎǎ ŜǾŜǊȅ ŦŀŎŜǘ ƻŦ ǘƘƛǎ 

ǘƻǇƛŎ ƛǘ ŀƛƳǎ ǘƻ ŎƻƴǎƛŘŜǊǎ ŀǊǝǎǘǎ ǿƘƻ ƛƭƭǳƳƛƴŀǘŜ ǎƻƳŜ ƻŦ ǘƘŜ ƪŜȅ ǘƘŜƳŜǎ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΦ 

 

Historical Examples of Photographs of Immigrants 
aƛƎǊŀǝƻƴ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ŀǎ ŀ ǇƻǿŜǊŦǳƭ ǘƻƻƭ ǘƻ ŘƻŎǳƳŜƴǘ ŀƴŘ ŘƛǎǎŜƳƛƴŀǘŜ ƛƴŦƻǊƳŀǝƻƴ ƻƴ 

ǘƘŜ Ƴƻōƛƭƛǘȅ ƻŦ ǇŜƻǇƭŜΦ L ƘŀǾŜ ǎŜƭŜŎǘŜŘ ǘǿƻ ƪŜȅ ǊŜŦŜǊŜƴŎŜǎ ŦǊƻƳ ŜŀǊƭȅ ǇƘƻǘƻƎǊŀǇƘȅ ǘƻ ƘŜƭǇ 

ŜǎǘŀōƭƛǎƘ ŀ ŦƻǳƴŘŀǝƻƴ ŦƻǊ ǇƘƻǘƻƎǊŀǇƘȅΩǎ ǊƻƭŜ ƛƴ ǊŜǇǊŜǎŜƴǝƴƎ ƳƛƎǊŀǝƻƴΦ !ǎ ƳŜƴǝƻƴŜŘ 

ǇǊŜǾƛƻǳǎƭȅ ƻƴŜ ƘƛǎǘƻǊƛŎŀƭ ŜȄŀƳǇƭŜ ƛƴŎƭǳŘŜǎ ƛƳŀƎŜǎ ǘŀƪŜƴ ōȅ [Ŝǿƛǎ ²ƛŎƪŜǎ IƛƴŜǎ ŦǊƻƳ мфлпπ 

мфлф ƻŦ ǘƘŜ ƴŜǿ ŀǊǊƛǾŀƭǎ ƻŦ ƛƳƳƛƎǊŀƴǘǎ ŀǘ 9ƭƭƛǎ LǎƭŀƴŘ ƛƴ bŜǿ ¸ƻǊƪ ό{ƘŜŜƘŀƴΣ нлмуΥ рύΦ IƛƴŜǎ 

ǿŀǎ άŜƭŜŎǘŜŘ ǎŎƘƻƻƭ ǇƘƻǘƻƎǊŀǇƘŜǊ ŀǘ ǘƘŜ 9ǘƘƛŎŀƭ /ǳƭǘǳǊŜ {ŎƘƻƻƭ ƛƴ bŜǿ ¸ƻǊƪ /ƛǘȅΣ ǿƘŜǊŜ ƘŜ 

ƘŀŘ ōŜŜƴ ǿƻǊƪƛƴƎ ŦƻǊ ǘƘǊŜŜ ȅŜŀǊǎΦ ¢ƘŜ ŬǊǎǘ ǘŀǎƪ Ƙƛǎ ǎŎƘƻƻƭ ŀǎǎƛƎƴŜŘ ǘƻ ƘƛƳ ǿŀǎ ǘƻ 

ǇƘƻǘƻƎǊŀǇƘ ŎƻƴǘŜƳǇƻǊŀǊȅ ƛƳƳƛƎǊŀƴǘǎ ǳǇƻƴ ǘƘŜƛǊ ŀǊǊƛǾŀƭ ƻƴ 9ƭƭƛǎ LǎƭŀƴŘέ ό{ȊƭŜȊłƪΣ нллфΥ тоύΦ 

9ƭƭƛǎ LǎƭŀƴŘ ǎŜǊǾŜŘ ŀǎ ƻƴŜ ƻŦ ǘƘŜ Ƴŀƛƴ ƛƳƳƛƎǊŀǝƻƴ ŎŜƴǘǊŜǎ ƛƴ !ƳŜǊƛŎŀ ŀǘ ǘƘŜ ǝƳŜ ŀƴŘ ǿŀǎ 

ƻǇŜƴ ŦǊƻƳ муфнπмфрпΦ !ǊƻǳƴŘ мн Ƴƛƭƭƛƻƴ ƛƳƳƛƎǊŀƴǘǎ ǇŀǎǎŜŘ ǘƘǊƻǳƎƘ 9ƭƭƛǎ LǎƭŀƴŘ ŘǳǊƛƴƎ ǘƘƛǎ 

ǝƳŜ ό{ǘŀǘǳŜ ƻŦ [ƛōŜǊǘȅ ς 9ƭƭƛǎ LǎƭŀƴŘ CƻǳƴŘŀǝƻƴΣ нлнрύΦ IƛƴŜǎ ǇƘƻǘƻƎǊŀǇƘŜŘ ƛƳƳƛƎǊŀƴǘǎ ŀǎ 

ǘƘŜȅ ŀǊǊƛǾŜŘ ƛƴ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎΦ άIƛƴŜΩǎ ǿƻǊƪ ǿŀǎ ƴƻǘ ŀ ŘŜǇƛŎǝƻƴ ƻŦ ǘƘŜ ǎǘŜǊŜƻǘȅǇŜ ƻŦ ΨǘƘŜ 

ƛƳƳƛƎǊŀƴǘΩ ōǳǘ ǊŀǘƘŜǊ ƻŦ ǘƘŜ ǇƭǳǊŀƭƛǘȅ ƻŦ ƛƳƳƛƎǊŀƴǘǎΣ ƎǊŀƴǝƴƎ ŜŀŎƘ ƻŦ ǘƘŜ ǎǳōƧŜŎǘΩǎ 

ƛƴŘƛǾƛŘǳŀƭƛǘȅ ƛƴ ŀ ǳƴƛǉǳŜ ǎŎŜƴŜǊȅ ŀƴŘ ǎƛǘǳŀǝƻƴΣ ǘƘŜǊŜōȅ ǎǳǇǇǊŜǎǎƛƴƎ ŜǎǘŀōƭƛǎƘŜŘ ƴƻǝƻƴǎ ƻŦ 

ǘƘŜ ƛƳƳƛƎǊŀƴǘǎΩ ƛƴŦŜǊƛƻǊƛǘȅέ ό{ȊƭŜȊłƪΣ нллфΥ тоύΦ IƛƴŜΩǎ ǿƻǊƪ ƛǎ ŀƴ ŜŀǊƭȅ ŜȄŀƳǇƭŜ ƻŦ Ƙƻǿ 

ǇƘƻǘƻƎǊŀǇƘȅ Ƙŀǎ ōŜŜƴ ǳǎŜŘ ǘƻ ǾƛǎǳŀƭƛǎŜ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴΦ IŜ ŎŀǇǘǳǊŜǎ ǘƘŜ 

ƛƳƳƛƎǊŀƴǘǎ ŀǎ ǘƘŜȅ ŀǊǊƛǾŜ ƛƴ !ƳŜǊƛŎŀ ŀƊŜǊ ǘƘŜƛǊ ƳƛƎǊŀǝƻƴ ƧƻǳǊƴŜȅΦ ²ƘƛƭŜ Ƙƛǎ ǿƻǊƪ ŘƛũŜǊǎ ƛƴ 

ǇǊƻŎŜǎǎ ŦǊƻƳ Ƴȅ ƻǿƴΣ ƘŜ ŎŀǇǘǳǊŜǎ ŀ ƳƻƳŜƴǘ ŎƘŀǊƎŜŘ ǿƛǘƘ ǘǊŀƴǎƛǝƻƴ ŀǎ Ƙƛǎ ǎǳōƧŜŎǘǎ ŀǊŜ 

ǇǊƻŎŜǎǎŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ƛƳƳƛƎǊŀǝƻƴ ŎŜƴǘǊŜ ŀƴŘ ōŜƎƛƴ ǘƘŜƛǊ ƴŜǿ ƭƛǾŜǎ ŀǎ ƛƳƳƛƎǊŀƴǘǎ ƛƴ 

!ƳŜǊƛŎŀΦ !ǎ L ŘƛǎŎǳǎǎ ŦǳǊǘƘŜǊ ƛƴ /ƘŀǇǘŜǊ CƻǳǊΣ Ƴȅ ƻǿƴ ǿƻǊƪ LƳƳƛƎǊŀǝƻƴ 5ŀȅ όнлмфύ ǎƛƳƛƭŀǊƭȅ 

ŘƻŎǳƳŜƴǘǎ ǘƘƛǎ ǇƛǾƻǘŀƭ ƳƻƳŜƴǘ ƻŦ Ƴȅ ƻǿƴ ƳƛƎǊŀǝƻƴ ƻũŜǊƛƴƎ ŀ ǇŜǊǎƻƴŀƭ ƭŜƴǎ ƻƴ ǘƘƛǎ 

ƳƻƳŜƴǘ ƻŦ ŎƘŀƴƎŜΦ άIƛƴŜ ŀƭǘƻƎŜǘƘŜǊ ƳŀŘŜ ǎƻƳŜ ǘǿƻ ƘǳƴŘǊŜŘ ǇƭŀǘŜǎ ƻƴ 9ƭƭƛǎ LǎƭŀƴŘΣ ǎƻƳŜ ƻŦ 
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ǿƘƛŎƘ ǿŜǊŜ ǇǳōƭƛǎƘŜŘ ƛƴ ǘƘŜ ǊŜŦƻǊƳƛǎǘ ƻǊƎŀƴ /ƘŀǊƛǝŜǎ ŀƴŘ ǘƘŜ /ƻƳƳƻƴǎ ƛƴ мфлуέ ό{ȊƭŜȊłƪΣ 

нллфΥ тсύΦ  

 

 

CƛƎΦ м [Ŝǿƛǎ ²ƛŎƪŜǎ IƛƴŜ ό!ƳŜǊƛŎŀƴΣ мутпςмфплύΦ /ƭƛƳōƛƴƎ ƛƴǘƻ ǘƘŜ tǊƻƳƛǎŜŘ [ŀƴŘΣ 9ƭƭƛǎ LǎƭŀƴŘΣ мфлуΦ DŜƭŀǝƴ 

ǎƛƭǾŜǊ ǇǊƛƴǘΣ ƛƳŀƎŜΥ мо Ȅ мл мκн ƛƴΦ όоо Ȅ нсΦт ŎƳύ ǎƘŜŜǘΥ мо рκмс Ȅ мм ƛƴΦ όооΦу Ȅ нтΦф ŎƳύΦ .Ǌƻƻƪƭȅƴ aǳǎŜǳƳΣ 

DƛƊ ƻŦ ²ŀƭǘŜǊ ŀƴŘ bŀƻƳƛ wƻǎŜƴōƭǳƳΣ упΦнот όмфлуύ 

 

!ƴƻǘƘŜǊ ǇƘƻǘƻƎǊŀǇƘŜǊ ŀƭǎƻ ŎŀǇǘǳǊƛƴƎ ŀǊǊƛǾŀƭǎ ŀǘ 9ƭƭƛǎ LǎƭŀƴŘ ǿŀǎ !ǳƎǳǎǘǳǎ CǊŜŘŜǊƛŎƪ {ƘŜǊƳŀƴΦ 

{ƘŜǊƳŀƴ ǿŀǎ ŀƴ ŜƳǇƭƻȅŜŜ ƻŦ ǘƘŜ LƳƳƛƎǊŀǝƻƴ .ǳǊŜŀǳ ƻŦ 9ƭƭƛǎ LǎƭŀƴŘ ŀƴŘ ŦǊƻƳ мфлп ǘƻ ǘƘŜ 

ŜŀǊƭȅ мфнлΩǎ ƘŜ ƳŀŘŜ ǇƻǊǘǊŀƛǘǎ ƻŦ 9ƭƭƛǎ LǎƭŀƴŘ ŀǊǊƛǾŀƭǎ άƳŀƴȅ ƻŦ ǿƘƻƳ ǿŜǊŜ ōŜƛƴƎ ƘŜƭŘ ōȅ ¦Φ{Φ 

ƛƳƳƛƎǊŀǝƻƴ ƻŶŎƛŀƭǎ ŦƻǊ ǎǇŜŎƛŀƭ ƛƴǾŜǎǝƎŀǝƻƴέ ό¢ŀƪłŎǎΣ нлнрύΦ {ƻƳŜ ƻŦ {ƘŜǊƳŀƴΩǎ ǎǳōƧŜŎǘǎ 

ǿŜǊŜ ǇŜƻǇƭŜ ǿƘƻ ƘŀŘ ōŜŜƴ ŘŜǘŀƛƴŜŘ ŦƻǊ ƳŜŘƛŎŀƭ ǊŜŀǎƻƴǎΣ ŀƴŘ ǎƻƳŜ ǿŜǊŜ ǇŜƻǇƭŜ ǿƘƻ ǿƻǳƭŘ 

ōŜ ŘŜƴƛŜŘ ŜƴǘǊȅΦ Lƴ ƻǇǇƻǎƛǝƻƴ ǘƻ IƛƴŜǎΣ άƳŀƴȅ ƻŦ ǘƘŜ ǇƘƻǘƻǎ ŀǊŜ ŜȄǇƭƻƛǘŀǝǾŜ ŀƴŘκƻǊ ƛƳōǳŜŘ 

ǿƛǘƘ ŀ ŜǳƎŜƴƛŎ όǾƛǎǳŀƭύ ǊƘŜǘƻǊƛŎ ǘƘŀǘ ƘƛƎƘƭƛƎƘǘǎ ǊŀŎŜΣ Řƛǎŀōƛƭƛǘȅ ŀƴŘ ƻǘƘŜǊƴŜǎǎέ ό¢ŀƪłŎǎΣ нлнрύΦ 

{ƘŜǊƳŀƴΩǎ ǎǳōƧŜŎǘǎ ǿŜǊŜ ǊŀǊŜƭȅ ƴŀƳŜŘ ŀƴŘ ƛƴǎǘŜŀŘ ƻŦ ŜƳǇƘŀǎƛȊƛƴƎ ŀ ƳƻƳŜƴǘ ƻŦ ōŜŎƻƳƛƴƎ 

ŀƴŘ ŜƳƻǝƻƴ ƭƛƪŜ IƛƴŜǎΣ {ƘŜǊƳŀƴΩǎ ƛƳŀƎŜǎ ŀǊŜ ƳƻǊŜ ŦƻǊƳŀƭ ƻƊŜƴ ŦƻŎǳǎƛƴƎ ƻƴ ŎǳƭǘǳǊŀƭ ŀǩǊŜΦ 

²ƘƛƭŜ ǘƘƛǎ ƛǎ ƴƻǘ ǘƘŜ Ƴŀƛƴ ŎƻƴŎŜǊƴ ƻŦ ǘƘƛǎ ǘƘŜǎƛǎΣ ƛǘ ǇǊƻǾƛŘŜǎ ƴŜŎŜǎǎŀǊȅ ŎƻƴǘŜȄǘ ŦƻǊ 

ǳƴŘŜǊǎǘŀƴŘƛƴƎ Ƙƻǿ ƳƛƎǊŀǝƻƴ Ƙŀǎ ōŜŜƴ ǊŜǇǊŜǎŜƴǘŜŘ ǿƛǘƘƛƴ ǇƘƻǘƻƎǊŀǇƘȅΦ ¢ƘŜǎŜ ƘƛǎǘƻǊƛŎŀƭ 
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ǇƘƻǘƻƎǊŀǇƘǎ ƘŀǾŜ ǎƘŀǇŜŘ ŘƛǎŎƻǳǊǎŜ ǎǳǊǊƻǳƴŘƛƴƎ ǇƘƻǘƻƎǊŀǇƘȅ ŀƴŘ ƳƛƎǊŀǝƻƴ ŀƴŘ ǘƻ ƻƳƛǘ 

ǘƘŜƳ ǿƻǳƭŘ Ǌƛǎƪ ƻǾŜǊƭƻƻƪƛƴƎ ǘƘŜƛǊ ǎƛƎƴƛŬŎŀƴŎŜΦ  

 

 

CƛƎΦ н wǳǘƘŜƴƛŀƴ ²ƻƳŀƴΣ !ǳƎǳǎǘǳǎ CǊŜŘŜǊƛŎƪ {ƘŜǊƳŀƴ όмфлпκмфлрύ 

Contemporary Investigations of Migrant Journeys 
{ƘƛƊƛƴƎ ŦƻŎǳǎ ǘƻ ŎƻƴǘŜƳǇƻǊŀǊȅ ǇǊŀŎǝŎŜǎ ǿƛǘƘ ŀǧŜƴǝƻƴ ƻƴ ǘƘƻǎŜ ǳǎƛƴƎ ŀƭǘŜǊƴŀǝǾŜ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ L ǘǳǊƴ ǘƻ ŀǊǝǎǘ aŀǊŎǳǎ 5Ŝ{ƛŜƴƻ ǿƘƻ ŜȄŀƳƛƴŜǎ ǘƘŜ ǎƛǘǳŀǝƻƴ ŀǘ ǘƘŜ 

ōƻǊŘŜǊ ōŜǘǿŜŜƴ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎ ŀƴŘ aŜȄƛŎƻ ŘǊŀǿƛƴƎ ŀǧŜƴǝƻƴ ǘƻ ǘƘŜ Ƙƻǎǝƭƛǘȅ ǘƘŀǘ 

ƛƳƳƛƎǊŀƴǘǎ ƻƊŜƴ ŦŀŎŜ ǿƘŜƴ ƳŀƪƛƴƎ ǘƘŜ ƧƻǳǊƴŜȅ ŀŎǊƻǎǎ ōƻǊŘŜǊǎΦ 5ǳŜ ǘƻ ŘǊŀŎƻƴƛŀƴ ōƻǊŘŜǊ 

ǇƻƭƛŎƛŜǎ ǘƘŀǘ ƘŀǾŜ ōŜŜƴ ƛƳǇƭŜƳŜƴǘŜŘ ƻǾŜǊ ǘƘŜ ȅŜŀǊǎ Ƴŀƴȅ ƛƳƳƛƎǊŀƴǘǎ ŘƛǎŀǇǇŜŀǊ ƻǊ ŘƛŜ 

ōŜŦƻǊŜ ƳŀƪƛƴƎ ƛǘ ƛƴǘƻ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎΦ 5Ŝ{ƛŜƴƻ ŜȄǇƭŀƛƴǎ ǘƘŀǘ  

άƘȅǇŜǊπǇƻƭƛŎƛƴƎ ǘƘŜ ōƻǊŘŜǊ ƛƴ ǎŜƭŜŎǘ ŀǊŜŀǎ ǊŜŘƛǊŜŎǘǎ ƳƛƎǊŀƴǘ ǊƻǳǘŜǎ ƛƴǘƻ ǘƘŜ Ƴƻǎǘ 

ŘŀƴƎŜǊƻǳǎ ŀƴŘ ƘƻǎǝƭŜ ǎŜŎǝƻƴǎ ƻŦ ǘƘŜ ōƻǊŘŜǊ ƭƛƪŜ ǘƘŜ {ƻƴƻǊŀƴ 5ŜǎŜǊǘΦ ¢Ƙƛǎ ƎǳƛŘƛƴƎ 

ǇƘƛƭƻǎƻǇƘȅ Ƙŀǎ ƴƻǘ ǇǊŜǾŜƴǘŜŘ ƳƛƎǊŀƴǘǎ ŦǊƻƳ ŎǊƻǎǎƛƴƎ ǘƘŜ ōƻǊŘŜǊ ōǳǘ Ƙŀǎ ƛƴǎǘŜŀŘ ƭŜŘ 
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ǘƻ ŀ ƘǳƳŀƴƛǘŀǊƛŀƴ ŎǊƛǎƛǎ ǿƘŜǊŜ ǘƘŜ ¦ƴƛǘŜŘ bŀǝƻƴǎ Ƙŀǎ ƴƻǿ ŘŜŎƭŀǊŜŘ ǘƘŜ ¦{κaŜȄƛŎƻ 

ōƻǊŘŜǊ ǘƘŜ ŘŜŀŘƭƛŜǎǘ ƭŀƴŘ ŎǊƻǎǎƛƴƎ ƛƴ ǘƘŜ ǿƻǊƭŘέ ό5Ŝ{ƛŜƴƻΣ нлннύΦ 

 5Ŝ{ƛŜƴƻ ǘŀƪŜǎ ǇƘƻǘƻƎǊŀǇƘǎ ŀƭƻƴƎ ǘƘŜ ōƻǊŘŜǊ ŀǘ ǘƘŜ ŜȄŀŎǘ ƭƻŎŀǝƻƴǎ ǿƘŜǊŜ ōƻŘƛŜǎ ƻŦ 

ǳƴƪƴƻǿƴ ƳƛƎǊŀƴǘǎ ƘŀǾŜ ōŜŜƴ ǊŜŎƻǾŜǊŜŘΦ IŜ ǳǎŜǎ ŀǳǘƻǇǎȅ ǊŜǇƻǊǘǎ ŀƴŘ Řŀǘŀ ŦǊƻƳ 

ƘǳƳŀƴƛǘŀǊƛŀƴ ƻǊƎŀƴƛǎŀǝƻƴǎ ǘƻ ǎŜŜƪ ƻǳǘ ǘƘŜǎŜ ƭƻŎŀǝƻƴǎ ŀƴŘ ǘƘŜƴ ŎǊŜŀǘŜǎ ǇƘƻǘƻƎǊŀǇƘǎ ƻŦ 

ǘƘŜǎŜ ǎƻƳōǊŜ ƭŀƴŘǎŎŀǇŜǎ ǳǎƛƴƎ ŎƻƭƭƻŘƛƻƴ ŎƻŀǘŜŘ Ǝƭŀǎǎ ǇƭŀǘŜǎΦ 

 

 

CƛƎΦ о ¦ƴƪƴƻǿƴ aƛƎǊŀƴǘ aŀƭŜΣ /h5 hǘƘŜǊς aǳƭǝǇƭŜ LƴƧǳǊƛŜǎΣ ¢ƘŜƛǊ .ƻŘȅ ²ŀǎ CƻǳƴŘ м 5ŀȅ !ƊŜǊ 5ŜŀǘƘΣ aŀǊŎǳǎ 

5Ŝ{ƛŜƴƻ όнлннύ 
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CƛƎΦ п aƛƎǊŀƴǘΣ aŀƭŜΣ /h5 .ƭǳƴǘ CƻǊŎŜ LƴƧǳǊȅ ς aǳƭǝǇƭŜ {ŜǾŜǊŜ LƴƧǳǊƛŜǎ ǘƻ IŜŀŘΣ ¢ƻǊǎƻΣ ŀƴŘ 9ȄǘǊŜƳƛǝŜǎΣ ¢ƘŜƛǊ 

.ƻŘȅ ²ŀǎ CƻǳƴŘ [Ŝǎǎ ¢Ƙŀƴ м 5ŀȅ !ƊŜǊ 5ŜŀǘƘΣ aŀǊŎǳǎ 5Ŝ{ƛŜƴƻ όнлннύ 

 

{ƛƳƛƭŀǊƭȅΣ ŀǊǝǎǘ bƻŜƭƭŜ aŀǎƻƴ ŘŜŀƭǎ ǿƛǘƘ ǘƘŜƳŜǎ ƻŦ ƳƛƎǊŀƴǘ ƧƻǳǊƴŜȅǎ ǘƻ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎ ŀǎ 

ǿŜƭƭ ŀǎ ƛƴǾŜǎǝƎŀǘŜǎ ǘƘŜ ŎƻƴǘǊƻƭ ƻŦ ƛƴǘŜǊƴŀǝƻƴŀƭ ōƻǊŘŜǊǎΦ Lƴ aŀǎƻƴΩǎ ōƻŘȅ ƻŦ ǿƻǊƪ 

.ŀŎƪǎŎŀǧŜǊ .ƭǳŜǇǊƛƴǘ όнлнмύΣ ǎƘŜ ǳǎŜǎ ƛƳŀƎŜǎ ŎǊŜŀǘŜŘ ǳǎƛƴƎ ŀ ōŀŎƪǎŎŀǧŜǊ ȄπǊŀȅ ƳŀŎƘƛƴŜ ǘƘŀǘ 

ǿŜǊŜ ŎƻƭƭŜŎǘŜŘ ŦǊƻƳ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎ .ƻǊŘŜǊ tŀǘǊƻƭ ŀƴŘ ōƻǊŘŜǊπǿŀǘŎƘƛƴƎ ǾƛƎƛƭŀƴǘŜ ǿŜōǎƛǘŜǎΦ 

¢ƘŜǎŜ ƛƳŀƎŜǎ ǿŜǊŜ ǇǳōƭƛŎƭȅ ŀǾŀƛƭŀōƭŜ ōǳǘ ǿŜǊŜ ƻǊƛƎƛƴŀƭƭȅ ǳǎŜŘ ǘƻ ǇŀǘǊƻƭ ƛƴǘŜǊƴŀǝƻƴŀƭ 

ōƻǊŘŜǊǎΦ aŀǎƻƴ ŘŜƭƛōŜǊŀǘŜƭȅ ǳǎŜǎ ǘƘŜ ŎȅŀƴƻǘȅǇŜ ǇǊƻŎŜǎǎ ǘƻ ŜȄŀƳƛƴŜ Ƙƻǿ ǘƘŜ ŎƘŀƴƎŜ ƛƴ ǘƘŜ 

ǎŎŀƭŜ ƻŦ ƛƳŀƎŜǎ ŀƴŘ ǘƘŜ ŎƘŀƴƎŜ ƛƴ Ǿƛǎǳŀƭ ƻǳǘǇǳǘ Ŏŀƴ ŀũŜŎǘ ǘƘŜ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ƛƳŀƎŜǎΦ .ȅ 

ǊŜǇǊƻŘǳŎƛƴƎ ǘƘŜǎŜ ƛƳŀƎŜǎ ƛƴ ǎǘǊƛƪƛƴƎ ōƭǳŜ ŀƴŘ ǿƘƛǘŜΣ aŀǎƻƴ ǊŜǾŜŀƭǎ ǘƘŜ ŦǊŀƎƛƭƛǘȅ ƻŦ ǘƘŜ 

ƳƛƎǊŀƴǘ ōƻŘƛŜǎ ƘƛŘƛƴƎ ǿƛǘƘƛƴ ǘǊǳŎƪǎ ŀǎ ǘƘŜȅ ǘǊŀǾŜƭ ŀŎǊƻǎǎ ōƻǊŘŜǊǎ ƘƛŘŘŜƴ ŀǎ ƘǳƳŀƴ ŎŀǊƎƻΦ 

¢ƘŜ ǎƛȊŜ ƻŦ ǘƘŜ ŀǊǘ ǿƻǊƪǎ ŎƘŀƭƭŜƴƎŜǎ ǘƘŜ ƻǊƛƎƛƴŀƭ ƛƴǘŜƴǘ ƻŦ ǘƘŜ ƛƳŀƎŜǊȅ ōȅ ǘŀƪƛƴƎ ƛǘ ƻũ ŀ ǎƳŀƭƭ 

ŎƻƳǇǳǘŜǊ ǎŎǊŜŜƴ ŀƴŘ ŦƻǊŎƛƴƎ ǘƘŜ ŀǳŘƛŜƴŎŜ ǘƻ ŎƻƴǎƛŘŜǊ ǘƘŜ ƭƛǾŜǎ ƻŦ ǘƘŜǎŜ ƳƛƎǊŀƴǘǎΦ {ƘŜ 



33 
 

ŎƻƴŦǊƻƴǘǎ ǘƘŜ ŀǳŘƛŜƴŎŜ ōȅ ŦƻǊŎƛƴƎ ǘƘŜƳ ǘƻ ŎƻƳŜ ŦŀŎŜ ǘƻ ŦŀŎŜ ǿƛǘƘ ǘƘŜ ǊŜŀƭƛǘȅ ƻŦ ǿƘŀǘ 

ƳƛƎǊŀǝƻƴ ƛǎ ƭƛƪŜ ŦƻǊ ǎƻƳŜΦ ¢Ƙƛǎ ōƻŘȅ ƻŦ ǿƻǊƪ ǳǎŜǎ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ǘƻ 

ŘŜƭƛōŜǊŀǘŜƭȅ ƎǊŀō ǘƘŜ ŀǧŜƴǝƻƴ ƻŦ ŀǳŘƛŜƴŎŜǎ ŀƴŘ ŦƻǊŎŜ ǘƘŜƳ ǘƻ ŎƻƴǎƛŘŜǊ ǿƘŀǘ ƛǘ ǘŀƪŜǎ ǘƻ 

ƳƻǾŜ ŀŎǊƻǎǎ ōƻǊŘŜǊǎΦ 

 

 

CƛƎΦ р .ŀŎƪǎŎŀǧŜǊ .ƭǳŜǇǊƛƴǘ όtǊƛƳŀǾŜǊŀύΣ /ȅŀƴƻǘȅǇŜΣ tƻǊŎŜƭŀƛƴΣ мтȄнн ƛƴΦΣ bƻŜƭƭŜ aŀǎƻƴ όнлнмύ 

 

CƛƎΦ с .ŀŎƪǎŎŀǧŜǊ .ƭǳŜǇǊƛƴǘ ό±ƛŜƴǘǊŜ ŘŜ ƭŀ .ŜǎǝŀύΣ /ȅŀƴƻǘȅǇŜΣ tƻǊŎŜƭŀƛƴΣ мтȄнн ƛƴΦΣ bƻŜƭƭŜ aŀǎƻƴ όнлнмύ 
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CƛƎΦ т .ŀŎƪǎŎŀǧŜǊ .ƭǳŜǇǊƛƴǘ ό¢ƘŜ CƛƴŘƛƴƎύΣ /ȅŀƴƻǘȅǇŜΣ tƻǊŎŜƭŀƛƴΣ ннȄмт ƛƴΦΣ bƻŜƭƭŜ aŀǎƻƴ όнлнмύ 
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aŀǎƻƴ ŎƻƴǝƴǳŜǎ ƛƴǾŜǎǝƎŀǝƴƎ ǘƘŜƳŜǎ ƻŦ ƳƛƎǊŀǝƻƴ ƧƻǳǊƴŜȅǎ ŀƴŘ ŘŀƴƎŜǊƻǳǎ ōƻǊŘŜǊ ŎǊƻǎǎƛƴƎǎ 

ƛƴ ƘŜǊ ōƻŘȅ ƻŦ ǿƻǊƪ ±ŀƭƭŜȅ ƻŦ {ƘŀŘƻǿǎ όнлнпύΦ ¢Ƙƛǎ ōƻŘȅ ƻŦ ǿƻǊƪ ǳǎŜǎ ǘƘŜ ǿŜǘπǇƭŀǘŜ 

ŎƻƭƭƻŘƛƻƴ ǇǊƻŎŜǎǎ ǿƘŜǊŜ ǎƘŜ ǊŜπǇƘƻǘƻƎǊŀǇƘǎ ŀǇǇǊƻǇǊƛŀǘŜŘ ƛƴŦǊŀǊŜŘ ƛƳŀƎŜǎ ƻŦ ƳƛƎǊŀƴǘǎ ŀƴŘ 

ǊŜŦǳƎŜŜǎ ŎǊƻǎǎƛƴƎ ǘƘŜ ōƻǊŘŜǊ ƛƴǘƻ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎΦ ¢Ƙƛǎ ǇǊƻƧŜŎǘ ƛǎ ƛƴǘŜƴŘŜŘ ǘƻ ŜȄǇƻǎŜ ǘƘŜ 

ŎƘŀƭƭŜƴƎŜǎ ƳƛƎǊŀƴǘǎ ŦŀŎŜ ŀƴŘ ǘƘŜ ǊŜƭŜƴǘƭŜǎǎ ǎǳǊǾŜƛƭƭŀƴŎŜ ƻŦ ǘƘŜ .ƻǊŘŜǊ tŀǘǊƻƭΦ ¢ƘŜ ǳǎŜ ƻŦ ǿŜǘπ

ǇƭŀǘŜ ŎƻƭƭƻŘƛƻƴ ǘǊŀƴǎŦƻǊƳǎ ƛƴŦǊŀǊŜŘ ǎǳǊǾŜƛƭƭŀƴŎŜ ƛƴǘƻ ǳƴƛǉǳŜΣ ŀōǎǘǊŀŎǘΣ ƎƘƻǎǘƭȅ ƻōƧŜŎǘǎΦ 

5ƛǎǝƴŎǘ ŦǊƻƳ Ƴȅ ƻǿƴ ǿƻǊƪΣ ōƻǘƘ 5Ŝ{ƛŜƴƻ ŀƴŘ aŀǎƻƴ ƘŀǾŜ ǳǎŜŘ ǇƘƻǘƻƎǊŀǇƘȅ ŀǎ ŀ ǘƻƻƭ ǘƻ 

ƛƴǾŜǎǝƎŀǘŜ ǘƘŜ ƳƻǾŜƳŜƴǘ ƻŦ ƛƳƳƛƎǊŀƴǘǎΣ ǘƘŜ ǇƻƭƛǝŎŀƭ ƛƳǇƭƛŎŀǝƻƴǎ ƻŦ ƳƛƎǊŀƴǘ ƧƻǳǊƴŜȅǎ ŀƴŘ 

ǎǳǊǾŜƛƭƭŀƴŎŜ ƻŦ ƳƛƎǊŀƴǘǎΦ Lƴ ŎƻƴǎŜǉǳŜƴŎŜΣ ǘƘŜǎŜ ǿƻǊƪǎ ŀŎǘ ŀǎ ƻōǎŜǊǾŀǝƻƴǎ ƻŦ ǘƘŜ ƳƛƎǊŀǘƻǊȅ 

ŜȄǇŜǊƛŜƴŎŜΦ  

 

 

CƛƎΦ у ±ŀƭƭŜȅ ƻŦ {ƘŀŘƻǿǎ ό{ƛŜǊǊŀ ±ƛǎǘŀ ммΥорύΣ ²Ŝǘ tƭŀǘŜ /ƻƭƭƻŘƛƻƴΣ bƻŜƭƭŜ aŀǎƻƴ όнлнпύ 
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CƛƎΦ ф ±ŀƭƭŜȅ ƻŦ {ƘŀŘƻǿǎ ό¢ŜȄŀǎ .ƻǊŘŜǊ ±ƻƭǳƴǘŜŜǊǎύΣ ²Ŝǘ tƭŀǘŜ ŎƻƭƭƻŘƛƻƴΣ уȄмл ƛƴΦΣ bƻŜƭƭŜ aŀǎƻƴ όнлнмύ 

 

Working with Migrant Communities 
Lƴ ǘƘƛǎ ǎŜŎǝƻƴΣ L ǿƛƭƭ ǊŜǾƛŜǿ ŀǊǝǎǘǎ ǿƘƻ ƘŀǾŜ ǿƻǊƪŜŘ ŘƛǊŜŎǘƭȅ ǿƛǘƘ ƳƛƎǊŀƴǘ ŎƻƳƳǳƴƛǝŜǎΦ 

{ƻƳŜ ƻŦ ǘƘŜ ǎŜƭŜŎǘŜŘ ŀǊǝǎǘǎ ŀǊŜ ŀƭǎƻ ƛƳƳƛƎǊŀƴǘǎ ǘƘŜƳǎŜƭǾŜǎΤ ƘƻǿŜǾŜǊΣ ǘƘŜȅ ƘŀǾŜ ŎƘƻǎŜƴ ǘƻ 

ǿƻǊƪ ǎǇŜŎƛŬŎŀƭƭȅ ǿƛǘƘ ǊŜŦǳƎŜŜǎ ŀƴŘ ŀǎȅƭǳƳ ǎŜŜƪŜǊǎ ǘƻ ŘǊŀǿ ŀǧŜƴǝƻƴ ǘƻ ŀƴŘ ƛƴǎǇƛǊŜ 

ŎƻƴǾŜǊǎŀǝƻƴ ƻƴ ǘƘŜ ŎƻƴŘƛǝƻƴǎ ƻŦ ǘƘƻǎŜ ǿƘƻ ƘŀǾŜ ǎƻǳƎƘǘ ƴŜǿ ƘƻƳŜǎ ŦƻǊ ǎŀŦŜǘȅΦ ¢ƘŜ ŀǊǝǎǘǎ 

