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Abstract
My research project is grounded in my personal experience of migration and diaspora as an 
‘Anglo-Indian’ woman of mixed-race descent. The research for my studio practice explores the 
metaphor of water over skin. My quest for identity is a journey resembling water that flows over 
lines of demarcation. The female body is a recurring theme. I see the female body inscribed 
within personal, psychological and physical boundaries involving landscape, domesticity and 
clothing. The studio practice employs a range of media including painting and screenprinting. 
Imagery is appropriated from Indian art and mythology; colonial history and family photographs 
from India and England. The work incorporates text from my own writing and a personal 
imaginative language based on Hindustani script. During the course of my doctorate the studio 
practice has shifted from individual paintings and printmaking to installations that are intended 
to evoke the experience of identity in transformation. The work has resulted in a major 
exhibition entitled Water Over Skin II.

The exegesis embraces an interdisciplinary approach including history, cultural studies and 
autobiography. I draw upon the work of both visual artists from non western and Indigenous 
ethnic minorities and from film theory and literature. Embarked on a struggle for self discovery I 
have drawn on personal memory and history to engage in a critical interrogation of cultural 
identity from a postcolonial perspective. Issues of difference both racial and cultural form the 
basis of my research focused around the key themes of shame, the ‘third  space’ of hybridity, 
race and gender. By referring to certain autobiographical elements and experiences from 
childhood, the transformation from a political assimilationist perspective is explored, deeply 
shaped by personal shame. Grounded in postmodernism and postcolonialism the exegesis draws 
upon wide ranging theoretical perspectives to provide a framework and context for my studio 
practice.
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Introduction



Water over Skin 

‘Skin is the site of sensitivity, a sense of exposure if uncovered; skin is like a map upon 
which 'race is inscribed in the West‘ (Gilman cited by Crowle 104: 2003). Water 
symbolizes purity and washes skin clean but leaves the colour.                   
                                                                                      daphne cazalet 2008 

The  title of my thesis ‘Water over Skin’ is a metaphor for the exploration of identity and self 

shaped and transformed by difference. The above text relates to the metaphor suggesting an 

idiom involving identity in a process of  ‘imaginative discovery’  (Stuart Hall 1990:224). The 

thesis has led me on an impassioned personal journey. As an artist and woman of mixed-race 

and colour, labelled Anglo-Indian by the British colonial hierarchy in India, I am challenged by 

the need to explore, discover, express and argue the very issues, sometimes personal, sometimes 

universal, that have shaped and transformed my identity and individuality as a woman.  

This PhD thesis is comprised of two components: studio practice (66%) and an exegesis (33%). 

In my studio practice I have undertaken projects leading  toward a final exhibition at Perc 

Tucker Regional Art Gallery, Townsville, Queensland. The exegesis, in which autobiography 

plays a key role, aims to provide a theoretical explanation and context for my studio practice.  

Migration from India in the early 1950s to England and then to Australia in 1981 instilled in me 

a critical and analytical focus on my individuality, gender, identity and culture. I have drawn on 

this extensively in the exegesis and in my studio practice. Australia has become a third personal 

and physical space as well as a third metaphysical space for me - offering the opportunity of 

doctoral research to investigate change subjectively and the development of personal experience. 

I will examine key issues that focus on shame, hybridity and gender in the context of this thesis.  

Theoretical interrogation 
I draw upon postmodernist theory which encourages the idea of speaking from a changing 

position of self (Hall 1990: 222-3). French philosopher and cultural theorist, Jean-Francois 

Lyotard (1979), points out that there is no one grand narrative of power - knowledge is open to 

all. In this context postmodernism  supports the different positions of self from which one 

speaks. In using the term ‘difference’ in the exegesis I refer to the meanings argued by French 

philosopher Jaques Derrida (1972). He coins the notion of ‘differance’ where meaning is 

‘deferred’ or the positioning of identity is seen as temporary. The idea of ‘differance’ offers an 
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alternative to both ‘unity and difference’ (Sim 1998: 229) - a third term which is not in binary 

opposition or static but is strategic and arbitrary in affecting transformation (Derrida 1981:27). 

The word can also be applied to difference in terms of cultural and hybrid identities and 

therefore maintains a respect for otherness and a multiplicity of meanings (Sim 1998: 229).  

Postmodernism, as related to my personal story, views the subject as a fragmented self, 

recognizing difference the world around, struggling to understand the transformation of identity. 

Emphasis is given by Lyotard (1979) to multiple perspectives relating to issues of race, class, 

gender and sexuality. Above all, postmodernism raises universal questions of humanity 

(Appleby et al 1994). Postmodernism is an effective tool for my work because it uses the 

subjective realities of individuals as data for objective study. 

My exegesis also draws upon postcolonial discourse to explore questions of traditional western 

power and its judgement on history, culture, politics and religion, creating a space for subversive 

domination. The Palestinian cultural critic, Edward Said, in his ground-breaking book 

Orientalism (1978) argues that the West’s assertion of ‘orientalism’ as an exotic stereotype 

presents an unfathomable representation of the East and thereby retains a controlling power over 

its identity as other and different. This leads to my investigation of hybridity in chapter two. 

Cultural theorists Homi K. Bhaba and Hall argue that, while Said’s insights are powerful there is 

the danger that Said risks reifying these imaginative constructions of identity of ‘us’ and ‘other’ 

(Hall 1990: 225). I draw upon Bhabha’s response in chapter two to offer an alternative theory of 

hybridity and difference in negotiating ‘the third space’ (Bhabha cited by Rutherford 1990: 207 - 

221). In his discourse Bhabha states that a postcolonial perspective forces an analysis of the 

construction of cultural and political identity of migrants through a process of ‘othering’ (1990). 

Similarly Hall also investigates the idea of identity as a process of continuous production in 

relation to being ‘positioned’ in place and time (Hall 1990: 222 ). 

In the current postmodern and postcolonial era there has been a huge shift in western 

democracies whereby ordinary people have felt the desire and the right to voice their personal 

stories through literary means in relation to their extraordinary and sometimes unexpected 

experiences of life. In relation to postcolonialism it was not until the mid-twentieth century with 

the politics of identity that autobiography was pursued by those considered to contribute to 

history from ‘below’. This included educated people from the middle and lower classes. The 

term’ history from ‘below’ was first coined by English historian, E P Thomson referring to the 
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‘working class’ in his book, The Making of the English Working Class,1963. I explore this 

evolving idea of ‘history from below’ with particular reference to the place and resistance of the 

‘subaltern’ - women and marginalised ethnic minorities. This material, headed by Ranajit Guha, 

from the early 1980s, is discussed at length by the Subaltern Studies Group begun in India. In 

particular, I draw upon eminent, Indian scholar and cultural theorist, Gayatri Spivak in her 

discussion of ‘the problem of subaltern consciousness’ (1988: 2002) and in other writings in 

chapter three. I also acknowledge the scholarship of theorist Dipesh Chakarabarty, in his 

formative paper ‘Minority Histories, Subaltern Pasts’ (1997: 17-31).  

In relation to history from below, autobiography has emerged as a new and important genre. 

Australian scholar Rosamund Dalziell states that autobiographies, especially by contemporary 

women, have established a pattern of opportunity for public discourse socially and politically 

(Dalziell 1999: 113). The feminist adage, ‘personal is political’ comes into its own. In Australia, 

this strategy has been successful in postcolonial times for migrant women and most particularly 

for Indigenous women of mixed-descent such as Sally Morgan, visual artist and author of My 

Place (1987) discussed in chapters one and four. 

Additionally my doctoral research has been a catalyst and a conduit for me to embark on 

autobiographical writing that is linked directly to the personal journey of self discovery. 

Throughout my later life in England and Australia I have engaged in written autobiography, 

poetry and fiction that strongly express the issue of shame. I have used this as a key theme in my 

exegesis to link with critical theory and the development of stylistic characteristics of the studio 

practice. This has resulted in an innovative triangulated methodology where studio practice, 

critical theory and the autobiography are integrated. In the exegesis I use the autobiography to 

raise theoretical questions and key areas for examination and exploration throughout the 

exegesis.

Methodology
During my Honours thesis, (2002) I focused on female figurative work. I was involved in 

exploring women’s emotionality through gestural body language. Previously, working in the arts 

and performance, I had initiated storytelling and theatre projects with migrant and Indigenous 

women in south west Sydney and later Townsville, North Queensland. The aim in my Honours 

studio practice was to capture in large-scale canvasses and acrylic paint, the emotional 

expression of their extraordinary stories of migration, isolation, conflict, struggle, change and 
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transformation. The need to hide myself within myself, to remain unnoticed/invisible for fear of 

failure, had remained a constant constraint during any public event from an early age.  Now in 

my doctoral research I felt compelled to confront the roots of this fear, exploring my own 

identity and experience of mixed-race, migration and cultural difference.