ŘƛǎŎǳǎǎŜŘ ōŜƭƻǿ ƘŀǾŜ ƴŀǊǊƻǿŜŘ Řƻǿƴ ǘƘŜƛǊ ǇǊŀŎǝŎŜ ǘƻ ƻƴŜ ǎƛƴƎǳƭŀǊ ƳƛƎǊŀƴǘ ƎǊƻǳǇ ŀƴŘ ŀǊŜ 

ŜȄǇƭƻǊƛƴƎ ƴŀǊǊŀǝǾŜǎ ǊŜƭŀǘŜŘ ǘƻ ǘƘŜ ǊŜŦǳƎŜŜ ŜȄǇŜǊƛŜƴŎŜΦ aȅ ƻǿƴ ǊŜǎŜŀǊŎƘ ǳǎŜǎ ŀ ǎƛƳƛƭŀǊ 

ŀǇǇǊƻŀŎƘΣ ǎǇŜŎƛŬŎŀƭƭȅ ƛƴ Ƴȅ ōƻŘȅ ƻŦ ǿƻǊƪ IƻƳŜǎƛŎƪ ǿƘƛŎƘ L ǿǊƛǘŜ ŀōƻǳǘ ƛƴ /ƘŀǇǘŜǊ CƻǳǊ ƻŦ 

ǘƘƛǎ ǘƘŜǎƛǎΣ ƘƻǿŜǾŜǊ Ƴȅ ǊŜǎŜŀǊŎƘ ŘƻŜǎ ƴƻǘ ǎǇŜŎƛŬŎŀƭƭȅ ƛƴǘŜǊǊƻƎŀǘŜ ƭƛǾƛƴƎ ŎƻƴŘƛǝƻƴǎ ƻŦ 

ǊŜŦǳƎŜŜǎ ƻǊ ŀǎȅƭǳƳ ǎŜŜƪŜǊǎ ŀƴŘ ƛƴǎǘŜŀŘ ŦƻŎǳǎŜǎ ǇǊƛƳŀǊƛƭȅ ƻƴ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ ²ƘƛƭŜ ǎƻƳŜ ǊŜŦǳƎŜŜǎ Řƻ ŜȄǇŜǊƛŜƴŎŜ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ ǎƻƳŜ ƻŦ ǘƘŜ 
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ǊŜƭŀǘŜŘ ǘƘŜƳŜǎ ŘƛǎŎǳǎǎŜŘ ƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘΣ L ƘŀǾŜ ŎƘƻǎŜƴ ǘƻ ƴƻǘ ƻƴƭȅ ƭƻƻƪ ŀǘ ǘƘŜ ǊŜŦǳƎŜŜ 

ŜȄǇŜǊƛŜƴŎŜΣ ōǳǘ ǘƻ ƛƴŎƭǳŘŜ ŜȄǇŜǊƛŜƴŎŜǎ ŦǊƻƳ ŀ ōǊƻŀŘ ǊŀƴƎŜ ƻŦ ƛƳƳƛƎǊŀƴǘǎΦ  

 

Lƴ !ƛŘŀ {ƛƭǾŜǎǘǊƛΩǎ ǿƻǊƪ 9ǾŜƴ ¢Ƙƛǎ ²ƛƭƭ tŀǎǎ όнлмоύΣ ǎƘŜ ǿƻǊƪŜŘ ǿƛǘƘ ǇŜƻǇƭŜ ǿƘƻ ŜƳƛƎǊŀǘŜŘ 

ŦǊƻƳ 9ǊƛǘǊŜŀ ƛƭƭŜƎŀƭƭȅ ǘƻ ǘƘŜ ¦ƴƛǘŜŘ YƛƴƎŘƻƳΦ .ŜŎŀǳǎŜ ƻŦ ǘƘƛǎΣ {ƛƭǾŜǎǘǊƛ ŎƘƻǎŜ ǘƻ ǇǊƻǘŜŎǘ ǘƘŜ 

ƛŘŜƴǝǝŜǎ ƻŦ ƘŜǊ ǎǳōƧŜŎǘǎ ōȅ ōƭǳǊǊƛƴƎ ƻǳǘ ǇƻǊǘǊŀƛǘǎ ƻŦ ǘƘŜ ǊŜŦǳƎŜŜǎ ŀƴŘ ƻǾŜǊƭŀȅƛƴƎ ŀ ƳŀǇ ƻŦ 

ǘƘŜƛǊ ƧƻǳǊƴŜȅ ƻƴ ǘƻǇ ƻŦ ǘƘŜ ƛƳŀƎŜΦ {ƛƭǾŜǎǘǊƛ ŀƛƳǎ ǘƻ ǊŀƛǎŜ ŀǿŀǊŜƴŜǎǎ ƻŦ ƘǳƳŀƴ ǘǊŀŶŎƪƛƴƎ ǿƛǘƘ 

ǘƘƛǎ ǿƻǊƪΦ {ƘŜ ŘƻŜǎ ǘƘƛǎ ōȅ ƛƴŎƭǳŘƛƴƎ ŦǊŀƎƳŜƴǘǎ ƻŦ ǎǘƻǊƛŜǎΣ ƳŀǇǎΣ ŀƴŘ ƳǳƎ ǎƘƻǘ ǎǘȅƭŜ 

ǇƘƻǘƻƎǊŀǇƘǎΦ {ƛƭǾŜǎǘǊƛ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ǎƻƳŜ ƻŦ ǘƘŜǎŜ ǊŜŦǳƎŜŜǎ άŜƴŘ ǳǇ ŘȅƛƴƎ ƛƴ ǘƘŜ {ŀƘŀǊŀ 

5ŜǎŜǊǘ ƻǊ ǘƘŜ aŜŘƛǘŜǊǊŀƴŜŀƴ {ŜŀΦ hǘƘŜǊǎ ŀǊŜ ŘŜǘŀƛƴŜŘ ƛƴ ǊŜŦǳƎŜŜ ŎŀƳǇǎ ƻǊ ǇǊƛǎƻƴǎΣ ŀƴŘ 

Ƴŀƴȅ ƳƻǊŜ ŜƴŘ ǳǇ ƛƴ ǘƘŜ ƘŀƴŘǎ ƻŦ ƘǳƳŀƴ ǘǊŀŶŎƪŜǊǎΣ ǿƘŜǊŜ ǘƘŜȅ ŀǊŜ ŀōǳǎŜŘΣ ǘƻǊǘǳǊŜŘ ƻǊ 

ƪƛƭƭŜŘ ǳƴƭŜǎǎ ǘƘŜȅ ǇǊƻǾƛŘŜ ŀ ǊŀƴǎƻƳέ ό{ƛƭǾŜǎǘǊƛΣ нлмоύΦ CǳǊǘƘŜǊƳƻǊŜΣ ǘƘŜ ǝǘƭŜ ƻŦ ŜŀŎƘ ƛƳŀƎŜ 

ǊŜǾŜŀƭǎ ǘƘŜ ƳƻŘŜǎ ƻŦ ǘǊŀƴǎǇƻǊǘŀǝƻƴ ŦƻǊ ŜŀŎƘ ǊŜŦǳƎŜŜΣ ǎƻƳŜ ǘǊŀǾŜƭƭƛƴƎ ōȅ ŦƻƻǘΣ ŎŀƳŜƭ ƻǊ ōǳǎ 

ǇǊƻǾƛŘƛƴƎ ŦǳǊǘƘŜǊ ƛƴǎƛƎƘǘ ƛƴǘƻ ǘƘŜǎŜ ǇƻƛƎƴŀƴǘ ƧƻǳǊƴŜȅǎΦ  

 

 

CƛƎ млΦ 9ǾŜƴ ǘƘƛǎ ǿƛƭƭ ǇŀǎǎΣ !ƴƎƘŜǎƻƳΦ 9ǊƛǘǊŜŀ ǘƻ [ƻƴŘƻƴ ƻƴ ŦƻƻǘΣ ōȅ ŎŀƳŜƭΣ ŎŀǊΣ ƭƻǊǊȅΣ ōƻŀǘΣ ǘǊŀƛƴ ŀƴŘ ŀŜǊƻǇƭŀƴŜΣ 

!ƛŘŀ {ƛƭǾŜǎǘǊƛ όнлмоύ 
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CƛƎΦ мм 9ǾŜƴ ǘƘƛǎ ǿƛƭƭ ǇŀǎǎΣ {ŀƳǳŜƭΦ 9ǊƛǘǊŜŀ ǘƻ [ƻƴŘƻƴ ƻƴ ŦƻƻǘΣ ōȅ ŎŀǊΣ ƭƻǊǊȅΣ ōƻŀǘ ŀƴŘ ǘǊŀƛƴΣ !ƛŘŀ {ƛƭǾŜǎǘǊƛ όнлмоύ 
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{ŀƳ LǾƛƴ ŜƳǇƭƻȅǎ ŀ ǎƛƳƛƭŀǊ ƳŜǘƘƻŘ ƻŦ ŘƛǎǘƻǊǝƻƴ ǘƻ ǇǊƻǘŜŎǘ ǘƘŜ ǎǳōƧŜŎǘǎ ƛƴ Ƙƛǎ ōƻŘȅ ƻŦ ǿƻǊƪ 

[ƛƴƎŜǊƛƴƎ DƘƻǎǘǎ όнлмрύΦ ²ƘƛƭŜ {ƛƭǾŜǎǘǊƛ ƻǾŜǊƭŀȅǎ ƳŀǇǎ ŀƴŘ ōƭǳǊǎ ƻǳǘ ǇƻǊǘǊŀƛǘǎΣ LǾƛƴ ǎŎǊŀǘŎƘŜǎ 

ǘƘŜ ǎǳǊŦŀŎŜ ƻŦ ǘƘŜ ǇǊƛƴǘΣ ǘŜŀǊƛƴƎ ŀǿŀȅ ŀǘ ǘƘŜ ǇƻǊǘǊŀƛǘǎ ƻŦ ŀǎȅƭǳƳ ǎŜŜƪŜǊǎ ƛƴ ǘƘŜ ¦YΦ LǾƛƴ 

ǘǊŀǾŜƭƭŜŘ ŀŎǊƻǎǎ ǘƘŜ ¦Y ǘƻ ŘǊƻǇπƛƴ ŎŜƴǘǊŜǎ ǎŜŜƪƛƴƎ ǘƻ ǊŀƛǎŜ ǉǳŜǎǝƻƴǎ ŀōƻǳǘ Ƙƻǿ ǘƘŜ ¦YΩǎ 

ƳƛƎǊŀǝƻƴ ǎȅǎǘŜƳ ǘǊŜŀǘǎ ǘƘƻǎŜ ƭƻƻƪƛƴƎ ŦƻǊ ǎŀŦŜǘȅΦ LǾƛƴ ŦƻǳƴŘ ŘǳǊƛƴƎ Ƙƛǎ ǊŜǎŜŀǊŎƘ ǘƘŀǘ Ƴŀƴȅ ƻŦ 

ǘƘŜ ŀǎȅƭǳƳ ǎŜŜƪŜǊǎ ŀƊŜǊ ŀǊǊƛǾƛƴƎ ƛƴ ǘƘŜ ¦Y Ƴǳǎǘ ǿŀƛǘ Ƴŀƴȅ ƳƻƴǘƘǎ ŀƴŘ ǎƻƳŜǝƳŜǎ ȅŜŀǊǎ ƻƴ 

ǘƘŜƛǊ ŀǇǇƭƛŎŀǝƻƴǎ ŦƻǊ ŀǎȅƭǳƳΦ LǾƛƴ ǇƻǊǘǊŀȅǎ ǘƘƛǎ ǎǘŀǘŜ ƻŦ ƭƛƳōƻΣ ƭƻǎǎ ƻŦ ǎŜƭŦΣ ŀƴŘ ŦǊǳǎǘǊŀǝƻƴ ŦŜƭǘ 

ōȅ ǘƘŜ ŀǎȅƭǳƳ ǎŜŜƪŜǊǎ ŘǳǊƛƴƎ ǘƘƛǎ ǇŜǊƛƻŘ ƻŦ ǳƴŎŜǊǘŀƛƴǘȅ ǘƘǊƻǳƎƘ Ƙƛǎ ŀƎƎǊŜǎǎƛǾŜ ƳŀǊƪ ƳŀƪƛƴƎ 

ǘŜŎƘƴƛǉǳŜǎΦ ²ƛǘƘ ŜŀŎƘ ǎŎǊŀǘŎƘ ƘŜ ǊƛǇǎ ŀǿŀȅ ǘƘŜƛǊ ƛŘŜƴǝǘȅ ǘƻ ǊŜƅŜŎǘ ǘƘŜ ǎǘǊƛǇǇƛƴƎ ŀǿŀȅ ƻŦ ǎŜƭŦ 

ǘƘŀǘ ǘŀƪŜǎ ǇƭŀŎŜ ƛƴ ǘƘŜǎŜ ŘǊƻǇπƛƴ ŎŜƴǘǊŜǎΦ LǾƛƴΩǎ ǎǳōƧŜŎǘǎ ƛƴŎƭǳŘŜŘ ǎƛǧŜǊǎ ŦǊƻƳ tŀƭŜǎǝƴŜΣ ǘƘŜ 

5ŜƳƻŎǊŀǝŎ wŜǇǳōƭƛŎ ƻŦ /ƻƴƎƻΣ ½ƛƳōŀōǿŜΣ 9ǊƛǘǊŜŀΣ !ȊŜǊōŀƛƧŀƴΣ {ȅǊƛŀΣ {ǳŘŀƴΣ YŀǎƘƳƛǊΣ 

[ŜōŀƴƻƴΣ ŀƴŘ bƛƎŜǊƛŀΦ [ƛƪŜ {ƛƭǾŜǎǘǊƛΣ LǾƛƴ ŀƭǎƻ ǳǎŜǎ ǘƘŜ ǝǘƭŜǎ ƻŦ ŜŀŎƘ ǿƻǊƪ ǘƻ ǊŜǾŜŀƭ ƳƻǊŜ 

ŀōƻǳǘ ǘƘŜƛǊ ƧƻǳǊƴŜȅǎΦ LǾƛƴ ƛƴŎƭǳŘŜǎ ǘƘŜ ƭƻŎŀǝƻƴ ǘƘŜȅ ƘŀǾŜ ŜƳƛƎǊŀǘŜŘ ŦǊƻƳ ŀƴŘ ǘƘŜ ƭŜƴƎǘƘ ƻŦ 

ǝƳŜ ǘƘŜȅ ƘŀǾŜ ōŜŜƴ ǿŀƛǝƴƎ ŦƻǊ ŀǎȅƭǳƳΦ {ŀƳ LǾƛƴ ŀƴŘ !ƛŘŀ {ƛƭǾŜǎǘǊƛ ŜƴƎŀƎŜ ǿƛǘƘ ǘƘŜƳŜǎ ƻŦ 

ƳƛƎǊŀǝƻƴ ŀǎ Řƻ ǘƘŜ ǇǊŜǾƛƻǳǎƭȅ ƳŜƴǝƻƴŜŘ ŀǊǝǎǘǎ bƻŜƭƭŜ aŀǎƻƴΣ aŀǊŎǳǎ 5Ŝ{ƛŜƴƻΣ ŀƴŘ [Ŝǿƛǎ 

²ƛŎƪŜǎΦ ¢ƘŜȅ ǊŜǾŜŀƭ ƛƴǎƛƎƘǘǎ ƛƴǘƻ ǘƘŜ ƧƻǳǊƴŜȅǎ ǎƻƳŜ ƳƛƎǊŀƴǘǎ ǘŀƪŜ ŀƴŘ ŀŎƪƴƻǿƭŜŘƎŜ ǘƘŜ 

ǎǘŀǊƪ ǊŜŀƭƛǝŜǎ ƻŦ ƳƛƎǊŀǝƻƴ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ŘŀƴƎŜǊΣ ŦŜŀǊ ŀƴŘ ƛǎƻƭŀǝƻƴ Ƴŀƴȅ ƳƛƎǊŀƴǘǎ 

ŜȄǇŜǊƛŜƴŎŜΦ  

 

 

CƛƎΦ мн {ȅǊƛŀΦ ¢ƛƳŜ ǿŀƛǝƴƎ ŦƻǊ ŀǎȅƭǳƳ мΦр ȅŜŀǊǎΣ ϭ {ŀƳ LǾƛƴκCŀōǊƛŎŀ όнлмрύ 
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CƛƎΦ мо tŀƪƛǎǘŀƴΦ ¢ƛƳŜ ǿŀƛǝƴƎ ŦƻǊ ŀǎȅƭǳƳ у ƳƻƴǘƘǎΣ ϭ {ŀƳ LǾƛƴκCŀōǊƛŎŀ όнлмрύ 
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Autobiographical Interpretations 
Lƴ ŎƻƴǘǊŀǎǘΣ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ŀǊǝǎǘǎ ƘŀǾŜ ŜȄǇƭƻǊŜŘ ŀƴ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ǇŜǊǎǇŜŎǝǾŜ ǳǎƛƴƎ 

ǘƘŜƳǎŜƭǾŜǎ ŀǎ ŀ Ǉƻƛƴǘ ƻŦ ŘŜǇŀǊǘǳǊŜΦ aŀƴȅ ŀǊǝǎǘǎ ǘƘŜƳǎŜƭǾŜǎ ƘŀǾŜ ǘǊŀǾŜƭƭŜŘ ŀŎǊƻǎǎ ōƻǊŘŜǊǎ ǘƻ 

ƳŀƪŜ ƘƻƳŜǎ ƛƴ ƴŜǿ ŎƻǳƴǘǊƛŜǎ ŀƴŘ ƘŀǾŜ ŎǊŜŀǘŜŘ ǿƻǊƪ ƛƴǎǇƛǊŜŘ ōȅ ǘƘŜƛǊ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜΦ Lǘ ƛǎ 

ƘŜǊŜ ǘƘŀǘ Ƴȅ ƻǿƴ ǇǊŀŎǝŎŜ ƛǎ ǇƻǎƛǝƻƴŜŘΦ ²ƛǘƘƛƴ Ƴȅ ǎŜǊƛŜǎ LƳƳƛƎǊŀǝƻƴ 5ŀȅ όнлмфύ ŀƴŘ ¢ƘŜ 

²ƻƻŘǎ όнлнмπнлннύΣ ǿƘƛŎƘ L ŜȄǇƭƻǊŜ ƭŀǘŜǊ ƛƴ /ƘŀǇǘŜǊ CƻǳǊΣ L ōŜƎƛƴ ǘƻ ŜȄǘŜƴŘ ǳǇƻƴ ǘƘŜ 

ŦƻǳƴŘŀǝƻƴ ƭŀƛŘ ƻǳǘ ōȅ Ƴŀƴȅ ƻŦ ǘƘŜ ŀǊǝǎǘǎ ōŜŦƻǊŜ ƳŜ ǿƘƻ ƘŀǾŜ ǉǳŜǎǝƻƴŜŘ ƳƛƎǊŀǝƻƴ ŦǊƻƳ 

ǘƘŜƛǊ ƻǿƴ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΦ CƻǊ ŜȄŀƳǇƭŜΣ LƴƎǊƛŘ tƻƭƭŀǊŘ ƛƴ ƘŜǊ мфуф ǎŜǊƛŜǎ ƻŦ ƛƳŀƎŜǎ hŎŜŀƴǎ 

!ǇŀǊǘ ƧǳȄǘŀǇƻǎŜǎ ƘƛǎǘƻǊƛŎŀƭ ŦƻǳƴŘ ƛƳŀƎŜǊȅ ǿƛǘƘ ƘŜǊ ǇŜǊǎƻƴŀƭ ŦŀƳƛƭȅ ŀǊŎƘƛǾŜΣ ǳǎƛƴƎ ǘƘŜ ƻŎŜŀƴ 

ŀǎ ŀ ƳƻǝŦ ǘƻ ǊŜǇǊŜǎŜƴǘ ǘƘŜ ŘƛǎǘŀƴŎŜ ōŜǘǿŜŜƴ ƭƻŎŀǝƻƴǎΣ ŦŀƳƛƭƛŜǎΣ ŀƴŘ ƘƻƳŜǎ ǿƘƛƭŜ ŀƭǎƻ 

ǊŜŦŜǊŜƴŎƛƴƎ ǘƘŜ ǊƻǳǘŜ ŀƴŘ ƳƻŘŜ ƻŦ ǘǊŀǾŜƭ ŀŎǊƻǎǎ ƻŎŜŀƴǎΦ Lƴ ŀŘŘƛǝƻƴΣ ǇƘƻǘƻƎǊŀǇƘŜǊ aŀǊƛ 

aŀƘǊ ǘŀƪŜǎ ŦǊƻƳ ƘŜǊ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴ ƛƴ ƘŜǊ ōƻŘȅ ƻŦ ǿƻǊƪ {ƪȅ όмфупύ ǿƘŜǊŜ ǎƘŜ 

ǳǎŜǎ ƛƳŀƎŜǎ ƻŦ ŎƭƻǳŘǎ ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘ ǘƘŜ ǎƪȅ ƛǎ ƘŜǊ άƛŘŜŀ ƻŦ ǘƘŜ ǇŜǊŦŜŎǘ ǇƭŀŎŜ ǘƻ ōŜΦ bƻǘ 

ƴŜŎŜǎǎŀǊƛƭȅ ƛƴ /ƘƛƭŜΣ ƻǊ IǳƴƎŀǊȅ ƻǊ 9ƴƎƭŀƴŘΣ ōǳǘ ŀƭƭ ƻŦ ǘƘŜǎŜ ǇƭŀŎŜǎ ŀǘ ǘƘŜ ǎŀƳŜ ǝƳŜέ όaŀƘǊΣ 

мфупύΦ Lƴ ōƻǘƘ ŜȄŀƳǇƭŜǎ ǇŜǊǎƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ōŜŎƻƳŜǎ ǘƘŜ Ŏŀǘŀƭȅǎǘ ƻŦ ƛƳŀƎŜ ƳŀƪƛƴƎΦ ¢ƘŜǎŜ 

ǘǿƻ ŀǊǝǎǘǎ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŜ ǇǊƻŘǳŎǝƻƴ ƻŦ ƛƳŀƎŜǎ ŦǊƻƳ ǘƘŜ ǇŜǊǎǇŜŎǝǾŜ ƻŦ ǘƘŜ ƛƳƳƛƎǊŀƴǘΦ 

¢ƘŜ ǇƘȅǎƛŎŀƭ ƧƻǳǊƴŜȅΣ ǘƘŜ ƛƴƴŜǊ ŎƻƴƅƛŎǘǎΣ ŀƴŘ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ǾƛǎǳŀƭƛǎŜŘ ǳǎƛƴƎ ƛƳŀƎŜǎ 

ŎǊŜŀǘŜŘ ōȅ ǘƘŜ ƳƛƎǊŀƴǘǎ ǘƘŜƳǎŜƭǾŜǎ ǇǊƻǾƛŘƛƴƎ ŀƴ ƛƴǎƛƎƘǘ ƛƴǘƻ ǘƘŜ ƛƴƴŜǊ ǘǳǊƳƻƛƭ ƻŦ ƘŀǾƛƴƎ ŀ 

ƭƛŦŜ ŘŜŬƴŜŘ ōȅ ƳƻǾŜƳŜƴǘΦ 
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CƛƎΦ мп hŎŜŀƴǎ !ǇŀǊǘΣ LƴƎǊƛŘ tƻƭƭŀǊŘ όмфуфύ 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

CƛƎΦ мп hŎŜŀƴǎ !ǇŀǊǘΣ LƴƎǊƛŘ tƻƭƭŀǊŘ όмфуфύ 
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CƛƎΦ мр {ƪȅΣ aŀǊƛ aŀƘǊ όмфупύ 

 

±ƛǎǳŀƭ ŀǊǝǎǘΣ bƧƛŘŜƪŀ !ƪǳƴȅƛƭƛ /Ǌƻǎōȅ ƭŀȅŜǊǎ ŦŀƳƛƭȅ ǇƘƻǘƻƎǊŀǇƘǎ ŦǊƻƳ ƘŜǊ ǝƳŜ ƎǊƻǿƛƴƎ ǳǇ ƛƴ 

bƛƎŜǊƛŀ ǿƛǘƘ ƴŜǿǎ ŎƭƛǇǇƛƴƎǎΣ ŀƴŘ ƛƳŀƎŜǎ ƎŀǘƘŜǊŜŘ ŦǊƻƳ ǘƘŜ ƛƴǘŜǊƴŜǘ ǘƻ ƭŀȅŜǊ ǘƘŜƳ ƛƴǘƻ ƘŜǊ 

ǇŀƛƴǝƴƎǎ ƻŦ ƘŜǊ ŘƻƳŜǎǝŎ ƭƛǾƛƴƎ ǎǇŀŎŜ ƛƴ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎ ǳǎƛƴƎ ŀ ǇƘƻǘƻǘǊŀƴǎŦŜǊ ǘŜŎƘƴƛǉǳŜΦ 

/Ǌƻǎōȅ ƳŜǊƎŜǎ ǘƻƎŜǘƘŜǊ ƘŜǊ ƘƛǎǘƻǊȅΣ ƳŜƳƻǊƛŜǎΣ ŀƴŘ ŎƭǳŜǎ ǘƻ ƘŜǊ Ǉŀǎǘ ƭƛŦŜ ƛƴ bƛƎŜǊƛŀ ǿƛǘƘ 

ǎŎŜƴŜǎ ƻŦ ƘŜǊ ƴŜǿ ƘƻƳŜ ƛƴ [ƻǎ !ƴƎŜƭŜǎΦ .ƻǘƘ ƻŦ ƘŜǊ ƘƻƳŜǎ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ŀǇǇŜŀǊ ƛƴ ƻƴŜ 

ŦǊŀƳŜΦ ¢ƘŜ ƻǳǘŎƻƳŜ ƻŦ ǘƘƛǎ ǇǊƻǾƛŘŜǎ ŀ ƭŀȅŜǊƛƴƎ ƻŦ ƘƻƳŜǎ ǿƛǘƘƛƴ ǘƘŜ ǎƛƴƎǳƭŀǊ ǇƛŎǘǳǊŜ ŦǊŀƳŜΦ 

aŜǊƎƛƴƎ ǘǿƻ ǳƴƛǉǳŜ ǎǇŀŎŜǎ ƛƴǘƻ ƻƴŜΦ  
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CƛƎΦ мс  .ŜŦƻǊŜ bƻǿ !ƊŜǊ όaŀƳŀΣ aǳƳƳȅ ŀƴŘ aŀƳƳŀύΣ bƧƛŘŜƪŀ !ƪǳƴȅƛƭƛ /Ǌƻǎōȅ όнлмрύ 

 

[ƛƪŜ /ǊƻǎōȅΩǎ ǇƘƻǘƻ ǘǊŀƴǎŦŜǊǎ ǇƘƻǘƻƎǊŀǇƘŜǊ /ƘƭƻŜ {Ŝƭƭǎ ŀƭǎƻ ōǊƛƴƎǎ ǘƻƎŜǘƘŜǊ ŜƭŜƳŜƴǘǎ ŀƴŘ 

ƛƳŀƎŜǊȅ ŦǊƻƳ ƘŜǊ ƳǳƭǝǇƭŜ ƘƻƳŜǎ ǘƻ ŎǊŜŀǘŜ ƛŘŜŀƭƛǎŜŘ ǇƭŀŎŜǎΦ IŜǊ ǇƘƻǘƻƎǊŀǇƘƛŎ ǿƻǊƪǎ ōƭǳǊ 

ƴŀǝƻƴŀƭ ōƻǊŘŜǊǎ ŀƴŘ ŎǊŜŀǘŜ ǇƭŀŎŜǎ ǘƘŀǘ ǘǊŀƴǎŎŜƴŘ ǊŜŀƭƛǘȅΦ Lƴ ƘŜǊ нлмс ōƻŘȅ ƻŦ ǿƻǊƪ {ǿŀƳǇΣ 

{Ŝƭƭǎ ǳǎŜǎ ǘƘŜ hƪŀǾŀƴƎƻ 5Ŝƭǘŀ ƛƴ .ƻǘǎǿŀƴŀ ŀǎ ŀ ǎǘŀǊǝƴƎ Ǉƻƛƴǘ ŦƻǊ ƘŜǊ ƛƳŀƎŜǎΦ ¦ǎƛƴƎ ƭŀǊƎŜ ŀƴŘ 

ƳŜŘƛǳƳ ŦƻǊƳŀǘ ŎŀƳŜǊŀǎ ǎƘŜ ŎŀǇǘǳǊŜǎ ǘƘŜ ƭŀƴŘǎŎŀǇŜ ƻƴ ŬƭƳΦ {ƘŜ ǘƘŜƴ ǘǊŀǾŜƭǎ ōŀŎƪ ǘƻ 

9ƴƎƭŀƴŘ ǿƛǘƘ ǘƘŜ ŬƭƳ ŀƴŘ ƳŀƴƛǇǳƭŀǘŜǎ ǘƘŜ ƴŜƎŀǝǾŜǎ ƛƴ ƘŜǊ ŘŀǊƪǊƻƻƳ ƛƴ [ƻƴŘƻƴ ŎƻƳōƛƴƛƴƎ 

ŘǊŀǿƛƴƎΣ ǎŀƴŘǿƛŎƘƛƴƎ ƻŦ ƴŜƎŀǝǾŜǎΣ ǇŀƛƴǝƴƎ ŀƴŘ ǾŀǊƛƻǳǎ ƳŀǊƪ ƳŀƪƛƴƎ ǘŜŎƘƴƛǉǳŜǎΦ bƻǘ ƻƴƭȅ ƛǎ 

{Ŝƭƭǎ ŀƴ ƛƳƳƛƎǊŀƴǘΣ ōǳǘ ƘŜǊ ƛƳŀƎŜǎ ǘƘŜƳǎŜƭǾŜǎ ōŜŎƻƳŜ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ǘƘŜ ƳƻǾŜƳŜƴǘ 

ŦǊƻƳ ƘŜǊ ƘƻƳŜ ƛƴ .ƻǘǎǿŀƴŀ ŀƴŘ ƘŜǊ ƘƻƳŜ ƛƴ 9ƴƎƭŀƴŘΦ ²ƛǘƘ ŜŀŎƘ ƧƻǳǊƴŜȅ ǘƘŜ ƛƳŀƎŜǎ ŜǾƻƭǾŜΣ 

ǘƘŜȅ ōŜŎƻƳŜ ǎƻƳŜǘƘƛƴƎ ƴŜǿ ǊŜƅŜŎǝƴƎ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ƛŘŜƴǝǘȅ ǘƘŀǘ ǘŀƪŜǎ ǇƭŀŎŜ ǘƘǊƻǳƎƘ 

ƳƛƎǊŀǝƻƴΣ ŜŀŎƘ ǇƘƻǘƻƎǊŀǇƘ ǇƘȅǎƛŎŀƭƭȅ ƳŀǊƪŜŘ ōȅ ǘƘŜǎŜ ǾƻȅŀƎŜǎΦ {Ŝƭƭǎ ŜȄǇƭƻǊŜǎ ǘƘŜ άŘƛŶŎǳƭǘȅ 

ƻŦ ŘƻŎǳƳŜƴǝƴƎ ǇƭŀŎŜΣ ƛƴǘŜƴǎƛǘȅ ŀƴŘ ƳƻƳŜƴǘ ƛƴ ŀ ǎƛƴƎǳƭŀǊ ƛƳŀƎŜέ όDƻǎǘ .ƻƻƪǎΣ нлмсύ ǳǎƛƴƎ 

ǘƘŜ ŜȄǇŜǊƛƳŜƴǘŀƭ ŀǇǇǊƻŀŎƘ ŀƴŘ ǘƘŜ ŀŎǘ ƻŦ ƳƻǾŜƳŜƴǘ ŀƴŘ ǘǊŀǾŜƭ ǿƛǘƘƛƴ ƘŜǊ ŀǊǘ ƳŀƪƛƴƎ 

ǇǊƻŎŜǎǎΦ  
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CƛƎΦ мт /ƘƭƻŜ {ŜƭƭǎΣ {ǿŀƳǇ tŀǇȅǊǳǎΣ /πǘȅǇŜ ŎƘǊƻƳƻƎŜƴƛŎ ǇǊƛƴǘ ǿƛǘƘ ƛƴƪΣ ммέȄмпέ όнлмоύ 

 

²ƘƛƭŜ ŀƭƛƎƴƛƴƎ ǿƛǘƘ ǘƘŜ ŀǇǇǊƻŀŎƘŜǎ ǘŀƪŜƴ ōȅ ǎƻƳŜ ƻŦ ǘƘŜ ŀōƻǾŜπƳŜƴǝƻƴŜŘ ŀǊǝǎǘǎ Ƴȅ 

ǊŜǎŜŀǊŎƘ ŦǳǊǘƘŜǊ ƛƴǾŜǎǝƎŀǘŜǎ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ǘƻ ǇǊƻǾƛŘŜ ŀ ƴǳŀƴŎŜŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘƛǎ 

ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜΦ aȅ ŎǊŜŀǝǾŜ ǇǊŀŎǝŎŜ ŜȄǇŀƴŘǎ ǳǇƻƴ ǉǳŜǎǝƻƴǎ ǊŀƛǎŜŘ ōȅ ŀǊǝǎǘǎ ƭƛƪŜ /ƘƭƻŜ 

{ŜƭƭǎΣ bƧƛŘŜƪŀ !ƪǳƴȅƛƭƛ /ǊƻǎōȅΣ aŀǊƛ aŀƘǊΣ ŀƴŘ LƴƎǊƛŘ tƻƭƭŀǊŘΦ L ŜȄŀƳƛƴŜ ŜȄǇƭƛŎƛǘƭȅ ǘƘŜ ƛƳǇŀŎǘǎ 

ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƻƴ Ƴȅ ƻǿƴ ǎŜƴǎŜ ƻŦ ǎŜƭŦΣ ǎǇŜŎƛŬŎŀƭƭȅ ŘŜŀƭƛƴƎ ǿƛǘƘ ǘƘŜƳŜǎ ƻŦ 

ƘƻƳŜǎƛŎƪƴŜǎǎ ŀƴŘ ǇƭŀŎŜ ŀǧŀŎƘƳŜƴǘ ǿƘƛŎƘ ŀǊŜ ǘƘŜƳŜǎ ǘƘŀǘ ƘŀǾŜ ƴƻǘ ȅŜǘ ōŜŜƴ ŀƴ ŀǊŜŀ ƻŦ 

ŦƻŎǳǎ ƛƴ ǿƻǊƪ ŀōƻǳǘ ƳƛƎǊŀǝƻƴ ŦǊƻƳ ǘƘŜ ŀōƻǾŜπƳŜƴǝƻƴŜŘ ŀǊǝǎǘǎΦ  

 

¢Ƙƛǎ ǊŜǎŜŀǊŎƘ ǊŜǾŜŀƭǎ ƴŜǿ ƛƴǾŜǎǝƎŀǝƻƴǎ ƛƴǘƻ ǘƘŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŀƴŘ 

Ƙƻǿ ǘƘŀǘ ƛǎ ǘǊŀƴǎŎǊƛōŜŘ ōȅ ǘƘƻǎŜ ǿƘƻ ƛŘŜƴǝŦȅ ŀǎ ƳƛƎǊŀƴǘ ǿƻƳŜƴ ŀǊǝǎǘǎΦ Lǘ ŜȄŀƳƛƴŜǎ ǘƘŜ ǳǎŜ 

ƻŦ ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ŀƴŘ Ƙƻǿ ǇǊƻŎŜǎǎπōŀǎŜŘ ǘŜŎƘƴƛǉǳŜǎ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ 

ŘŜǾŜƭƻǇ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜǎŜ ǘƘŜƳŜǎΦ aȅ ƛƴǾŜǎǝƎŀǝƻƴǎ ŜȄǇƭƻǊŜ ǘƘŜ ƛƴǘŜǊǎŜŎǝƻƴ ƻŦ 