In the exegesis I will use an interdisciplinary approach drawing upon cultural studies, 

anthropology, art history and cultural theory. I draw upon creative artists working across a range 

of genre: literature, film and visual art generally from India/Pakistan and Australian Indigenous 

artists of mixed descent. I examine their contribution within the framework of postcolonialism 

and postmodernism in relation to my own studio practice.    

I investigate selected literary novelists who include Pakistani/Indian and twice migrant, Salman 

Rushdie and Arundhati Roy; filmmakers, Indian Deepa Mehta now working in Canada, and 

Indigenous writer/director and actor, Tom E. Lewis. I explore the visual works of a group of 

women artists originally from Pakistan and India: Shahazia Sakandra, Nusra Latif Quereshi, 

Sangeeta Sandraseegar and Nilma Sheik. I also look at the major contribution made to 

postcolonialism by Indigenous artists of mixed descent like Gordon Bennett and Judy Watson. 

In so doing I acknowledge the parallels but also the differences: that Aboriginal people continue 

to live as an ethnic minority within a  settler colonial society. By contrast, India is no longer a 

colony and my own personal position is very different. The parallels in Australia between mixed 

blood Aboriginality and my Anglo-Indian cultural heritage are of significance in the sense that 

shame is prevalent in both because of ambivalent perceptions of mixed descent, cultural identity, 

and colour. However it is important to indicate the historical political differences of a white-

settler, colonial dominated Australia.  

Chapter Outline 
In  chapter one I explore the nature of shame and examine why and how this emotion is brought 

into play in different cultures. I discuss representations of shame in literature with particular 

reference to Rushdie and Morgan. I examine the loss of identity involved in the Anglo-Indian 

experience of migration to England when confronting unexpected, overwhelming displacement. 

Starting from certain autobiographical elements, I explore experiences from childhood, from an 

assimilationist perspective in Britain - deeply shaped by personal shame. By confronting shame 

through personal experience, the emotion is revealed as a key to transformation of cultural 

identity and self. 
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Chapter two explores hybridity in relation to a mixed racial Anglo-Indian descent, already 

imbued with a hybrid culture. In this discussion of hybridity, I interrogate my own 

autobiographical experience through the work of postcolonial cultural theorists such as Bhabha, 

Hall and Michael Taussig on the intriguing notion of colonial mimesis and the ‘Other.’ I also 

examine more recent theorists of culture, race and diaspora. The idea of purity, dirt and 

whiteness is also explored in relation to power and ritual referring to discussion of mixed-race 

by Mary Douglas (1966). I argue the complexities of living with difference as ‘Other’ in relation 

to Hall’s critique in Cultural Identity and Diaspora (1990). I also explore and question Bhabha’s 

argument of ‘difference’ as being encompassed by hybridity and its negotiation of identity in a

new location, the space between borders where cultures overlap at the interstices - ‘a third 

space’ (1994) I argue that this space is not possible to celebrate in the light of my own history of 

mixed race.

The third chapter focuses on the female role in Anglo-Indian culture in India as well as in the 

two countries associated for me with migration and diaspora, England and Australia. The 

question and conflict within the perpetration of the colonial dogma, applied to the East, of 

‘orientalism’ and ‘exoticism’, critiqued by Said, is examined. I explore the expectations and 

performativity of women. I question issues for contemporary women in relation to gender, 

sexuality and the subjugation of the female role. Gender issues often conflict with the past 

colonial and postcolonial cultural environment of East and West. I explore the effects of the 

dominance of patriarchal culture in defining gender involved in domesticity and the role of 

marriage. In this, I draw upon the discourse of  Gayatri Spivak and her critique of writer,

Mahasweta Devi's story about the gendered subaltern, (in Bengali first, then English) The Breast 

Giver (1988) who, in spite of her contribution to society, remains fixed within her subordinate 

position in a patriarchal society.  

In chapter four I locate my work alongside artists who are similarly involved in interrogating 

themes of race, gender and identity. The artist’s personal experiences occupy the margins of a 

complex postcolonial space. Their contribution in some cases is not only to visual arts but also 

to film, literature and autobiography. I explore each artist’s methodology and medium and 

discuss both commonalities and differences in their approach which immediately reflect and 

express dynamic questions of identity, power, religion, tradition and politics. Deepa Mehta 

examines gender roles in a trilogy of films that express personal stories of women subjected by 

religious and cultural tradition inspired by male prerogative. I examine a group of women artists 
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of Asian cultural background who are also concerned with the expression of global hybridity 

and identity. I explore how Indigenous visual artists, of mixed descent, Gordon Bennett and 

Judy Watson; artist /writer Morgan and film-maker and performer, Tom E. Lewis, reveal the self 

within their work. Indian/Pakistani writer Rushdie and Indian writer Roy are also explored for 

their contribution and insights to migration, diaspora, and the power of cultural tradition over 

gender within an East-West experience.   

In chapter five I examine the development  of my studio practice as an  exploration of self, 

involving the interrogation and struggle of expressing the effects of British colonialism on 

identity gender and culture. The first major work for exhibition explored issues of shame. This 

resulted in two series of painted female Indian portraiture on canvas. The repeated images were 

overlaid with ‘made-up’ imaginative script-like patterns suggesting ‘veils’. The use of paper and 

its connection with my Indian cultural background then became the compelling medium along 

with methods involving screenprinting. I made use of computer technology for digital 

manipulation of appropriated imagery and text, sought from Indian art and personal stories. The 

resulting images were used in several series of works on paper. Layered patterns of line, 

reminiscent of Indian textile design and a related abstract approach prompted a major 

progression in my second year. My third year involved inspiration for two installations depicting 

key themes of hybridity, gender and diaspora. Firstly, WallPaperGrid, explores an emotional 

domestic, gendered space with appropriated historical imagery, photomontage and text. 

Secondly, SariScrolls, a vertically hanging structure of long scrolls of Japanese hosho and 

Chinese rice/skin paper, suggests questions of cultural dress and new spaces without borders 

relating to hybridity, diaspora and belonging. 
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1 The Phenomenology of Shame 
- The Outcast Emotion 



Memory and Moments

A shyness prevails  
An inner voice
Crumpling, expanding 

The need to speak out 
A child at school 
Nervous sweat rising high to my armpits 
Will I be like others 
playful and open 
ready to be! - without 
Questions or motives 

I trust my body 
My mind and skin 
But still diffident with difference 
I now seek the accidents 
That become the moments 
Accompanying my madness 
To know me - but 
alert in my offering to find you!  
      daphne cazalet 2006 

Introduction 
This chapter explores the nature of shame and examines the ways in which shame constructs and 
transforms cultural identity. I use the term phenomenology in my title, as used in the history of 
philosophy and field of scientific psychiatry. I explore the questions and ideas that present and 
influence the way we approach, construct, and attempt to deal with an inner, mental life in 
relation to our experience. 

In my analysis of shame I investigate personal shame. I argue the cause and the effects of 
colonialism and its empirical history of domination in India through racial and cultural 
difference and the phenomenon of personal change involving migration and self. I examine my 
personal context as an Anglo-Indian migrating as a young child to England in the early 1950s. I 
then explore two key texts focused on shame. The first text is Shame (1984), the novel by 
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international and controversial writer Rushdie, in which he cleverly introduces narratives of 
personal viewpoints. The second text is My Place 1987, by acclaimed Australian  Indigenous 
author Morgan. Her autobiography handles issues of shame, mixed-Aboriginal descent, the 
tension of family life and its affects on identity. I then reflect upon shame as a key theme in my 
own autobiography and studio practice.  

Historically shame is identified in ancient classical Greek culture. Shame is defined as an assault 
on the honour of another that is likely to cause embarrassment and anger. Confessional practice 
in the Christian religion has its origins in a therapeutic discourse for shame in revealing aspects 
of personal shame to another (Dalziell 1999: 9). Although shame is an emotional concept 
recognized across cultures East and West, it can differ according to effects of language and 
cultural tradition (Parker et al 1996: 94). It is important to acknowledge socio-political and 
cultural differences in Indigenous and older non-western cultures where shame has its own 
distinctive and dynamic role (Parker et al.1996: 84-94). It is important to recognize many 
Indigenous and non-western older cultures such as Australian Indigenous, Maori, Papua New 
Guinean, Indonesian, Indian and other Asian cultures who continue to use the art of 
generational, oral autobiographical storytelling and oral history to hand down beliefs, customs, 
rituals, religious rites and cultural practice that continue to relate to strong social issues in the 
present (Dalziell 1999). Moreover Australian Indigenous and Maori traditional culture treat 
different forms of shame broadly with open recognition including ‘feeling something bad’ 
(Parker et al.1996:90). It also qualifies as a dynamic social process which can be sensed within 
and as a functional interaction with others.

Cultural constructions of race: issues of mixed descent  
The postcolonial concept of marginalized people from’ below’ writing their autobiographical 
experiences is discussed in the Introduction. Indigenous autobiography in this regard has 
established a political culture of opportunity for being heard during the past two decades in 
Australia. Examples include Aboriginal stories like Morgan’s, My Place (1988), Leah Purcell’s, 
Black Chicks Talking (2002), and Tom E. Lewis’ film Yellow Fella, (2005). Autobiography has 
provided a remarkable insight into personal shame and the repression caused by displacement, 
dispossession and racism towards miscegenation encountered through a history of colonial white 
supremacy.  

Similarly the white Australia policy during the 1950s and 1960s caused many migrants to 
disown and discredit their native cultures (Haebich 2008). This is borne out by my own more 
recent experience in working with and talking to migrant women. Shame as a stifling emotion 
has dominated their lives and consequently has taken the lead in driving autobiography from 
those ‘below’, shaping another, more truthful, course of Australian political history that admits 
to deep-seated, racial prejudice.  
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Why is shame so often represented in autobiography? In my exploration of writing and reading I 
suggest this is because shame is an emotion that is common to all, it engages with personal 
intimacies and self-identity and is able to speak powerfully of the human condition. Considering 
that shame is about self and includes the hidden, the repressed and often deeply private diarist 
thoughts and feelings of the writer, it offers a personal, two-way reflection of human behaviour. 
The way in which one is affected by shame and the way in which it is evaluated by the self can 
bring about personal growth. I suggest however that confronting shame comes as a slow 
progression through gradual self-awareness and analysis of self. It involves a questioning of the 
experiences that bring on an emotional sense of painful shyness, embarrassment or denial. This 
process can help bring about changes in attitude towards the cause of shame - to see an 
experience in a different light or to resist colluding with negative myths or self-censorship.  

‘Autobiography may indeed serve as a means for the shamed to become visible and to criticize 
the social attitudes and conditions that have silenced or marginalized them’ (Dalziell 1999: 256). 
Confronting shame through writing or visual expression can get to the core of an understanding 
of the issue that has been concealed by the self, consciously or unconsciously. In using 
biography and autobiography to explore shame I draw upon the writings of Bhabha - and those 
of Fanon which are important because he was the first to address the relationship between 
colonizer and the colonized subaltern (Fanon: 1965). Fanon explores the struggle against 
colonial oppression and the idea of internal colonization. His poetic discourse in his book, Black 
Skin White Masks (1967), delves into an interrogation of race, colour of skin, difference and 
displacement of identity. In the colonial and postcolonial social space the black person is 
‘enslaved by his inferiority and the white man enslaved by his superiority’ (Heidegger 1971: 
152-3). Fanon discusses the colonial subjugation of the black person and how he sees himself 
positioned by the white person in society. The black skinned person’s condition if written about 
by the West is as an image of fantasy (Bhabha 1994: 43) seen from the outside. 

In recent years biographies and ‘minority-histories’ have been widely critiqued as subjective and 
reliant on memory rather than historical fact. Chakrabarty (1997) challenges this argument and 
asserts the importance of ‘minority-histories’ for inclusion in liberal democracies - ‘Let us have 
many narratives. They expand our vista’ (Chakrabarty 1997: 17-19) and represent society as a 
whole. I argue that each area of historical research and personal narrative plays a part, sitting 
beside each other offering a plurality of voices and perspectives aligned with the influences of 
postmodernism; particularly postmodern theories of the postcolonial idea of women’s 
biographies. Autobiography is usually the result of a long and involved process of objective self-
evaluation and fascination with the transformation of identity from childhood to maturity. This 
then becomes the record of a life’s experiences from the writer’s memory, dotted with salutary 
lessons, often disguised with self-deprecating humour and irony. In exploring stories and 
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‘history from below’ narratives are crafted and enterprisingly researched even though archives 
do not exist in some older traditional cultures. Here stories and history are passed on orally 
through memory. Chakrabarty argues that these methods are still part of a sense of democratic 
history renewing itself (1997: 19).  

In describing the colonial background history of the Anglo-Indian race in India, I reveal the 
repressive politics of white racism. White racist politics inherently assume a sense of superiority 
towards this minority hybrid culture, encouraging a sense of inferiority and shame. This 
challenges one to question the custom of seeing the world through white eyes only. Resultant 
change manifests a new way of seeing and shaping attitudes, restoring a view of the world 
through self and not the ‘Other’. Self/Other are concepts that will be discussed further in chapter 
two.

With these arguments in mind I turn now to my personal story of life in India, England and 
Australia. Literature and formative social theory from other authors who allude to shame is 
explored as well as the personal expression of artwork. My studio-practice in particular 
highlights the questions of identity and shame. The work is shaped by experiences of racial 
difference, migration, miscegenation, hybridity and gender. As I further explore each of these 
issues, associated with identity, I am aware of the residue of the controversial and emotional 
element of shame that ‘can be the key which unlocks’ cultural identity (Windsor 1996: 152).  

Background to India 
I begin with the origins of the term Anglo-Indian. During the nineteenth century Sara Suleri 
writes that the term Anglo-Indian was first used positively to describe the British living in India. 
Anglo-Indian women, the powerful memsahibs, came from Britain to be with their husbands, 
usually in the upper echelons of the British army or the powerful administrative  bureaucracies 
(Suleri1992:79). By the early twentieth century however the term Anglo-Indian had assumed 
pejorative connotations. Anglo-Indian had begun to represent the offspring of the British Raj; “a 
class of persons Indian in blood and colour, but English in tastes, in opinions, in morals and in 
intellect” (Macauley cited by Bhabha 1984: 128). They included those who had inter-married 
with native Indians and aspired to a British education in India along with an imitation of the 
original life-style, morals and manners of the nineteenth century - Christian, colonial, English 
memsahib and her household. 

Anglo-Indians in India during the late nineteenth and twentieth centuries came to be considered 
as half-caste, of mixed blood or Eurasian. This stigma of a lack of ‘purity’ was often dictated by 
skin colour, class, education, wealth and how one was accepted by both the elite caste Indian 
and British classes. The labels in themselves proved denigrating and culturally divided a 
minority of people from the British whites and the indigenous Indians; the Anglo-Indian 
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community became a distinct hybrid minority who spoke English but were native to India. They 
were recognized as different and inferior within their native country although the educated class 
of Anglo-Indian was concerned with a need to assert itself in order to gain self-respect, in 
certain professional capacities. The narrative of my father as a teacher and sportsman is typical 
of this and is described in chapter two.  

Thus at the age of six in India, as an Anglo-Indian, ‘coloured’ child, I innocently sipped my own 
dose of shame. As a pupil in a Church of England convent school I experienced my first 
rejection over the colour of my skin in colonial India. I did not succeed in getting the part of an 
angel in the school nativity play (Plate 1). It turned out to be an ironic reference to western art 
history’s representation of angels. Angels displayed certain signifying attributes that reflected 
the Eurocentric ideas and value of western Christianity - angels were blond and fair skinned, 
therefore beautiful and not of this - or my world. I knew I had been relegated to the ignominious 
ranks of dark and brown-skinned faces that filled the background of the stage. This incident 
could be distorted by memory and imagination, exaggerating the degree to which I was viewed 
negatively. However these are my remembered personal feelings and an interpretation of how I 
was treated by others, on many occasions - those I was taught to respect and by whom I was 
ultimately rejected.   

I began unconsciously to understand my place and how I was seen by others. I saw white 
children as being sure of themselves because they held an expectation of taking more of the 
limelight, while I, and the other ‘coloured’ children created the supportive space for their 
prominence to occur. My school report that year labelled me as a ‘shy’ student. The feeling of 
shame that was involved in the incident of rejection, my rejection for a prominent role in the 
school play, accords with the ideas of  Suzanne Retzinger who states:  

(shame) 'involves sudden exposure of deficiency in one’s own eyes as well as in the eyes of the 

other. In shame the self feels helpless, not in control; the reaction in a shame experience is to hide’ 

(Retzinger 1999:11). 'Events that elicit shame often appear trivial in the outer world, but because of 

the importance the experience has to the self, the feelings often refuse to subside' (Retzinger cited 

by Lynd 1958:12).  

Migration/Assimilation : Loss of Identity
In electing to migrate from India to England in a post war climate of the early 50s my family 
was influenced by the colonial ideology of assimilation (Plate 2). Assimilation encouraged the 
dis-ownership/suppression of former cultural values and beliefs instilling a sense of inferiority  
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Plate 1. Daphne (D) in Nativity Play at school in Naini Tal, India
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Plate 2. Arrival in London, John, Daphne and Father, 1950s
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and further confusion of a splitting of colour and a mixed Anglo-Indian identity as a young child 
in England. 