ƎŜƴŘŜǊΣ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΣ ŀƴŘ ŜȄǇŜǊƛƳŜƴǘŀƭ ǇƘƻǘƻƎǊŀǇƘƛŎ ǘŜŎƘƴƛǉǳŜǎΦ ¢ƘŜ ƳŜǘƘƻŘƻƭƻƎƛŎŀƭ 
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ŀǇǇǊƻŀŎƘŜǎ ŜƳǇƭƻȅŜŘ ƛƴ ǘƘƛǎ ǘƘŜǎƛǎ ƛƴŎƭǳŘŜ ŀǳǘƻŜǘƘƴƻƎǊŀǇƘȅΣ ƛƴǘŜǊǾƛŜǿǎΣ ŎŀǎŜ ǎǘǳŘƛŜǎΣ ŀƴŘ ŀ 

ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ŀ ōƻŘȅ ƻŦ ǿƻǊƪΦ ¢Ƙƛǎ ŦǊŀƳŜǿƻǊƪ ǇǊƻǾƛŘŜǎ ŀ ŘƛǾŜǊǎŜ ŀƴŘ ƛƴǝƳŀǘŜ ǊŜƅŜŎǝƻƴ 

ƻƴ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ  

 

Thesis Structure 
Lƴ /ƘŀǇǘŜǊ hƴŜΣ ! ¢Ǌŀƴǎƴŀǝƻƴŀƭ CŜƳƛƴƛǎǘ tŜǊǎǇŜŎǝǾŜΣ L ŜǾŀƭǳŀǘŜ ǘƘŜ ƳǳƭǝπƭŀȅŜǊŜŘ ŀƴŘ 

ŎƻƳǇƭŜȄ ƴŀǘǳǊŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ŦǊƻƳ ǘƘŜ ǾƛŜǿǇƻƛƴǘ ƻŦ ƳƛƎǊŀƴǘ ǿƻƳŜƴΦ ¢Ƙƛǎ ƛǎ ŜǎǘŀōƭƛǎƘŜŘ 

ǘƘǊƻǳƎƘ ŀƴŀƭȅǎƛǎ ƻŦ ŎǊƛǝŎŀƭ ŘƛǎŎƻǳǊǎŜ ƻƴ ǘǊŀƴǎƴŀǝƻƴŀƭ ŦŜƳƛƴƛǎƳΦ ¢Ƙƛǎ ŎƘŀǇǘŜǊ ƛƴǾŜǎǝƎŀǘŜǎ 

ǿƘŜǊŜ ƎŜƴŘŜǊ ŀƴŘ ƳƛƎǊŀǝƻƴ ǎǘǳŘƛŜǎ ƛƴǘŜǊǎŜŎǘ ǘƻ ŜǎǘŀōƭƛǎƘ ƴŜǿ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ ƭƛǾŜŘ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǝƻƴΦ  

 

/ƘŀǇǘŜǊ ¢ǿƻΣ ¢ƘŜ ¢Ǌŀƴǎƴŀǝƻƴŀƭ 9ȄǇŜǊƛŜƴŎŜΣ ōǳƛƭŘǎ ƻƴ ǘƘŜƻǊƛŜǎ ƻŦ ƳƛƎǊŀǝƻƴΣ ǇƭŀŎŜ 

ŀǧŀŎƘƳŜƴǘΣ ŀƴŘ ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ƳŜƳƻǊȅ ǘƻ ŜǎǘŀōƭƛǎƘ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǿƘŀǘ ƛǘ ƛǎ ƭƛƪŜ ǘƻ 

ƛŘŜƴǝŦȅ ŀǎ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ǿƻƳŀƴΦ ¦ǎƛƴƎ ŜȄŎŜǊǇǘǎ ŦǊƻƳ ŜƛƎƘǘ ƛƴǘŜǊǾƛŜǿǎ ǿƛǘƘ ƳƛƎǊŀƴǘ 

ǿƻƳŜƴ ŀǊǝǎǘǎΣ ǘƘƛǎ ŎƘŀǇǘŜǊ ǘŀƪŜǎ ŀ ŎƭƻǎŜǊ ƭƻƻƪ ŀǘ ǘƘŜ ƛƳǇŀŎǘǎ ƻŦ ǇƭŀŎŜ ŀǧŀŎƘƳŜƴǘΣ 

ƘƻƳŜǎƛŎƪƴŜǎǎΣ ŀƴŘ ƳŜƳƻǊȅ ƛƴ ǘƘŜ ŎƻƴǎǘǊǳŎǝƻƴ ƻŦ ŀ ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅ ǘƻ ǊŜǾŜŀƭ ǳƴƛǉǳŜ 

ǎǘƻǊƛŜǎ ƻŦ ƳƛƎǊŀǝƻƴΦ 

 

/ƘŀǇǘŜǊ ¢ƘǊŜŜΣ /ŀǎŜ {ǘǳŘƛŜǎΣ ŜƳǇƭƻȅǎ ŦƻǳǊ ŎŀǎŜ ǎǘǳŘƛŜǎ ƻŦ ŀǊǝǎǘǎΣ hŘŜǧŜ 9ƴƎƭŀƴŘΣ LȊŀōŜƭŀ 

tƭǳǘŀΣ 5ŀŦƴŀ ¢ŀƭƳƻǊΣ ŀƴŘ aŀǊƛŀ aŀǊǟƴŜȊπ/ŀƷŀǎ ǘƻ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŜ ǳǎŜ ƻŦ ŀƭǘŜǊƴŀǝǾŜ 

ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ƛƴ ǊŜƭŀǝƻƴ ǘƻ ǘƘŜ ǘǊŀƴǎƴŀǝƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ŜȄǇƭƻǊŜ ƛƳǇƻǊǘŀƴǘ 

ŀǎǇŜŎǘǎ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅ ƛƴŎƭǳŘƛƴƎ ƳǳƭǝǇƭƛŎƛǘȅΣ ƳŜƳƻǊȅΣ ŀƴŘ ǇƭŀŎŜΦ  

 

Lƴ /ƘŀǇǘŜǊ CƻǳǊΣ 9ȄǇƭƻǊƛƴƎ ¢Ǌŀƴǎƴŀǝƻƴŀƭƛǘȅ ƛƴ aȅ hǿƴ /ǊŜŀǝǾŜ tǊŀŎǝŎŜΣ L ŜǎǘŀōƭƛǎƘ Ƙƻǿ 

ŀƭǘŜǊƴŀǝǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ ǎǳŎƘ ŀǎ ŎȅŀƴƻǘȅǇŜǎ ŀƴŘ ǇƘƻǘƻƎǊŀƳǎ Ŏŀƴ ōŜ ǳǎŜŘ ŀǎ ŀ 

ǘƻƻƭ ǘƻ ƘŜƭǇ ǘǊŀƴǎƭŀǘŜ ǘƘŜ ƛƭƭǳǎƻǊȅ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǝƻƴŀƭƛǘȅΦ L ŜȄǇƭƻǊŜ Ƙƻǿ ǘƘŜ ŎǊŜŀǝǾŜ 

ǇǊƻŎŜǎǎ ƻŦ ƳŀƪƛƴƎ ŀƭƭƻǿŜŘ ƳŜ ǘƻ ŎƻƳŜ ǘƻ ǘŜǊƳǎ ǿƛǘƘ Ƴȅ ƻǿƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ 

ǘǊŀƴǎƴŀǝƻƴŀƭ ƛŘŜƴǝǘȅΦ ¢Ƙƛǎ ŎƘŀǇǘŜǊ ƛƴǾŜǎǝƎŀǘŜǎ ǘƘŜ ǘƘǊŜŜ Ƴŀƛƴ ōƻŘƛŜǎ ƻŦ ǿƻǊƪ ŎǊŜŀǘŜŘ 

ŘǳǊƛƴƎ ǘƘƛǎ tƘ5Υ LƳƳƛƎǊŀǝƻƴ 5ŀȅ όнлмфύΣ ¢ƘŜ ²ƻƻŘǎ όнлнмπнлннύΣ ŀƴŘ IƻƳŜǎƛŎƪ όнлнмύΦ 
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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 chapter I evaluate 

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

migrants who identify as women. I investigate where gender and migration studies intersect 

to establish new knowledge of the lived experience of migration. Furthermore, I dissect why 

this research uses a transnational feminist framework as opposed to other feminist 

epistemologies. In this chapter I will introduce a selection of women artists using alternative 

photographic processes who are creating work from a transnational 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 try to explain the 

oppression of women. Feminisms range from those that focus on postcolonial thought, 

ecofeminism, to radical feminism. For this thesis, I will be using transnational feminism to 

frame my thinking. This research will use the definition mapped out in the academic paper 

Transnational Feminist Theory and Practice: An Introduction (2021) by Carolyn Zerbe Enns 

where transnational feminism focuses άon the diverse experiences of women who live 

within, between, and at the margins or boundaries of nation-states around the globe; they 

transcend nation-state boundaries and speak to a wide range of interacting forces that have 

an impact on gendered relatioƴǎƘƛǇǎ ŀƴŘ ŜȄǇŜǊƛŜƴŎŜǎ ƛƴ ŀ ƎŜƻǇƻƭƛǘƛŎŀƭ ŎƻƴǘŜȄǘέ ό½ŜǊōŜ 9ƴƴǎΣ 

C. et al., 2021: 11). This global perspective provides a unique opportunity to consider 

experiences of women from all over the world. Its 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 homes in new countries. 

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

imperative that I 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 

ǇƭŀŎŜ ƻŦ ŀŎǘƛƻƴΦ tǊƻŦŜǎǎƻǊ ƻŦ {ƻŎƛƻƭƻƎȅ Dǳƭ !ƭŘƛƪŀŎǘƛ aŀǊǎƘŀƭƭ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ǘƘƛǎ άǊŜŦŜǊǎ ǘƻ 

organisƛƴƎΣ ŎŀƳǇŀƛƎƴƛƴƎΣ ŀƴŘ ƭƻōōȅƛƴƎ ŜŦŦƻǊǘǎ ƻŦ ŦŜƳƛƴƛǎǘǎ ƻƴ ǿƻƳŜƴΩǎ ƛǎǎǳŜǎ ōŜȅƻƴŘ ǘƘŜƛǊ 

ƴŀǘƛƻƴŀƭ ōƻǳƴŘŀǊƛŜǎέ όaŀǊǎƘŀƭƭΣ нлнмΥ мфоύΦ ¢ƘŜ ŜŦŦƻǊǘ ƻŦ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŀŎǘƛǾƛǎƳ ǇǊƛƻǊƛǘƛǎŜǎ 

ŀǿŀǊŜƴŜǎǎ ƻŦ Ǝƭƻōŀƭ ǳƴŘŜǊǎǘŀƴŘƛƴƎǎ ƻŦ ǿƻƳŜƴΩǎ ŜƳǇƻǿŜǊƳŜƴǘΦ CǊƻƳ ǘƘŜ ŜŀǊƭȅ мфтлΩǎ the 

United Nations (UN) 4 have provided opportunities for transnational feminist activism and 

ƴŜǘǿƻǊƪƛƴƎΦ aŀǊǎƘŀƭƭ ƎƻŜǎ ƻƴ ǘƻ ŎƭŀǊƛŦȅ ǘƘŀǘ άǘƘŜ ƎǊƻǿǘƘ ƻŦ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎǘ ǇƻƭƛǘƛŎŀƭ 

ŀŎǘƛǾƛǎƳ Ƙŀǎ ōŜŜƴ ŦŀŎƛƭƛǘŀǘŜŘ ǘƻ ŀ ŎŜǊǘŀƛƴ ŜȄǘŜƴǘ ōȅ ǘƘŜ ¦bΩǎ ǿƻǊƭŘ ŎƻƴŦŜǊŜƴŎŜǎΣ ǿƘƛŎƘ 

includeŘ ŎƻƴŦŜǊŜƴŎŜǎ ƻƴ ǿƻƳŜƴ ƛƴ мфтрΣ мфулΣ мфурΣ ŀƴŘ мффрΣ ŀƴŘ ŀ ǎŜǊƛŜǎ ƻŦ ŦƻƭƭƻǿπǳǇ 

ŎƻƴŦŜǊŜƴŎŜǎ ǘƻ ǘƘŜ мффр ŎƻƴŦŜǊŜƴŎŜ ƛƴ ŜǾŜǊȅ ŦƛǾŜ ȅŜŀǊǎέ όaŀǊǎƘŀƭƭΣ нлнмΥ мфпύΦ  

 

 

Fig. 18 CƛǊǎǘ 5ŀȅ ƻŦ ǘƘŜ LƴǘŜǊƴŀǘƛƻƴŀƭ ²ƻƳŜƴΩǎ /ƻƴŦŜǊŜƴŎŜ ƛƴ aŜȄƛŎƻ /ƛǘȅΣ Betty Lane, Schlesinger Library, 

Harvard Radcliffe Institute (1975) 

 
4 The United Nations also referred to as the UN is an international organisation whose purpose and 
ƓƖŔŰĦŔƓũĲƚШċƖĲШƣŸШĦƖĲċƣĲШċШƚƓċĦĲШŉŸƖШƣőĲШƽŸƖũĬќƚШŰċƣŔŸŰƚШƣŸШŊċƣőĲƖЯШĬŔƚĦƨƚƚШŔƚƚƨĲƚЯШċŰĬШŉŔŰĬШƚŸũƨƣŔŸŰƚШƣőċƣШ
benefit humanity. The UN was founded in 1945 and is 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 

ŎƻƴŦŜǊŜƴŎŜǎ άŀŎǘƛǾƛǎǘǎ ƛƴ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎƳ ǿŜǊŜ ǇǊƛƳŀǊƛƭȅ ŦǊƻƳ 

9ǳǊƻǇŜ ŀƴŘ ǘƘŜ ¦ƴƛǘŜŘ {ǘŀǘŜǎΦ ¢ƻŘŀȅ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎƳ ƛǎ ƳǳŎƘ ƳƻǊŜ Ǝƭƻōŀƭέ ό5ŜǎŀƛΣ 

2007:335). Below is an example of a poster created to celebrate the first UN conference on 

ǿƻƳŜƴ ƛƴ мфтр ŦƻǊ LƴǘŜǊƴŀǘƛƻƴŀƭ ²ƻƳŜƴΩǎ ¸ŜŀǊΦ ¢ƘŜ ŦƛǊǎǘ ¦b ŎƻƴŦŜǊŜƴŎŜ ƻƴ ǿƻƳŜn was 

ƘŜƭŘ ƛƴ aŜȄƛŎƻ ŦǊƻƳ мф WǳƴŜ ǘƻ н Wǳƭȅ мфтрΦ ά¢ƘŜ ŎƻƴŦŜǊŜƴŎŜ ǿŀǎ ŀ ǇƛǾƻǘŀƭ ŜǾŜƴǘ ƛƴ ǘƘŜ 

ƳŀƪƛƴƎ ƻŦ ŀ ƴŜǿ ŜǊŀ ƻŦ Ǝƭƻōŀƭ ŀƴŘ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ǿƻƳŜƴΩǎ ǊƛƎƘǘǎέ όIŀǊǾŀǊŘ wŀŘŎƭƛŦŦŜ 

Institute, 2023).  

 

 

Fig. 19 LƴǘŜǊƴŀǘƛƻƴŀƭ ²ƻƳŜƴΩǎ ¸ŜŀǊΣ 5ƻǾŜ ǿƛǘƘ DŀƭŀȄȅ ǇƻǎǘŜǊ, designed by Valerie Pettis, collection of the 

Schlesinger Library, Harvard Radcliffe Institute (1975) 
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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 ǇƻǎǘŜǊΦ Lƴ 9ƴƎƭƛǎƘ ŀƴŘ aŀƴŘŀǊƛƴΣ ƛǘ ǊŜŀŘǎ άǿŜ ƘŀǾŜ ŦǊƛŜƴŘǎ ŀƭƭ ƻǾŜǊ ǘƘŜ ǿƻǊƭŘΣέ ŀƴŘ 

άǇƻǊǘǊŀȅǎ ŀ ŎƻƳǇƭƛŎŀǘŜŘ Ǿƛǎƛƻƴ ƻŦ ƛƴǘŜǊǊŀŎƛŀƭ ǎƻƭƛŘŀǊƛǘȅ ŀƴŘ ƴƻǊƳŀǘƛǾŜ ŦŜƳƛƴƛƴƛǘȅ ǘƘŀǘ 

appears on many transnational feminist posters from the era, with typological 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ǊŀŎƛŀƭ ŘƛŦŦŜǊŜƴŎŜǎ ōŜǘǿŜŜƴ ²ƘƛǘŜΣ !ǎƛŀƴΣ ŀƴŘ .ƭŀŎƪ ǿƻƳŜƴέ όIŀǊǾard 

Radcliffe Institute, 2023).  

 

 

Fig. 20 We have friends all over the world, Chinese, Shanghai poster reproduction, from the poster collection of 

the Schlesinger Library, Harvard Radcliffe Institute (1979) 

 

¢ƘŜ ǎŜŎƻƴŘ ŀǊŜŀ ƻŦ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎƳ ƛǎ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊȅ ǿƘƛŎƘ άŜƳŜǊƎŜŘ 

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, which regulates 

ǎƻŎƛŜǘƛŜǎ ŀƴŘ ǘƘŜƛǊ ŎǳƭǘǳǊŜǎέ όaŀǊǎƘŀƭƭΣ нлнмΥ мфтύΦ ¢ƘŜ ²ƘƛǘŜ ²ŜǎǘŜǊƴ ŦŜƳƛƴƛǎƳ ǘƘŀǘ ǿŀǎ 
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ǇƻǇǳƭŀǊ ƛƴ ǘƘŜ мфтлΩǎ ƎŜƴŜǊŀƭƛǎŜŘ ǘƘŀǘ ŀƭƭ ǿƻƳŜƴ ŜȄǇŜǊƛŜƴŎŜ ƻǇǇǊŜǎǎƛƻƴ ƛƴ ǘƘŜ ǎŀƳŜ ǿŀȅΦ Lǘ 

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, Iran, or South 

Africa. Transnational feminism draws attention to these differences and argues against the 

ƴƻǘƛƻƴ ƻŦ άƎƭƻōŀƭ ǎƛǎǘŜǊƘƻƻŘέ όaŀǊǎƘŀƭƭΣ нлнмΥ мфоύΣ ǘƘŀǘ ŀǎǎǳƳŜǎ ŀ ǎƘŀǊŜŘ ƛŘŜƴǘƛǘȅΦ  

 

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

ǘƘŜ Dƭƻōŀƭ {ƻǳǘƘ ŀǊŜ άƘŜƭǇƭŜǎǎΣ ƛΦŜΦ ǇƻǿŜǊƭŜǎǎΣ ǾƛŎǘƛƳǎ ƻŦ ǘƘŜƛǊ ƻǿƴ ƻǇǇǊŜǎǎƛǾŜ ǇŀǘǊƛŀǊŎƘŀƭ 

ŎǳƭǘǳǊŜǎέ ŀƴŘ ²ŜǎǘŜǊƴ ǿƻƳŜƴ ŀǊŜ ǘƘŜǊŜŦƻǊŜ ŎƻƴǎƛŘŜǊŜŘ ƭƛōŜǊŀǘŜŘ όaŀǊǎƘŀƭƭΣ нлн1: 198). The 

binary of West and North vs East and South is then challenged. The idea that Western 

ŎƻǳƴǘǊƛŜǎ ŀǊŜ άƳƻǊŜ ŘŜǾŜƭƻǇŜŘΣ ƭƛōŜǊŀǘŜŘΣ ŀƴŘ ƳƻŘŜǊƴƛsed, while its mirror image of 

9ŀǎǘκ{ƻǳǘƘ ƛǎ ŀ ōŀŎƪǿŀǊŘΣ ǳƴŘŜǊŘŜǾŜƭƻǇŜŘΣ ŀƴŘ ƻǇǇǊŜǎǎƛǾŜ ƻǘƘŜǊέ όaŀǊǎƘŀƭƭΣ 2021: 199) 

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 to create 

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

ǳƴƛǉǳŜ ƭƛǾŜŘ ŜȄǇŜǊƛŜƴŎŜΦ ά¢Ǌŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎƳ ƛǎ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ŀǎ ŀƴ ŀƴǘƛπǊŀŎƛǎǘΣ ŀƴǘƛπ

ƛƳǇŜǊƛŀƭƛǎǘΣ ŀƴŘ ŀƴǘƛπŎŀǇƛǘŀƭƛǎǘ ǇǊƻƧŜŎǘ ǘƘŀǘ ǊŜŎƻƎƴƛses the multiplicity of womŜƴΩǎ ƘƛǎǘƻǊƛŎŀƭ 

ŀƴŘ ŎƻƴǘŜȄǘǳŀƭ ǎǳōƧŜŎǘƛǾƛǘƛŜǎέ όaŀǊǎƘŀƭƭΣ нлнмΥ нлсύΦ 

 

Transnational feminism has developed and grown since its inception, but its key principle 

understood by contemporary theorists focuses primarily on destabilising the notion that 

ǿƻƳŜƴ ŀǊƻǳƴŘ ǘƘŜ ǿƻǊƭŘ ŜȄǇŜǊƛŜƴŎŜ ƻǇǇǊŜǎǎƛƻƴ ƛƴ ǘƘŜ ǎŀƳŜ ǿŀȅΦ ¢ƘŜ άǘȅǇŜǎ ƻŦ 

exǇŜǊƛŜƴŎŜǎΣ ƻǇǇǊŜǎǎƛƻƴǎΣ ŦƻǊƳǎ ƻŦ ŜȄǇƭƻƛǘŀǘƛƻƴΣ ŀƴŘ ǇǊƛǾƛƭŜƎŜέ ό½ŜǊōŜ 9ƴƴǎΣ /Φ Ŝǘ ŀƭΦΣ нлнмΥ 

12) are dependent on a multitude of factors. Political circumstance, class, race, religion, 

sexuality, disability, education, wealth, and power all contribute to how a person 

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, etc. Some 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 each individual 

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 considering 

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-ǿŀǾŜ ŦŜƳƛƴƛǎƳ άǿƘƛŎƘ ǊŜƴŘŜǊŜŘ ²ƘƛǘŜ 

feminists oblivious to complex and multiple oppressions faced by women of color and 

ŘƛǎƳƛǎǎƛǾŜ ƻŦ ǘƘŜ ƭŀǘǘŜǊΩǎ ŀƎŜƴŎȅέ ό{ŜƻŘǳ IŜǊǊΣ нлмпΥ пύΦ ²ƘƛǘŜ ²ŜǎǘŜǊƴ ŦŜƳƛƴƛǎƳ ōŜƎŀƴ ǘƻ 

ŎƻƴǎƛŘŜǊ ŀ ƳƻǊŜ Ǝƭƻōŀƭ ǇŜǊǎǇŜŎǘƛǾŜΣ ƭƻƻƪƛƴƎ ǘƻ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ŀǊƻǳƴŘ ǘƘŜ ǿƻǊƭŘΦ 

IƻǿŜǾŜǊΣ ƛǘ ŎƻƴǘƛƴǳŜŘ ǘƻ ŦƻŎǳǎ ƻƴ άƎŜƴŘŜǊ ŀǎ ǘƘŜ ǇǊƛƳŀǊȅ ŎŀǳǎŜ ƻŦ ǿƻƳŜƴΩs oppression 

worldwide [and that] women were suffering from the same kind of oppression as White 

ǿƻƳŜƴ ώƛƴ ǘƘŜ ǿŜǎǘϐέ ό{ŜƻŘǳ IŜǊǊΣ нлмпΥ пύΦ Dƭƻōŀƭ ŦŜƳƛƴƛǎƳ ǇǊƻƳƻǘŜŘ ǘƘŜ ƛŘŜŀ ƻŦ Ǝƭƻōŀƭ 

ǎƛǎǘŜǊƘƻƻŘ ŀƴŘ ǘƘŀǘ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ǿŜǊŜ ŀ ǎƛƴƎǳƭŀǊ ŜȄǇŜǊƛŜƴŎŜ ǘƘŀǘ should be fought 

in a similar way. This 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.  

ά¢ƘƛǊŘ ²ƻǊƭŘ ŦŜƳƛƴƛǎƳ ƛǎ ƘƛǎǘƻǊƛŎŀƭƭȅ ƎǊƻǳƴŘŜŘ ƛƴ ǊŜǎƛǎǘŀƴŎŜ ǘƻ ²ŜǎǘŜǊƴ ƛƳǇŜǊƛŀƭƛǎƳ 

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, it draws attention to the impact of international power differentials on the 

ƻǇǇǊŜǎǎƛƻƴ ŀƴŘ ƳŀǊƎƛƴŀƭƛȊŀǘƛƻƴ ƻŦ ¢ƘƛǊŘ ²ƻǊƭŘ ǿƻƳŜƴέ όYŀōŀǎŀƪŀƭ !ǊŀǘΣ нлнрΥ мттύΦ 
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¢ƘŜ ǘŜǊƳΣ ¢ƘƛǊŘ ²ƻǊƭŘΣ Ƙŀǎ ŦŀƭƭŜƴ ƻǳǘ ƻŦ ǇƻǇǳƭŀǊƛǘȅ ŀƴŘ ƛǎ ŎƻƴǎƛŘŜǊŜŘ άǊŀŎƛǎǘ ƛƴ ƛǘǎ 

ƛƳǇƭƛŎŀǘƛƻƴǎ ŀǎ ǘƘŜ Ψ¢ƘƛǊŘ ²ƻǊƭŘΩ ǎƛƎƴƛŦƛŜǎ ŀ ōŀŎƪǿŀǊŘƴŜǎǎ ŀǎ ŎƻƳǇŀǊŜŘ ǿƛǘƘ ƻǘƘŜǊǎΦ ¢ƘŜ 

ŘƛǎŀǇǇŜŀǊŀƴŎŜ ƻŦ ǘƘŜ Ψ{ŜŎƻƴŘ WƻǊƭŘΩ as an equally used term also exposes an intentional 

ƎŀǇ ōŜǘǿŜŜƴ ǘƘŜ ǘǿƻέ όYƘŀƴΣ ¢Φ Ŝǘ ŀƭΦΣ нлннΥ мύΦ  !ƭǘŜǊƴŀǘƛǾŜ ǘŜǊƳƛƴƻƭƻƎȅΣ ǎǳŎƘ ŀǎ ŘŜǾŜƭƻǇƛƴƎ 

countries and Global South have been proposed as more neutral terms, however they also 

imply a hierarchy. ProfŜǎǎƻǊ ½ŜƘǊŀ CΦ Yŀōŀǎŀƪŀƭ ǇǊƻǇƻǎŜǎ ǘƘŀǘ άŀǎ ǘƘŜ ǘŜǊƳ ά¢ƘƛǊŘ ²ƻǊƭŘέ 

ƭƻǎǘ ŦŀǾƻǊΣ ǎƻ ǘƻƻ ŘƛŘ ǘƘŜ ƭŀōŜƭ Ψ¢ƘƛǊŘ ²ƻǊƭŘ ŦŜƳƛƴƛǎƳΩέ όYŀōŀǎŀƪŀƭ !ǊŀǘΣ нлнрΥ мтрύΦ 

Transnational feminism then stems from ideologies brought about 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 its only concern.  

 

Intersectionality and its Role in Transnational Feminism  
¢Ǌŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎƳ ŎƻƴǎƛŘŜǊǎ ǘƘŜ Ǝƭƻōŀƭ ǇŜǊǎǇŜŎǘƛǾŜ ƻŦ ǿƻƳŜƴΩǎ ŜƳǇƻǿŜǊƳŜƴǘΣ ōǳǘ ƛǘ 

does not stop there. To fully embrace transnational feminism, we must also consider 

intersectionality. American civil rights advocate, and critical race theory scholar Kimberlé 

Crenshaw first coined the term intersectionality in her essay Demarginalizing the 

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

Feminist Theory and Antiracist Politics in 1989. 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 gender intersects with other forms of oppression such as race is 

important. Rafia Zakaria, author of Against White Feminism (2021), explains that: 

ά¢ƘŜ ŀǎǎǳƳǇǘƛƻƴ ǘƘŀǘ ǿƻƳŜƴ ƻŦ ŎƻƭƻǳǊ ŀƴŘ ²ƘƛǘŜ ǿƻƳŜƴ ŀƭƭ ǎǘŀƴŘ ŀǘ ǘƘŜ ǎŀƳŜ 

disadvantages against men is flawed. ώΧϐ Women of colour are affected not simply 

by gender inequality but also by racial inequality. A colour-blind feminism thus 

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

ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ǘƘŜƛǊ ǇƻƭƛǘƛŎŀƭ ǊŜŀƭƛǘȅέ ό½ŀƪŀǊƛŀΣ н021: 10). 

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 space for ǿƻƳŜƴΩǎ narratives that 

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

ǘƘŜ ǿƻǊƭŘΦ /ǊŜƴǎƘŀǿ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘŀƪƛƴƎ ŀ άǎƛƴƎƭŜ-axis focused analysis prevents 

understanding the intertwining of people's identities and thus the ways in which 

ŘƛǎŎǊƛƳƛƴŀǘƛƻƴ ŀŎǘǎ ǎƛƳǳƭǘŀƴŜƻǳǎƭȅ ŦǊƻƳ ŘƛŦŦŜǊŜƴǘ ƛŘŜƴǘƛǘȅ ŎƻƴŘƛǘƛƻƴǎέ όwƻǎŜƴƪǊŀƴȊΣ нлнпΥоύΦ 

The origins of intersectionality focused primarily on the intersection of race and gender; 

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 comprehensive 

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, religion, age, etc. Angela Davis 

ŦŀƳƻǳǎƭȅ ǿǊƻǘŜ άŦŜƳƛƴƛǎƳ ƛƴǾƻƭǾŜǎ ǎƻ ƳǳŎƘ ƳƻǊŜ ǘƘŀƴ ƎŜƴŘŜǊ ŜǉǳŀƭƛǘȅΦ !ƴŘ ƛǘ ƛƴǾƻƭǾŜǎ ǎƻ 

ƳǳŎƘ ƳƻǊŜ ǘƘŀƴ ƎŜƴŘŜǊέ ό5ŀǾƛǎΣ нлмсΥ мотύΦ ²Ŝ Ƴǳǎǘ ŎƻƴǎƛŘŜǊ ŀƭƭ ŀȄŜǎ ǿƘŜƴ ŎƻƴǎƛŘŜǊƛƴƎ 

the oppression of women, not just one. Fundamentally, it is about championing diverse 

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

other divisions that make up the wide-ranging spectrum of identity. It is about finding a 

feminism that allows for empathy and an inclusive space 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 feminism. It is no 

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. 21 Angela Davis in Nairobi photo, Polly Levens, Schlesinger Library, Harvard Radcliffe Institute (1985)  

 

Intersectionality that considers multiple forms of oppression has not been well received by 

ŀƭƭΦ tǊƻŦŜǎǎƻǊ aƛŎƘŜƭƭŜ CƛƴŜ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ǘƘŜǊŜ ŀǊŜ ǎƻƳŜ ǿƘƻ άŀǎǎǳƳŜŘ ǘƘŀǘ ƛŦ ǿŜ ŎƘƻƻǎŜ ǘƻ 

complicate our analyses with attention to race, ethnicity, class, sexuality, disability, 

ƛƳƳƛƎǊŀǘƛƻƴ ǎǘŀǘǳǎΣ ŜǘŎΦΣ ǘƘŜƴ ƎŜƴŘŜǊ ǿƻǳƭŘ ǎƻƳŜƘƻǿ άǿŀǎƘ ƻǳǘέ ƭƛƪŜ ŀ ǊŜŎŜǎǎƛǾŜ ƎŜƴŜΦ ώΧϐ 

{ƻƳŜ ŦŜŀǊŜŘ ǘƘŀǘ ƛƴǘŜǊǎŜŎǘƛƻƴŀƭƛǘȅ ǿƻǳƭŘ ǾƛƻƭŀǘŜ ǎƻƭƛŘŀǊƛǘȅ ŀƳƻƴƎ ǿƻƳŜƴέ όCƛƴŜΣ нлмлΥ ссύΦ 

However, it is my belief that by acknowledging the intersections we allow for a more 

complete understanding of the lived experience of women. We cannot prioritise some 

ƻǇǇǊŜǎǎƛƻƴǎ ŀƴŘ ƛƎƴƻǊŜ ƻǘƘŜǊǎΦ ²ƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ŀǊŜ ƴƻǘ ǎƛƴƎǳƭŀǊΦ ¢ƘŜ ǳƴƛǉǳŜ ƛƴŘƛǾƛŘǳŀƭ 

lived experience involves a multitude of understandings. We 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. I have drawn 

from transnational feminism and intersectional feminism to consider the unique lived 

experiences of those who participated in case studies and interviews for this thesis. 

ά¢Ǌŀƴǎƴŀǘƛƻƴŀƭ ŦŜƳƛƴƛǎǘ ǘƘŜƻǊȅ ƛƴŎƻǊǇƻǊŀǘŜǎ ƛƴǘƻ ƛǘǎ ōƻŘȅ ǘƘƛǎ ƪƴƻǿƭŜŘƎŜ ƻŦ ƛƴǘŜǊǎŜŎǘƛƻƴŀƭƛǘȅ 

ŀƴŘ ŀǎȅƳƳŜǘǊȅ ƻŦ ǇƻǿŜǊ ŀƳƻƴƎ ǿƻƳŜƴέ όaŀǊǎƘŀƭƭΣ нлнмΣ мффύΦ ¢ƘŜ ǘǿƻ ǘƘŜƻǊƛŜǎ ŀǊŜ 

ƛƴǘŜǊǿƻǾŜƴ ǘƻ ŀƭƭƻǿ ŦƻǊ ŀ ƳƻǊŜ ŎƻƳǇǊŜƘŜƴǎƛǾŜ ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎes. The 

French activist and author Françoise Vergès explains in her book A Decolonial Feminism 

(2021) ǘƘŀǘ άǘƘŜ Ƴƻǎǘ ŜƴƭƛƎƘǘŜƴƛƴƎ ŀƴŘ ǇǊƻŘǳŎǘƛǾŜ ŀƴŀƭȅǎƛǎ ƛƴ ǊŜŎŜƴǘ ŘŜŎŀŘŜǎ ƘŀǾŜ ōŜŜƴ 

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 

discriminatƛƻƴέ ό±ŜǊƎŝǎΣ нлнмΥ ннύΦ .ȅ ōǊƛƴƎƛƴƎ ǘƻƎŜǘƘŜǊ Ǝƭƻōŀƭ ǇŜǊǎǇŜŎǘƛǾŜǎ ŦǊƻƳ 

transnational feminism and a multiple axes approach from intersectional feminism, this 

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

a platform to analyse the intersecting identities of race, class, religion, sexuality, migrant 

ǎǘŀǘǳǎΣ ǘƘŜƛǊ ƛƳǇŀŎǘ ƻƴ ƳƛƎǊŀƴǘ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜǎ ŀƴŘ Ƙƻǿ ǘƘŀǘ ƛǎ ǘǊŀƴǎŎǊƛōŜŘ ǘƘǊƻǳƎƘ 

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 a variety of 

perspectives, and consider intersectional viewpoints. Often these artists incorporate 

personal experiences while also engaging in a global dialogue. For example, in Natali Bravo-

.ŀǊōŜŜΩǎ ǇƻǿŜǊŦǳƭ ōƻŘȅ ƻŦ ǿƻǊƪ Flores de Femicidio (2020) she creates a memorial for all 

the women who were murdered by men in her home country of Argentina in the year 2019. 