I would argue that the country of birth and culture has a strong effect on individual behaviour 
and thought and remains an influence throughout one’s life. The process of migration from one 
culture to another can distort the way in which we emotionally confront change, exaggerating 
the need to assimilate in order to repress the shame of difference in birth and culture. Literary 
author, Rushdie, observes in his book, Shame (1984) that it is often the country that one is 
emigrating to that strips one of history and identity: ‘I, too, face the problem of history: what to 
retain, what to dump, how to hold on to what memory insists on relinquishing, how to deal with 
change’ (Rushdie 1984: 87). Rushdie states openly that he identifies with all migrants.  

Initially migrating to England in the early 50s, ostensibly on British passports after India was 
granted Independence in 1947, there was no differentiation between classes of Anglo-Indian, 
although English culture itself was and is riddled with class-culture. Even though I was still 
young, was the experience of schooling in India part of the baggage I carried with me to 
England? Colonial education had already had an impact before I had even entered the arms of 
England, ‘the mother country’. I had been made to recognize my difference in skin colour and I 
was aware of arriving in a new country which would be superior in every way. In some ways 
there was excitement of a new future and, in others, a fear of highly-visible failure in unfamiliar 
circumstances. 

We were migrating at a time of assimilation and an era of post-war austerity that included 
rationing of food. There was not much concern for anyone at this time; everyone was expected 
to just get on with their lives. The reality of postcolonialism did not reach the shores and skies of 
Britain and India until the 1960s. Initially nobody was particularly interested in my ‘exotic’ 
background at school in England, perhaps because of my shyness and the fact that I lacked the 
confidence needed to reveal much of myself. I concealed personal feelings and sweated 
profusely; hiding and ashamed of my ugly underarm dark wet patches, careful not to put up my 
hand to answer a question in the classroom. I was mortified by sweat which was probably 
brought on by personal anxiety. Not one other girl that I was aware of sweated as I did. I was 
relieved but still strangely mortified when years later, the only women I met that sweated and 
smelt as I did were black, confident African women who didn’t even seem to know or care!   

Although my parents had been well prepared and hoped for some understanding from their 
country of part-ancestry, they were left in isolation to build their own future. Migrating to 
England had many bitter-sweet ramifications for my family. My parents arrived with four young 
children, two boys and two girls. I was the eldest daughter in the family, (the significance of 
which I later discuss in the chapter on gender).  However no-one could have prepared us for 
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such a wildly different reality from our expectations. We arrived from India - ‘You know, where 
they live in wigwams’! As kids we were taken aback, ashamed at being regarded as ‘Red 
Indian’; having only ever seen the Hollywood Westerns and, in this, we were just as prejudiced 
as the other children in the playground. They had confused our location - of course, it was the 
early 1950s and people in our street had not yet heard of or met ordinary people from India who 
lived as part of the British Empire (the rich jewel in its crown). At this time mass Asian 
emigration had not yet reached prominence in England. Shame involved issues of similarity and 
difference: in personal life, school and the family. We came from a different race, our skin was 
‘coloured’ and our spicy food was different and smelt strange, even though our values and 
behaviour were quite similar - British in fact! 

The fact of being born in India under British domination and colonial rule left its mark. I noticed 
when I was a kid growing up in a predominantly white environment in the 1950s that we had 
certain rules in our family as with most families - presenting an image to the outside world. I 
learned to speak English well - without a shameful Indian accent and at home I would parody 
the Indian accent so that I felt superior. I was then able to join in with the laughter of English 
comedies targeting intense Indian characters, usually floundering in a culturally English 
situation. I was taught, or I taught myself, unconsciously, to be white - on the outside. But, to get 
there, I had to be on the one hand politely subservient and on the other prove with arrogance 
beyond my years and understanding that I was also better.  

Ironically it was the similarities within my hybrid culture that most highlighted my difference - 
my ‘English accent’, my behaviour within the classroom and my Christian upbringing. Though I 
adapted well academically, I was very often the only ‘coloured’ child within my class and 
therefore highly but reluctantly visible. Very early on my difference was used against me by the 
more outspoken kids. They used names that singled me out, like ‘blacky,’ ‘smelly’ and ‘stupid 
foreigner!’ Also we had not yet acquired English heavy winter clothing and so were regarded as 
poor as well as foreign.

We were shamed by kids at school who stood around in the playground staring at us like 
animals in a zoo. It was a painful experience. In time I would be absorbed into the group as my 
difference began to be less potent and as I became more familiar with their ways; the beginnings 
of my assimilation and mimicry - the crucial mimetic faculty identified by cultural theorist, 
Michael Taussig’s,  ‘...the splitting of the self, of being self and Other’ (Taussig 1993: 41). In 
school I learnt that I was acceptable as long as I withheld my difference - my Indianness - and 
didn’t draw attention to my colour. I had assimilated. I notice shame comes in many forms and 
can be repressed in many ways, only to rise to the surface at inconvenient times!   

Rage and conflict descended on our family life between the thin walls of our small semi-
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detached Leicestershire house. I’d never really applied the word shame to myself. I knew it 
existed but I felt it was for others who were adult and whose lives held more complicated events 
and emotions. Of course my mother used the word many a time, often with great rage, 
frustration and moral disapproval at my behaviour;  - ‘you ought to be ashamed of yourself’ - 
usually for not respecting her views or judgement. I would sense her outrage and break down in 
tears, angry with her for making me feel confused and upset. She was articulate in her anger and 
verbal scorn. I was silenced. I was left feeling battered and empty, full of hate, pain and remorse. 
I was unworthy in her eyes. I was brought up within the Asian custom for parents to be held in 
deep respect at all times. As a child I felt I was not allowed to air an individual opinion which 
was interpreted as answering back or rudeness. There was already conflict between the 
experiences I encountered at school and those traditional customs from India, expected and 
relied upon at home. As Retzinger observes:  

In traditional cultures as in Asian cultures, human beings experience themselves as dependent on 

others - the group is more important than the individual. In Western cultures the goal seems to 

become independent, the group is less important  (Retzinger1996: 8). 

I felt this difference strongly as a child and the effects of the inner confusion it caused prevailed 
far into adulthood. 

In retrospect I see it was generational differences that were involved - exacerbated in migrant 
families. I was probably fitting in - or assimilating better than my parents; however there was 
certainly a degree of intolerance for a teenage girl’s self reliance and freedom at home which 
was in conflict with the cultural rules of behaviour of my English girlfriends.  

My father probably experienced racism but in a patriarchal society men have the status of their 
career. His frustrations came from the lack of acknowledgement from his British peers. He had 
received various degrees at Indian universities which included English, Latin and Mathematics. 
These were never wholly recognised at the level of other teachers trained in Britain, even though 
he added a supplementary correspondence course at Oxford after we had settled in England.       

My mother burned with an inner fire, smouldering in her second-class image, powdering her 
brown skin to be acceptable and not different; to be acknowledged. She held a perception of 
standards of behaviour, stemming from her knowledge of customs for young women that were 
accepted in India and would be seen as being worthy or valued by the English. The role of 
traditional female gender was an extreme source of conflict and will be  discussed in more detail 
in chapter three.

I do not remember my parents ever regretting their move from India but the struggle they must 
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have faced in order to settle into a middle class suburban life in the early 50s required a 
mountainous effort. In Britain, life changed, especially for my mother, left in the house to look 
after the family needs - a short trial in a factory, among white women who constantly ‘used bad 
language’, sent her reeling. After a week she left the factory and never returned. I can only guess 
how shameful this incident must have been for her. In part, her pride had been destroyed. She 
had stepped out of her home to show that she could contribute as other English women. 
However she remained the ‘Other’ - a colonial subject who will be recognisably the same as the 
coloniser but still different: not white/not quite. 

My own fears were based on the shame of my family’s violent rows being overheard by the 
neighbours, providing ammunition for the self-fulfilling prophesy of migrants. The conflicts 
would arise from the stress of combating the stereotypical perception of the British of all 
foreigners as barbarians; the neighbours would hear the rows and say, ‘we told you so - 
barbarians!’ My mother’s frustration as a housewife must have been enormous, especially being 
a woman trapped in her own ‘prison’. I remember the fights she had with my father that turned 
physical and violent. The accusations were full of guilt, shame and bewilderment at the life she 
had taken on and at the emotional changes she had to face in a new country with no one to turn 
to.

The disregard for self-reliance remained an issue of shame especially when my parents would 
not trust me to go out with a mixed-gender group of young friends. Their intolerance, it seemed, 
was also an issue of traditional Asian modesty which was about fear of being in the company of 
young males unaccompanied by my brother. Cultural theorist, David Windsor, claims shame 
becomes synonymous with sexual behaviour and observes in Rushdie’s satirical novel, Shame,
that we see his female characters acting out the importance of ‘preservation of virginity before 
marriage’ (Windsor 1996:150). A quote from Shame reveals just this -   “Hey, you...you know 
what marriage is for a woman?”   “I am a virgin,” Shahbanaou, replied (Rushdie 84: 155).    

In England, I was becoming much more influenced by western schooling where I noticed, in 
contrast to the Asian tradition of humility and respect, that it was the girls who spoke out, voiced 
opinions and were heard even by their parents, who gained respect:   

Emotions act as signals to communicate to others, and they accompany the state of the bond: intact 

bonds are accompanied by pride, joy and happiness; damaged or threatened bonds are marked by 

insecurity, sadness, anger and shame ( Retzinger 1996: 11).   

These emotions quoted by Retzinger were paramount in the eternal conflict with my mother at 
home who labelled me disobedient and evil. At school I was regarded as one of the most quiet 
and polite students. My mother and I tried to communicate but felt suspicious and threatened 
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that one might dominate the other.   

Did we sail to Britain with our shame over-shadowing us - shame of being the outcasts after 
Independence - not accepted by the Indian because of our former alignment with the British and 
yet not white enough to stand equal to the English? ‘ If shame can be experienced, it becomes a 
powerful agent for change’ (Retzenger 1996) Slowly we were beginning to see ourselves in a 
‘different’ light. 

Critical Constructs of Shame in Postcolonial Literature: 
Salman Rushdie
In relation to East and West, difference takes on so many modes, fetishes, attitudes, religions, 
customs, language and colour as the expression of ones culture within oneself. I discover this in 
Rushdie to whom I have already referred several times because he is a writer not afraid to risk 
bold, adventurous and controversial themes. His themes involve global issues of power and 
patriarchal hierarchy, tradition, culture and change. Reading Shame (1983) has given me deeper 
insight into the issues that cause, surround and embody ‘Sharam’, the Hindi word for shame. 
Rushdie is aware of the difficulties awaiting migration - ‘what to retain, what to hold on to, what 
memory insists on relinquishing, how to deal with change’; - and the ultimate shame of ‘the 
emptiness of one’s own luggage’ (Rushdie 1984: 87-8); - meaning the invisible ‘suitcases’, not 
the real. The feelings that Rushdie embraces are those of ‘embarrassment, discomfiture, 
decency, modesty, shyness , the sense of having an ordained place in the world, and other 
dialects of emotion’ (Rushdie 1984: 39). It is this depiction of the Indian/Pakistani gesture, 
emotion, behaviour and rambling processes of thought embedded in an approachable yet 
horrifying environment of shame that appeals to the reader as an understanding of self - in 
particular to those who have lived in an East-West  postcolonial reality. 

In Shame, Rushdie’s characters become grotesque and grow to epic proportions in the way they 
wear or throw off their shame only to be confronted again and again with its power. I find his 
critical understanding and his own sense of shame for the hysterical antics of political 
stereotypes of power, meaningful in their way of describing a shame that is universal to 
humanity. Shame is universal because what is interpreted as trivial can become grotesque in its 
treatment of the individual and the personal. The future General, ‘Raza Hyder awoke to 
catastrophe from a dream in which he saw himself standing on the parade-ground of his failure 
before a phalanx of recruits’ (Rushdie 1984: 166). It is often an overwhelming sense of shame 
that can cripple the growth of a nation or of an individual who aspires to leadership revealing a 
nexus between global and local.  
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Sally Morgan
My Place by Morgan is a powerful, widely acclaimed autobiography exploring and unveiling 
mixed-race involving three generations of family in Western Australia. It investigates 
contemporary racial prejudice towards Aboriginal people and the postcolonial politics of a white 
Australia. While still at school Morgan aspired to be a contemporary visual artist. Later in her 
life she achieved this ambition.  

Shame is an important issue in Morgan’s novel, My Place, (1987). It is a story that fearlessly 
explores personal identity, along with the discrimination associated with mixed-race, ‘half-caste’ 
and colour. The story conveys a spiritual sense of heritage in belonging to place. In writing 
about her past Morgan resolves the present. "It’s not a matter of secrets, Nan. You seem to be 
ashamed of your past, I don’t know why. All my life you’ve never told me anything, never let 
me belong to anyone" (1987: 148).  Morgan and her family have lived through painful times 
because of the domination of colonialism. They felt strongly about their identity but ashamed to 
be open and hid themselves behind veils of disguise concerning their connection to an 
Indigenous past.  

The contemporary prevalence of this sense of shame is manifest in the expressed desire of 
Aboriginal people to be freed from it - through apology; through recognition of past wrong and 
mistakes and, in some came cases, through compensation by way of rights, land and financial 
restitution.

Morgan's journey towards discovering the truth of her cultural background and the effect of her 
family hiding behind the lies of mis-appropriated identity is a profound testimony of casting off 
the shame in which she and her family were engulfed. However I have to smile inwardly when 
Morgan reveals her thoughts on the identification of hierarchy of ‘coloured’ races in her 
statement: "It’s hurt you and me and Nan, all of us. I mean for years, I’ve been telling people 
I’m Indian!"  (152). This I interpret for myself as an ironic statement in regard to my personal 
experience in England where being thought Indian involved racial prejudice just as much as 
being ‘half-caste’. However the point is that cultural constructions of race are global. My Place
is a rich story revealing personal and universal effects of white, political domination over 
Indigenous people, social injustice, racial discrimination and repression of the freedom of choice 
and belonging. Morgan's narrative also enables me to see parallels in our imaginative and 
sometimes mistaken representation of others.   

The research on shame has allowed me to acknowledge past experience and create a space for 
critique introducing a catalyst for my expression in my studio practice covered in chapter five. 
Shame is a key theme. It is articulated through memory and explored through portraiture 
including photographs, dress - including veils and saris - and domestic interiors.  
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Conclusion
In this chapter I have examined the importance of confronting shame involving cultural identity 
and self. My research revealed parallels with my own personal experience of colonisation and 
migration through particular incidents that exemplify emotional feelings and attitudes to 
exposing a sense of shame. I have examined contemporary autobiography, cultural  theorists and 
novelists, who suggest ways in which shame is evaluated by the self. This process has led to 
personal growth and a transformation of identity. The very fact of researching, writing and 
questioning this issue through visual practice reveals an experience that has been hidden and 
then brought to light. In confronting shame as an ‘outcast emotion’, I invert the idiom of my title 
to this chapter to ‘casting-out’ - liberating self from its own shame.

Identifying shame as an issue that affects personal attitudes to life exposes the sources that can 
be analysed, reasoned and put in perspective. The need for change can become the catalyst for 
creative writing and visual art practice. The concept of shame has emerged from a postcolonial 
perspective on individual and cultural minority needs to question dominant attitudes towards 
race and colour. These contemporary intellectual movements based on the evidence of personal 
history, are able to support the interrogation of those past assumptions. These ‘negative truths’ 
of western scientific and colonial discourse are now seen as the political subordinating tool of 
empires (Said: 1993).    

Research through postcolonial literary sources that parallel my own experience offers me a 
further depth of insight into my own condition and provides a dynamic legitimacy in analysing 
the damning shame of my ‘Indianness’ and ‘miscegenation’. Understanding the reasons and the 
often negative effects of shame has given me the opportunity to turn this around. The need for 
positive change has opened doors to interrogating identity, difference and the ability to 
contribute to a socio-political global environment in creative ways from a position of strength. 
In regard to shame and identity, colour and mixed race have played a significant part. In the next 
chapter these two issues are investigated and discussed within the context of hybridity and 
diaspora and their effects on self and identity.
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Gloucestershire, England, 1950s 

Leicester, England, 1950s 



2 Hybridity - The Inner Prison 



Mirna felt an unexpected urge to explore herself, the need to know what she was hiding: 
she smiled at the thought of untangling her magical Indian trinkets; irritating gifts she 
had shoved carelessly to the back of her drawer. There were even the tiny bottles of musk 
lotion from the aunts that she had only ever tried in secret at night... 
       (Daphne Cazalet 1998 ‘Wicked Gardenia’).  

Introduction 
Chapter one explored shame as a key to the transformation of personal identity through 
autobiography. In that chapter I analysed the recent emergence of shame as a means of exploring 
a postcolonial space of cultural identity. This was an important theme in my research project. I 
now turn to the vexed and problematic question of self, in relation to the theoretical frameworks 
about cultural identity, hybridity and diaspora.   