Bravo-Barbee was born in Córdoba, Argentina and now resides in the United States. She 

ƻŦǘŜƴ ƛƴŎƻǊǇƻǊŀǘŜǎ ƘŜǊ ŦŀƳƛƭȅΩǎ ƳƛƎǊŀǘƛƻƴ ǎǘƻǊȅ ŀƴŘ ǇŜǊǎƻƴŀƭ ƳŜƳƻǊƛŜǎ ǿƛǘƘ ŦŜƳƛƴƛǎǘ 

themes within her creative practice. Bravo-Barbee has experienced domestic violence 

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

also stems from personal experience. 
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Fig. 23 Close up of one of the flowers from the project Flores de Femicidio, Natali Bravo-Barbee © Galerie 

Lucida (2020)  

 

In Flores de Femicidio Bravo-Barbee draws attention to the femicides5 taking 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 what she was able to find on social 

media. Bravo-Barbee created unique three-dimensional 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 each vƛŎǘƛƳΩǎ ƴŀƳŜ ƻǊ ǎƛƳǇƭȅ ǎǘŀǘƛƴƎ άƴƻ 

ƴƻƳōǊŜέ ŦƻǊ ǘƘƻǎŜ ƭƛǎǘŜŘ ƛƴ ƴŜǿǎ ǊŜǇƻǊǘǎ ǿƘƻ ǿŜǊŜ ǳƴƛŘŜƴǘƛŦƛŜŘ ƻǊ ǿƘŜǊŜ ǘƘŜƛǊ ƴŀƳŜǎ ǿŜǊŜ 

omitted. The flowers are a nod to the tradition of placing flowers at the grave of those who 

have passed.  Bravo-Barbee states that: 

ά²ƘŜƴ ǎƻƳŜƻƴŜ ǎŀȅǎ онт ǿƻƳŜƴ ǿŜǊŜ ƳǳǊŘŜǊed by men, that is just an arbitrary 

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

 
5 [ĲůŔĦŔĬĲШŔƚШĬĲŉŔŰĲĬШĤǃШÖ ШìŸůĲŰШċƚШљċŰШŔŰƣĲŰƣŔŸŰċũШťŔũũŔŰŊШƽŔƣőШċШŊĲŰĬĲƖ-related motivation, femicide 
may be driven by stereotyped gender roles, discrimination towards women and girls, unequal power 
ƖĲũċƣŔŸŰƚШĤĲƣƽĲĲŰШƽŸůĲŰШċŰĬШůĲŰЯШŸƖШőċƖůŉƨũШƚŸĦŔċũШŰŸƖůƚњ (UN Women, 2024). 
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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 

ǇŜǊǎƻƴΣ ŀ ǿƻƳŀƴ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ŜŀŎƘΦ Lƴ ǘƘŜ ¦Φ{Φ ǘƘŜ ƳŜŘƛŀ ƘŀǾŜƴΩǘ ŀŘƻǇǘŜŘ ǘƘŜ 

ǳǎŀƎŜ ƻŦ ǘƘŜ ǘŜǊƳ ΨŦŜƳƛŎƛŘŜΩ ǘƻ ŘŜǎŎǊƛōŜ ƎŜƴŘŜǊ-based crimes against women every 

time it applies. If they did, it would become apparent how problematic these societal 

ƛǎǎǳŜǎ ŀǊŜ ƛƴ ƛƴŘƛǾƛŘǳŀƭ ŎƻƳƳǳƴƛǘƛŜǎ ŀƴŘ Ƙƻǿ ŘƛǊŜ ǘƘŜ ƴŜŜŘ ǘƻ ŀŘŘǊŜǎǎ ǘƘŜƳ ƛǎέ 

(Bravo-Barbee, 2025). 

Bravo-Barbee often used social media to search for information on victims. The hashtag 

#niunamas for example is used online to highlight femicides in Argentina. Bravo-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 able to learn more about 

these deaths.  

 

 

Fig. 24 Installation view of Flores de Femicidio, Natali Bravo-Barbee © Galerie Lucida (2020) 
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Fig. 25 Detail image of Flores de Femicidio, Natali Bravo-Barbee © Galerie Lucida (2020) 

 

Another artist who is also exploring feminist themes from a transnational perspective is 

Masha Weisberg. In her body of work Inheriting the Silence (2024) 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 war and her search for home and belonging are 

ǘƘŜƳŜǎ ǘƘŀǘ ŀǊŜ ŜȄǇƭƻǊŜŘ ƛƴ ƳǳŎƘ ƻŦ ²ŜƛǎōŜǊƎΩǎ ǇǊŀŎǘƛŎŜ ƘƻǿŜǾŜǊ ƛƴ Inheriting the Silence, 

Weisberg questions the long-term impact of the trauma she experiences in Ukraine that led 

to her migration. Since her migration 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 

ƻŦ ǿŀǊ ƛǎ άƴƻǘ ŀƭǿŀȅǎ ŀ story that[s] told; often, it is found in absence, in silence, in what is 

ƭŜŦǘ ōŜƘƛƴŘ ŀƴŘ ǿƘŀǘ ƛǎ ŘŜƭƛōŜǊŀǘŜƭȅ ƭŜŦǘ ǳƴǎŀƛŘέ ό²ŜƛǎōŜǊƎΣ нлнрύΦ Inheriting the Silence uses 

the role of motherhood as a catalyst for exploring generational trauma, migration, and war.  
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Fig. 26 From the series Inheriting the Silence, Masha Weisberg (2024) 

 

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

in the Ukrainian sky. Weisberg creates the first set of images using glass dry plates. 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 self-portraits with her child in the bathtub. These 

images were projected from her computer screen, re-photographed, and then printed using 

the enlarger onto glass dry plates. 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 Weisberg rephotographs 

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 underlying concerns 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 visualised using alternative photographic 

process is explored further in Chapter 3 which introduces the work of my four case studies 

Maria Martínez-Cañas, Odette England, Izabela Pluta and Dafna Talmor.  

 

 

Fig. 27 From the series Inheriting the Silence, Masha Weisberg (2024) 
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Continuing with themes connecting to personal 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 surrounding ancestry and memory. Kuca is a Polish artist currently 

ōŀǎŜŘ ƛƴ [ƻƴŘƻƴΦ YǳŎŀ ŜȄǇƭŀƛƴǎ ǘƘŀǘ άƭƛǾƛƴƎ ƛƴ [ƻƴŘƻƴΣ ŀǿŀȅ ŦǊƻƳ tƻƭŀƴŘΣ Ƙŀǎ ŀŎǘǳŀƭƭȅ ƳŀŘŜ 

[her] feel more Polish in a strange way. The distance creates this longing, but also a sharper 

awareness of ǿƘŀǘ ώǎƘŜϐ ŎŀǊǊώƛŜǎϐ ǿƛǘƘ ƘŜǊέ όYǳŎŀΣ нлнрύΦ YǳŎŀ ǊŜǘǳǊƴǎ ǘƻ ƘŜǊ ƘƻƳŜ ƛƴ 

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 images. Using the 

women in her family provides a 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. Kuca expƭŀƛƴǎ ǘƘŀǘ άƳƛƎǊŀǘƛƻƴ ώΧϐ 

makes you think about what gets lost, what gets held onto, and what you need to invent to 

ŦŜŜƭ ǿƘƻƭŜΦ ¢ƘŜǊŜΩǎ ŀ ǎŜƴǎŜ ƻŦ ŎǊŜŀǘƛƴƎ ȅƻǳǊ ƻǿƴ ƳȅǘƘƻƭƻƎȅΣ ȅƻǳǊ ƻǿƴ ǿŀȅ ƻŦ ōǊƛŘƎƛƴƎ ǘƘŜ 

Ǉŀǎǘ ŀƴŘ ǘƘŜ ǇǊŜǎŜƴǘέ όYǳŎŀΣ нлнрύΦ YǳŎŀ ǳǎŜǎ ǿŜǘ ǇƭŀǘŜ ŎƻƭƭƻŘƛon to interrogate how 

memory works and how it gets rewritten. Her work weaves together folklore, family, and a 

sense of home. 

 

 

Fig. 28 From the series The Grandmothers, Magda Kuca (2016) 
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Fig. 28 From the series Slavic Bestiary, Magda Kuca (2018) 
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All three examples interrogate unique individual lived experiences of migrant women from 

around the world. They reframe feminist themes from an international perspective. Each 

artist has used innovative approaches to visualising these critical feminist themes. From 

cyanotype to wet plate collodion Bravo-Barbee, 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 experimental approaches to image making. These artists 

have woven personal and political narratives in a way that transcends borders. 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 perspective are explored in my case studies chapter.  

 

Conclusion  
!ǎ ƭŀƛŘ ƻǳǘ ƛƴ ǘƘƛǎ ŎƘŀǇǘŜǊ ƛǘ ƛǎ ƛƳǇŜǊŀǘƛǾŜ ǘƘŀǘ ǿƻƳŜƴΩǎ ǾƻƛŎŜǎ ŀǊŜ ƘŜŀǊŘ ŀƴŘ ŀƳǇƭƛŦƛŜŘΦ 

{ƘŀǊƛƴƎ ǿƻƳŜƴΩǎ ǇŜǊǎǇŜŎǘƛǾŜǎ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ƻǳǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘǊŀƴǎƴŀǘƛƻƴŀƭƛǘȅΦ ¢ƘŜƛǊ 

personal experiences can help us make sense of migration, ideas of home and belonging, 

and how living between countries can impact on your sense of self. This thesis includes 

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

½ŀƪŀǊƛŀ ŜȄǇƭŀƛƴǎ ǘƘŀǘ άŘƻŎǳƳŜƴǘŀǘƛƻƴ ƻŦ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ŀƭǎƻ ǾŀƭǳŀōƭŜ as an affirmation of 

ƘǳƳŀƴƛǘȅΣ ǎƻƭƛŘŀǊƛǘȅΣ ŀƴŘ ŎƻƭƭŜŎǘƛǾŜ ŜȄǇŜǊƛŜƴŎŜέ ό½ŀƪŀǊƛŀΣ нлнмΥ моύΦ Lǘ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŜ 

diversity of migrant voices instead of assuming one generalised viewpoint. Perceptions of 

migration and gender are challenged while also broadening ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜΩǎ 

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 

ǇǊƻŎŜǎǎŜǎΦ Lǘ ƛǎ ƴŜŎŜǎǎŀǊȅ ǘƻ ƛƴǘŜƎǊŀǘŜ ǿƻƳŜƴΩǎ ǇŜǊspectives for a comprehensive 

understanding of these themes. 

 

In this chapter I have provided an overview of transnational feminism and how we can use 

this as a framework to explore the lived experience of migrant women. I explain that by 

taking a global perspective similar to that of transnational feminism and acknowledging 

individual unique experiences it is possible to see a more nuanced understanding of 
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transnationality and how it is visualised. As 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, sexuality, neurodivergence, class, etc The preceding research 

ŜǎǘŀōƭƛǎƘŜŘ ǘƘŀǘ ǘƘŜ ƛƴŎƭǳǎƛƻƴ ƻŦ ǿƻƳŜƴΩǎ ǇŜǊǎǇŜŎǘƛǾŜǎ ŎƘŀƭƭŜƴƎŜǎ ŀƴŘ ŜƴǊƛŎƘŜǎ ŜȄƛǎǘƛƴƎ 

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 episodic 

memory. Here I analyse critical discourse from experts such as Associate Professor Felipe De 

Brigard, feminist scholar Sara Ahmed6, and 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 semi-structured interviews 

that were conducted using Zoom video conferencing software with eight individuals who 

identify as migrant women artists and who have experienced transnationality. You can 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 their careers as artists. 

Their photographic approaches vary as the primary goal of Chapter Two is to establish what 

the transnational experience is like. They have lived in a total of thirteen different countries 

between them including Bulgaria, Côte d'Ivoire, Germany, Guinea, Mexico, the Netherlands, 

New Zealand, Poland, Russia, Senegal, Taiwan, the United Kingdom, and the United States. 

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

transnationality. 

 

 

 

 

 

 

 
6 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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Fig. 29 Blank world map with indicators of interview participants places of residence (2021) 
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aƛƎǊŀƴǘ ²ƻƳŜƴ LƴǘŜǊǾƛŜǿ tŀǊǘƛŎƛǇŀƴǘΩǎ [ƻŎŀǘƛƻƴǎ ƻŦ aƛƎǊŀǘƛƻƴ 

 

*Indicates a location the participant has lived either for a study abroad programme or 

extended travel, but not a location they have considered home 

 

Participants name Place of Origin 
Locations of 

Migration 

Place of 

Residence During 

the Interview 

Roxana Allison United Kingdom Mexico United Kingdom 

Hadiatou Barry Guinea 
Côte d'Ivoire, Senegal, 

United States 
Côte d'Ivoire 

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 Woods-Jack United Kingdom New Zealand New Zealand 

 

Fig. 30 aƛƎǊŀƴǘ ²ƻƳŜƴ LƴǘŜǊǾƛŜǿ tŀǊǘƛŎƛǇŀƴǘΩǎ [ƻŎŀǘƛƻƴǎ ƻŦ aƛƎǊŀǘƛƻƴ ¢ŀōƭŜ (2021) 
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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 Ahmed7 questions in her 

paper, Home and away: Narratives of migration and estrangement, how migrants define 

ƘƻƳŜΦ .ȅ ǎƛƳǇƭȅ ǉǳŜǎǘƛƻƴƛƴƎ ǿƘŀǘ ƘƻƳŜ ƛǎ ŀƴŘ Ƙƻǿ ƛǘ ƛƳǇŀŎǘǎ ƻƴ ŀ ƳƛƎǊŀƴǘΩǎ ƛŘŜƴǘƛǘȅΣ 

Ahmed begins to unpick the core issue surrounding transnationality. Ahmed suggests that 

άƘƻƳŜ ŘƻŜǎ ƴƻǘ ǎŜŎǳǊŜ ƛŘŜƴǘƛǘȅέ ό!ƘƳŜŘΣ мфффΥ оплύΦ ²Ŝ Ŏŀƴƴƻǘ simplify the definition of 

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 static. Therefore, 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 simplified to where 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 definitions of ƘƻƳŜΦ άLǘ ƛǎ ǎǳŎƘ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ƧƻǳǊƴŜȅǎ ƻŦ 

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 

ŀƴŘ ƘƻƳŜέ ό!ƘƳŜŘΣ мфффΥоомύΦ !hmed argues that it is those who 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 attributes 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 

ƳƻǾŜƳŜƴǘ Ǉƭŀȅǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ǊƻƭŜ ǿƘŜƴ ŜǎǘŀōƭƛǎƘƛƴƎ ƳƛƎǊŀǘƛƻƴΩǎ ǇŀǊǘ ƛƴ ŘŜŦƛƴƛƴƎ Ƙƻme. The 

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 

 
7 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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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 Per Gustafson 

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 

ǘƘƛƴƪƛƴƎ ƛƳŀƎƛƴŜŘ ƛƳƳƛƎǊŀƴǘǎ ŀǎ ǇŜƻǇƭŜ ǿƘƻ άǿŜǊŜ ŜȄǇŜŎǘŜŘ ǘƻ ŀǎsimilate into their new 

homeland, and persistent emotional or other bonds with a former home country were 

ǊŜƎŀǊŘŜŘ ŀǎ ƻōǎǘŀŎƭŜǎ ǘƻ ǎǳŎŎŜǎǎŦǳƭ ƛƴŎƻǊǇƻǊŀǘƛƻƴέ όDǳǎǘŀŦǎƻƴΣ нлмпΥ пмύΦ IƻǿŜǾŜǊΣ ƳƻǊŜ 

contemporary approaches to migration research acknowledge the transnational perspective 

and understands that migration involves continued mobility and communication between 

ŀƴ ƛƳƳƛƎǊŀƴǘΩǎ ǇƭŀŎŜ ƻŦ ǊŜǎƛŘŜƴŎŜ ŀƴŘ ǇƭŀŎŜ ƻŦ ƻǊƛƎƛƴΦ όDǳǎǘŀŦǎƻƴΣ нлмпΥпмύΦ DǳǎǘŀŦǎƻƴ 

points out that migration studies no longer consider assimilation to a new homeland to be 

ǎǳŎŎŜǎǎŦǳƭ ǘƘǊƻǳƎƘ ǘƘŜ ŀōŀƴŘƻƴƳŜƴǘ ƻǊ ƻǾŜǊŎƻƳƛƴƎ ƻŦ ōƻƴŘǎ ǘƻ ŀ ƳƛƎǊŀƴǘΩǎ ǇƭŀŎŜ ƻŦ ƻǊƛƎƛƴΦ 

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 questions whether the 

location of her birth, England, the location she grew up, Australia, or the location where her 

ŦŀƳƛƭȅ ƭƛǾŜǎΣ tŀƪƛǎǘŀƴΣ ŀǊŜ ŀƭƭ ƘŜǊ ƘƻƳŜ ό!ƘƳŜŘΣ мфффΥооуύΦ !ƘƳŜŘ ǉǳŜǎǘƛƻƴǎΣ ά5ƻŜǎ ōŜƛƴƎ 

at-home involve the coexistence of these three registers? Can we ǳƴŘŜǊǎǘŀƴŘ ΨƭŜŀǾƛƴƎ 

ƘƻƳŜΩ ŀǎ ǘƘŜ ōǊŜŀƪƛƴƎ ŀǇŀǊǘ ƻŦ ǘƘƛǎ ŎƻŜȄƛǎǘŜƴŎŜΣ ǎǳŎƘ ǘƘŀǘ ǿƘŜǊŜ ƻƴŜ ǳǎǳŀƭƭȅ ƭƛǾŜǎ ƛǎ ƴƻ 

ƭƻƴƎŜǊ ǿƘŜǊŜ ƻƴŜΩǎ ŦŀƳƛƭȅ ƭƛǾŜǎΣ ƻǊ ƛƴ ƻƴŜΩǎ ƴŀǘƛǾŜ countryέ (Ahmed, 1999:338)? By 

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, place of family residence. 

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

IƻǿŜǾŜǊΣ !ƘƳŜŘ ŀƭǎƻ ŀǊƎǳŜǎ ǘƘŀǘ άōŜƛƴƎ Ŏŀƴƴƻǘ ōŜ ǎŜŎǳǊŜŘ ōȅ ŀƴȅ ŦƛȄŜŘ ƴƻǘƛƻƴ ƻŦ ƘƻƳŜ ƻǊ 

origin. But on the other hand, migration and nomadism are inscribed as exceptional and 

extraordinary in the very event of being defined against home: that is, an implicit opposition 
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ƛǎ ǎŜǘ ǳǇ ōŜǘǿŜŜƴ ǘƘƻǎŜ ǿƘƻ ŀǊŜ ŀǳǘƘŜƴǘƛŎŀƭƭȅ ƳƛƎǊŀƴǘ ώΧϐ ŀƴŘ ǘƘƻǎŜ ǿƘƻ ǎƛƳǇƭȅ ǎǘŀȅ Ǉǳǘέ 

(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 still relies on 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 necessarily mean they do not have a 

home.  

 

In Space, Place and Gender (1994) by social scientist and geographer Doreen Massey8 the 

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 other9 and the familiar. By looking at location from a 

ǘǊŀƴǎƴŀǘƛƻƴŀƭ ǇŜǊǎǇŜŎǘƛǾŜ aŀǎǎŜȅ ōŜƭƛŜǾŜǎ ǘƘŀǘ άǎƛƳǳƭǘŀƴŜƻǳǎ ŎƻŜȄƛǎǘŜƴŎŜ ƻŦ ǎƻŎƛŀƭ 

interrelations at all geographical scales, from the intimacy of the household to the wide 

ǎǇŀŎŜ ƻŦ ǘǊŀƴǎƎƭƻōŀƭ ŎƻƴƴŜŎǘƛƻƴǎέ όaŀǎǎŜȅΣ мффпΥмсуύΦ Lƴ aŀǎǎŜȅΩǎ ǘŜȄǘ ǎƘŜ ŎƘŀƭƭŜƴƎŜǎ ǘƘŜ 

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 locked-in 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 reconceptualise how we think about place once 

we break down these antiquated restrictions in 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 

ǘƘƛǎ ƻƴ ǘƘŜ ƳƛƎǊŀƴǘΩǎ ǎŜƴǎŜ ƻŦ ǎŜƭŦ ƛǎ ǎƛƎƴƛŦƛŎŀƴǘΦ !ǳǘƘƻǊ tŀǳƭ !ǎōǳǊȅ {ŜŀƳŀƴ ƛƴǘroduces the 

conflict of having multiple homes in his essay Rediscovering a sense of place (1996) he 

 
8 Massey was a British Professor of Geography at the Open University specialising in Marxist geography, 
feminist geography, and cultural geography.  
9 ?ŸƖĲĲŰШ~ċƚƚĲǃќƚШƨƚĲШŸŉШƣőĲШƽŸƖĬШљŸƣőĲƖњШƖĲŉĲƖƚШƣŸШƓũċĦĲƚШƣőċƣШĦċŰШĤĲШƚĲĲŰШċƚШĤĲŔŰŊШŸƨƣƚŔĬĲШŸŉШƣőĲШ
dominant location. In this instance she is explaining how previous definitions of place placed familiar 
spaces, or the home, as one place and everywhere else ƣőċƣШƽċƚШŰŸƣШŉċůŔũŔċƖШċƚШƣőĲШљŸƣőĲƖњШƓũċĦĲЮШ 
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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 found that they develop 

bonds with multiple places. They can feel connected to their new place of residence which 

may fulfil their preconceived notions of homeliness, while also characterising their place of 

origin as their home and 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 for 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 

ǎƛƳǇƭȅ ŀ ŎƻƳǇŀǊƛǎƻƴ ōŜǘǿŜŜƴ ǘƘŜ Ǉŀǎǘ ƘƻƳŜ ŀƴŘ ǘƘŜ ƴŜǿ ƘƻƳŜ άǘƘƻǳƎƘ ƛǘ ƛǎ ǳǎǳŀƭ ǘƻ 

imagine migrant experiences as pre - and post-migration, such a dichotomous view 

inaŘŜǉǳŀǘŜƭȅ ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŘȅƴŀƳƛŎǎ ƻŦ ƛŘŜƴǘƛǘȅ ŀƴŘ ŀǘǘŀŎƘƳŜƴǘέ όwƛǎƘōŜǘƘΣ 

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 third location introduced 

ōȅ wƛǎƘōŜǘƘ ŀǎ ŀƴ ƛƳŀƎƛƴŜŘ ƭƻŎŀǘƛƻƴ ƻŦ ŜȄǇŜŎǘŀǘƛƻƴΦ ά.ŜŦƻǊŜ ƳƛƎǊŀǘƛƻƴ ŀ ǇŜǊǎƻƴ ŀƭǊŜŀŘȅ Ƙŀǎ 

a connection to the future destination, and expectation informed by shared images, gossip, 

and stories, on arrival, and in those first weeks, months, even years of settling, the local 

environment is not just measured against the place that has been left, but against the 

ŀƴǘƛŎƛǇŀǘŜŘ όƛƳŀƎƛƴŀǊȅύ ǇƭŀŎŜέ όwƛǎƘōŜǘƘΣ нлмпΥмлтύΦ tǊŜŎƻƴŎŜǇǘƛƻƴǎ ƻŦ ǘƘŜ ƴŜǿ ƘƻƳŜƭŀƴŘ 

can be challenged upon arrival. At times, a ǇƭŀŎŜ Ƴŀȅ Ŧŀƛƭ ǘƻ ǳǇƘƻƭŘ ǘƘŜ ƳƛƎǊŀƴǘΩǎ ƻǊƛƎƛƴŀƭ 

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 transnationality. 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 paper, Cartographies of Diaspora: Contesting Identities 

(1996)Σ άƘƻƳŜ ƛǎ ŀ ƳȅǘƘƛŎ ǇƭŀŎŜ ƻŦ ŘŜǎƛǊŜ ƛƴ ǘƘŜ ŘƛŀǎǇƻǊƛŎ ƛƳŀƎƛƴŀǘƛƻƴΦ Lƴ ǘƘƛǎ ǎŜƴǎŜΣ ƛǘ ƛǎ ŀ 

place of no return, even if it is possible to visit the geographical territory that is seen as the 

ǇƭŀŎŜ ƻŦ ƻǊƛƎƛƴέ ό.ǊŀƘΣ мффсΥ мфнύΦ .ǊŀƘ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ƘƻƳŜ ƛǎ ŀ Ǉƭŀce that can only be visited 

through memories as it is a place one can never return to physically. It no longer exists 

outside that specific moment in time. Brah 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 statement still rings 

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

can never return to an exact moment and place in time. This is something that can only be 

revisited in our memories, which is also subject to change over time. Ahmed 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 what it is like to inhabit a place plays a 

ǊƻƭŜ ƛƴ ƻǳǊ ŎƻƴƴŜŎǘƛƻƴ ǘƻ ǘƘŀǘ ƭƻŎŀǘƛƻƴΦ ά¢ƘŜ ǇŀǎǘΩ ōŜcomes associated with a home that it is 

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 

ŀƴŘ ǇǊŜǎŜƴǘέ ό!ƘƳŜŘΣ мфффΥопоύΦ IƻƳŜ Ŏŀn never exist in the same manifestation as it did 

ƛƴ ǘƘŜ ǇŀǎǘΦ Lƴ ŀŘŘƛǘƛƻƴΣ ŀǎ ǘƛƳŜ ǇŀǎǎŜǎ ǎƻŎƛŜǘƛŜǎΩ ƛƳǇŀŎǘ ƻƴ ǇƭŀŎŜ ōŜŎƻƳŜǎ ŜǾƛŘŜƴǘΦ .ǳƛƭŘƛƴƎǎ 

are knocked down, parks are replaced, space becomes redeveloped. What once was familiar 

becomes alien and distant. 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 

developments. 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 third-party resources. The inability to recall 

inhabiting space results in feelings of detachment and unhomeliness. 

ά¢ƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƭŜŀǾƛƴƎ ƘƻƳŜ ƛƴ ƳƛƎǊŀǘƛƻƴ ƛǎ ƘŜƴŎŜ ŀƭǿŀȅǎ ŀōƻǳǘ ǘƘŜ ŦŀƛƭǳǊŜ ƻŦ 

ƳŜƳƻǊȅ ǘƻ Ŧǳƭƭȅ ƳŀƪŜ ǎŜƴǎŜ ƻŦ ǘƘŜ ǇƭŀŎŜ ƻƴŜ ŎƻƳŜǎ ǘƻ ƛƴƘŀōƛǘΣ ώΧϐ ¢ƘŜ ǇǊƻŎŜǎǎ ƻŦ 
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returning home is likewise about the failures of memory, of not being inhabited in 

ǘƘŜ ǎŀƳŜ ǿŀȅ ōȅ ǘƘŀǘ ǿƘƛŎƘ ŀǇǇŜŀǊǎ ŀǎ ŦŀƳƛƭƛŀǊέ ό!ƘƳŜŘΣ мфффΥ опоύΦ 

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 

ƳƛƎǊŀƴǘǎΩ ŦŜŜƭƛƴƎ ƻŦ ƴƻǘ ōŜƭƻƴƎƛƴƎΦ Lƴ ŀŘŘƛǘƛƻƴ, after departing from a place of origin 

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 to their new home. This relationship is established 

against the memories of their past. Reflections 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 experiences. Belonging being attributed to places in which 

memory is used to establish positive connections and displacement where the memory 

ǇǊƻǾŜǎ ǘƘŀǘ ǘƘŜ ƴŜǿ ƘƻƳŜ Ŏŀƴƴƻǘ ŦǳƭŦƛƭƭ ǘƘŜ ǇǊŜǾƛƻǳǎ ƳŜƳƻǊȅΩǎ ǊƻƭŜΦ  

 

Autobiographical memory also known as declarative episodic memory 10 is a system that 

utilisŜǎ ǘƘŜ ǊŜŎƻƭƭŜŎǘƛƻƴ ƻŦ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ǇŜǊǎƻƴŀƭ ƘƛǎǘƻǊȅΦ tǎȅŎƘƻƭƻƎƛǎǘ aŀǊƛŀ [ŜǿƛŎƪŀ 

explains that places from childhood in addition to present residences can provide a source 

for autobiographical memories which contribute to personal identity and continuity. The 

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

ǇŀǊǘƛŎǳƭŀǊ ƭƻŎŀǘƛƻƴΦ ά¢ƘŜ ƭƻƴƎŜǊ ƻƴŜ ƭƛǾŜǎ ƛƴ ŀ ǇƭŀŎŜΣ ǘƘŜ ǊƛŎƘŜǊ ŀǊŜ ǇƭŀŎŜ-ǊŜƭŀǘŜŘ ƳŜƳƻǊƛŜǎέ 

these memories contribute to the sense of belonging (Lewicka, 2014:53). It is important 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 transnational 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 
ћEƓŔƚŸĬŔĦШċŰĬШÉĲůċŰƣŔĦШ~ĲůŸƖǃќ in 1972 published in Organization 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 book The Need for Roots in 1949 άǘƻ ōŜ 

rooted is perhaps the most important and least recognized need of the human soul. It is one 

ƻŦ ǘƘŜ ƘŀǊŘŜǎǘ ǘƻ ŘŜŦƛƴŜέ ό²ŜƛƭΣ мфпфΥ плύΦ ¢Ƙƛǎ ƘǳƳŀƴ ŜƳƻǘƛƻƴŀƭ ƴŜŜŘ ƛǎ ƴƻǘ ǎƻƳŜǘƘƛƴƎ 

specifically experienced by those whose lives are characterised by global movement. 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 happens when 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 rootedness is often 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 

ƛƴ άōŜƭƻƴƎƛƴƎ ŜƛǘƘŜǊ ǇŀǊǘƭȅ ƻǊ ŎƻƳǇƭŜǘŜƭȅ ǘƻ ŘƛŦŦŜǊŜƴǘ ǇƭŀŎŜǎέ όsee Appendix A). Allison was 

born in Manchester to a British father and a Mexican mother. At the age of five her family 

ŘŜŎƛŘŜŘ ǘƻ ƳƻǾŜ ǘƻ aŜȄƛŎƻ ǘƻ ƘŜƭǇ ǿƛǘƘ ƘŜǊ ƳƻǘƘŜǊΩǎ ƘŜŀƭǘƘ ŎƻƴŘƛǘƛƻƴ ǿƘƛŎƘ ǿŀǎ 

ŜȄŀŎŜǊōŀǘŜŘ ōȅ ǘƘŜ ŘŀƳǇ ǿŜǘ ǿŜŀǘƘŜǊ ƛƴ 9ƴƎƭŀƴŘΦ Lƴ ŀŘŘƛǘƛƻƴΣ !ƭƭƛǎƻƴΩǎ parents wanted to 

instill the family values of Mexican culture which would be easier to do in Mexico in a 

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

άL ŦŜƭǘ ǾŜǊȅ 9ƴƎƭƛǎƘ ƛƴ aŜȄƛŎƻ ǳǇ ǘƻ ŀ ŎŜǊǘŀƛƴ ŀƎŜΣ ŀƴŘ L ŘƛŘƴϥǘ ǉǳƛǘŜ Ŧƛǘ ƛƴΦ bƻǘ ǘƘŀǘ L 

felt uncomfortable necessarily, but I felt like people stared at me a lot more. Just out 

of curiosity, there was no malice in their staring at me, but I just always felt in the 

spotlight. So, there was a signal telling me that I wasn't quite from there. But I felt 
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like I was from there but at the same time not, because my appearance was very 

ŘƛŦŦŜǊŜƴǘέ11 (see Appendix A). 

!ǎ ŀƴ ŀŘǳƭǘ !ƭƭƛǎƻƴ ǊŜǘǳǊƴŜŘ ǘƻ ƭƛǾŜ ƛƴ ǘƘŜ ¦Y ǿƛǘƘ ƘŜǊ ƘǳǎōŀƴŘ ŀƴŘ ŦƻǳƴŘ ǘƘŀǘ ǎƘŜ ŘƛŘƴΩǘ 

quite fit in in the UK either. It was during her time in the UK that she began to identify 

άƳƻǊŜ ŀǎ aŜȄƛŎŀƴ ǘƘŀƴ ŀǎ ώΧϐ .ǊƛǘƛǎƘέ όsee Appendix A). Despite her feeling of not quite 

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 series Motherland Mexico (2013-Present). 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 discovery of what her home has adapted into during her 

ŀōǎŜƴŎŜΦ ¢Ƙƛǎ ǇǊƻƧŜŎǘ ŀŎǘǎ ŀǎ ŀ ŘƻŎǳƳŜƴǘ ƻŦ !ƭƭƛǎƻƴΩǎ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ƘŜǊ ƛŘŜƴǘƛǘȅ ŀƴŘ ƘŜǊ 

ŎƻƴƴŜŎǘƛƻƴ ǘƻ ǘƘƛǎ ŎƻǳƴǘǊȅΦ IƛǎǘƻǊƛŀƴ !ƭŦƻƴȊƻ ±ŀȊǉǳŜȊ tŜǊŜȊ ǿǊƛǘŜǎ άǘƘƻǎŜ ȅŜŀǊǎ ƻŦ ŀōǎŜƴŎŜ 

allowed her to unwrap spaces oŦ ƴƻǎǘŀƭƎƛŀΣ ƭƻƴƎƛƴƎΣ ƳŜƭŀƴŎƘƻƭȅΣ ǿƻƴŘŜǊΣ Ǉƭŀȅ ŀƴŘ ŎǳǊƛƻǎƛǘȅέ 

(Vazques Perez, 2013). She comes back and sees Mexico 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 her feelings of not belonging to both countries. 

 

 
11 This interview between Roxana Allison and myself took place online using the Zoom video conferencing 
platform on the 6 October 2021. 
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Fig. 31 Ventana de papá / Dad's window, Mexico, Roxana Allison (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 frequently to visit her 

family and to continue her research for her photographic series, With the name of a flower 

(2017-2019), which investigates the forced name changes of the Bulgarian Muslim 

ǇƻǇǳƭŀǘƛƻƴ ŦǊƻƳ aǳǎƭƛƳ ǘƻ {ƭŀǾƛŎ ƴŀƳŜǎ ŘǳǊƛƴƎ ǘƘŜ άwŜǾƛǾŀƭ tǊƻŎŜǎǎ12έ ƛƴ .ǳƭƎŀǊƛŀΦ ²ƘŜƴ 

explaining her experience of traveling back and forth between Bulgaria and the UK 

IŀŘȊƘƛȅǎƪŀ ǎŀȅǎ άƛǘ ƳŀƪŜǎ ƳŜ ǊŜŀƭƛǎŜ Ƙƻǿ ŦƻǊŜƛƎƴ L ŦŜŜƭ ώΧϐ ŜǾŜǊȅǘƘƛƴƎϥǎ ŎƻƴǘƛƴǳƻǳǎΦ ¢ƘŜǊŜ 

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 something that's foreign now. 

 
12 љfŰШũċƣĲШΝΦΥΠШƣőĲШŊŸƻĲƖŰůĲŰƣШĤĲŊċŰШċШůċŢŸƖШĦċůƓċŔŊŰШƣŸШљ7ƨũŊċƖŔǍĲЯњШŸƖ assimilate, 
the ĦŸƨŰƣƖǃќƚ ethnic Turks. Measures aimed at the Turkish population in Bulgaria estimated to number 
approximately 800,000, included the discontinuation of Turkish-language publications and radio 
broadcasts and the requirement that Turks adopt Bulgarian namesњШыDimitrov, P., Bell, J.D., 2024) 
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LǘΩǎ ŎƘŀƴƎŜŘ ǿƛǘƘƻǳǘ ȅƻǳΣ ŀƴŘ ȅƻǳΩǾŜ ŎƘŀƴƎŜŘ ŀǇŀǊǘ ŦǊƻƳ ƛǘέ 13(see Appendix C). This 

experience that Hadzhiyska is referring to is known as collective memory. This concept was 

developed by French philosopher and sociologist Maruice Halbwachs in his 1925 book On 

Collective Memory. Collective memory refers to a shared collection of memories and 

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

(HalbwachsΣ мфнрΥ ффύΦ IŀŘȊƘƛȅǎƪŀΩǎ ŘƛǎŎƻƳŦƻǊǘ ƻŦ ǊŜǘǳǊƴƛƴƎ ǘƻ .ǳƭƎŀǊƛŀ ŀƴŘ ƴƻǘ ƘŀǾƛƴƎ ǘƘŜ 

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, or ǇƻƭƛǘƛŎŀƭ ŜǾŜƴǘǎΦ ¢Ƙƛǎ ƭŀŎƪ ƻŦ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ IŀŘȊƘƛȅǎƪŀΩǎ 

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 Walks photobook exhibited at Work Show Grow Trial and Error group show, London, Vera 

Hadzhiyska (2024) 

 
13 This interview between Vera Hadzhiyska and myself took place online using the Zoom video 
conferencing platform on the 24 October 2021. 
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Lƴ IŀŘȊƘȅƛǎƪŀΩǎ ǇƘƻǘƻōƻƻƪ Night Walks (2024) she reflects on her experience of nostalgia, 

ǇǎȅŎƘƻƎŜƻƎǊŀǇƘȅΣ ǇƭŀŎŜ ŀǘǘŀŎƘƳŜƴǘ ŀƴŘ ƳƛƎǊŀǘƛƻƴΦ ±ŜǊŀ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ǘƘƛǎ ōƻƻƪ άǎǘŀǊǘǎ ǿƛǘƘ 

an image looking out through the window of [her] family home, takes you on a night walk 

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

ƎŀǘŜέ όIŀŘȊƘȅƛǎƪŀΣ нлнпύΦ Like !ƭƭƛǎƻƴΩǎ ǇǊƻƧŜŎǘ Motherland Mexico Hadzhiyska 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 

ǎƻƳŜƻƴŜ ǿƘƻ Ƙŀǎ ōŜŜƴ ŀǿŀȅΦ ±ŜǊŀ ŜȄǇƭŀƛƴǎ ǘƘŀǘ άŦƻǊ ŀ ƳƛƎrant, these changes occur 

simultaneously apart from each other, which creates a unique experience of spaces once 

ƭƻǾŜŘ ŀƴŘ ŦŀƳƛƭƛŀǊΣ ƴƻǿ ǊŜƴŘŜǊŜŘ ŦƻǊŜƛƎƴ ǿƛǘƘ ǘƛƳŜΦ LǘΩǎ ŀƭƳƻǎǘ ƭƛƪŜ ǘƛƳŜ ǘǊŀǾŜƭƭƛƴƎΦ ¢ƘŜǎŜ 

walks transported my mind to momeƴǘǎ ƛƴ ǘƛƳŜΣ ǊŜƭƛǾƛƴƎ ŦǊŀŎǘǳǊŜǎ ƻŦ ŎƘƛƭŘƘƻƻŘ ƳŜƳƻǊƛŜǎέ 

(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 places, others 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 to Glasgow with her sister and mother in 2001. 