An exploration of these issues was critical to the realization of my studio practice project which 
focused primarily on political and personal analysis of the effects of experience related to issues 
of identity, difference and diaspora. Discussing a postcolonial space promotes an awareness of 
the challenge posed by ethnic minorities, now speaking from the ‘margins of hybridity’ through 
a position of strength.  

In this chapter I draw upon material from India, Britain and Australia - three sites of location 
that offer narratives of identity and self. The key themes of hybridity, cultural identity and 
diaspora are explored with reference to cultural theorists such as Fanon, Said, Bhabha, Hall and 
Douglas. More contemporary theorists include Virinder Kalra from India and Nikos 
Papastergiadis from Australia. The concept of ‘racial purity’ is discussed in relation to 
autobiography, its effects and consequences on performativity of self and identity. The  idea of 
diaspora is explored in relation to migration, change, the process of renewal and production of 
identity and transformation. I use the theoretical insights gained from my research to interrogate 
the experiences of myself and family in India and Britain and myself in Australia.  

Historical Origins and Challenges of Hybridity  
The nature of hybridity has its roots in Western, biological research. Colonial power rested upon 
the claims of scientific truths, claims of objectivity and humanist beliefs arising from the 
eighteenth century Enlightenment which provided the basis for ‘objective’ academic knowledge 
in science, geography, history and humanist values including whiteness and purity (Foucault 
1984). Western scholars and writers studying at universities saw India through the prism of 
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British history. It became ‘the law of origin’ and the norm of a dominant discourse that held its 
Indian subjects in its grip. However it was not until the 1960s and 1970s that the contemporary 
insights of writers such as Fanon, Said, Foucault and others have shown its supposed truths were 
based on European myths and legends and took little account of the history and religious beliefs 
of indigenous and non western others. The recent ideas pertaining to hybridity have challenged 
the earlier conservative thought and questionable scientific assertions that ‘hybrids were sterile, 
physically weak, mentally inferior and morally confused’ (Kalra. et al. 2005: 84). However 
those who were of mixed descent were inevitably marginalized. 

The contemporary focus on hybridity in relation to those colonial people of mixed descent poses 
questions of the construction of cultural identity through colonialism, postcolonialism, diaspora 
and belonging. The way in which political repression was asserted and its consequences, via a 
strategy of colonial supremacy over a native race, must be interrogated. Political domination and 
the effects of the myth and ideology of white power in relation to black and ‘coloured’ races and 
cultures is exposed by the intervention of postcolonial and postmodern philosophies and 
analysis. The very exposure of dominance and whiteness begins to challenge empirical attitudes. 
Thorough interrogation of hierarchies, histories, belief systems introduces political change. It is 
within this environment that I critique these issues of personal and global significance.   

In Purity and Danger (1966) Mary Douglas discusses the ideas of purity and dirt or 
‘uncleanness’ (1966: 4) as important elements in the creation of order. Order and ritual has an 
inherent problem linked to ideas of purity and impurity and therefore ‘miscegenation’. Her 
critique is both of purity as symbolic power and its rejection. ‘Purity is the enemy of change, of 
ambiguity and compromise...’ (Douglas 1966: 162). When purity is pursued it also demands 
rejection of the ‘Other’. Anthropologist, Mircea Eliade explains the ritual engaged when: ‘Water 
purifies and regenerates because it nullifies the past, and restores -even if only for a moment - 
the integrity of the dawn of things’ (Eliade cited by Douglas 1966: 160). The quote aptly 
signifies that water as a metaphor possesses the symbol and power for change.  

It follows that the quest for purity is something experienced and lived: purity is not an inanimate 
symbol. However it is often assumed to be a static state and that ‘dirt’ can be negated but 
unfortunately this cannot be removed from the living body. As Douglas infers, this leads to an 
uncomfortable contradiction or even hypocrisy as life does not ‘tidily fit’ the accepted categories 
(1966: 163). Douglas goes on to quote the French existentialist poet Jean Paul Sartre in 
describing certain categories of people: “They would like to be solid and impenetrable, they do 
not want change: for who knows what change might bring?”  (Sartre cited by Douglas 1966: 
162). Many people, in my experience, find the idea of change in attitudes to ‘foreigners’ or other 
‘mixed-race ‘ or ethnic groups, difficult to handle; their ways of thinking have become set in 
stone.
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The route to the pervasive ideology of white supremacy is via power and knowledge. As Fanon 
points out in White Skin Black Masks (1952) power is not just about positioning a colonised 
people as the Other in relation to powerful, dominant ideology but to subject a people to 
subliminal, internal knowledge is to thwart and defy the cultural identity of a nation such as 
India as a stereotype of ‘Orientalism’. Fanon’s insights were later confirmed by Said: ‘They (the 
colonizers) had the power to make us see and to experience ourselves as ‘Other’ (Said cited by 
Hall 1990: 225).  

Said’s ground breaking book, Orientalism (1978), demonstrated the way in which colonial 
domination was achieved in part through myths of difference and stereotypical representations 
of ‘Orientalism’ that constructed a history of the East, positioning it as ‘Other’ in the eyes of the 
West (Hall 1990: 225). From an Indian perspective, the colonial history of the sub-continent was 
written by the British and propagated by intellectuals from the western white world. It was 
accepted under the guise of superior knowledge and scientific accuracy and identified as the 
history to which all Indians were subordinated. A stereotypical identity and culture was invented 
i.e. a cultural construction which became an uncontested 'truth'.  

Bhabha offers a more positive argument for the complexities of difference as being 
encompassed by hybridity. Hybridity can displace or transform the notion of the genealogy of 
difference into a third encounter. For Bhabha this becomes a third space which allows a new 
process for identification of hybridity and has the ability to displace former histories that 
constitute it. This gives rise to ‘a new area of negotiation of meaning and representation’ 
(Rutherford 1990: 211). However while Bhabha’s argument is compelling, I find that I am 
unable to wholeheartedly accept his theory of hybridity in relation to personal and cultural 
identity. In fact the idea of celebrating hybridity has been widely critiqued by contemporary 
cultural theorists such as Kalra and Papastergiadis discussed later (Kalra et al. 2005: 84).  

Given the historical colonial experiences of my family and myself both in India and Britain it is 
impossible to celebrate this position. Nor do I accept Bhabha’s statement, ‘by losing the 
sovereignty of the self that you can gain the freedom of a politics that is open to the non-
assimilationist claims of cultural difference’ (1990: 213). Rather it is the personal development 
and transformation of identity - a journey through a life of experiences in which one gathers 
awareness, understanding and the ability to articulate identity and difference, ‘which is 
positional, conditional and conjunctural...’ (Donald and Ratannsi 1992: 257). It is by this very 
‘sovereignty of the self’ that I am able to assert cultural identity, individuality, politics of racism 
and indicate change through visual arts. Likewise the Indian/Australian scholar Debjani 
Ganguly, points to the need for a global perspective on ‘race’ and the need to ‘cut loose’ from 
colonial and postcolonial analysis - even ‘mixed-race hybridity discourses’ (31: 2007). I 
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therefore argue that personal historical experiences must be taken into account.   

In exploring hybridity from a more considered perspective, a new generation of cultural and 
social theorists and writers have contributed broadly to studies of Whiteness. Cultural theorists 
Papastergiadis and Kalra from Britain/India and black, feminist writer and activist, bell hooks in 
the United States suggest that the achievements of hybridity offered to us in the form of a 
‘bridging person’ - ‘a new synthesis’ (Kalra et al. 2005: 84) may  represent  a way of excusing 
white supremacy. Each points out that earlier discussion on colonisation ‘avoids whiteness, as a 
focus’ (Kalra et al. 2005: 122). Thus Whiteness is seen to convey a sense of normality and 
legitimacy of citizenship for the West; ‘White people are rendered invisible in the maintenance 
of hegemonies that encompass the West’ and that there is an ‘implicit arrogance ... in terms of 
assimilation and integration’ when it is not considered a ‘problem’ (123) for white people to 
migrate as other moving and ‘travelling populations’ (2005: 123). The passing of the English 
Education Act in 1835 required Indians to submit to the study of English literature which 
included mainly language studies influenced by the moral teachings of the church. This in turn 
established greater political control over subjected Indian peoples: a strategy, no less, applied by 
the British in stating that:  

The Natives must either be kept down by a sense of our power, or they must willingly submit from 

a conviction that we are more wise, more just, more humane and more anxious to improve their 

condition than any other rulers they could have (Farish cited by Donald et al, 1992: 167). 

This quote from the government archives of 1838 makes clear that colonial power and 
oppression could be overt but equally it also occurred through more covert means such as 
education, religion and representation. This process involved many layers of ambivalent 
psychological force, power, authority and the assumption of total supremacy of West over East 
and White over Black/Coloured.  