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

ƘŜǊ ƳƻǘƘŜǊΩǎ Ƨƻō ǿƻǊƪƛƴƎ ŀǎ ŀ ƭŜŎǘǳǊŜǊ ŀǘ ǾŀǊƛƻǳǎ universities in the UK. She spent most of 

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 

ŜȄǇƭŀƛƴƛƴƎ ǘƘŀǘ άŀƭƎŀŜ ŀǊŜ ŀ Ǉƭŀƴǘ ǘƘŀǘ ŘƻŜǎƴϥǘ ƘŀǾŜ ǊƻƻǘǎΣ ƭŜŀǾŜǎΣ ƻǊ ŀ ǎǘŜƳΣ ōǳǘ ƛǘΩǎ ŀƭǎƻ ǘƘŜ 

ǇǊŜŘŜŎŜǎǎƻǊ ƻŦ ŀƭƭ Ǉƭŀƴǘǎέ 14(see Appendix GύΦ !ŦǘŜǊ ƳƻǾƛƴƎ ǎƻ ŦǊŜǉǳŜƴǘƭȅ wŀōƛƪƻǿǎƪŀ ǎŀƛŘ άL 

ŦŜƭǘ ǊƻƻǘƭŜǎǎΦ LǘΩǎ ŀ ǎǘǊŀƴƎŜ ƻƴŜ ōŜŎŀǳǎŜ Ǌƻƻǘǎ ƛƳǇƭȅ ǎƻƛƭ ŀƴŘ L ǘƘƛƴƪ ŦƻǊ ƳŜΣ ƛǘϥǎ ŀƭǿŀȅǎ ōŜŜƴ 

ǊŜŀƭƭȅ ǳƴŦƛȄŜŘέ όsee Appendix G). In addition to repeated movements around the globe 

 
14 This interview between Zula Rabikowska and myself took place online using the Zoom video 
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. 

ά¦Ǉ ǳƴǘƛƭ .ǊŜȄƛǘ ǿŜ ŀƭǿŀȅǎ ǘǊŜŀǘŜŘ ǘƘŜ ¦Y ŀǎ really great for us. You know, we've 

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 were really excited and happy and 

grateful. That was the overarching attitude and when Brexit happened something 

ōǊƻƪŜ ŘƻǿƴΦ ώΧϐ .ǊŜȄƛǘ ŘŜŦƛƴƛǘŜƭȅ ŎƘŀƴƎŜŘ Ƙƻǿ ǿŜ ŦŜƭǘ ŀōƻǳǘ ǘƘŜ ¦Y ŀǎ ƘƻƳŜέ όsee 

Appendix G). 

 

 

Fig. 33 tƘƻǘƻ ƻŦ ½ǳƭŀ wŀōƛƪƻǿǎƪŀΩǎ ǘŀǘǘƻƻ ƻŦ ŀƭƎŀŜ ŀƴŘ ǘŀǘǘƻƻ of the word ΨhomesickΩ (2025) 
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Fig. 34 Citizens of Nowhere (Obywatele Znikad), Zula Rabikowska (2016) 

 

Lƴ wŀōƛƪƻǿǎƪŀΩǎ ŜȄǇŜǊƛƳŜƴǘŀƭ ǎǘƻǇ-motion animation Citizens of Nowhere (2016) 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 mimicking the process of naturalisation and the 

ŜǊƻǎƛƻƴ ƻŦ ƘŜǊ ƛŘŜƴǘƛǘȅΦ wŀōƛƪƻǿǎƪŀ ŀƭǎƻ ǳǎŜǎ ǘƘŜ ǊŜŘ ǎŎŀƭŜ ǇǊƻŎŜǎǎ άǿƘŜǊŜ ŎƻƭƻǳǊ ƴŜƎŀǘƛǾŜ 

film is loaded backwards and the images are shot through the protective semi-transparent 

layer on the back resulting in reddish-ƻǊŀƴƎŜ ŦƛƭǘŜǊέ όwŀōƛƪƻǿǎƪŀΣ нлмсύΦ ¢Ƙƛǎ ǇǊƻƧŜŎǘ ǿŀǎ 

created as a personal response to the 2016 Brexit referendum specifically looking at the 

ƛƴŎǊŜŀǎŜŘ ǊŀŎƛǎƳ ŀƴŘ ȄŜƴƻǇƘƻōƛŀ ǘƘŀǘ ŦƻƭƭƻǿŜŘΦ ¢Ƙƛǎ ǇǊƻƧŜŎǘ ƛƴǾŜǎǘƛƎŀǘŜǎ wŀōƛƪƻǿǎƪŀΩǎ ƻǿƴ 

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

 

¢ƘŜǊŜ ŀǊŜ Ƴŀƴȅ ŎƻƴǘǊƛōǳǘƛƴƎ ŦŀŎǘƻǊǎ ǘƘŀǘ ƛƳǇŀŎǘ ŀ ǇŜǊǎƻƴΩǎ ŀōƛƭƛǘȅ ǘƻ ōǳƛƭŘ Ǌƻƻǘǎ ŀƴŘ ŦŜŜƭ ŀ 

sense of belonging. For artist Virginia Woods-Jack, who I 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.   

ά²Ŝ ǿŜǊŜ ƭƛǾƛƴƎ ƛƴ [ƻƴŘƻƴΦ L ƘŀŘ ōŜŜƴ ƳŀǊǊƛŜŘ ŦƻǊ ƭŜǎǎ ǘƘŀƴ ŀ ȅŜŀǊΦ !ƴŘ L ǿŀǎ 

pregnant, heavily pregnant and [my husband at the time, Phil, and I had] been 

talking about the fact that we didn't want to raise our child in London. And I was 

quite keen on us ƎƻƛƴƎ ŀƴŘ ǘǊȅƛƴƎ ŀƴŘ ƭƛǾƛƴƎ ǎƻƳŜǿƘŜǊŜ ŜƭǎŜ ώΧϐ ²ƘŜƴ L ǿŀǎ ол 

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 decision with me being 30 weeks pregnant, whether we 

ǿŜǊŜ ƎƻƛƴƎ ǘƻ Ǝƻ ώΧϐ ǿƘŜƴ 9Ƴƛƭȅ ώƳȅ ŦƛǊǎǘ ŎƘƛƭŘϐ ǿŀǎ ŦƛǾŜ ǿŜŜƪǎ ƻƭŘΣ tƘƛƭ ƭŜŦǘ ŦƻǊ bŜǿ 

½ŜŀƭŀƴŘΣ ŀƴŘ ŜƛƎƘǘ ǿŜŜƪǎ ƭŀǘŜǊΣ L ƧƻƛƴŜŘ ƘƛƳέ15 (see Appendix H). 

Woods-Jack explains how this experience of moving from England to New Zealand will 

always be interconnected with her experience of becoming a mother and leaving her pre-

motherhood identity behind. Woods-Jack explained how challenging it was to find a 

commuƴƛǘȅ ŀǎ ǎƘŜ ŘƛŘƴΩǘ ƘŀǾŜ ŀ ǿƻǊƪǇƭŀŎŜ ǘƻ Ǝƻ ǘƻ ƻǊ ŀ ǎǘǳŘƛƻΦ Lƴ ǘƘŜ ŜŀǊƭȅ ƳƻƴǘƘǎ ƻŦ ƘŜǊ 

migration, she was also experiencing motherhood for the first time and so everybody that 

ǎƘŜ ƳŜǘ ƛƴ bŜǿ ½ŜŀƭŀƴŘ ǿŀǎ ǘƘǊƻǳƎƘ ƘŜǊ ƘǳǎōŀƴŘ tƘƛƭΦ {ƘŜ ǿŀǎ ƪƴƻǿƴ ŀǎ άtƘƛƭΩǎ ǿƛŦŜέ όsee 

Appendix H). She recalls feeling like there was an end to the person she was when she lived 

ƛƴ 9ƴƎƭŀƴŘ άŀ ±ƛǊƎƛƴƛŀΣ ǇǊŜ-immigrating, and a Virginia post-ŜƳƛƎǊŀǘƛƴƎέ όsee Appendix H). 

Woods-Jack 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. Woods-Jack explains that the way 

ǘƘŀǘ άL ƳŀŘŜ Ƴȅ ƘƻƳŜ ǿŀǎ ōȅ ǿŀƭƪƛƴƎΣ ōŜƛƴƎ ŀƴŘ ōŜŎƻƳƛƴƎ ŀǿŀǊŜ ώΧϐ Lϥm now attached to 

the wind, to the light, to the air, to the hills. I know them so intimately now that I know that 

L ǿƻǳƭŘ Ƴƛǎǎ ǘƘŜƳ ŘŜŀǊƭȅ ƛŦ L ƭŜŦǘέ όsee Appendix H). 

 

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 This interview between Virginia Woods-Jack and myself took place online using the Zoom video 
conferencing platform on the 10 October 2021. 
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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 

ever-changing journey. Furthermore, rootedness is just one of the key attributes 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 rose-tinted memories and thoughts of fonder times. 

However, investigations into the history of nostalgia and first-hand accounts of 

contemporary experiences of nostalgia from migrants today reveal a more multifaceted 

understanding of the experience. The term nostalgia itself derives from the Greek wƻǊŘΩǎ 

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 observed in IƻƳŜǊΩǎ 

epic poem the Odyssey16. This fundamental patriarchal work 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 for Ithaca, 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 in his Medical Dissertation on Nostalgia 17 

his findings on Heimweh 18 ǿƘƛŎƘ ƘŜ ŀƭǎƻ ǊŜŦŜǊǎ ǘƻ ŀǎ ǘƘŜ άǿŀǎǘƛƴƎ ŘƛǎŜŀǎŜέ όIƻŦŜǊΣ мсууΥ 

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

άIŜƴŎŜΣ ŦǊƻƳ ǘƘŜ ƭƛǾƛƴƎ ǎǇƛǊƛǘǎ ŜƴǘƛǊŜƭȅ ōȅ ƛǘǎ ƻǿƴ ƳƻƳŜƴǘǳƳ ŀƭƻƴƎ ǳƴŎƻƳƳƻƴ 

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

 
16 Homer's Odyssey is an epic poem believed to be written in the 8th century BCE and is considered to be 
a masterpiece of Greek literature alongside its prequel The Iliad.  
17 The Medical Dissertation on Nostalgia by 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 homesickness (Collins dictionary, 
2023). 
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by revisiting the oval tubes of the centre brain, it is originated by arousing especially 

the uncommon and ever-ǇǊŜǎŜƴǘ ƛŘŜŀ ƻŦ ǘƘŜ ǊŜŎŀƭƭŜŘ ƴŀǘƛǾŜ ƭŀƴŘ ƛƴ ǘƘŜ ƳƛƴŘέ όIƻŦŜǊΣ 

1688:381). 

¢Ƙƛǎ ǘǊƻǳōƭƛƴƎ ŘƛǎŜŀǎŜ ǿŀǎ ŎƘŀǊŀŎǘŜǊƛǎŜŘ ŀǎ ŀƴ ƛƳƳƻǾŀōƭŜ άƳŜƭŀƴŎƘƻƭȅ ŘŜƭƛǊƛǳƳέ όIƻŦŜǊΣ 

1688: 381) that caused physical and mental symptoms such as grief, fever, disturbed sleep, 

ƘǳƴƎŜǊΣ ǘƘƛǊǎǘΣ ŘƛƳƛƴƛǎƘŜŘ ǎŜƴǎŜǎΣ ƘŜŀǊǘ ǇŀƭǇƛǘŀǘƛƻƴǎΣ ŀƴŘ ǿŜŀƪƴŜǎǎ άŜƛǘƘŜǊ ōŜcause 

[patients] are abandoned by the pleasant breeze of their Native Land or because at some 

ǘƛƳŜΣ ǘƘŜȅ ǇƛŎǘǳǊŜ ǘƘŜƳǎŜƭǾŜǎ ŜƴƧƻȅƛƴƎ ǘƘƛǎ ƳƻǊŜέ όIƻŦŜǊΣ мсууΥ оулύΦ ¢ƘŜ ǿŀǎǘƛƴƎ ŘƛǎŜŀǎŜ 

was thought to result in death only remedied by a return to the homeland. In the mid-18th 

century Swiss physician, Johann Jakob Scheuchzer suggested that the cause of nostalgia was 

a change in atmospheric pressure causing damage in the eardrum when Swiss soldiers 

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 memories of home. Towards 

the end of the 19th century Austrian founder of psychoanalysis, Sigmund Freud began to 

introduce his theories of nostalgia, and the illness became re-catalogued as a psychological 

condition rather than a neurological disease as it had previously been believed to be. 

Throughout the twentieth 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 past experiences, autobiographical memory, and geographical locations that 

extended further than previous place of residence became significant factors. 

 

Contemporary understandings of nostalgia however depart from traditional 

characterisations. Associate professor at Duke University Felipe De Brigard for example 

ŀǊƎǳŜǎ ǘƘŀǘ άŎƻƎƴƛǘƛǾŜƭȅΣ ƴƻǎǘŀƭƎƛŎ ŜǾŜƴǘǎ ƛƴǾƻƭǾŜ ǘƘŜ ƳŜƴǘŀƭ ǎƛƳǳƭŀǘƛƻƴ ƻŦ ǇƻǎǎƛōƭŜ ŜǾŜƴǘǎ 

ǘƘŀǘ Ƴŀȅ ƻǊ Ƴŀȅ ƴƻǘ ƘŀǾŜ ƘŀǇǇŜƴŜŘ ƛƴ ƻƴŜΩǎ ƻǿƴ Ǉŀǎǘέ ό5Ŝ .ǊƛƎŀǊŘΣ нлмуΥ оύ 5Ŝ .ǊƛƎŀǊŘ 

expands definitions ƻŦ ƴƻǎǘŀƭƎƛŀ ǘƻ Ǝƻ ōŜȅƻƴŘ ǘƘŜ ǎƛƴƎǳƭŀǊƛǘȅ ƻŦ ƻƴŜΩǎ ƘƻƳŜ ǘƻ ƛƴŎƭǳŘŜ 

ŜȄǇŜǊƛŜƴŎŜǎ ƻǳǘǎƛŘŜ ƻŦ ŀ ǇŜǊǎƻƴΩǎ ƻǿƴ ƳŜƳƻǊȅΦ Lƴ ŀŘŘƛǘƛƻƴΣ ƘŜ ŀƭǎƻ ŀǊƎǳŜǎ ǘƘŀǘ ƴƻǎǘŀƭƎƛŀ 

Ƴŀȅ ƴƻǘ ŀƭǿŀȅǎ ōŜ ŎŀǳǎŜŘ ōȅ ŀ ŘŜǎƛǊŜ ǘƻ ǊŜǘǳǊƴ ǘƻ ƻƴŜΩǎ ƘƻƳŜƭŀƴŘ ŀǘ ŀƭƭΣ ǘƘŜ ŘŜǎƛǊŜ Ŏŀƴ ōŜ 

about something 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 

ƳƛƎǊŀƴǘ ǿƻƳŀƴ ŀǊǘƛǎǘǎΦ ²ƛǘƘ ŀƴ ŜǎǘƛƳŀǘŜŘ άм ōƛƭƭƛƻƴ ƳƛƎǊŀƴǘǎ ƎƭƻōŀƭƭȅΣ ŀōƻǳǘ м ƛƴ у ƻŦ ǘƘŜ 

Ǝƭƻōŀƭ ǇƻǇǳƭŀǘƛƻƴέ ό²ƻǊƭŘ IŜŀƭǘƘ hǊƎŀƴƛȊŀǘƛƻƴΣ нлнпύ ŀ ŎƻƳǇǊŜƘŜƴǎƛǾŜ ǳƴŘŜǊǎǘŀƴŘing of 

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 analysis of scholarship 

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, 

ƭƻƴŜƭƛƴŜǎǎΣ ŘȅǎǇƘƻǊƛŀΣ ƻǊ ǎŀŘƴŜǎǎΦ !ƭƭƛǎƻƴ ǎƘŀǊŜǎ ƘŜǊ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƘƻƳŜǎƛŎƪƴŜǎǎ άL ŦŜŜƭ 

depressed. I feel unmotivated and uninspired. Just like a blob on the couch. I just feel like I 

ƘŀǾŜ ƴƻ ŜƴŜǊƎȅέ όsee Appendix A). Another interviewee artist Nastja Nefjodov echoes this as 

ǎƘŜ ŘŜǎŎǊƛōŜǎ ƘŜǊ ŜȄǇŜǊƛŜƴŎŜ ŀǎ ŦŜŜƭƛƴƎ ƭƛƪŜ άǎƻƳŜ ǎƻǊǘ ƻŦ ǎŀŘƴŜǎǎ ŀƴŘ ǊŜǎǘƭŜǎǎƴŜǎǎέ19 (see 

Appendix F). 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. 

¢ƘŜ ŜƳƻǘƛƻƴŀƭ ǎȅƳǇǘƻƳǎ ƻŦ ƘƻƳŜǎƛŎƪƴŜǎǎ Ŏŀƴ ƘŀǾŜ ŀ ƭŀǊƎŜ ƛƳǇŀŎǘ ƻƴ ǘƘŜ ŀǊǘƛǎǘΩǎ ǇǊŀŎǘƛŎŜΦ 

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, symptoms can last for 

ƳǳŎƘ ƭƻƴƎŜǊ ŀƴŘ ƘŀǾŜ ŀ ŘŜōƛƭƛǘŀǘƛƴƎ ŜŦŦŜŎǘ ƻƴ ǘƘŜ ŀǊǘƛǎǘΩǎ ǿŜƭƭ-being. Many of these 

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

 
19 This interview between Nastja Nefjodov and myself took place online using the Zoom video 
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 characterised as cognitive, for example, preoccupying 

ǘƘƻǳƎƘǘǎ ƻŦ ŀ ƳƛƎǊŀƴǘΩǎ ƘƻƳŜΣ ŀƴȄƛŜǘȅΣ ǿƛǘƘŘǊŀǿŀƭ ŦǊƻƳ ƳŀƪƛƴƎ ŎƻƴƴŜŎǘƛƻƴǎ ǿƛǘƘƛƴ ǘƘŜ ƴŜǿ 

place of residence, and fixation on memories whether autobiographical or from elsewhere. 

Some of the participants who were interviewed 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 

ƘƻƳŜǎƛŎƪƴŜǎǎΦ .ŀǊǊȅ ŦƻǊ ŜȄŀƳǇƭŜ ŜȄǇƭŀƛƴŜŘ ǘƘŀǘ άōŜŎŀǳǎŜ ǎƻ Ƴŀƴȅ ǇŜƻǇƭŜ L ƪƴƻǿΣ ŀǊŜ ƛƴ 

different parts of the world, that makes it easy to remain connected to them. I'm always in 

my friends, DMs20. I look at their stories. It doesn't create a feeling of missing out or feeling 

ǿŀƴǘƛƴƎ ǘƻ ōŜ ǘƘŜǊŜέ όŜŜ !ǇǇŜƴŘƛȄ G). For Rabikowska she described social media to be a 

άŘƻǳōƭŜ-ŜŘƎŜŘ ǎǿƻǊŘέ όsee Appendix G). She 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 close-knit friends. (see Appendix G). 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 preferred 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 text In search of roots: Restoring continuity in a mobile 

world (2020) that: 

άLƴǘŜǊƴŜǘ ŎƻƴƴŜŎǘƛƻƴ ŀƴŘ ǾƛǊǘǳŀƭ Ƴƻōƛƭƛǘȅ Ƴŀȅ ƛƴǎŜǊǘ ŀ ǇŀǊŀŘƻȄƛŎŀƭ ŜŦŦŜŎǘ ƻƴ ǇŜƻǇƭŜΩǎ 

residential mobility, as it may decrease the propensity for physical movements. Easy 

access to internet-based communication over long distances, increased popularity of 

telework, distance learning instead of physical school attendance, or video 

conferences that replace physical presence- all this may make radical changes of the 

 
20 DM is commonly used to refer to a private message sent on social media such as Instagram, Facebook, 
or Twitter via direct messaging. 
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residence place unnecessaryέ (Breines, Raghuram, & Gunter, 2019; Cooke & 

Shuttleworth, 2017 cited in Lewicka, 2021:65). 

With the advancements in communication technology across countries, 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 migrated before 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 positively or negatively impact the 

ǇŀǊǘƛŎƛǇŀƴǘΩǎ ŦŜŜƭƛƴƎǎ ƻŦ ƘƻƳŜǎƛŎƪƴŜǎǎ ŀǎ ƛǘ ǿŀǎ ƴƻǘ ǳǎŜŘ ƻǊ ŘƛŘ ƴƻǘ Ǉƭŀȅ ŀ ǎƛƎƴƛŦƛŎŀƴǘ ǊƻƭŜ ƛƴ 

ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘΩǎ ƭƛŦŜΦ !ƭƭƛǎƻƴ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ŀ ƭƻǘ ƻŦ ƘŜǊ ŦǊƛŜƴŘǎ ƛƴ aŜȄƛŎƻ ŀǊŜ ŀǊǘƛǎǘǎ ǎƻ ǘƘŜȅ Řƻ 

use Instagram occasionally and so ǎƘŜ ƎŜǘǎ ǘƻ ǎŜŜ ǿƘŀǘΩǎ ƘŀǇǇŜƴƛƴƎ ƛƴ ǘƘŜƛǊ ƭƛǾŜǎΣ ƘƻǿŜǾŜǊ 

άǇƘƻƴŜ Ŏŀƭƭǎ ŀǊŜ ƧǳƛŎƛŜǊ ŀƴŘ ƳƻǊŜ ŜƴǊƛŎƘƛƴƎ ōŜŎŀǳǎŜ ȅƻǳ Ŏŀƴ ƘŜŀǊ ǘƘŜ ǾƻƛŎŜ ƻŦ ǘƘŜ ǇŜǊǎƻƴ ƻƴ 

ǘƘŜ ƻǘƘŜǊ ŜƴŘέ όsee Appendix A). 

 

¢ƘŜ ƭŀǎǘ ǎŜǘ ƻŦ ǎȅƳǇǘƻƳǎ Ŏŀƴ ōŜ ǎƛƎƴƛŦƛŎŀƴǘ ƛƴ ƛƳǇŀŎǘƛƴƎ ŀ ƳƛƎǊŀƴǘ ǿƻƳŀƴΩǎ ŀǊǘƛǎǘƛŎ ǇǊŀŎǘƛŎŜΦ 

This group involves the somatic or bodily manifestations of homesickness. Examples include 

άƛƴǎƻƳƴƛŀΣ ƳŜƳƻǊȅ ǇǊƻōƭŜƳǎΣ ŀǇǇŜǘƛǘŜ ŎƘŀƴƎŜǎ ǘƻ ƎŀǎǘǊƻƛƴǘŜǎǘƛƴŀƭ ŘƛŦŦƛŎulties, immune 

ŘŜŦƛŎƛŜƴŎƛŜǎΣ ƻǊ ŜǾŜƴ ŘƛŀōŜǘŜǎέ ό{ǘǊƻŜōŜΣ нлмрΥ оппύΦ ²ƻƻŘ-Jack during her interview 

explained how simply talking about her migration can conjure physical symptoms. She 

ŜȄǇƭŀƛƴŜŘΣ άƛǘΩǎ ŀ ǘƛƎƘǘŜƴƛƴƎ ƛƴ Ƴȅ ǘƘǊƻŀǘ ώΧϐ ǘƘŀǘ ǎƻǊǘ ƻŦ ǎǘŀǊǘǎ ŀǘ ǘƘŜ ōŀŎƪ ώΧΦϐ ŀƴŘ ǘƘŀǘ 

ǘǊŀǾŜƭǎ Řƻǿƴ Ƴȅ ŘƛƎŜǎǘƛǾŜ ǎȅǎǘŜƳΣ ŀƴŘ ƛǘ Ƨǳǎǘ ŦŜŜƭǎ ƭƛƪŜ ŜǾŜǊȅǘƘƛƴƎ ǎǘŀǊǘǎ ǘƻ ǘƛƎƘǘŜƴέ όsee 

Appendix H). Woods-Jack took a moment to gather herself as the interview itself had 

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

explain that the feeling comes from realisƛƴƎ ǘƘŀǘ ƘŜǊ άǇŀǊŜƴǘǎ ǿƛƭƭ ƴŜǾŜǊ ŎƻƳŜ ǘƻ ώbŜǿ 

½ŜŀƭŀƴŘϐ ŀƎŀƛƴέ ǘƘŜ ōƻǊŘŜǊ ŎƭƻǎǳǊŜǎ ŘǳŜ ǘƻ ǘƘŜ ǇŀƴŘŜƳƛŎ ƘŀŘ ŎƭƻǎŜŘ ǘƘŀǘ ǿƛƴŘƻǿ ŀƴŘ ƴƻǿ 
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ǘƘŜ ǘƘƻǳƎƘǘ ƻŦ ǘǊŀǾŜƭ ƛƴǎǇƛǊŜǎ άŦŜŀǊ ŀǊƻǳƴŘ ƎŜǘǘƛƴƎ ǎǘǳŎƪ ǇƭŀŎŜǎέ ƛƴ ŀŘŘƛǘƛƻƴ ǘƻ ǘƘŜ ŦŜŀǊ ƻŦ 

άƴƻǘ ōŜƛƴƎ ŀōƭŜ ǘƻ ƎŜǘ ōŀŎƪ ǘƻ ώƘŜǊϐ ƭƛŦŜέ ƛƴ bŜǿ ½ŜŀƭŀƴŘ όsee Appendix H). Hadzhiyska 

ŘŜǎŎǊƛōŜŘ ƘŜǊ ǇƘȅǎƛŎŀƭ ǎȅƳǇǘƻƳǎ ŀǎ άŀ ŦŜŜƭƛƴƎ ƻŦ ƘŀǾƛƴƎ ƘŜŀǾƛƴŜǎǎ ƛƴ ώƘŜǊϐ ŎƘŜǎǘέ όsee 

Appendix C). In addition, artist Hadiatou Barry currently based in Côte d'Ivoire described 

άƎǊƛƴŘƛƴƎ ώƘŜǊϐ ǘŜŜǘƘ ŀǘ ƴƛƎƘǘέ 21 while she was living in the United States (see Appendix B). 

Barry was born in Guinea in West Africa but spent much of her childhood in Côte d'Ivoire 

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 Côte d'Ivoire. Barry 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 

άǎǘŀǊǘŜŘ ƘŀǾƛƴƎ ǎƻƳŜ ƳƛƴƻǊ Ǝǳǘ ƛǎǎǳŜǎέ όsee Appendix B). Demonstrating that nostalgia 

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

 

 

Fig. 35 Nostalgia Ultra, Hadiatou Barry (2021) 

 
21 This interview between Hadiatou Barry and myself took place online using the Zoom video conferencing 
platform on the 20 September 2020. 
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Fig. 36 Detail of quote from Nostalgia Ultra, Hadiatou Barry (2021) 

 

Lƴ .ŀǊǊȅΩǎ ōƻŘȅ ƻŦ ǿƻǊƪ Nostalgia Ultra (2021) she returns home to Côte d'Ivoire with her 

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

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

sisters created a body of work documenting this experience. This was the first time in nearly 

ǘǿŜƴǘȅ ȅŜŀǊǎ ǘƘŀǘ !ƠŎƘŀ ƘŀŘ ǊŜǘǳǊƴŜŘ ƘƻƳŜΦ 5ǳǊƛƴƎ ƘŜǊ ǘǊƛǇ .ŀǊǊȅΩǎ ǎƛǎǘŜǊ ƪŜǇǘ ŀ ƧƻǳǊƴŀƭ 

reflecting on her feelings of revisiting the location they left many years before. Barry then 

combines archival images from her family album, new photographs Barry has recently 

ŎǊŜŀǘŜŘΣ ŀƴŘ ǘƘŜ ŜƴǘǊƛŜǎ ŦǊƻƳ ƘŜǊ ǎƛǎǘŜǊΩǎ ƧƻǳǊƴŀƭΦ {ƘŜ ŀǘǘŜƳǇǘǎ ǘƻ ƘŜƭǇ ƘŜǊ ǎƛǎǘŜǊ ŦƛƴŘ ǇŜŀŎŜ 

with her past and immigrant identity. However, during the process Aïcha found that a 

catƘŀǊǎƛǎ ǿŀǎ ǳƴƭƛƪŜƭȅΦ {ƘŜ ǿǊƛǘŜǎ ǘƘŀǘ άǎŜŜƛƴƎ ǊŜƳƴŀƴǘǎ ƻŦ ōǳƭƭŜǘǎ ƻƴ ƻǳǊ ƻƭŘ ώŀǇŀǊǘƳŜƴǘϐ 

ōǳƛƭŘƛƴƎ ώǿŀǎϐ ǎǳǊǊŜŀƭέ ŀƴŘ ǘƘŀǘ ǎƘŜ άŎƻǳƭŘ ŦŜŜƭ ώǘƘŀǘϐ ŀƴȅƻƴŜ Ŏŀƴ ǎŜŜ ƻƴ Ƴȅ ŦŀŎŜ ǘƘŀǘ LΩƳ 

ƴƻǘ ŦǊƻƳ ƘŜǊŜ ŀƴȅƳƻǊŜέ ό!ƠŎƘŀΣ нлнмύΦ ¢ƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǊŜǘǳǊƴƛƴƎ ƘƻƳŜ ǿŀǎ Řƛfferent for 

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 investigations into nostalgia, 

it is clear that being ŀǿŀȅ ŦǊƻƳ ƻƴŜΩǎ ǇƭŀŎŜ ƻŦ ƻǊƛƎƛƴ Ŏŀƴ ƛƳǇŀŎǘ ƻƴ ŀ ǇŜǊǎƻƴΩǎ ǿŜƭƭōŜƛƴƎΦ 

!ƭǘƘƻǳƎƘ ǿŜ ƘŀǾŜ ƳƻǾŜŘ ƻƴ ŦǊƻƳ WƻƘŀƴƴŜǎ IƻŦŦŜǊΩǎ ƛŘŜŀǎ ƻŦ ǘƘŜ ǿŀǎǘƛƴƎ ŘƛǎŜŀǎŜ ŀǎ 

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 

Ƙƻǿ ǘƘŜ ǎȅƳǇǘƻƳǎ ŜȄǇǊŜǎǎ ǘƘŜƳǎŜƭǾŜǎ ǘƘŜȅ Ŏŀƴ ƛƳǇŀŎǘ ƻƴ ŀ ǇŜǊǎƻƴΩǎ ŎǊŜŀǘƛǾŜ ŀǊǘ ǇǊŀŎǘice. 

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ƘƻƳŜǎƛŎƪƴŜǎǎΣ ŀ ǇŜǊǎƻƴΩǎ ŎƻƎƴƛǘƛǾŜ ŜƳƻǘƛƻƴŀƭ ōƻƴŘ ǘƻ ǇƭŀŎŜ Ŏŀƴ ŀƭǎƻ 

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 defined by singular 

attributes such as the length of time spent in a place, or the perceived beauty of the 

ƭƻŎŀǘƛƻƴΦ άwŀǘƘŜǊΣ ǇƭŀŎŜ ŀǘǘŀŎƘƳŜƴǘ ƛǎ ƛƴǘŜǊŘŜǇŜƴŘŜƴǘ ǿƛǘƘ ƻǘƘŜǊ ŀǎǇŜŎǘǎ ƻŦ ǇƭŀŎŜ - for 

example, geographical and cultural qualities, relative rootedness in place, degree of 

personal and social involvement, quality of life, environmental aesthetics, individual and 

ƎǊƻǳǇ ƛŘŜƴǘƛǘȅ ǿƛǘƘ ǇƭŀŎŜΣ ŀƴŘ ǎƻ ŦƻǊǘƘέ ό{ŜŀƳƻƴΣ нлмпΥ мнύΦ Lǘ ƛǎ ǎƻƳŜǘƛƳŜǎ ōŜƭƛŜǾŜŘ ǘƘŀǘ 

the more time a migrant spends in a place the more attached 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 chapter has explored how time spent in a place is relevant 

when discussing autobiographical memory, it does not in this instance act alone as a 

determination of level of attachment. In addition, factors such as social status and physical 

ŦŜŀǘǳǊŜǎ Ƴŀȅ ōŜ ŎƻƴǎƛŘŜǊŜŘ ƻŦ ƘƛƎƘ ƛƳǇƻǊǘŀƴŎŜ ǿƘŜƴ ŎƻƴǎƛŘŜǊƛƴƎ ŀ ǇŜǊǎƻƴΩǎ ƭŜǾŜƭ ƻŦ 

attachment to place. The improvement of social status or if the environment is deemed 

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

ŀ ǇŜǊǎƻƴΩǎ ŘŜƎǊŜŜ ƻŦ ǇƭŀŎŜ ŀǘǘŀŎƘƳŜƴǘ ƛǎ ƳǳŎƘ ƳƻǊŜ ƳǳƭǘƛŦŀŎŜǘŜŘΦ {ŜŀƳƻƴ ŜȄǇƭŀƛƴǎ ǘƘŀǘ 

there are many contributing factors to place attachment. It is a very individual experience 

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

ǇŜǊǎƻƴΦ ¸ƻǳ Ŏŀƴƴƻǘ ǎƛƳǇƭȅ ƳŜŀǎǳǊŜ ŀ ǇŜǊǎƻƴΩǎ ŘŜƎǊŜŜ ƻŦ ŀǘǘŀŎƘƳŜƴǘ ǘƻ ǇƭŀŎŜ ƻƴ ƻƴŜ 

singular component. Rishbeth 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 

ŀǘǘŀŎƘƳŜƴǘΦ άtƭŀŎŜ ŀǘǘŀŎƘƳŜƴǘ ŘŜǾŜƭƻǇǎ ŀǎ ŀƴ ŜƳōƻŘƛƳŜƴǘ ƻŦ ŎƘƻƛŎŜǎ ƻŦ ǇŀǊǘƛŎƛǇŀǘƛƻƴ ŀƴŘ 

individual movements, interweaving a personal sense of identity with that of belonging and 
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attachment to a specific neighborhood ƻǊ Ŏƛǘȅέ όwƛǎƘōŜǘƘΣ нлмпΥ млуύΦ Lǘ ƛǎ ǘƘŜ ŀŎǘ ƻŦ 

participation between the immigrant and the place that develops place attachment and 

contributes to the transnational existence. For Woods-Jack that choice to return to certain 

places is almost ritualistic. She explains how every time she returns to England, on a trip 

ƘƻƳŜ ŦǊƻƳ bŜǿ ½ŜŀƭŀƴŘΣ ǎƘŜ Ƙŀǎ ŎŜǊǘŀƛƴ ƭƻŎŀǘƛƻƴǎ ǎƘŜ Ƴǳǎǘ ǊŜǘǳǊƴ ǘƻΦ άL ŎƻǳƭŘƴϥǘ Ǝƻ ōŀŎƪ ǘƻ 

9ƴƎƭŀƴŘ ŀƴŘ ƴƻǘ Ǝƻ ǘƻ ǿƘŜǊŜ L ƎǊŜǿ ǳǇ ŀƴŘ ώΧϐ ƴƻǘ Ǝƻ ǘƻ ōŀǊōŜǊΣ not go to the graveyard. 