Struggling with Identity and Difference 
I now turn to an examination of hybridity in relation to the status of ‘Anglo Indian’. The Anglo 
Indian in India, although given considerable status, was simultaneously denigrated in certain 
political and hierarchal environments where the colour of skin sustained the perception of 
inferiority and racial difference. The colonial ambivalence of the Anglo-Indian highlighted 
her/his second-class position. Anglo-Indians remained under the cloud of an indeterminate 
cultural minority making it difficult to move up the social scale - even though she/he was not 
trapped by a religious caste system. ‘...they were mistrusted by the Indians for their British 
heritage...’ (Kalra et al. 2005: 121) and seen as a threat for their involvement, in earlier 
centuries, as shareholders of the East India Company. This situation applied to my paternal 
great-grandfather. The ambiguous nature of mixed-race was further maligned by a Victorian 
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obsession with the superiority of pure race over mixed-blood: 

...the half-caste was believed to embody the worst of both races, his inferior blood set the Eurasians 

apart and he was popularly believed to be indolent, slovenly, heartless, vicious, self-seeking and 

unscrupulous (Younger cited by Kalra et al 2005: 121). 

The ideology of British white superiority and self importance held that the native Indian would 
be imbued with the need to imitate his/her colonial masters. The irony is that this subversive 
strategy for social control, in the guise of humanism and enlightenment, really did hold India in 
its grip (Young 1990). Ironically it did not prevent but encouraged the engendering of a stubborn 
growing resistance by many  native Indians which resulted in India’s fight for independence in 
the first half of the twentieth century. This occurred in 1947 with the partition of India and 
Pakistan resulting in horrific violence between religious groups just a few years before my 
family left India for Britain.  

The idea of cultural identity has also been crucial to postcolonial thinking. Hall is a West Indian 
cultural theorist who lives in the UK. He alludes to Fanon’s earlier optimism  stressing the need 
for ethnic minorities to re-discover the object of identity in postcolonial struggles. He states they 
should recognise a shared history of colonial marginalisation in a ‘passionate research ...beyond 
self-contempt, resignation and abjuration, some very beautiful and splendid era whose existence 
rehabilitates us both in regard to ourselves and in regard to others’ (Fanon cited by Hall 1990: 
223). But as this passage makes clear, recovering identity is not a simple process. As Hall  
indicates it is not just re-discovery of loss of identity and separation but of being and becoming 
and growing towards a future that inevitably responds to transformation (1990: 225). Hall
identifies two different trajectories through which ethnic minorities from the Caribbean seek to 
recover a sense of identity when engaged in postcolonial struggles. First, some seek to 
essentialize and romanticize identity as a single Caribbean, (and in my case) Indian essence. 
Second, he argues that cultural identity, a matter of becoming as well as being, is contingent, 
complex and contested with continuities and discontinuities, similarities and differences. It is 
‘subject to the continuous play of history, culture and power’ (1990: 225).  

I suggest that Taussig’s critique of mimesis in his book Mimesis and Alterity (1993) offers a way 
of displacing the view of ‘seeing through white eyes’. Taussig explores the accompaniment of 
colonial domination through the idea of ‘difference’ in accord with mimesis in his critique of the 
individual’s experience as ‘Other’. I see this in itself is a position of active participation that 
challenges the construct of culture through action rather than discourse. By taking part in this 
individual function of mimicry Taussig suggests we can reflect ourselves and better examine 
and understand self and identity. Taussig argues that entering history through the faculty of 
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mimesis is a necessary process of a sense of knowing: ‘...the faculty to copy, imitate, make 
models, explore differences, yield into and become Other’ (Taussig 1993: xiii). Through 
mimesis we are able to gain the power to explore the constructs of our cultures and identities. 
However he points out that: 

With good reason postmodernism has relentlessly instructed us that reality is artifice yet, so it 

seems to me, not enough surprise has been expressed as to how we nevertheless get on with living, 

pretending - thanks to the mimetic faculty - that we live facts, not fictions (1993: xv).  

The ambivalent status of the Anglo Indian: ‘almost the same but not quite’:
In his paper ‘Of Mimicry and Man’ Bhabha suggests that mimicry, encouraged by colonialism, 
is constructed around ambivalence. It emerges as a representation of 'difference that is almost 
the same but not quite' (1984: 126) and in order to be effective is recognized as the ‘Other’. 

During the time my parents lived in India and then England, there was no recognition of the 
term hybridity acknowledging mixed race, only terms like Anglo-Indian, Eurasian and ‘half-
caste.’ As discussed above, colonial discourse imposed these racial categories as a means of 
imposing power. Indeed there is little acknowledgement of this issue: i.e. the strategic use of 
categorization to impose colonial domination.  

We were labelled Anglo-Indian by the British, for convenience sake. The consequence of this 
term completely erased my family’s rich history. My father’s great grand-father was French, of 
Huguenot descent and my mother’s father was Irish. The term Anglo-Indian has always 
conveyed a sense of division and also carried the derogatory racist label of ‘half-caste’ or 
‘Eurasian’, used frequently in colonial India. While growing up in England, I found this term an 
inadequate and difficult label to distinguish my identity as it continued to carry the prejudicial 
connotations of ‘half-caste and coloured’. It is an awkward representation of a life filled with 
more than a colonial label of binary assumptions: East/West: Anglo/Indian; Black/White 
(Bhabha 1994). My parents, because of their hereditary mixed race, had no other option but to 
live within the internal colonization of the more politically powerful British parameters, as 
opposed to an Indian life-style. Their ‘seemingly’ unquestioning loyalty remained with the 
British. However from conversations with my parents, I felt that they had been very much part 
of India and that their roots were deeply entwined within that country. It remains evident that 
they were profoundly ambivalent and felt a huge sense of loss at certain times after migration to 
England.

In India my father distinguished himself as a sportsman and teacher with excellent degrees from 
Indian universities. He also had an extensive library of English classics. We had assumed the 
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privileges of those native to India but also saw ourselves as British because of the way in which 
we followed lifestyle, religion, education and language. India under British colonisation had 
offered a unique, material standard of living for anyone who was white and British and for an 
educated class of Anglo-Indian. However educated, Anglo-Indians were excluded from high 
government posts and other less significant leisure areas which were ‘Whites Only’; segregated 
British compounds described in Shame by Salman Rushdie (1984).  

Status was bestowed on those with fair skins, who often possessed wealth and had obtained a 
British education. Amazingly, my father, dark-skinned and not wealthy by British standards, 
was invited on occasion to play golf with the Indian Viceroy, Lord Mountbatten in the beautiful 
surroundings of Government House in the British hill station of Naini Tal, where we lived and 
my father taught. However my father later confided to me of an incident when he 
unceremoniously played with his favourite, dirtiest golf balls, much to the embarrassment of his 
more status-driven colleagues. In so doing, I argue, he asserted his historical agency by enacting 
a ‘sly indifference to his subaltern position’ (Bhabha 1985).  

‘The downfall’ that, for the British, Indian Independence represented, came in 1947. The Indians 
no longer ‘looked up’ to the British. There was no place for us. Anyone of mixed race or colour 
did not fit in. People of mixed descent from India, mainly Anglo-Indians, were displaced and 
encouraged under pressure to migrate to the ‘mother country’. The British had left India after 
deciding the rule of partition between India and Pakistan (1947). The countries would now be 
politically segregated along religious lines between the Muslims and Hindus. Partition gave free 
rein to old hatreds between Muslims and Hindus. Riots spread quickly particularly in the north - 
a popular reinforcement of the partition. I recall that my mother was constantly hiding our 
Indian bearers/servants who had often been beaten up in fights in the bazaars brought on by 
religious conflict. She would bandage their dripping wounds in the kitchen and find them a place 
to rest or hide. Once I accompanied her down into the town and visited a prison. I remember a 
small window with bars against which it seemed a dozen dark faces were crushed. One of them 
had recognised my mother and was shouting out to her with tears streaming down his face, 
begging her to help him. One could sense chaos and the world turning up-side-down.  

My family migrated to England. We sailed towards the famous but disappointingly ‘murky’ 
White Cliffs of Dover after sailing for six weeks in the S.S. Chitteral from Bombay/Mumbai to 
Southampton via the Suez Canal. Our first destination was London and then a stay at a beautiful 
residential farm in Gloucestershire. We had relatives in England but I understood that none of 
them were happy to accept a family of six into their homes. My father’s savings were dwindling 
fast. No doubt we were regarded as an embarrassment and labelled 'that young coloured family 
from India!'   
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Several months later, after a struggle of applying throughout Britain, my father got a job 
teaching in Leicester in the Midlands and we settled into our English suburban house and life. 
Gradually I encountered differences, noticed and remarked upon by neighbours, schoolkids and 
teachers. Firstly each member of the family of six, two sons and two daughters had varying 
shades of light and dark skin - a matter of ‘shame’, taking on the negative association of 
hybridity and its denigration of the visibility of ‘mixed-blood’ and difference.  