There are places where if I don't do those things while I'm home then it just feels like I 

ƘŀǾŜƴϥǘ ōŜŜƴ ƘƻƳŜέ όsee Appendix H). For Woods-Jack 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 

locations is as if there ŀǊŜ άƭŀȅŜǊǎ ƻŦ ƳȅǎŜƭŦ ǘƘŀǘ LΩǾŜ ƭŜŦǘ ǘƘŜǊŜΣ ώΧϐ ǘƘŀǘ Ƨǳǎǘ ŜȄƛǎǘ ǘƘŀǘ ŀǊŜ ǎǘƛƭƭ 

ŘƻƛƴƎΣ ώΧϐ ƭƛƪŜ ǎǿƛƳƳƛƴƎ ƛƴ ǘƘŜ ǊƛǾŜǊΦ L Ŏŀƴ ǎŜŜ ƳȅǎŜƭŦ ǿƘŜƴ L Ǝƻ ōŀŎƪ ǘƻ ǘƘƻǎŜ ǎǇŀŎŜǎΦ LǘΩǎ 

ƭƛƪŜ ǘƘŜǊŜΩǎ Ƨǳǎǘ all ǘƘŜǎŜ ŘƛŦŦŜǊŜƴǘ ǾŜǊǎƛƻƴǎ ƻŦ ƳȅǎŜƭŦ ώΧϐΦ Lǘϥǎ ƭƛƪŜ ǊŜŎƻƴƴŜŎǘƛƴƎ ǘƻ ǇŀǊǘǎ ƻŦ 

ƳȅǎŜƭŦ ǘƘŀǘ L ŎŀǊǊȅ ǿƛǘƘ ƳŜέ όsee Appendix H). Woods-Jack actively chooses to reconnect 

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

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

narrative. As mentioned earlier, the place attachment is multi-faceted and individual.  

 

Seamon addresses the contributing factors to place attachment in his chapter Place 

Attachment and Phenomenology: The Synergistic Dynamism of Place (2014). One of these 

ŦŀŎǘƻǊǎ {ŜŀƳƻƴ ŀǊƎǳŜǎ ƛǎ ǊƻǳǘƛƴŜΦ ά9ǾŜǊȅ Řŀȅ Ƙŀōƛǘǳŀƭ ǊƻǳǘƛƴŜǎ ǊŜƎǳƭŀǊƭȅ ƘŀǇǇŜƴƛƴƎ ƛƴ ώŀϐ 

place are one important foundation for long-term involvement and identity with place, 

which in turn sustain and are sustained by feelings of attachment ǘƻ ǘƘŀǘ ǇƭŀŎŜέ ό{ŜŀƳƻƴΣ 

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 drive, but rather unsuspecting places such 

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

places sustained by long-term habitual interaction are often locations that provide the 

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

location has allowed her to feel a sense of attachment to certain places from her time 

ƎǊƻǿƛƴƎ ǳǇ ƛƴ [ƻƴŘƻƴΦ άL ǘƘƛƴƪ ƛǘϥǎ ŀ ƳƛȄǘǳǊŜ ƻŦ ǇǊŜŘƻƳƛƴŀƴǘƭȅ ǇƭŀŎŜǎ ǘƘŀǘ L ǿƻǳƭŘ ŦǊŜǉǳŜƴǘ 
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ƻƴ ŀ ǊŜƎǳƭŀǊ ōŀǎƛǎΦ ώΧϐ CƻǊ ƳŜΣ ώΧϐ LϥŘ ƘŀǾŜ ǘƻ ǿŀƭƪ ǳƴŘŜǊ ǘƘŜ ώwƛǾŜǊϐ ¢ƘŀƳŜǎ ǘƻ ƎŜǘ ǘƻ ǎŎƘƻƻƭ 

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 even now when I'm in 

ǘƘŜ ŀǊŜŀΣ L Ƨǳǎǘ ƭƛƪŜ ǘƻ Ǝƻ Řƻǿƴ ǘƘŜǊŜέ όsee Appendix G). The everyday act of walking under 

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

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

lives there. 

 

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

long-term habitual interaction place attachment is not always formed. For artist Cindy Lin 

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

ŀƴŘ ǎƘŜ ŦŜƭǘ ƴƻ ǎǘǊƻƴƎ ŀǘǘŀŎƘƳŜƴǘ ǘƻ ŀƴȅ ƭƻŎŀǘƛƻƴΦ [ƛƴ ǎǘŀǘŜǎ ǘƘŀǘ άŦƻǊ ƳŜ L ƘŀǾŜ ōŜŜƴ 

moving so much in the last few years, I have become less and less attached to a physical 

ōǳƛƭŘƛƴƎ ώƻǊ ǇƭŀŎŜϐέ 22 (see Appendix DύΦ [ƛƴΩǎ ǿƻǊƪ ŀƭƭƻǿǎ ƘŜǊ ǘƻ ǿƻǊƪ ŦǊƻƳ ŀƴȅǿƘŜǊŜ ƛƴ ǘƘŜ 

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 family moved her to the United States. Lin has also lived in the United 

YƛƴƎŘƻƳ ŀƴŘ ƛƴ CǊŀƴŎŜ ǘƻ ǎǘǳŘȅ ŦƻǊ ŀ ƳŀǎǘŜǊΩǎ ŘŜƎǊŜŜ ŀƴŘ ǘǊŀǾŜƭǎ ŦǊŜǉǳŜƴǘƭȅ ŦƻǊ ƭƻƴƎ ǇŜǊƛƻŘǎ 

of time. 

 

In her body of work Familiar Stranger (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 moved away 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 luxury condos. All that 

remains is a concrete border. Lin explains that:  

 
22 This interview between Cindy Lin and myself took place online using the Zoom video conferencing 
platform on the 2 November 2021. 
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ά¢Ƙƛǎ ŎƻƴŎǊŜǘŜ ōƻǊŘŜǊ ƛǎ ŀƭƭ ǘƘŀǘ ǇƘȅǎƛŎŀƭƭȅ ǊŜƳŀƛƴǎ ƻŦ ƻǳǊ ŦŀƳƛƭȅ ƘƻƳŜτa ghostly 

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 the fragile 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 image serves as both documentation and meditation on 

how physical places hold memory even after they've been transformed beyond 

ǊŜŎƻƎƴƛǘƛƻƴέ ό[ƛƴΣ нлнлύΦ 

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 surface of the print using 

red thread. The stitches and colours are embedded with cultural meaning. Lin explains that 

ƛƴ ŦƻƭƪƭƻǊŜ ǘƘŜ ƎƻŘ ƻŦ ƳŀǊǊƛŀƎŜ ǿƛƭƭ ǘƛŜ ǊŜŘ ǘƘǊŜŀŘ ŀǊƻǳƴŘ ŀ ŎƻǳǇƭŜΩǎ ŦŜŜǘΦ ¢ƘŜȅ ŀǊŜ 

connected by the thread even if they are thousands of miles apart. 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 thread. The family letters tell the story of her family, 

the images from the public archive uncover the layers of colonisation 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 home and family exist.  
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Fig. 37 TƘŜ ŎƻƴŎǊŜǘŜ ōƻǊŘŜǊ ƻŦ [ƛƴΩǎ ŦŀƳƛƭȅ ƘƻƳŜ ƛǎ ŀƭƭ ǘƘŀǘ ǇƘȅǎƛŎŀƭƭȅ ǊŜƳŀƛƴǎ, Cindy Lin (2020) 

 

Fig. 38 Family Home III from the series Familiar Stranger, Cindy Lin (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 

development 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 make an active 

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. 

 

Impact on Practice 
As explored in this thesis, transnationality is a complex experience. From establishing an 

understanding of home, navigating rootedness, feelings of nostalgia and negotiating 

ŀǘǘŀŎƘƳŜƴǘǎ ǘƻ ǇƭŀŎŜ ƛǘ ŜƴŎƻƳǇŀǎǎŜǎ ŜǾŜǊȅ ŀǎǇŜŎǘ ƻŦ ǘƘŜ ƳƛƎǊŀƴǘΩǎ ƭƛŦŜΦ Lǘ ƛǎ ƴƻ surprise that 

ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƴŀǘƛƻƴŀƭƛǘȅ ƛǎ ǘƘŜƴ ǊŜŦƭŜŎǘŜŘ ƛƴ ǘƘŜ ŀǊǘƛǎǘΩǎ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜΦ CƻǊ ǎƻƳŜ 

of the women interviewed for this research the act of movement simply provided a more 

international perspective for their practice. Barry explainŜŘ ǘƘŀǘ ƳƛƎǊŀǘƛƻƴ άŜƴǊƛŎƘŜŘ ƳŜΣ 

because I've gotten exposure to so much, so many things like getting to live in Côte d'Ivoire, 

getting to live in in Senegal, getting to live in the United States on the East Coast, on the 

West Cƻŀǎǘ ώΧϐ Lǘ Ƙŀǎ ƛƴŎǊŜŀǎŜŘ Ƴȅ ŘƛŦŦŜǊŜƴǘ ǊŜŦŜǊŜƴŎŜǎ L ƘŀǾŜΣ ŀƴŘ ǘƘŜ Ǿƛǎƛƻƴ L ƘŀǾŜ ŦƻǊ 

ǿƘŀǘ Ƴȅ ǿƻǊƪ Ŏŀƴ ōŜέ όsee Appendix B). This exploration of different cultures and exposure 

to a variety of ideas and experiences has informed her photographic practice. Nefjodov also 

ƴƻǘŜŘ Ƙƻǿ ŘǳŜ ǘƻ ƘŜǊ ǘǊŀƴǎƴŀǘƛƻƴŀƭ ŜȄƛǎǘŜƴŎŜ ǎƘŜ Ƙŀǎ άŀƴ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ŀǇǇǊƻŀŎƘ ǘƻ Ƴȅ ŀǊǘ 

ǇǊŀŎǘƛŎŜ ŀƴŘ ǘƘƛƴƪƛƴƎ ƛƴǘŜǊƴŀǘƛƻƴŀƭƭȅέ όsee Appendix F). Having lived in multiple countries, 

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 what art 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 for example explained that 
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ƘŜǊ ƳƛƎǊŀǘƛƻƴǎ ƘŀǾŜ άƳŀŘŜ ƳŜ ƳƻǊŜ ǎŜƭŦ-ǊŜŦƭŜŎǘƛǾŜ ώΧϐ ŀƴŘ L ǘƘƛƴƪ ǘƘŀǘ Ƙŀǎ ƛƴŦƭǳŜƴŎŜŘ ǘƘŜ 

kind of work I am drawn to and the kind of work I want to make. It has to be very 

contemplative. It must start by looking back at the inner self first and I think that it shows in 

ǘƘŜ ǘƘŜƳŜǎ L ǿŀƴǘ ǘƻ ŜȄǇƭƻǊŜ ŀƴŘ Ƙƻǿ L ǿŀƴǘ ǘƻ ŜȄǇƭƻǊŜ ǘƘŜƳέ όsee Appendix B). Migration 

also impacted on the themes Lin explores in her photography. Lin explained that she is often 

ƛƴǎǇƛǊŜŘ ōȅ ƛǎǎǳŜǎ ǎǳǊǊƻǳƴŘƛƴƎ ƛŘŜƴǘƛǘȅ ŀƴŘ άƘƻǿ ǿŜ ŘŜŦƛƴŜ ƻurselves and where we stand 

ƛƴ ǎƻŎƛŜǘȅΚ .ŜŎŀǳǎŜ ƻŦ ǘƘŜ ŜȄǘŜǊƴŀƭ ƛƳǇŀŎǘΣ ώΧϐΣ ƻŦ ŎƘŀƴƎƛƴƎ ƭƻŎŀǘƛƻƴǎΣ Ƙƻǿ ŘƻŜǎ ŎƘŀƴƎƛƴƎ 

ƭƻŎŀǘƛƻƴǎ ŎƘŀƴƎŜ ǳǎέ όsee Appendix DύΦ 9ǾŜƴ ǎƻƳŜ ƻŦ [ƛƴΩǎ ǇǊƻƧŜŎǘǎ ǘƘŀǘ ŀǊŜ ƴƻǘ ƻōǾƛƻǳǎƭȅ 

exploring themes of migration on the surface are interlaced with her lived experience of 

ǘǊŀƴǎƴŀǘƛƻƴŀƭƛǘȅΦ [ƛƴ ŜȄǇƭŀƛƴǎ ǘƘŀǘ ƳǳŎƘ ƻŦ ƘŜǊ ǿƻǊƪ άƘŀǎ ǘƻ Řƻ ǿƛǘƘ ǎƻƳŜƻƴŜ ǿƘƻ ƎǊŜǿ ǳǇ 

in the East, moved to the WŜǎǘΣ ŀƴŘ ǘƘŜƴ ǘŀƪŜǎ ƻƴ ǾŀƭǳŜǎ ƻŦ ǘƘŜ ²ŜǎǘŜǊƴ ǿƻƳŜƴέ όsee 

Appendix D).  Lin explains that the common thread that runs throughout all her work is 

άŜǎǎŜƴǘƛŀƭƭȅ ŀōƻǳǘ ƛŘŜƴǘƛǘȅ ŀƴŘ ŦƛƎǳǊƛƴƎ ƻǳǘ ǿƘƻ ǿŜ ŀǊŜ ŀƴŘ ǘƘŜƴ Ƙƻǿ Řƻ ǿŜ ǊŜƭŀǘŜ ǘƻ ǘƘŜ 

ǿƻǊƭŘ ōŀǎŜŘ ƻƴ ƻǳǊ ŜȄǇŜǊƛŜƴŎŜέ όsee Appendix D). It is from relocating to new 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 for 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 work Nothing but a Curtain (2022) 

travelled 4,552 miles across 20 cities from Estonia to Bulgaria and Romania along the former 

Iron Curtain border interviewing and photographing people. Rabikowska άexplores 

womanhood, femininity and gender identity in Central and Eastern Europeέ όwŀōƛƪƻǿǎƪŀΣ 

2022). She investigates the legacy of communism focusing on άwomen, non-binary, 

genderfluid, and transgender people born during this erŀέ όwŀōƛƪƻǿǎƪŀΣ нлннύΦ The motive 

ŦƻǊ ǘƘƛǎ ǿŀǎ άǘƻ ŦƛƎǳǊŜ ƻǳǘ ǿƘŜǘƘŜǊ ǘƘŜƛǊ ŜȄǇŜǊƛŜƴŎŜ ǿŀǎ ǎƛƳƛƭŀǊ ǘƻ ƳƛƴŜ ώΧϐ and I wouldn't 

ƘŀǾŜ ŘƻƴŜ ǘƘŀǘΣ ώΧϐΣ ƘŀŘ L ƴƻǘ ƳƛƎǊŀǘŜŘ ŦǊƻƳ tƻƭŀƴŘέ όsee Appendix G). It was from her 

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

others had experiences like her own. In the image below two journalism students are 

pictured near a staircase in Bratislave, Solavki. The image itself is characterised by errors 
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created by the camera shutter. wŀōƛƪƻǿǎƪŀ ŎƘƻǎŜ ǘƻ ǳǎŜ ŀ άƳŜǘŀƭ ŎŀƳŜǊŀ ōǳƛƭǘ ƛƴ ŀ ƳƛƭƛǘŀǊȅ 

Ǉƭŀƴǘ ƛƴ YȅƛǾ ƛƴ мфтуΦ ¢ƘŜ ŎŀƳŜǊŀΩǎ ǎƘǳǘǘŜǊ ǿŀǎ ǘŜƳǇŜǊŀƳŜƴǘŀƭΣ ŦƭƻƻŘƛƴƎ ƘŜǊ ƛƳŀƎŜǎ ǿƛǘƘ 

ǎǘǊŜŀƪǎ ƻŦ ƭƛƎƘǘέ (Chinn, 2022). For Rabikowska this imprint on the image left behind by a 

Soviet camera reflects the impact of Soviet history on the people photographed for this 

project and on her own identity. She explains that her migration underpins her work and 

άŀƭǿŀȅǎ ƳŀƪŜǎ ƳŜ ǘƘƛƴƪ ƻŦ ǘƘƛƴƎǎ ŦǊƻƳ ŀ Řǳŀƭ ǇŜǊǎǇŜŎǘƛǾŜέ όsee Appendix G). The creative 

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 influence ŀ ƳƛƎǊŀƴǘǎΩ ŎǊŜŀǘƛǾŜ ŀǊǘ ǇǊŀŎǘƛŎŜΦ 

From simply providing a more international experience to directly impacting the themes 

ŜȄǇƭƻǊŜŘ ƛƴ ǘƘŜ ǿƻǊƪΣ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƳƛƎǊŀǘƛƻƴ ōŜŎƻƳŜǎ ǇǊŜǎŜƴǘ ƛƴ ǘƘŜ ƳƛƎǊŀƴǘΩǎ ŎǊŜŀǘƛǾŜ 

practice.  

 

 

Fig. 39 Nothing but a Curtain, Zula Rabikowska (2022) 
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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, common threads 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 experiencing 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 photographic work. Interwoven throughout 

this chapter were excerpts from eight interviews with creative practitioners who identify as 

having a transnational identity and identify as women. Examples of their creative work have 

been included to demonstrate how the artists 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 experiences of 

ǿƻƳŜƴ ŀƴŘ ŎƘŀƳǇƛƻƴǎ ǿƻƳŜƴΩǎ ǇŜǊǎƻƴŀƭ ƴŀǊǊŀǘƛǾŜǎΦ  
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Chapter Three: Case Studies 
 

In this chapter I 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 Martínez-Cañas, and Odette England. Purposive 

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 experiences 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 can provide 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 

showcasing the diversity of experimental processes and how they have been used within 

creative art practice to discuss issues relating to transnationality. While I recognise that 

there are male photographers such as Binh Dahn, JC Candendo, and Ernesto Cabral de Luna, 

who also use alternative photographic processes to explore the lived experience of 

migration, I have deliberately selected artists who identify as women to investigate the 

intricacies of transnationality through a female lens. As explained in Chapter One prioritising 

ǿƻƳŜƴΩǎ ǾƻƛŎŜǎ ƛǎ ŀ ŎŜƴǘǊŀƭ Ŏoncern of this thesis. By selecting four case studies by women 

ŀǊǘƛǎǘǎ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ŜȄǇƭƻǊŜǎ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ƎŜƴŘŜǊŜŘ ƳƛƎǊŀǘƛƻƴ ŜȄǇŜǊƛŜƴŎŜǎ ƻƴ ŀǊǘƛǎǘǎΩ 

creative practice. 

 

As mentioned in the methodology section of this thesis, the COVID-19 pandemic influenced 

the interviewing techniques that were used in this research. A flexible approach that 

prioritized the ǇŀǊǘƛŎƛǇŀƴǘǎΩ safety, care, and comfort was taken. This included in person 

face-to-face interviews, conversations taking place via video conferencing, and through 
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online communications such as email. I expand on the benefits and disadvantages of this 

technique in the methodology section on pages 13 to 22. Within this chapter I 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 relevant quotes 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 appropriate method 

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 these artists have 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 to 

foreground their motive for moving and to contextualise the themes present within their 

work.  

 

Izabela Pluta 
 

"I feel very lucky because while it was probably quite traumatic as I was only six at 

the time, I 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 law 23 and my 

father, and I 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 I left first as 

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

 
23 On 13 December 1981, General Wojciech Jaruzelski, the leader of Poland's Communist party, 
announced the imposition of Martial Law in Poland 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 

ŦƻǳǊ ȅŜŀǊǎ ȅƻǳƴƎŜǊ ǘƘŀƴ ƳŜ ώΧϐΦ ²ƘŜƴ ǿŜ ŀǊǊƛǾŜŘ ƛƴ !ǳǎǘǊŀƭƛŀΣ ǿŜ ŦƻǳƴŘ ŀ ǎŎƘƻƻƭ 

here. I was in primary school and Dad managed to get work. He was an engineer, so 

he had to slightly adapt, not retrain, but I 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 join us in Australia. I had a Great Aunt who had immigrated here to 

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

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

who was now widowed and so he 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 

ƘŜƴŎŜ ǘƘŀǘ ǿŀǎ ǿƘŜǊŜ ǿŜ ŎŀƳŜΦ aȅ ŘŀŘΩǎ ōǊƻǘƘŜǊǎ ƘŀŘ ŀƭǎƻ ƭŜŦǘ tƻƭŀƴŘΣ ƻƴŜ ǿŜƴǘ ǘƻ 

Australia, and the other went to America so there was a bit of a decision by my 

ǇŀǊŜƴǘǎ ƛƴ ǘŜǊƳǎ ƻŦ ǿƘŜǊŜ ǿŜ ǿƻǳƭŘ ƎƻΣ ōǳǘ ǘƘŜȅ ǎŜǘǘƭŜŘ ƻƴ !ǳǎǘǊŀƭƛŀέ 24 (see 

Appendix K). 

This case study examines the series An Over Air Pursuit of Likeness (formation study 1-7) 25 

by photographic artist Izabela Pluta created in 2021. The catalyst for the series is a singular 

ƛƳŀƎŜ ǘŀƪŜƴ ƻƴ ǘƘŜ Řŀȅ ƻŦ tƭǳǘŀΩǎ ƳƛƎǊŀǘƛƻƴΦ ¢Ƙƛǎ ǊŜŦŜǊŜƴŎŜ ƛƳŀƎŜ ǿŀǎ ǘŀƪŜƴ ōȅ ƘŜǊ ŦŀǘƘŜǊ 

out of the aeroplane window in 1987 on the day they left for Australia. In addition to this 

personally significant photograph Pluta also uses a copy of Cloud Study: A Pictorial Guide by 

CΦIΦ [ǳŘƭǳƳ ŦǊƻƳ ǘƘŜ мфслΩǎ ǘƘŀǘ tƭǳǘŀ ŦƻǳƴŘ ŀǘ ŀ ǎŜŎƻƴŘ-hand bookshop as source material 

for this body of work. Pluta selects pages from books that have similar imagery that match 

ǘƘŜ ŎƭƻǳŘǎ ŎŀǇǘǳǊŜŘ ƛƴ ƘŜǊ ŦŀǘƘŜǊΩǎ ǇƘƻǘƻƎǊŀǇƘΦ {ƘŜ ǘƘŜƴ ƳŀƪŜǎ ŎƻƴǘŀŎǘ ƴŜƎŀǘƛǾŜǎ ŦǊƻƳ ǘƘŜ 

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 ammonium citrate 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 sun to create a unique reproduction of the 

 
24 This interview between the Izabela Pluta and myself took place online using the Zoom video 
conferencing platform on the 12 December 2022. 
25 An Over Air Pursuit of Likeness was commissioned as part of xŸƻĲ ƖƣќƚШћxŸƻĲяŉŸƖѐ ƖƣќƚШƓƖŸŢĲĦƣШĬƨƖŔŰŊШ
COVID-19 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. Pluta then scans 

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 

ƛƴŘƛǎǘƛƴƎǳƛǎƘŀōƭŜ ōŜŎŀǳǎŜ ƻŦ tƭǳǘŀΩǎ ǇǊƻŎŜǎǎΦ ¢Ƙƛǎ ōƻŘȅ ƻŦ ǿƻǊƪ ƛƴǾŜǎǘƛƎŀǘŜǎ ƛǎǎues of 

impermanence and belonging while also discussing migration in relation to her own 

personal narrative.  

 

 

Fig. 40 An Over Air Pursuit of Likeness (Formation Study 4), pigment prints on eco solvent cotton rag paper 

(collaged cyanotype contact negatives), Izabela Pluta (2021) 
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Through the creation of this body of work Pluta navigates the memories of when she left 

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

addition, this piece ǎƘƻǿŎŀǎŜǎ ǘƘŜ ŜƭŜƳŜƴǘ ƻŦ ŎƘŀƴŎŜ ǿƛǘƘƛƴ tƭǳǘŀΩǎ practice. Many 

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 distinctive in its process.    

 

 

Fig. 41 Book Cover of Cloud Study: A Pictorial Guide, F.H. Ludlam (1960) 
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Making Sense of the Migrant Journey 
tƭǳǘŀ ƭŜŦǘ tƻƭŀƴŘ ŀǎ ŀ ǊŜŦǳƎŜŜ ƛƴ ǘƘŜ ƭŀǘŜ мфулΩǎ ǘƘƛǎ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ƛƳǇŀŎǘŜŘ 

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 that journey. Pluta states 

that creating An Over Pursuit of Likeness άǿŀǎ ǊŜŀƭƭȅ ŀōƻǳǘ Ƙƻǿ ώǎƘŜϐ ŎƻǳƭŘ ǾƛǎǳŀƭƭȅΣ ǘƘǊƻǳƎƘ 

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 correct or legible to understand 

ǎƻƳŜǘƘƛƴƎ ŀōƻǳǘ ǘƘŀǘ ƧƻǳǊƴŜȅέ όsee Appendix K). Pluta discusses how it was a very 

ŎƻƴǎŎƛƻǳǎ ŀŎǘ ƻŦ ƳŀƪƛƴƎ ŀŦǘŜǊ ŦƛƴŘƛƴƎ ƘŜǊ ŦŀǘƘŜǊΩǎ ƴŜƎŀǘƛǾŜΦ ¢Ƙƛǎ ǎƛƴƎǳƭŀǊ ƛƳŀƎŜ ƛƴǾƻƪŜŘ ŀƴ 

obsession within the artist to try and work out the exact cloud formation, to piece things 

together (see Appendix K). 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. Although the 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. Each step from finding the negative, discovering the book Cloud 

Study: A pictorial Guide in a second-hand book shop, creating the cyanotypes, tearing the 

prints, collaging the pieces together, enlarging the final image all play a role in Pluta making 

sense of 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 Study 6), pigment prints on eco solvent cotton rag paper 

(collaged cyanotype contact negatives), Izabela Pluta (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:  

ά¢ƘŜǊŜ ƛǎ ǘƘŀǘ ŀǎǎƻŎƛŀǘƛƻƴ ǿƛǘƘ ǿƘŀǘ ƘŀǇǇŜƴǎ ǿƘŜƴ ȅƻǳ ǘŜŀǊ ŀ ǇǊŜŎƛƻǳǎ ǇƘƻǘƻƎǊŀǇƘ 

ŀƴŘ ǿƘȅ ƛǎ ǘƘŀǘΚ Lǎ ƛǘ ǘƘŀǘ ȅƻǳ ŀǊŜ ǘǊȅƛƴƎ ǘƻ ǊŜƳƻǾŜ ǎƻƳŜǘƘƛƴƎ ŦǊƻƳ ƻƴŜΩǎ ƳŜƳƻǊȅΚ Lǘ 

Ƙŀǎ ŀ ƭŜǾŜƭ ƻŦ ŎŀǘƘŀǊǎƛǎ ώΧϐΣ L ŜȄǇŜǊƛŜƴŎŜ ŀ ŎŀǘƘŀǊǘƛŎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƘŜǊŜ ώL ŀƳϒ ǾŜǊȅ 

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 

ŘƻǳōƭŜ ƛƴǘŜƴǘƛƻƴΣ ŀƴŘ L ǘƘƛƴƪ ǘƘŀǘϥǎ ƎƻƻŘΣ ƛǘΩǎ ŀ ƪƛƴŘ ƻŦ ŀƴ ǳƴŎƻƳŦƻǊǘŀōƭŜ Ǉƻǎƛǘƛƻƴ ŦƻǊ 

me to be in, but it is acknowledging that there is a sort of discomfort with the way 

that I feel about the journey and the connect or disconnect that I have with 

ώtƻƭŀƴŘϐέ όsee Appendix K). 

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 then meticulously 

pieced back together to create new compositions. Once these images were enlarged the 

ǘŜŀǊǎ ǊŜǾŜŀƭŜŘ ǳƴƛƴǘŜƴŘŜŘ ŘŜǘŀƛƭǎΦ tƭǳǘŀ ŜȄǇƭŀƛƴǎ Ƙƻǿ άǘƘŜ ǘŜŀǊ ƛǘǎŜƭŦ ōŜŎŀƳŜ ǉǳƛǘŜ 

ǇǊƻƴƻǳƴŎŜŘΦ Lǘ ǿŀǎ ŀƭƳƻǎǘ ƭƛƪŜ ŀ ŎƭƻǳŘ ƛǘǎŜƭŦέ όsee Appendix K). In the final work some of the 

tears measure 10-15cm 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 

ƳŀǘŜǊƛŀƭΣ ƘŜǊ ŦŀǘƘŜǊΩǎ ǇƘƻǘƻƎǊŀǇƘ ƻŦ ǘƘŜ ŎƭƻǳŘǎ ǘŀƪŜƴ ŦǊƻƳ the aeroplane on the day of their 

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 within this 

unpredictability that Pluta finds freedom to explore her migrant journey and her creative 

process. By working with nature and utilising the power of the sun to create these 

cyanotype images Pluta embraces the process of using these experimental techniques. Pluta 



106 
 

ŜȄǇƭŀƛƴǎ Ƙƻǿ ǿƻǊƪƛƴƎ ǿƛǘƘ ŎȅŀƴƻǘȅǇŜǎ άƎƛǾŜǎ ŀ ǊŜŀƭ ƻǇŜƴƴŜǎǎ ǘƻ ŎƘŀƴŎŜ ŀƴŘ ƳƛǎŀŘǾŜƴǘǳǊŜ 

ŀƴŘ ǎƻ ώΧϐΣ ȅƻǳ ƪƛƴŘ ƻŦ ǊŜƭƛƴǉǳƛǎƘ ǘƘŜ ŎƻƴǘǊƻƭ ǘƘŀǘ ȅƻǳ ƘŀǾŜέ όsee Appendix K). Pluta works 

with the elements that are at play using the UV light from the sun and working alongside the 

ǿƛƴŘ ƻƴ ǘƘŜ Řŀȅ ǘƘŜ ǇǊƛƴǘ ǿŀǎ ƳŀŘŜΦ tƭǳǘŀ ŜȄǇƭŀƛƴǎ Ƙƻǿ άǘƘŜǊŜϥǎ ŀƴ ƛƴǘŜǊǊƻƎŀǘƛƻƴ ƻŦ ƳƻǊŜ 

material connections to photography that go beyond what the camera is capable of and are, 

ώΧϐΣ ŀ ǿŀȅ ƻŦ ǊŜŀƭƭȅ ǘƻǳŎƘƛƴƎ ŀƴŘ ώΧϐ ƘƻƭŘƛƴƎ ǘƘƛƴƎǎ ŀƴŘ ōŜƛƴg discursive and not governed 

by certain rules that come into photographic practice that bending those rules perhaps 

ǎƻƳŜǘƛƳŜǎ Ŏŀƴ ōŜ ǳǎŜŦǳƭέ όsee Appendix KύΦ ¢ƘŜ ǇƘȅǎƛŎŀƭƛǘȅ ƻŦ tƭǳǘŀΩǎ ǇǊƻŎŜǎǎ ƛǎ ǘŀŎǘƛƭŜ ŀƴŘ 

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 physical nature of the process allows her to not only work through the 

creation of her final work but allows ƘŜǊ ǘƛƳŜ ǘƻ ǊŜŦƭŜŎǘ ƻƴ ƘŜǊ ƧƻǳǊƴŜȅ ƻŦ ƳƛƎǊŀǘƛƻƴΦ tƭǳǘŀΩǎ 

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 Talmor, Martínez-/ŀƷŀǎΣ ŀƴŘ 9ƴƎƭŀƴŘΩǎ ŎǊŜŀǘƛǾŜ ǇǊŀŎǘƛŎŜΦ ¢ŀƭƳƻǊΣ ŦƻǊ 

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 a place made up of all her previous homes. 

 

Dafna Talmor 
 

άL ǿŀǎ ōƻǊƴ ƛƴ ¢Ŝƭ !ǾƛǾ ώLǎǊŀŜƭϐ ŀƴŘ ǿƘŜƴ L ǿŀǎ ŦƛǾŜΣ Ƴȅ ǇŀǊŜƴǘǎΣ Ƴȅ ǎƛǎǘŜǊ ŀƴŘ L 

moved to Caracas, Venezuela. My dad got a job with an Israeli construction 

company. It was for a five-year contract. I remember when my parents told me that 

we were moving it came as quite a shock, and I was quite sad about leaving my 

family and my friends. I didn't really know what to expect as a five-year-old. It's quite 

ŀƴ ŀōǎǘǊŀŎǘ ǘƘƛƴƎ ƛǎƴΩǘ ƛǘ ŀƴŘ ǿŜƛǊŘƭȅΣ L Řƻ ƘŀǾŜ ŀ ǾŜǊȅ ŎƭŜŀǊ ƳŜƳƻǊȅ ƻŦ ƛǘΦ ²ƘŜƴ ǿŜ 

got to Caracas, and we moved into our [first] house, I remember sitting on the bed 

thinking, oh, I wonder if this is all a dream and maybe I'm going to wake up and I'll be 

ōŀŎƪ ŀǘ ƘƻƳŜ ƛƴ LǎǊŀŜƭΦ L ǊŜƳŜƳōŜǊ ōŜƛƴƎ ǉǳƛǘŜ ŀŦŦŜŎǘŜŘ ōȅ ƛǘΦ ώΧϐ ²Ŝ ǿŜǊŜ ƳŜŀƴǘ ǘƻ 

only stay five years because 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 I finished high school, in 

1992. It was always clear to me that once I finished high school, I would go study 

ŀōǊƻŀŘ ώΧϐΦ aƻǎǘ ƻŦ Ƴȅ ŦǊƛŜƴŘǎ ƛƴ ǎŎƘƻƻƭ ŜƴŘŜŘ ǳǇ ƎƻƛƴƎ ǘƻ ǘƘŜ ώ¦ƴƛǘŜŘϐ {ǘŀǘŜǎ ǘƻ 

study, but because I wasn't sure what I wanted to study, I was a bit back and forth. I 

went back to Israel for a year and then I was in Venezuela, and I was in New York. I 

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

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

[ƻƴŘƻƴέ 26 (see Appendix L). 

In the series Constructed Landscapes by photographic artist Dafna Talmor she collages 

colour negatives in the darkroom to create impossible landscapes. This unique darkroom 

process has characterisŜŘ ƳǳŎƘ ƻŦ ¢ŀƭƳƻǊΩǎ ǿƻǊƪ ǎƛƴŎŜ Constructed Landscapes was first 

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 United States where her sister resides 

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

ŀǊŎƘƛǾŜ ǿŀǎ ƻǊƛƎƛƴŀƭƭȅ ŎǊŜŀǘŜŘ ŦƻǊ ¢ŀƭƳƻǊΩǎ ƻǿƴ ǇŜǊǎƻƴŀƭ ƴŜŜŘǎ ŀǎ ƪŜŜǇǎŀƪŜǎ ŀƴŘ ƳŜƳƻǊƛŜǎΦ 

However, she then began to take these negatives into the darkroom and through an act of 

slicing and collaging Talmor merges these landscapes together creating a utopic space using 

photography. While the intention of this body of work is not specifically to analyse the 

migrant experience, through the interview process it was revealed that 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 while also serving a more universal purpose 

that challenges the history of landscape photography.   

 
26 This interview between the Dafna Talmor and myself took place in London in person on the 9 December 
2021. 
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Fig. 43 Untitled (HA-1212-1) from the Constructed Landscapes (Volume II) series, C-type handprint made from 2 

ŎƻƭƭŀƎŜŘ ƴŜƎŀǘƛǾŜǎΣ нпέ Ȅ опΦрέ, Dafna Talmor (2014) 

 

This interview revealed that some migrants, including Talmor, wish 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 series Constructed Landscapes complicates the notion of temporality and refers to a 

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

 

Impossibility of the Image: Utopian Spaces 
¦ǘƻǇƛŀ ƛǎ ŘŜŦƛƴŜŘ ŀǎ άŀ ǇƭŀŎŜ ƻŦ ƛŘŜŀƭ ǇŜǊŦŜŎǘƛƻƴ ŜǎǇŜŎƛŀƭƭȅ ƛƴ ƭŀǿǎΣ ƎƻǾŜǊƴƳŜƴǘΣ ŀƴŘ ǎƻŎƛŀƭ 

ŎƻƴŘƛǘƛƻƴǎέ όaŜǊǊƛŀƳ ²ŜōǎǘŜǊΣ нлноύΦ Lƴ ǊŜŦŜǊŜƴŎŜ ǘƻ ¢ŀƭƳƻǊΩǎ ŎǊŜŀǘƛǾŜ practice, utopia 

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 homes in new 
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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 in-betweenness, and resolve any feelings of loss. Talmor explains how 

having a life defined by movement is reflected in the Constructed Landscape ǎŜǊƛŜǎ άLƴ 

hindsight, it points to the trans-national way I was brought up. As a child I remember 

wishing for an imaginary place consisting of multiple countries because I was constantly torn 

ōŜǘǿŜŜƴ ƎƻƛƴƎ ƘƻƳŜ ǘƻ ǎŜŜ Ƴȅ ŦŀƳƛƭȅ ŀƴŘ ƘŀǾƛƴƎ Ƴȅ ŦǊƛŜƴŘǎ ǎǇǊŜŀŘ ƻǳǘ ŀŎǊƻǎǎ ǘƘŜ ƎƭƻōŜέ 

(Talmor, 2020; 177). The actions that Talmor took in the darkroom using alternative 

photographic approaches allowed her to imagine a place photographically. An act that could 

not be done in real life. When reflecting on the complicated experience of calling multiple 

ŎƻǳƴǘǊƛŜǎ ƘƻƳŜ ¢ŀƭƳƻǊ ŜȄǇƭŀƛƴǎ Ƙƻǿ ƛǘ ǿƻǳƭŘ ōŜ άǎƻ ƳǳŎƘ ŜŀǎƛŜǊ ƛŦ L ŎƻǳƭŘ Ǉǳǘ ŀƭƭ ƻŦ ǘƘƻǎŜ 

countries together and everyone that I knowΣ ŀƴŘ ƭƻǾŜ ǿƻǳƭŘ ōŜ ƛƴ ǘƘŜ ǎŀƳŜ ǇƭŀŎŜέ όsee 

Appendix L).  

 

 

Fig. 44 Untitled (CO-161616161616161616-1) from the Constructed Landscapes (Volume III) series, C-type 

handprints made from 9 negatives, Dafna Talmor (2022) 
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¢ŀƭƳƻǊΩǎ ŎƘƛƭŘƘƻƻŘ ŘŜǎƛǊŜ ƛǎ ƴƻǘ ŀƴ ǳƴŎƻƳƳƻƴ ŜȄǇŜǊƛŜƴŎŜ ŦƻǊ ƳƛƎǊŀƴǘǎΦ ²ƘŜƴ ŎƻƴƴŜŎǘƛƻƴǎ 

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

develop, an impossible landscape of desire is then created. A place where all the ƳƛƎǊŀƴǘΩǎ 

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 imagined hybrid 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 

ǘƘŀǘ άǘƘŜ ǿƻǊƪ ǇǊƻǾƛŘŜǎ ώΧϐ ǎƻƳŜ ǊŜǎǇƛǘŜ ƻǊ ŀ ǎǇŀŎŜ ǿƘŜǊŜ ǘhese desires can get played out 

ƻƴ ŀ ǇŜǊǎƻƴŀƭ ƭŜǾŜƭέ όsee Appendix L). These images act as an aspiration, a utopian 

ƭŀƴŘǎŎŀǇŜΦ ¦ǘƻǇƛŀƴ ƛƴ ƛǘǎ ŀƳōƛǘƛƻƴ ǘƻ ŜƴŎƻƳǇŀǎǎ ǘƘŜ ƳƛƎǊŀƴǘΩǎ ŘŜǎƛǊŜǎΣ ǘƻ ǊŜŀŎƘ ŀƴ ƛŘŜŀƭƛǎŜŘ 

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

impossibility is rendered 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 

creating blank 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 images possess aspirations of utopia, they allude to the reality that this feat is beyond 

ǘƘŜ ōƻǳƴŘǎ ƻŦ ǇƻǎǎƛōƛƭƛǘȅΦ ¢ŀƭƳƻǊ ŜȄǇƭŀƛƴǎ ǘƘŀǘ άǘƘŜǊŜ ƛǎ ŀƴ ŀŎƪƴƻǿƭŜŘƎƳŜƴǘ ƻǊ ŀƴ 

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

ǘƘŀǘ ƛǘ ƛǎ ŀ ŎƻƳǇƭŜǘŜ ƛƳǇƻǎǎƛōƛƭƛǘȅέ όsee Appendix L). These images present a hybrid space 

ǘƘŀǘ Ŏŀƴ ƻƴƭȅ ŜȄƛǎǘ ŘǳŜ ǘƻ ǘƘŜ ŀǊǘƛǎǘΩǎ ƛƴǘŜǊǾŜƴǘƛƻƴ ǿƛǘƘ ǘƘŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ƴŜƎŀǘƛǾŜΦ 

 

Multiplicity of Time 
Talmor uses her experimental darkroom methodology to explore multiplicity of time and 

memory. Within the Constructed Landscape ǎŜǊƛŜǎ άtime and space collide because each 

image is made up of different points in time and different positions, which are brought 

ǘƻƎŜǘƘŜǊ ƛƴǘƻ ƻƴŜ ŦǊŀƳŜέ ό¢ŀƭƳƻǊΣ нлнлΤ мтфύΦ ¢ƘŜǎŜ ƛƳŀƎŜǎ Ŏƻƴǘŀƛƴ ƳǳƭǘƛǇƭŜ ǊŜŀƭƛǘƛŜǎ ŀƴŘ 

conflate multiple memories. Each image contains fragments of negatives suggesting 

multiplicity. A multiplicity that can be felt by those who identify as having a transnational 

identity. The fragments embedded within the picture plane signal to times in which the 
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artist spent in those specific locations. Talmor explains that when she looks at these images, 

ǎƘŜ ƪƴƻǿǎ ǿƘŜǊŜ ǘƘŜȅ ŀǊŜ ŦǊƻƳ ƻǊƛƎƛƴŀƭƭȅ άǎƻ ǘƘŜȅ ŎŀǊǊȅ ǘƘƻǎŜ ǾŜǊȅ ǇŜǊǎƻƴŀƭ Ŏƻƴƴƻǘŀǘƛƻƴǎ 

ŀƴŘ ƳŜƳƻǊƛŜǎ ǘƘŀǘ ŀǊŜ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘƻǎŜ ǇƭŀŎŜǎέ όsee Appendix L). Talmor blends 

multiple perspectives, reconfiguring time and memory to exist in one place. Talmor's lived 

experience of migration appears to resonate with her particular process as she deconstructs 

the negative. 

 

 

Fig. 45 Untitled (NE-040404-2) from the Constructed Landscapes (Volume II) series, C-type handprint made 

ŦǊƻƳ о ŎƻƭƭŀƎŜŘ ƴŜƎŀǘƛǾŜǎΣ ннέ Ȅ орέ, Dafna Talmor (2015) 

 

In addition, as a byproduct of the merging of negatives, gaps and blank spaces are formed.  

In the essay Traces of Labour (2020) Director of the Photographers Gallery Shoair Mavlian 

ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ ǊŜǇŜǘƛǘƛƻƴ ƻŦ ƴŜƎŀǘƛǾŜ ǎǇŀŎŜǎ ŀƭǎƻ ƳƛƎƘǘ ŀŎǘ ŀǎ ŀ άƳŜǘŀǇƘƻǊ ŦƻǊ ǿƘŀǘ ƳƛƎƘǘ 

ōŜ ŦƻǊƎƻǘǘŜƴ ƻǊ ŜǊŀǎŜŘ ŦǊƻƳ ǘƘŜ ƳŜƳƻǊȅ ƻŦ ǘƘƻǎŜ ǇƭŀŎŜǎέ όsee Appendix L). Mavlian states 

ǘƘŀǘ άǘƘŜ ƎŀǇǎ ōŜǘǿŜŜƴ ǘƘŜ ƴŜƎŀǘƛǾŜǎΣ ŜȄǇŀƴǎŜǎ ƻŦ ōƭŀƴƪ ǎǇŀŎŜ ǿƘŜǊŜ ǘƘŜ ŦǊŀƎƳŜƴǘǎ ŘƻƴΩǘ 

quite align, begin to take on a new significance ς as if parts of the landscape that the artist 

ǿŀƴǘǎ ǘƻ ǊŜƳƻǾŜ ŦǊƻƳ ƘƛǎǘƻǊȅ ƘŀǾŜ ōŜŜƴ ǊŜŘŀŎǘŜŘέ όaŀǾƭƛŀƴΣ нлнлΤ 109). Not only does the 

Constructed Landscape series 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 unique darkroom techniques used by Talmor can produce 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. 46 Untitled (GI -19191919191919-1) from the Constructed Landscapes (Volume II) series, C-type handprint 

made from 7 negatives, Dafna Talmor (2019) 

 

The Choice to Use Alternative Photographic Processes 
Alternative photographic processes allowed Talmor to explore elements 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 their migration 

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 

physically 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 

ŀōƻǳǘ ƭŜŀǾƛƴƎ ǘƘŜǎŜ ǇƭŀŎŜǎ ŀƴŘ ǇŜƻǇƭŜΦ IƻǿŜǾŜǊΣ ¢ŀƭƳƻǊ ŜȄǇƭŀƛƴǎ ǘƘŀǘ άǿƘŀǘ L ŦŜƭt very 

disappointed by was - it's almost as if I saw [the images] in two ways - that 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 disapǇƻƛƴǘƛƴƎέ όsee Appendix L). 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 

ŜȄǇƭŀƛƴǎ ǘƘŀǘ άL ƘŀǾŜ ŦƻǳƴŘ ǘƘŀǘ ǿƘƛƭŜ L ƘŀǾŜ ǊŜƭŀǘŜŘ ǘƻ ŀƴŘ ŦŀƭƭŜƴ ƛƴ ƭƻǾŜ ǿƛǘƘ ǇƘƻǘƻƎǊŀǇƘȅ 

as a medium, I have found this sort of frustration that it fails all the time. It is just not 

possible that it can represent a certain place and any emotion that is tied to that place, for 

ƳŜέ όsee Appendix K). 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 processes allows her to explore the 

complexity of how she feels about place within her practice (see Appendix K). These 

processes have allowed both Pluta and Talmor to explore their experience of 

transnationality and visualise their migrant experience in new and exciting ways. Pluta and 

Talmor intervene with photography either to make sense of their migrant experience or to 

create utopian landscapes. In the following case study Maria Martínez-Cañas forms her own 

negatives to explore the art of map making. 

 

Maria Martínez-Cañas 
 

ά²ŜƭƭΣ ώƳȅ ǇŀǊŜƴǘǎϐ ƭŜŦǘ ώ/ǳōŀϐ ƛƴ !ǳƎǳǎǘ ƻŦ мфсл L ǿŀǎ ǘƘǊŜŜ ƳƻƴǘƘǎ ƻƭŘΣ ŀƴŘ ƛǘ ǿŀǎ 

because my paternal grandfather owned the largest cigarette manufacturing 

company in Cuba. Fidel Castro27 started 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 

ƛǎƭŀƴŘΦ ώΧϐ ! ƭƻǘ ƻŦ ǇŜƻǇƭŜ ǎƻƳŜǘimes don't realise that Cuba went from a right-wing 

 
27 Fidel Castro was the political leader of Cuba from 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 Ministers. (Encyclopedia of 
Britanica, 2023). 
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dictatorship to a left-wing dictatorship. Never to the middle, you know, both 

ŜȄǘǊŜƳŜǎΣ ƛƴ Ƴŀƴȅ ǿŀȅǎΣ ŀǊŜ ǘŜǊǊƛōƭŜΦ ώΧϐ .ǳǘ ōŜŎŀǳǎŜ ǘƘŜȅ ǿŜǊŜ ǘǊȅƛƴƎ ǘƻ ƎŜǘ ƻǳǘ ƻŦ 

ώCǳƭƎŜƴŎƛƻϐ .ŀǘƛǎǘŀΩǎ 28 regime, companies 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 correct. But when they nationalised the company 

ǘƘŀǘ ǿŀǎ ǿƘŜƴ Ƴȅ ŦŀƳƛƭȅ ǎŀƛŘΣ Ψ²Ŝ ƴŜŜŘ ǘƻ ƎŜǘ ƻǳǘ ƻŦ /ǳōŀΩΦ bǳƳōŜǊ ƻƴŜΣ ǘƘŜȅ ƘŀŘ 

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

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

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

ƻǳǘ ƻŦ /ǳōŀΦ ώΧϐ ¢ƘŜȅ ǎŀƛŘ ǘƘŀǘ ƛǘ ǿŀǎ ƎƻƛƴƎ ǘƻ ōŜ ŀ ƻƴŜ-year thing. They left the 

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

ǘƻ Ǝƻ ōŀŎƪ ŀƴȅ ŘŀȅΣ ŀƴŘ ǘƘŜȅ ƴŜǾŜǊ ŘƛŘέ όsee Appendix J).29 

This case study investigates Maria Martínez-Cañas early works created between 1986-1988 

including the Territorio Cubano, Plano de Ciudad, and Isla Nada Más [a Mi Padre]. These 

three works were created during Martínez-Cañas time spent in Spain as part of the 

άCǳƭōǊƛƎƘǘ-Hays scholarship. She researched the maps, charts, and plans made during the 

voyages of Christopher Columbus to America. For a year she visited, among others, the 

Archivo General de Indias de Sevilla, the Archivo General de Simancas de Valladolid, and the 

.ƛōƭƛƻǘŜŎŀ bŀŎƛƻƴŀƭ ŘŜ 9ǎǇŀƷŀ ƛƴ aŀŘǊƛŘΦ {ƘŜ ŎƻƭƭŜŎǘŜŘ ƳŀǇǎ ŀƴŘ Ǉƭŀƴǎ ƻŦ /ǳōŀέ 

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

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

in Spain. 

 

Martínez-CañasΩ creative practice is intimately connected with her personal life. She 

ŘŜǎŎǊƛōŜǎ ƘŜǊǎŜƭŦ ŀǎ άŀ /ǳōŀƴ-born, Puerto Rican grown, American citizen. And the three 

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

 
28 Fulgencio Batista was a soldier and political leader who ruled Cuba between 1933т1944 and again in 
1952т1959. 
29 This interview between Maria Martínez-Cañas and myself took place online using the Zoom video 
conferencing platform on the 17 February 2023. 
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Ǉƻǎƛǘƛƻƴώǎϐ ώƘŜǊϐǎŜƭŦ ǿƛǘƘƛƴ ǘƘŜ ǿƻǊƭŘΣ ŀƴŘ ǘƘŜ ǿŀȅ ǘƘŀǘ ώǎƘŜϐ ǊŜŀŎǘώǎϐ ǘƻ ǘƘƛƴƎǎέ όsee 

Appendix J). Within her creative practice Martínez-Cañas creates map-like images to explore 

her cultural identity. These images are created using a unique process established by 

Martínez-Cañas in the eighties. She borrows materials used in graphic design and print 

making called rubilyth and amberlith depending on the colour film that is being used. 

Rubilyth uses a ruby-coloured film and amberlith uses a yellow-coloured film. 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 in a similar 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. Martínez-Cañas scratches into the surface of the film, adds in 

fragments of negatives, onion skins, and found objects to create her very own large-scale 

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 result is one singular image made up of a collage of pieces of rubilyth or 

amberlith and found materials.  

 

Martínez-Cañas 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, 

Martínez-Cañas acts as a cartographer, creating map like images that reference her place of 

origin, Cuba.  
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Fig. 47 Isla Nada Más [a Mi Padre], Maria Martínez-Cañas. Courtesy of the 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 shallow roots in multiple 

locations but also in contrast some feel they have no significant roots anywhere. During the 

interview that I conducted in 2023, Martínez-Cañas explained a time in which she felt she 

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

ǘƘŀǘ ŀŦǘŜǊ ǘǊŀǾŜƭƭƛƴƎ ǘƻ {Ǉŀƛƴ ǎƘŜ ŦŜƭǘ ǎƘŜ άƘŀŘ Ŧƛƴŀƭƭȅ ŎƻƳŜ ƘƻƳŜ ŦƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ ƛƴ ώƘŜǊϐ 

ƭƛŦŜέ a feeling she had never had before (see Appendix J). With three generations of family 

that have resided within Cuba, but with the rest of her family from Spain. Martínez-Cañas 

explains this moment of revelation. 

άaȅ ƎǊŜŀǘ-grandfather 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 the northwest area of Spain. So suddenly there were different kinds of roots 

ǘƘŀǘ ƳŀŘŜ ǎŜƴǎŜ ǘƻ ƳŜέ όsee Appendix J).  

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

Martínez-Cañas 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. 48 Amor de Ciudad Grande, Maria Martínez-Cañas. Courtesy of the artist and Fredric Snitzer Gallery (1986-

1988) 

 

Fig. 49 Amberlith Negative of Territorio Cubano, Maria Martínez-Cañas. Courtesy of the artist and Fredric 

Snitzer Gallery (1988) 
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Fig. 50 Territorio Cubano, Maria Martínez-Cañas. Courtesy of the artist and Fredric Snitzer Gallery 

(1988) 
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Map Making 
Using amberlith and rubilyth Martínez-/ŀƷŀǎ ŎǊŜŀǘŜŘ ƴŜƎŀǘƛǾŜǎ ǘƘŀǘ ƭƻƻƪŜŘ άƳƻǊŜ ƭƛƪŜ ƳǳǎƛŎ 

than photography because it was completely abstract. There was not anything that we could 

ǊŜŎƻƎƴƛǎŜ ŀǎ ŀ ǇƘƻǘƻƎǊŀǇƘƛŎ ƛƳŀƎŜέ όsee Appendix J). These negatives that she created 

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

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

complex. This visual mark making approach would define her artistic practice for the next 

fift een years (see Appendix J). After being inspired by Garry Metz essay Photography and 

wŜǇǊŜǎŜƴǘŀǘƛƻƴΥ ƻǊ ¢ƘŜǊŜΩǎ aƻǊŜ ǘƻ ǘƘŜ {ǇŜŎǘŀŎƭŜ ǘƘŀƴ aŜŜǘǎ ǘƘŜ 9ȅŜ published in Exposure 

in May of 1977 Martínez-Cañas realised she could use this alternative photographic 

technique to create maps. Martínez-/ŀƷŀǎ ŜȄǇƭŀƛƴǎ Ƙƻǿ aŜǘȊ Ŝǎǎŀȅ ƘŀŘ άǎǳŎƘ ŀƴ 

extraordinary influence on [her] work. It made [her] start thinking about the significance of 

maps. When we use a map what do we use a map for? We're trying to figure out our 

ƭƻŎŀǘƛƻƴΣ ƻǊ ǿƘŜǊŜ ǿŜ ŀǊŜΣ ƻǊ ǿƘŜǊŜ ǿŜ ǿŀƴǘ ǘƻ Ǝƻέ όsee Appendix J). Maps are used as 

tools for navigation they act as a representation of land or sea. They often show you the 

location of mountain ranges, which countries are placed where, and demarcations of land. 

However, Martínez-/ŀƷŀǎ ōŜƭƛŜǾŜǎ ǘƘŀǘ άǳƭǘƛƳŀǘŜƭȅ ƳŀǇǎ ŀǊŜ ǎŜƭŦ-reflective. The map is not 

ǘƘŜ ǘŜǊǊƛǘƻǊȅ ǘƘŀǘ ƛǘ ǊŜǇǊŜǎŜƴǘǎέ όsee Appendix J). The map acts as a representation 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. MetzΩ essay transformed the way Martínez-Cañas thought 

about her photography but also about the way she understood herself and her history as 

ǎƻƳŜƻƴŜ ǿƘƻ ƘŀŘ ōŜŜƴ ŜȄƛƭŜŘ ŦǊƻƳ ǘƘŜƛǊ ƘƻƳŜ ŎƻǳƴǘǊȅΦ {ƘŜ ǊŜŀƭƛǎŜŘ ǘƘŀǘ ǎƘŜ ŎƻǳƭŘ άƎƛǾŜ 

ƳŜŀƴƛƴƎ ǘƻ ǘƘŜ ƳŀǇέ ǎƘŜ ŎƻǳƭŘ ŎƻƴƴŜŎǘ ƘŜǊǎŜƭŦ ǘƻ ǘƘŜ ƳŀǇ όsee Appendix J). These images 

can then go beyond talking about Cuba but about cartography and issues of globalisation on 

a much larger scale.  

 

In many of her works Martínez-Cañas 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 

ŎƻǳƴǘǊȅΦ ¢ƘŜǎŜ ǿƻǊƪǎ άŎƻƳōƛƴŜ ŘŜǘŀƛƭǎ ŦǊƻƳ ώΦΦϐ ŀǊŎƘƛǾŀƭ ƛƳŀƎŜǎ ǿƛǘƘ ǘƘŜ ŀǊǘƛǎǘϥǎ ƻwn 

photographic collection of family snapshots and travel pictures, as well as images of pre-

Columbian artifacts, photographs of Spanish-style architecture, and religious documents 
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ǎƘƻǘ ŦǊƻƳ ōƻƻƪǎέ ό±ƛǎƻΣ нллнΥ ǇŀǊŀΦ фύΦ Like Talmor, Martínez-Cañas invents new locations 

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 borders. Another 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.  

 

 

Fig. 51 Plan de Ciudad, Maria Martínez-Cañas. Courtesy of the artist and Fredric Snitzer Gallery (1986-

1987) 
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Odette England 
 

 

Fig. 52 Mum # 9 (Right Foot). Courtesy of Odette England. All rights reserved by the artist. (2012) 

 

ά{ƻǳǘƘŜǊƴ !ǳǎǘǊŀƭƛŀΣ ǿƛƴǘŜǊΣ мфуфΦ aȅ ǇŀǊŜƴǘǎ ǎƻƭŘ ǘƘŜƛǊ нлл-acre dairy farm owing 

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

I 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, I 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 I call home, live no longer, and linger 

longesǘέ 30 (see Appendix I). 

 
30 hŘŜǘǘŜ 9ƴƎƭŀƴŘΩǎ ƳƛƎǊŀǘƛƻƴ ǎǘƻǊȅ ǿŀǎ ƻōǘŀƛƴŜŘ Ǿƛŀ ŜƳŀƛƭ ŎƻƳƳǳƴƛŎŀǘƛƻƴ ōŜǘǿŜŜƴ 9ƴƎƭŀƴŘ ŀƴŘ ƳȅǎŜƭŦ ƻƴ 11 
December 2023.    
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Fig. 53 Dad # 4 (Left Foot). Courtesy of Odette England. All rights reserved by the artist. (2012) 

 

Lƴ hŘŜǘǘŜ 9ƴƎƭŀƴŘΩǎ ǎŜǊƛŜǎ Thrice Upon a Time created in 2012 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 idealised home and a longing for home reflecting her migrant 

experience. In Thrice Upon a Time England 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. In 2011 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 wished her 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 around the farm. As they walked along familiar pathways the uneven ground crushed 
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ǘƘŜ ƴŜƎŀǘƛǾŜǎ ŀǘǘŀŎƘŜŘ ǘƻ ƘŜǊ ǇŀǊŜƴǘǎΩ ŦŜŜǘΦ ¢ƘŜ ŘƛǊǘ ŀƴŘ ƳǳŘ ŎƭǳƴƎ ǘƻ ǘƘŜ ǎǳǊŦŀŎŜ ƻŦ ǘƘŜ 

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 walk. Her parents 

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 result of leaving home. 

Through her unique process-leading approach to photography England can unravel 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 in Chapter Two, homesickness is a key characteristic of migration. 

9ƴƎƭŀƴŘ ŜȄǇƭƻǊŜǎ ƘŜǊ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƘƻƳŜǎƛŎƪƴŜǎǎ ǘƘǊƻǳƎƘ ƘŜǊ ǇƘƻǘƻƎǊŀǇƘȅΦ άaȅ 

homesickness reflects dissatisfaction with my current surroundings; something is missing, 

and so I look for it in the paǎǘέ ό9ƴƎƭŀƴŘΣ нлмрΤ ммύΦ She searches for a home that she can 

never again exist in, using her photographic practice as a tool to reconstruct her past.  

άLΩƳ ƴƻǘ ǘǊȅƛƴƎ ǘƻ ŘƻŘƎŜ ƻǊ ŜǎŎŀǇŜ Ƴȅ Ǉŀǎǘ ǘƘǊƻǳƎƘ ǇƘƻǘƻƎǊŀǇƘȅΣ ōǳǘ ǘƻ ǎǳǎǘŀƛƴ ƛǘΦ L 

reappropriate personal snapshots. I collect family albums and restage their content. I 

direct my parents to revisit our former farm and reconstruct the past. I remake 

famiƭƛŀƭ ǇƭŀŎŜǎΦ ¢ƘŜ ǊŜǎǳƭǘŀƴǘ ƛƳŀƎŜǎ ŀǊŜ ΨƴƻǿΩ ōǳǘ ƭƻƻƪ ΨǘƘŜƴΦΩ L Řƻ ǘƘƛǎ ǘƻ 

ǊŜŎƻƴǎǘǊǳŎǘ Ƴȅ ƘƛǎǘƻǊȅέ ό9ƴƎƭŀƴŘΣ нлмрΤ ммύΦ  

Her ritualistic process of returning and reimagining reinstates memories of a time when 

England felt at home. By utilising a systematic and time-consuming process-based approach 

over a twelve-month period, England rebuilds the past step by step. Each image signaling 

ōŀŎƪ ǘƻ ƘŜǊ ȅƻǳǘƘ ǿƘƛƭŜ ǎǘƛƭƭ ǊŜǘŀƛƴƛƴƎ ŜƭŜƳŜƴǘǎ ƻŦ ǘƘŜ ǇǊŜǎŜƴǘΦ 9ƴƎƭŀƴŘ ǎǘŀǘŜǎ ǘƘŀǘ άL ŘƻƴΩǘ 

ǘŀƪŜ ǇƘƻǘƻƎǊŀǇƘǎΦ L ǘǊŀƴǎŦƻǊƳ ƭƻǎǎΦ L ƳŀǇ ƎǊƛŜŦέ ό9ƴƎƭŀƴŘΣ нлмрΤ ммύΦ 9ƴƎƭŀƴŘ ǳǎŜǎ ƘŜǊ 

homesickness as a source of inspiration and creates images that allow 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 with her 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 of re-photographing, 

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. 54 Image of film negatives taped to the bottom of two pairs of shoes before and after walking on a farm, 

Odette England (2015) 

 

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. This 

deliberately destructive visual element acts as a metaphor for how the artist feels about her 

relationship with home. England states that: 

άThis repetitive, ritualistic motion makes the photographs look as if they were found 

ǊƻǘǘƛƴƎ ƛƴ ǘƘŜ ŜŀǾŜǎ ƻŦ ǘƘŜ ŦŀǊƳΩǎ ǊƻƻŦΣ ƎǊƛŜǾƛƴƎ ŦƻǊ ǘƘŜƛǊ ƻǿƴŜǊΦ !ǎ ƛŦ ǘƘŜȅ ƳƛƎƘǘ 

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 façade 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 

ŀƭǎƻ ōŜ ŀ ōŜŀǳǘƛŦǳƭ ǎȅǎǘŜƳ ƛƴ ŀƴŘ ƻŦ ƛǘǎŜƭŦΣ ŀƴŘ ǎǘƛƭƭ ŘƻƻƳŜŘέ ό9ƴƎƭŀƴŘΣ нлмрΤ мрпύΦ 

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 ruptures in EƴƎƭŀƴŘΩǎ ŎƻƴƴŜŎǘƛƻƴ 

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 in its current state. The dirt of today 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 

ǘƘŜƳǎŜƭǾŜǎ ǿƛǘƘƛƴ ǘƘŜ ǎŎŜƴŜΦ 9ƴƎƭŀƴŘ ŜȄǇƭŀƛƴǎ Ƙƻǿ άǇƘƻǘƻƎǊŀǇƘȅ ōŜŎƻƳŜs [her] way to 

ǊŜŎƻƴƴŜŎǘ ǿƛǘƘ ǘƘŜ ƭŀƴŘ ώǎƘŜϐ ƭŜŦǘ ōŜƘƛƴŘέ ό9ƴƎƭŀƴŘΣ нлмрΤ мсмύΦ bƻǘ ƻƴƭȅ Řƻ ǘƘŜ ƛƳŀƎŜǎ 

ŘŜǇƛŎǘ ƭƻǎǎ ŀƴŘ ŘƛǎǊǳǇǘƛƻƴ ōǳǘ ǘƘŜȅ ŀƭǎƻ ŀŦŦƛǊƳ 9ƴƎƭŀƴŘΩǎ ǎŜƴǎŜ ƻŦ ǎŜƭŦΦ ¢ƘǊƻǳƎƘ 9ƴƎƭŀƴŘΩǎ 

persistence to revisit the farm, reclaim those places, re-engage 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. 55 Dad # 7 (Right Foot). Courtesy of Odette England. All rights reserved by the artist. (2012) 
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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 emphasise fragmentation. 

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 to create large scale 

constructed negatives, or restructuring destroyed negatives after being crushed beneath the 

ŀǊǘƛǎǘΩǎ ǇŀǊŜƴǘΩǎ ŦŜŜǘΦ 9ŀŎƘ ōƻŘȅ ƻŦ ǿƻǊƪ ǎƘƻǿŎŀǎŜǎ ŜƭŜƳŜƴǘǎ ƻŦ ŦǊŀƎƳŜƴǘŀǘƛƻƴΣ ōǳǘ ŀƭǎƻ ƻŦ ŀ 

rebuilding. All four artists bring together these pieces and 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 

ōŜ ǘƘŜ ƭŀŎƪ ƻŦ ƳŜƳƻǊȅΣ ǘƘŜ ƭƻǎǎ ƻŦ ƳŜƳƻǊȅΣ ƻǊ ƳŜƳƻǊȅΩǎ ǊƻƭŜ ƛƴ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘŜ 

ƳƛƎǊŀƴǘ ƛŘŜƴǘƛǘȅΦ aŜƳƻǊȅ ƛǎ ŀ ƪŜȅ ǘƘŜƳŜ ǘƘŀǘ Ŧƭƻǿǎ ǘƘǊƻǳƎƘ ŀƭƭ ŦƻǳǊ ŀǊǘƛǎǘΩǎ Ǉractice. During 

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

ά¢ƘŜ ǊƻƭŜ ƻŦ ƳŜƳƻǊȅ ŦƻǊ ƳŜ ƛǎ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ƴƻǘ ŀ ƳŜƳƻǊȅΣ ǘƘŜǊŜ ƛǎ ƴƻǘ ƻƴŜΦ {ƻƳŜ 

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 

an experience of ǿƘƛŎƘ L ǿƛǎƘ ŀƴŘ ǎƘƻǳƭŘ ƘŀǾŜ ƳŜƳƻǊȅ ƻŦΦ ώΧϐ {ƻΣ L ǘƘƛƴƪ ƛǘ ƛǎ ǘƘŜ ŦŀŎǘ 

that there isn't a memory. There is a kind of constructed something that I have. A 

sort of association, which is not bound to an emotional connection to a place 

because I do not have that memory of that place, and that in itself is a bit bizarre 

ōŜŎŀǳǎŜ L ǇǊƻōŀōƭȅ ǎƘƻǳƭŘ ŀǘ ǘƘŀǘ ŀƎŜΣ L ǎƘƻǳƭŘ ƘŀǾŜ ƳŜƳƻǊȅέ όsee Appendix K). 

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. 

9ƴƎƭŀƴŘΩǎ ǇǊƻŎŜǎǎ ƻŦ ŀǎƪƛƴƎ ƘŜǊ ǇŀǊŜƴǘǎ ǘƻ ǊŜǾƛǎƛǘ ǘƘŜƛǊ ŎƘƛƭŘƘƻƻŘ ŦŀǊƳ, retracing their past 

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

ƳŜƳƻǊȅΦ 9ƴƎƭŀƴŘ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǎƘŜΩǎ άǇǳǎƘƛƴƎ ƻƭŘ ƳŜƳƻǊƛŜǎ ƛƴǘƻ ǘƘŜ ǎǳōŎƻƴǎŎƛƻǳǎΣ ōǳǊȅƛƴƎ 
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them, encouraging expiration. The remakes will take over the originals and, at some point, 

ōŜŎƻƳŜ ǘƘŜ ƻǊƛƎƛƴŀƭǎέ ό9ƴƎƭŀƴŘΣ нлмрΤ фоύΦ ¢ƘŜǎŜ ŜȄŀƳǇƭŜǎ ōŜƎƛƴ ǘƻ ōǳƛƭŘ ŀ ǇƛŎǘǳǊŜ ƻŦ ǘƘŜ 

complexities of having a life defined by movement and how that movement is visualised by 

some artists using alternative photographic processes.  

 

 

Fig. 56 Mum # 3 (Right Foot). Courtesy of Odette England. All rights reserved by the artist. (2012) 

 

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 the work was 

created but also signal to the migrant experience. For Talmor in her photobook Constructed 

Landscapes (2020) she shows you what the images looked like before they are sliced into 

fragmented pieces. Each image is labelled with the location and the date. Some 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 viewing the final 

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 of holiday images 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 

ƛƳƳƛƎǊŀƴǘǎΩ ǇƘƻǘƻǎ ǘŀƪŜƴ ƻƴ ǘǊƛǇǎ ƘƻƳŜ Ŏŀƴ ǇǊƻǾƛŘŜ ǊŜǎǇƛte during times of homesickness 

ƻǊ ŀ ǊŜŎƻǊŘ ƻŦ ŀ ƭƛŦŜ ǘƘŜȅ ƭŜŦǘ ōŜƘƛƴŘΦ .ȅ ŀƭƭƻǿƛƴƎ ǘƘŜ ǾƛŜǿŜǊ ǘƻ ǎŜŜ ¢ŀƭƳƻǊΩǎ ŎǊŜŀǘƛǾŜ ǇǊƻŎŜǎǎ 

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

 

 

 Fig. 57 Pages 166-167 from Dafna Talmor τ Constructed Landscapes (Fw:Books, 2020) Design Hans 

Gremmen; Texts by Olga Smith, Shoair Mavlian, Cherry 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, scans of Post-it notes her parents wrote to her, 
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handwritten messages on envelopes, and snapshot photographs of the process in her 

photobook Lover of Home (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 presenting the correspondence exchanged during the project's 

creation, England highlights a deeply familiar experience for those who have navigated life 

across borders. 

 

 

Fig. 58 Screenshot of page pg. 157 of the photobook Lover of Home, Odette England (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. I examined the complexities of navigating the 

journey of transnationalism and how these unique experiences of movement have been 

visualised using experimental photography. In this research I emphasise 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 and memory, rootedness, 

map making, homesickness, and representations of home. Each selected artist revealed a 

unique lived experience of migration and 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 memory of, so she 

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 images taken in places 

she has called home to create a utopian place of desire and impossibility merging all her 

homes into one. Martínez-/ŀƷŀǎ ŀǘ ƻƴƭȅ ǘƘǊŜŜ ƳƻƴǘƘǎΩ ƻƭŘ ǿŀǎ ŜȄƛƭŜŘ ŦǊƻƳ ƘŜǊ ǇƭŀŎŜ ƻŦ 

birth, Cuba, and has since lived in Puerto Rico, the United States, and 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 United Kingdom 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 for this case study chapter examined the diverse and 

multilayered understanding of movement across countries using alternative photographic 

processes. 
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Chapter Four: Transnationality and Alternative 
Photographic Processes 

 

This chapter articulates my practice-based approach, in which I 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 transnationality. Charting the 

trajectory of my practice throughout my research degree, this chapter demonstrates the 

personal journey I have taken over the course of the PhD with my migrant identity, 

combining my practiceςled research with an underpinning of the theoretical discourses 

discussed previously in my thesis.  

 

Migrant Aesthetic 
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 

ǇŜƻǇƭŜΦ ά²ƘƛƭŜ ŎƻƴǘŜƳǇƻǊŀǊȅ ƳŜŘƛŀ ƛƳŀƎŜǎ ƭŀǊƎŜƭȅ ŦǊŀƳŜ ƳƛƎǊŀǘƛƻƴ ƛƴ ǘŜǊƳǎ ƻŦ ǘǊŀǳƳŀΣ 

ǾƛŎǘƛƳƘƻƻŘΣ ŀƴŘ ǇƛǘȅΣ ǎƻ ƳǳŎƘ ƳƻǊŜ Ŏŀƴ ōŜ ǎŀƛŘ ƻŦ ǇƘƻǘƻƎǊŀǇƘȅΩǎ ǊƻƭŜ ƛƴ ǘƘŜ ƳƻǾŜƳŜƴǘ ƻŦ 

ǇŜƻǇƭŜ ŀǊƻǳƴŘ ǘƘŜ ǿƻǊƭŘέ (Sheehan, 2018). Transnationality is a multifaceted experience. 

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

that has emerged over the 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 combined with the rejection of a restrictive categorisation of 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 

ƛŘŜƴǘƛǘȅ ǿƘƛŎƘ ŀƭƭƻǿ ǘƘŜƳ ǘƻ ōŜŎƻƳŜ άŘŜǘŀŎƘŜŘ ŦǊƻƳ the postcolonial burdens of the 

ǎǘǊǳƎƎƭŜ ŦƻǊ ƳƛƴƻǊƛǘȅ ǊŜŎƻƎƴƛǘƛƻƴέ ƳƛƎǊŀƴǘ ŀǊǘƛǎǘǎ ōŜŎƻƳŜ ŀ άƳƻōƛƭŜ ŀƴŘ ǇƻƭȅƳƻǊǇƘƻǳǎ 

Ŝƴǘƛǘȅέ ό5ŜƳƻǎΣ нлмоΥммύΦ !ŎŎƻǊŘƛƴƎ ǘƻ 5ŜƳƻǎΣ ǇƻǎǘŎƻƭƻƴƛŀƭ ǘƘƻǳƎƘǘ ŦƻŎǳǎŜǎ ƻƴ ƳƛƴƻǊƛǘȅ 

recognition, which in his opinion reinforces notions of race, ethnicity, and nationality. This 

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

Demos suggest a new model characterised by mobility and hybridisation, 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:  

ά¢ǊŀǾŜƭ ŀƭǎƻ ƘƻƭŘǎ ǘƘŜ ŎŀǇŀŎƛǘȅ ǘƻ ǳƴƭŜŀǎƘ ŀ ŎǊŜŀǘƛǾŜ ŦƭƛƎƘǘ ƛƴǘƻ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

multiplicity beyond the fixed categories of identities, mediums, and conventions. In 

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

energies, complicating the existential vulnerability and material destitution it 

ƻǘƘŜǊǿƛǎŜ Ƴŀȅ ōǊƛƴƎέ ό5ŜƳƻǎΣ нлмоΥоύΦ 

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 enduring 

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 suggested then 

that the migrant aesthetic is then characterised by a mixing of mediums, an overlapping of 

traditions, in reflection of the complexity of transnationality. During this practice-based 

research I have explored how photography can also be used in this manner to investigate 

transnationality. I have investigated the layered, and process-based approach of alternative 

photographic techniques that can be used by immigrants 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 on. This contrasts 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 from plant material, 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 

ŜȄƛǎǘŜƴŎŜΦ 5ŜƳƻǎ ǎǘŀǘŜǎ άǘƘŀǘ Ƴƻōƛƭƛǘȅ ŘŜǎƛƎƴŀǘŜǎ ŀ ǊǳǇǘǳǊŜŘ ǇǎȅŎƘƻƎŜƻƎǊŀǇƘȅ ƻŦ 

fundamental ambivalence, calling up the longing for home and the embrace of elsewhere, 

ŀƴŘ ǘƘŀǘ ƛƴ ǘƘŜ ƭŀǎǘ ŀƴŀƭȅǎƛǎ ƳƛƎǊŀǘƛƻƴ ƛǎ ŀƴǘƛǘƘŜǘƛŎŀƭ ǘƻ ŀƴȅ ǳƴƛŦƛŜŘ ƳŜŀƴƛƴƎέ ό5ŜƳƻǎΣ 

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 proposes that migrants 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 well to the 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 this chapter, I draw from my own artistic practice which 

uses processes such as photograms and soil chromatography to demonstrate the lived 

experience of transnationality.  

 

Immigration Day   
On the 21 December 1999 at the age of nine I 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 I became an immigrant, that I began to experience the constant 

oscillation between two 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 migration my 

family and I would commemorate the anniversary of our migration celebrating together 

each year, but gradually over time this day became much like any other. The date, however, 

was always ingrained in my memory, those numbers I 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 a place of 

change, transition, and disruption that would later impact my understanding of belonging 

and home. While on reflection, I am aware of the profound effect this moment in my 

personal history has had on the construction of my transnational identity, at the time I was 

unaware of its significance. The location itself I have no real attachment to. The memories of 

my time spent there are limited and after we moved out of our Redmond apartment, I felt 
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ƴƻ ƴŜŜŘ ǘƻ ǊŜǘǳǊƴ ǘƻ ǘƘƛǎ ǇƭŀŎŜΦ Lǘ ǿŀǎƴΩǘ ǳƴǘƛƭ ǘƘŜ нм 5ŜŎŜƳōŜǊ нлмф ǘƘŀǘ L ŘŜŎƛŘŜŘ ǘƻ ƳŀƪŜ 

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 I first stepped foot in America. This body of work 

was influenced by artist Chrystel Lebas whose publication Field Studies: Walking through 

Landscapes and Archives (2017) traces her 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 on her walks were particularly inspiring. These photograms resemble the 

early cyanotypes of British botanist and first women to publish a photobook, Anna Atkins, 

who documented British aƭƎŀŜ ƛƴ ǘƘŜ муплΩǎΦ In both instances the specimen that is being 

documented is lifted from the earth and placed directly onto the light sensitive surface of 

ǘƘŜ ǇŀǇŜǊΦ Lƴ !ǘƪƛƴΩǎ ǿƻǊƪ ǎƘŜ ǳǎŜŘ ŎȅŀƴƻǘȅǇŜǎ ŀƴŘ ƛƴ [ŜōŀǎΩǎ ŎŀǎŜ ǘƘƛǎ ǿŀǎ ŎƻƭƻǳǊ 

photographic paper. Each image is treated with the same respect that a botanist might use 

in their study of plants, collecting samples, taking notes, and investigating pre-existing 

knowledge to catalogue what they find. I took a similar approach with the aim of also 

creating a catalogue, but instead of investigating natural plant species I chose to catalogue 

my first home in America. I recorded the textures of the trees in the landscaping 

surrounding the apartment. I documented the rain that fell on that day. I made frottage 

drawings of the various surfaces near the apartment including the front door, fire hydrant, 

road, stairwell, and pathways leading up to the apartment. I collected water samples to 

recreate the flow of water from the gutters into the drainage system. Mimicking the 

cataloguing techniques of scientists and gathering as much material as I could during my trip 

to this space. 
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CƛƎΦ рф tƭŀƴǘ tƻǊǘǊŀƛǘǎ ƻǊ ²ŜŜŘǎ ϧ !ƭƛŜƴǎ {ǘǳŘƛŜǎΦ /ƻǳǊǘŜǎȅ ƻŦ /ƘǊȅǎǘŜƭ [Ŝōŀǎ όнлмоύ 

 

CƛƎΦ сл 5ƛŎǘȅƻǘŀ ŘƛŎƘƻǘƻƳŀΣ ƛƴ ǘƘŜ ȅƻǳƴƎ ǎǘŀǘŜΤ ŀƴŘ ƛƴ ŦǊǳƛǘΣ !ƴƴŀ !ǘƪƛƴǎ όмупоπмуроύ 
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Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ŎŀǘŀƭƻƎǳƛƴƎ ƻǳǊ ŦƛǊǎǘ ƘƻƳŜ ƛƴ !ƳŜǊƛŎŀ L ŎǊŜŀǘŜŘ ŀ ŎƻƭƭŜŎǘƛƻƴ ƻŦ Ƴȅ ŦŀƳƛƭȅΩǎ 

memories of the day we became immigrants. I started by asking my family members to 

write down any memories they had of this day. The writing took place in isolation as I did 

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 Heathrow airport and 

ŘƛŘƴΩǘ ƳŀƪŜ ƛǘ ǘƻ ²ŀǎƘƛƴƎǘƻƴ ŦƻǊ ŀ ŦŜǿ ƳƻǊŜ ŘŀȅǎΦ ¢Ƙƛǎ ƳƻƳŜƴǘ ƘŀŘ ōŜŎƻƳŜ ŀƴ ƛƳǇƻǊǘŀƴǘ 

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 memories with 

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 upon reflection 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 the exhibition 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 immigration day.  
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CƛƎΦ см {Ŏŀƴ ƻŦ ƘŀƴŘǿǊƛǧŜƴ ƭŜǧŜǊΣ /ƘŀǊƭƻǧŜ {ƪƻƎƭǳƴŘ όнлмфύ 
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CƛƎΦ сн {Ŏŀƴ ƻŦ ƘŀƴŘǿǊƛǧŜƴ ƭŜǧŜǊΣ YŜǾƛƴ wŀƴǎƻƳ ǇƎΦ м όнлмфύ 
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CƛƎΦ со {Ŏŀƴ ƻŦ ƘŀƴŘǿǊƛǧŜƴ ƭŜǧŜǊΣ YŜǾƛƴ wŀƴǎƻƳ ǇƎΦ н όнлмфύ 
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CƛƎΦ сп {Ŏŀƴ ƻŦ ƘŀƴŘǿǊƛǧŜƴ ƭŜǧŜǊΣ YŜǾƛƴ wŀƴǎƻƳ ǇƎΦ о όнлмфύ 
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CƛƎΦ ср {Ŏŀƴ ƻŦ ƘŀƴŘǿǊƛǧŜƴ ƭŜǧŜǊΣ YŜǾƛƴ wŀƴǎƻƳ ǇƎΦ п όнлмфύ 
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You can view the remaining letters from my family in Appendices P. In addition to the 

written accounts of our immigration, I also employed a combination of methods to create a 

personal archive of this site. I first immersed myself in the location and began capturing the 

downpour of rain. I 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 rain began to pool, and in others the intensity 

of the rain washed away the chemistry all together leaving behind the white of the paper. 

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. I created twenty rain cyanotypes to mark the twentieth anniversary, one 

print for each year since we first moved to America.  

 

 

CƛƎΦ  сс CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ wŀƛƴ /ȅŀƴƻǘȅǇŜǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ ст CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ wŀƛƴ /ȅŀƴƻǘȅǇŜǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ су CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ wŀƛƴ /ȅŀƴƻǘȅǇŜǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ сф CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ wŀƛƴ /ȅŀƴƻǘȅǇŜǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ тл CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ wŀƛƴ /ȅŀƴƻǘȅǇŜǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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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 dribbled across the 

windows and splashed as I made footsteps through large puddles. To record this movement 

of rainwater I collected samples using a ladle and a pitcher. I took this water home with me 

so I could recreate these motions by pouring the water across large sheets of water colour 

paper coated in cyanotype chemistry. As I poured the water, the journey the water took was 

then recorded onto the surface of the print.  

 

 

CƛƎΦ тм wŜŦŜǊŜƴŎŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ŜȄǘŜǊƛƻǊ ƻŦ ǘƘŜ wŜŘƳƻƴŘ ŀǇŀǊǘƳŜƴǘ όнлмфύ 



148 
 

 

CƛƎΦ тн wŜŦŜǊŜƴŎŜ ƛƳŀƎŜ ƻŦ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ ŎƻƭƭŜŎǝƴƎ ǊŀƛƴǿŀǘŜǊ όнлмфύ 

 

 

CƛƎΦ то wŜŦŜǊŜƴŎŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ǇŀǊƪƛƴƎ ƭƻǘ ƻǳǘǎƛŘŜ ƻŦ ǘƘŜ wŜŘƳƻƴŘ ŀǇŀǊǘƳŜƴǘ όнлмфύ 
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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 on the day to 

create a feeling of being present in this location at a particular time. As author Marc Lenot 

ǎǳƎƎŜǎǘǎ ǎƻƳŜ ŀƭǘŜǊƴŀǘƛǾŜ ǇƘƻǘƻƎǊŀǇƘƛŎ ǇǊƻŎŜǎǎŜǎ άƳŀȅ ŀǇǇŜŀǊ ǘƻ ōŜ ŜƴƛƎƳŀǎ ƻǊ Ǿƛǎǳŀƭ 

oddities but are photographs nonetheless because of the action of light on a photosensitive 

ǎǳǊŦŀŎŜέ ό[ŜƴƻǘΣ нлннΥ млύΦ ¢ƘŜǎŜ ƛƳŀƎŜǎ Řƻ ƴƻǘ ǇǊŜǘŜƴŘ ǘƻ ǊŜǇǊŜǎŜƴǘ ǘǊǳǘƘΣ ōǳǘ ǊŀǘƘŜǊ ǘƘŜ 

feeling of returning to this site, reflecting on the experience of being an immigrant, and 

attempting to capture the essence of that space rather than an accurate depiction. 

  

 

CƛƎΦ тп CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ǊŀŎŜǎ ƻŦ ²ŜŀǘƘŜǊΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ мр тп CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ǊŀŎŜǎ ƻŦ ²ŜŀǘƘŜǊΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ тс тп CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ǊŀŎŜǎ ƻŦ ²ŜŀǘƘŜǊΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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 The Frottage Photogram Process 
For the final piece of this body of work, I used the frottage drawing technique and adapted 

ƛǘ ǎƻ ƛǘ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ ŎǊŜŀǘŜ ǇƘƻǘƻƎǊŀƳǎ ƛƴ ǘƘŜ ŎƻƭƻǳǊ ŘŀǊƪǊƻƻƳΦ άCǊƻǘǘŀƎŜ ƛǎ ŀ ǎǳǊǊŜŀƭƛǎǘ 

ŀƴŘ ΨŀǳǘƻƳŀǘƛŎΩ ƳŜǘƘƻŘ ƻŦ ŎǊŜŀǘƛǾŜ ǇǊƻŘǳŎǘƛƻƴ ǘƘŀǘ ƛƴǾƻƭǾŜǎ ŎǊŜŀǘƛƴƎ ŀ ǊǳōōƛƴƎ ƻŦ ŀ 

textured surface using a pencƛƭ ƻǊ ƻǘƘŜǊ ŘǊŀǿƛƴƎ ƳŀǘŜǊƛŀƭέ ό¢!¢9Σ ǎΦŘΦύΦ ¢Ƙƛǎ ƳŜǘƘƻŘ ƻŦ ƳŀǊƪ-

making was famously used by Max Ernst in some of his drawings of an ancient wooden floor 

in 1925. 

 

 

CƛƎΦ тт ¢ƘŜ 9ƴǝǊŜ /ƛǘȅΣ aŀȄ 9Ǌƴǎǘ όмфопύ 

 

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 

ƭŀǘŜǊ ŜȄƘƛōƛǘŜŘ ƛƴ ǘƘŜ нллт ±ŜƴƛŎŜ .ƛŜƴƴŀƭŜ WŀǇŀƴŜǎŜ tŀǾƛƭƛƻƴΦ άIs There a Future for Our 

Past? The Dark Face of the Light showed some of the thousands of rubbings Okabe has 

ƳŀŘŜ ƛƴ ŀƴŘ ŀǊƻǳƴŘ IƛǊƻǎƘƛƳŀ ώΧϐ ƘŜ ƛƴŎƭǳŘŜŘ ŎǳǊō ǎǘƻƴŜǎ ŦǊƻƳ ǘƘŜ ǎƛǘŜ ƻŦ ǎƻƳŜ ƻŦ ǘƘŜ 
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rubbings, an old railroad station undergoing demolition, and provided materials for visitors 

ǘƻ ƳŀƪŜ ǘƘŜƛǊ ƻǿƴ ǊǳōōƛƴƎǎέ όLǾŜǊǎŜƴΣ нлмтΥ соύΦ ¢Ƙƛǎ ǿƻǊƪ ŜȄǇŜǊǘƭȅ ŘŜƳƻƴǎǘǊŀǘŜǎ Ƙƻǿ ȅƻǳ 

can use this technique to record traces left by the past. It is a form of reproduction 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 experience, its memory and taking it with you. 

The paper itself is left with indents and scrapes, becoming a topographical map of the 

ƻōƧŜŎǘΦ  Lƴ hƪŀōŜΩǎ ǿƻǊƪ ǘƘŜ ŘǊŀǿƛƴƎǎ άŎƻƴŎŜǊƴǎ ǾƛƻƭŜƴŎŜΣ ǘǊŀǳƳŀΣ ŀƳƴŜǎƛŀΣ ŀƴŘ ŎƻƭƭŜŎǘƛǾŜ 

ƳŜƳƻǊȅέ όLǾŜǊǎŜƴΣ нлмтΥ соύ ŜŀŎƘ ƳŀǊk serving as a reminder of the events that took place 

in Hiroshima.  

 

 

CƛƎΦ ту ¢ƘŜ 5ŀǊƪ CŀŎŜ ƻŦ ǘƘŜ [ƛƎƘǘΣ aŀǎŀƻ hƪŀōŜ ǇƘƻǘƻƎǊŀǇƘŜŘ ōȅ /ƘƛƘƛǊƻ aƛƴŀǘƻ όнллтύ 
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In my series Surface Records, I used frottage drawings of the textures of my first home in 

America. I captured the textures of the tree trunks, the impressions of a fire hydrant, the 

cracks in the pavement, any surface I could get a record of I 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 second image is an example of the 

inverted scan ready to be printed as a digital negative.  

 

 

CƛƎΦ тф {Ŏŀƴ ƻŦ ŦǊƻǧŀƎŜ ŘǊŀǿƛƴƎ ŦǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ ул bŜƎŀǝǾŜ ƻŦ ŦǊƻǧŀƎŜ ŘǊŀǿƛƴƎ ŦǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎ ōȅ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 

 

After printing the frottage drawings as digital negatives I 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 dictate what 

colours are produced within the image. As the intent of this project was to commemorate 

my immigration day I used the numbers from the date 21 December 1999 and input them as 

the numbers for the colour dials. I dialed 21 for the cyan, 12 for the magenta, and 99 for 

yellow which resulted in a red and black coloured photogram as pictured in the following 

images.  
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CƛƎΦ ум CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ  ун CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ уо CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ уп CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ ур CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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CƛƎΦ ус CǊƻƳ ǘƘŜ ǎŜǊƛŜǎ {ǳǊŦŀŎŜ wŜŎƻǊŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлмфύ 
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There are forty prints that make up Surface Records. Twenty 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 repeated to represent 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 immigrant I have experienced that there are two 

selves that form. The person who existed before 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, reflecting 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 forty prints implies the multiplicity of transnationality. Each image tracing 

memory, history, and time.  

 

 

CƛƎΦ ут Lƴǎǘŀƭƭŀǝƻƴ ƻŦ {ǳǊŦŀŎŜ wŜŎƻǊŘǎ ƛƴ ǘƘŜ tǊŀŎǝŎŜ ŀǎ wŜǎŜŀǊŎƘΥ ²Lt ŜȄƘƛōƛǝƻƴ ƛƴ ǘƘŜ CƻȅŜǊ DŀƭƭŜǊȅ ŀǘ ǘƘŜ 

¦ƴƛǾŜǊǎƛǘȅ ŦƻǊ ǘƘŜ /ǊŜŀǝǾŜ !ǊǘǎΣ CŀǊƴƘŀƳ όнлнмύ 
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Immigration Day was 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 I 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 blue colour of water, 

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 prior to migration. The 

marks made from the rain can be viewed as teardrops referencing the emotional imprint of 

migration. The frottage drawings that were then later used to create photograms in the 

colour darkroom for the Surface Records set of images was a slow and laborious technique. 

Furthermore, the tactile and intimate engagement with these methods allowed for space to 

embed meaning into the process itself. 

 

The Woods 
I continue to investigate attributes of my transnationality in my series The Woods. This 

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 

ƳŜƴǘƛƻƴŜŘ ŜŀǊƭƛŜǊ ƛƴ /ƘŀǇǘŜǊ ¢ǿƻ ǇƭŀŎŜ ŀǘǘŀŎƘƳŜƴǘ ǊŜŦŜǊǎ ǘƻ ŀ ǇŜǊǎƻƴΩǎ Ŏƻgnitive emotional 

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 

ƻƴŜΩǎ ƘƻƳŜƭŀƴŘΣ ōǳǘ ŀƭǎƻ ŀ ƳƛƎǊŀƴǘ Ŏŀƴ ŦƻǊƳ ƴŜǿ ŀǘǘŀŎƘƳents to places where they are 

currently based. As I reflected on places I as an immigrant am attached to, I realised that 

there was a walk that I use to go on every day from my childhood house in the small village 

of Lindford to my school in the nearby town Bordon in Hampshire, England which as a child I 

would call the woods. This walk was part of my everyday routine which as I mentioned 

earlier is a significant component to the development of place attachment. After 

immigrating to the Pacific Northwest of America, I returned to this site repeatedly on short 

trips home to England in the summer and retraced those footsteps I had once walked as a 

child. When I was feeling homesick for England, this walk often appeared in my mind. I 
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decided to return to this personally significant site and create an interpretive record of my 

place of attachment. I walked step by step the same path during all four seasons autumn, 

spring, summer and winter as an attempt to map this location using alternative 

photographic processes. Professor of visual cultures at Goldsmiths University Irit Rogoff 

ŜȄǇƭŀƛƴǎ ǘƘŀǘ άŎŀǊǘƻƎǊŀǇƘȅ ƛǎ ǘƘŜ ǎƛƎƴƛŦȅƛƴƎ ǇǊŀŎǘƛŎŜ ƻŦ ōƻǘƘ ƭƻŎŀǘƛƻƴ ŀƴŘ ƛŘŜƴǘƛǘȅέ όwƻƎƻŦŦΣ 

нлллΥ тоύΦ ²ƛǘƘ wƻƎƻŦŦΩǎ ǿƻǊŘǎ ƛƴ ƳƛƴŘΣ L ƳŀǇǇŜŘ ǘƘƛǎ ǎƛǘŜ ǳǎƛƴƎ Ƴy footsteps, each step 

marking the land throughout the journey. I 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 significant location.  

 

 

CƛƎΦ уу {ŎǊŜŜƴǎƘƻǘ ƻŦ ŀ DƻƻƎƭŜ ƳŀǇ ƻŦ [ƛƴŘŦƻǊŘΣ IŀƳǇǎƘƛǊŜ ƛƴ 9ƴƎƭŀƴŘ όнлнпύ 
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wƻƎƻŦŦ ŀƭǎƻ ǎǳƎƎŜǎǘǎ ǘƘŀǘ άƳŀǇǎ ǎŜǊǾŜ ǘƘŜ ǇǳǊǇƻǎŜ ƻŦ ƭƻŎŀǘƛƻƴ ŀƴŘ ǘƘŀǘ ǘƘŜȅ ŀƭƭŜǾƛŀǘŜ ǘƘŜ 

ŀƴȄƛŜǘȅ ƻŦ ōŜƛƴƎ ƭƻǎǘέ όwƻƎƻŦŦΣ нлллΤ тпύΦ ¢Ƙƛǎ ǿƻǊƪ ǿŀǎ ŎǊŜŀǘŜŘ ŘǳǊƛƴƎ ǘƘŜ /h±L5-19 31 

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 to England became 

untethered and a pull towards my home in America grew stronger. American Author 

Rebecca Solnit writes in her book A Field Guide to Getting Lost ǘƘŀǘ άƎŜǘǘƛƴƎ ƭƻǎǘ ƛǎ ŀōƻǳǘ ǘƘŜ 

ǳƴŦŀƳƛƭƛŀǊ ŀǇǇŜŀǊƛƴƎ ώΦΦϐ ǘƘŜ ǿƻǊƭŘ Ƙŀǎ ōŜŎƻƳŜ ƭŀǊƎŜǊ ǘƘŀƴ ȅƻǳǊ ƪƴƻǿƭŜŘƎŜ ƻŦ ƛǘΦ ώΧϐ ǘƘŜǊŜ ƛǎ 

ŀ ƭƻǎǎ ƻŦ ŎƻƴǘǊƻƭέ ό{ƻƭƴƛǘΣ нлмоΥ ннύΦ ¢ƘŜ ǇŀƴŘŜƳƛŎ ƘŀŘ ƛƴǎƛƎƘǘŜŘ ŀ ǎŜƴǎŜ ƻŦ ƭƻǎǎΣ 

unfamiliarity, and discomfort. It was through the creation of this body of work, through 

mapping my place of attachment, that I attempted to alleviate 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 throughout the year to create 

The Woods helped solidify my place attachment to this location but also allowed for the 

continued development of my transnational identity. Reflection became a powerful tool for 

ǊŜōǳƛƭŘƛƴƎ ǘƘŜ ōƻƴŘ ǘƻ ǘƘƛǎ ǎƛǘŜΦ {ƻƭƴƛǘ ǿǊƛǘŜǎ άǿƘŜƴ ȅƻǳ ƎƛǾŜ yourself to places, they give 

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 

ōŀŎƪέ ό{ƻƭƴƛǘΣ нлмпΥ моύΦ 5ǳǊƛƴƎ Ƴȅ ǿŀƭƪǎΣ L ǿŀǎ ŦƭƻƻŘed with memories from my childhood 

of picking catkins from the trees and racing my siblings down the well-trodden dirt path. I 

remembered collecting oddly shaped conkers and dragging my school backpack behind me 

when it was too heavy. Now as an adult many years later the walk seemed so familiar and 

yet there were a number of obvious changes. The bridge over the River Wey had been 

 
31 COVID-19, 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 impacted 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 2022 6,159,474 deaths 
have been reported 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 jam-packed with houses and the 

empty discarded shopping carts and graffiti had long since been cleared away. By retracing 

my footsteps, I have been creating 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 

process. The 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 of art A Line Made by 

Walking 32 and Marina Abramoviŏ ŀƴŘ ¦ƭŀȅΩǎ мфуу ǇŜǊŦƻǊƳŀƴŎŜ The Great Wall Walk33. 

[ƻƴƎΩǎ ǳǎŜ ƻŦ ǿŀƭƪƛƴƎ ƛƴǾŜǎǘƛƎŀǘŜŘ ǇŜǊƳŀƴŜƴŎŜΣ ƳƻǘƛƻƴΣ ŀƴŘ ƛƴǘŜǊŀŎǘƛƻƴǎ ǿƛǘƘ ǘƘŜ ƭŀƴŘǎŎŀǇŜ 

while !ōǊŀƳƻǾƛŏ and Ulay 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 work The Woods I use walking as a tool for 

mapping, reflection, and an attempt to reconnect with my place of attachment.  

 

 
32 Long created several bodies of works that involved walking such as his 1990 book Kicking Stones where 
he documented a 203 mile-long walk, he did in six days from Cork to Sligo Ireland. He also is known for 
his 1972 piece Dartmoor Walks where 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 well as A 
Hundred Mile Walk from 1971-1972 that Long created by walking a circular route repeatedly while 
recording sounds heard along the walk and the presence of rivers.  
33 The Great Wall Walk ĤǃШ ĤƖċůŸƻŔħШċŰĬШÖũċǃШƽċƚШċШƓĲƖŉŸƖůċŰĦĲШƓŔĲĦĲШƽőĲƖĲШĲċĦőШƓĲƖƚŸŰШƚƣċƖƣĲĬШŉƖŸůШ
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 itself represented not only a 
physical journey but a journey of their relationship, endurance, and human connection.   
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CƛƎΦ уф ! IǳƴŘǊŜŘ aƛƭŜ ²ŀƭƪ ōȅ ²ŀƭƪƛƴƎΣ wƛŎƘŀǊŘ [ƻƴƎ όмфтмπмфтнύ 

 

 

 

CƛƎΦ фл ¢ƘŜ [ƻǾŜǊǎ ς ¢ƘŜ DǊŜŀǘ ²ŀƭƭ ²ŀƭƪΣ aŀǊƛƴŀ !ōǊŀƳƻǾƛŏ ŀƴŘ ¦ƭŀȅ όмфууύ 
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The Soil Chromatography Process 
During my walks I collect soil samples and plant samples to use in my image making. I 

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 samples, as well as 

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. I 

also included snapshots from my camera phone to record the site and plants to keep track 

of where I 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. 

 

 

CƛƎΦ фм ¢ŀōƭŜ ƻŦ ǎŀƳǇƭŜǎ ŎƻƭƭŜŎǘŜŘ ƻƴ ǘƘŜ ǎǇǊƛƴƎ ǿŀƭƪ ŦǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 
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CƛƎΦ фн ¢ŀōƭŜ ƻŦ ǎŀƳǇƭŜǎ ŎƻƭƭŜŎǘŜŘ ƻƴ ǘƘŜ ǎǳƳƳŜǊ ǿŀƭƪ ŦǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 
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CƛƎΦ фо ¢ŀōƭŜ ƻŦ ǎŀƳǇƭŜǎ ŎƻƭƭŜŎǘŜŘ ƻƴ ǘƘŜ ŀǳǘǳƳƴ ǿŀƭƪ ŦǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 
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CƛƎΦ фп ¢ŀōƭŜ ƻŦ ǎŀƳǇƭŜǎ ŎƻƭƭŜŎǘŜŘ ƻƴ ǘƘŜ ǿƛƴǘŜǊ ǿŀƭƪ ŦǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлннύ 
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CƛƎΦ фр wŜŦŜǊŜƴŎŜ ƛƳŀƎŜǎ ƻŦ ǘƘŜ ǿŀƭƪ ŦǊƻƳ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмπнлннύ 
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I then use the soil chromatography process to create photographic images of the soil and 

plant samples taken from this site. I chose soil chromatography as it is a process rooted in 

the landscape. I 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 in place but is also physically made from that place. By using this slow 

methodical process, I work directly with the land that I am trying to understand. Soil 

chromatography is a photographic process that is often used by farmers to assess the 

ǉǳŀƭƛǘȅ ƻŦ ǎƻƛƭΦ ά9ƘǊŜƴŦǊƛŜŘ tŦŜƛŦŦŜǊ όмуффς1961) developed the circular chromatography test 

όtŦŜƛŦŦŜǊΩǎ /ƛǊŎǳƭŀǊ /ƘǊƻƳŀǘƻƎǊŀǇƘȅ ώt//ϐύ ŦƻǊ ŀƴŀƭȅǎƛƴƎ ǘƘŜ ǉǳŀƭƛǘȅ ƻŦ ǎƻƛƭǎΣ composts, and 

ŎǊƻǇǎέ όYƻƪƻǊƴŀŎȊȅƪΣ нлмсΥ мύΦ ¢ƘŜ Ǿƛǎǳŀƭ ƻǳǘǇǳǘǎ ƻŦ tŦŜƛŦŦŜǊΩǎ /ƛǊŎǳƭŀǊ /ƘǊƻƳŀǘƻƎǊŀǇƘȅ 

ǇǊƛƴǘǎ ŀǊŜ ǊƛƴƎ ƭƛƪŜ ǇŀǘǘŜǊƴǎ άŦƻǊƳŜŘ ƻƴ ŎƛǊŎǳƭŀǊ ŦƛƭǘŜǊ ǇŀǇŜǊǎΣ ǇǊŜǘǊŜŀǘŜŘ ǿƛǘƘ ŀ 

phƻǘƻǎŜƴǎƛǘƛǾŜ ǎǳōǎǘŀƴŎŜΣ ŀƴŘ ƛƳōƛōŜŘ ǿƛǘƘ ŀƴ ώΧϐ ŜȄǘǊŀŎǘ ƻŦ ǘƘŜ ǎƻƛƭ ǎŀƳǇƭŜέ όYƻƪƻǊƴŀŎȅȊƪΣ 

2016; 1). These images can provide valuable information about soil structure, minerals 

available, and biological diversity. This process is used in environmental studies, agriculture, 

and urban soil investigations to detect contaminants in the soil, as well as testing minerals. 

Soil chromatography is also a photographic process that uses silver nitrate and capillary 

action to create an image of the plant solution. Below you can see how the plant or soil 

solution travels up the wick which uses capillary action and is then absorbed into the filter 

paper.  

 

CƛƎΦ фс 5ƛŀƎǊŀƳ ƻŦ ŎŀǇƛƭƭŀǊȅ ŀŎǝƻƴ ƛƴ ǎƻƛƭ ŎƘǊƻƳŀǘƻƎǊŀǇƘȅ όнлнпύ 
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CƛƎΦ фт LƳŀƎŜ ƻŦ ŬƭǘŜǊ ǇŀǇŜǊ ōŜƛƴƎ ŎƻŀǘŜŘ ǿƛǘƘ ǎƛƭǾŜǊ ƴƛǘǊŀǘŜ ǎƻƭǳǝƻƴ Ǿƛŀ ŎŀǇƛƭƭŀǊȅ ŀŎǝƻƴ όнлнмύ 

 

CƛƎΦ фу LƳŀƎŜ ƻŦ ōƭŜƴŘŜŘ Ǉƭŀƴǘ ƳŀǘŜǊƛŀƭ ǘƻ ōŜ ǳǎŜŘ ŀǎ ǎƻƭǳǝƻƴ ŦƻǊ ǘƘŜ ǎƻƛƭ ŎƘǊƻƳŀǘƻƎǊŀǇƘȅ ǇǊƻŎŜǎǎ όнлнмύ 
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CƛƎΦ фф LƳŀƎŜ ƻŦ ǾŀǊƛƻǳǎ Ǉƭŀƴǘ ǎƻƭǳǝƻƴǎ ƛƴ ǇŜǘǊƛ ŘƛǎƘŜǎ όнлнмύ 

 

CƛƎΦ млл LƳŀƎŜ ƻŦ ǘƘŜ ŜŀǊƭȅ ǎǘŀƎŜǎ ƻŦ ǘƘŜ ǎƻƛƭ ŎƘǊƻƳŀǘƻƎǊŀǇƘȅ ǇǊƻŎŜǎǎ όнлнмύ 
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CƛƎΦ млм LƳŀƎŜ ƻŦ ǎƻƛƭ ŎƘǊƻƳŀǘƻƎǊŀǇƘȅ ǇǊƛƴǘǎ ōŜƛƴƎ ŜȄǇƻǎŜŘ ǘƻ ƭƛƎƘǘ όнлнмύ 

 

 

CƛƎΦ млн CǊƻƳ ǘƘŜ ǎǇǊƛƴƎ ǎŜǘ ƻŦ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 
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The above image from the Spring Set is 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. For The Woods I 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. I tested out the application 

of the silver nitrate and soil solution to the filter paper by scrunching up the paper and 

soaking it directly into the soil solution. I also experimented with using pipettes to drip 

solution on to the light sensitive surface of the paper and folding the paper in various 

shapes. This experimentation emerged from a sense of play that references back to my 

childhood spent along this walk. I wanted the process to carry traces of curiosity and the 

tactile experiences I had in this location during trips back to England.   
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CƛƎΦ мло CǊƻƳ ǘƘŜ ǎǇǊƛƴƎ ǎŜǘ ƻŦ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 
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CƛƎΦ млп CǊƻƳ ǘƘŜ ǎǇǊƛƴƎ ǎŜǘ ƻŦ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 
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CƛƎΦ млр CǊƻƳ ǘƘŜ {ǇǊƛƴƎ ǎŜǘ ƻŦ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 
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CƛƎΦ млс CǊƻƳ ǘƘŜ ǿƛƴǘŜǊ ǎŜǘ ƻŦ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлннύ 
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CƛƎΦ млт CǊƻƳ ǘƘŜ ŀǳǘǳƳƴ ǎŜǘ ƻŦ ǘƘŜ ǎŜǊƛŜǎ ¢ƘŜ ²ƻƻŘǎΣ 9ƭƛȊŀōŜǘƘ wŀƴǎƻƳ όнлнмύ 

 

 

 

 

 

 

 

 
























































































































































































































































































































































































































































































































