At school at the age of nine, before the start of a needlework lesson, in front of the whole class, I 
was told to go and wash my hands. Taken aback and extremely embarrassed I mumbled that my 
hands were not dirty and it was the colour of my skin. The teacher would not back down, 
replying that she ‘knew what skin colour was'. 

My parents had always instilled in us that we should stand up for ourselves during any kind of 
battle - I hastily add that this kind of impertinence was only to be used outside the home! We 
were not to return home telling unwanted tales. In this instance I reported the incident to my 
parents. My father wrote a letter to the headmistress who replied with great regret. It was the 
first time that I understood that racial prejudice was alive and a serious issue in an adult world 
especially in England.   

It is the foregrounding of the outward appearance of the coloniser’s colour of skin (or non-
colour), namely white, which dictates supremacy - a sense of whiteness as purity being next to 
godliness. My mother often used the term ‘God willing’, influenced by white-missionary 
teachings, at the end of her correspondence to relatives and friends. She tried to see herself as 
‘white but not quite’ (Bhabha 1994). I also grew up with a semi-conscious, wavering belief that 
Christ and his church was white and western, therefore powerful and dominant and other 
religions such as Hinduism, Buddhism and Islam were Eastern and therefore inferior. 

In England my mother had no fear of standing up for her rights as a woman and mother of her 
children. She would constantly battle for me if she thought my teachers were not giving me the 
right attention and would question the standard of class at school for which I was selected. It 
was not she who was intimidated but me, by a lack of confidence and a sense of inferiority. Our 
motto at my English Girls Grammar School comes to mind; it was from the old testament of the 
Bible, ‘In quietness and confidence shall be your strength’. I know I displayed much of the 
quietness but little of the other!   

In England, being a young ‘coloured’ child in a new country, I immediately saw myself as 
different from the English ethnicity. I was also seen as ‘the Other’ from their point of view - 
seen through their English eyes. This opened up many conflicting situations and instances of 
confused identity at school where I sounded English, through language, but looked Indian. As 
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Hall comments when writing about the self, one is ‘positioned to speak in our name... of 
ourselves and from our own experience’ but ‘who speaks and the subject who is spoken of, are 
never identical, never exactly in the same place’(1990: 222). My family and I were doubly 
marginalized through the process of migration to England and its experience of diaspora: 
represented as mixed race in India, then as Indian and ‘Other’ in England and Australia.  

Diaspora including ‘Dark Diasporas’ 
‘Diaspora is the scattering of seed on the wind; that in itself implies new growth as well as the 
fight to survive’ (Checketts: 2001: 274). Diaspora was defined for a long time by its biblical 
meaning in the context of the history of the Jewish people, being scattered globally with no 
country of their own. More recently the word has been engaged in a wider postmodern context 
of cultural globalisation. Makarand Paranjape, Indian female cultural theorist, suggests 
‘diasporic experience... must involve a significant crossing of borders’ including ‘a region or a 
language’, and the ‘loss of  homeland’ (2001: 5). Diaspora therefore suggests an inclusion of 
emotional boundaries and female gender issues relating to women under patriarchal traditions in 
India (2001: 5). 

Paranjape explores the postcolonial relations between empires that were ‘advanced’ by 
colonisation and have now retreated. People who were colonised and then began to emigrate 
enhanced a situation that engendered diasporas. They journey from those countries that in the 
past have been colonised by Whites and are left  with transformed hierarchies of native peoples 
through intercultural and sexual contacts. Paranjape argues that little responsibility is taken by 
white people for having created these emergent, mixed races. Instead Whiteness is seen to be 
tainted by cross-breeding and groups of people are stigmatized as ‘mulatto, hybrid, matzo...’. - 
In most cases, people ‘who more honestly reflect the actual genetic make-up of humanity’ 
(Kalra 2005: 122). In fact there still remains a denial within far right wing sectors in Britain, 
America and Australia that these countries, with their history of dominance and present 
assumption of supremacy, articulated through wealth, power, war and violence, see themselves 
as racially superior to ‘Other’ black or ‘coloured’ populations with different cultures, attitude, 
politics and religions (Kalra 2005: 105-127).  

Is the term 'diaspora' more readily applied to certain locations or to particular class and caste 
backgrounds?  Does its use depend on which country the migrants have left behind and whether 
they continue to call it ‘the motherland?’  This scenario of motherland and diaspora, focused on 
by postmodern writers, is undercut by the dilemma of the history of mixed-blood and cultural 
heritage. It exposes the myth of ‘hybridity’ of the colonised Anglo-Indian family who believed 
they were emigrating to the welcoming ‘mother country’ on a one-way ticket to a ‘third space’. I 
have used the term ‘inner prison’ in the subtitle of this chapter to describe diaspora as the 
crossing of physical borders. The question is: should one include a condition of both ‘a painful 
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leaving behind’ and ‘a carrying forward’ of inner emotional and historic ties; to reclaim the past 
through one’s own body?   

British citizenship was granted to us soon after immigration. My father had explained that this 
was an asset in life that would open many doors. However it was no asset when we were refused 
emigration to Australia in the late 50s under the Australian Government’s whites-only policy. 
My later emigration to Australia in 1982, led me to consider my own racial, ‘half-caste’ 
predicament. Though I was originally from another white, colonised sub-continent, my 
experience was both similar and yet different. Colonisation in Australia followed similar 
patterns, with racism and discrimination against those of mixed ‘ethnic’ descent but more 
especially towards the Indigenous population. In Australia there was and still is racism toward 
Aborigines. In my experience of working with migrant and Indigenous people the platitudes 
used within 'multiculturalism' and the attitudes of intolerance towards ‘difference’ retain their 
sting to this day. This intolerance often occurs in circles of ignorance and where there is fear of 
change in crossing the boundaries towards the status of many black Indigenous and ‘Other’ 
migrant people.  

In England I was positioned in the margins, I was marginalised. It was how I felt; thrown back 
on myself, never speaking from a voice of authority as in the case of the English. Always 
waiting to be invited in and silently pleased when, for instance, asked to tea at a friend’s house, 
only to feel that I had been seen to be playing a role. I was invited because I was shown off to 
her mother as an object, as a being who was well-mannered and polite even though I was 
coloured! This involved a sense of being, or as Fanon states, ‘a zone of nonbeing, an 
extraordinarily sterile and arid region, an utterly naked declivity where an authentic upheaval 
can be born’ (1952:8). Here I link Fanon’s idea of nonbeing with the use of the term ‘non 
colour’ or invisibility. In my mind these terms refer to the secret places and politics of colour, 
within and without. Is this the superficiality, the mask on the outside and the true-self hiding 
within? When would I ever have the knowledge and power to turn myself inside-out, to be free?   

As a child I understood I had come to a new country and it would be different from the home I 
had in India. I was prepared for our journey and displacement. However I was unprepared for 
how I would be regarded and what I represented - a floating identity that belonged nowhere. I 
had left where I had belonged - a country of the past. I lived the present. I was different and I 
experienced difference. I observed and I was observed but I was looked upon from a height of 
English dominance. The English naturally, with no compunction, fitted in, they felt at home; 
they belonged to a group, sharing their white experience. I was isolated with my thoughts and 
my difference that showed up by the colour of my skin and my black hair and the different cut 
of my clothes. Although they had been specially made from pictures in an English pattern book, 
fashioned by our dherzi/tailor at home on our veranda for our arrival in England; they were, ‘the 
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same but different’.  

We had made so many preparations but they scattered before us in the looks and question marks 
that dissolved our preparedness. The proverbial suitcase carried by the migrant, in reality, turned 
out to be beautiful thick, Indian, woollen carpets of bright blues with sprays of orange flowers 
and deep reds of eastern, abstract geometric design that were too big for our English suburban 
rooms and clashed with the wallpaper. We dutifully creased and tucked the thick piled carpets to 
make them fit - much to my secret dismay and chagrin. Brass trays and vases, finely etched with 
sexual poses based on the Kama Sutra, littered the crevices, corners and mantelpiece. Table 
linen, hand-made doilies and intricately beaded net coverings for jugs and glasses packed our 
English sideboard and remained untouched. This was our new home, ‘a third space’, a million 
miles away from the culture we had inhabited. We later laid wall-to-wall English fitted carpet 
which pleased me no end. In my estimation, as a young girl, we had finally arrived:  

I reorganise my living room 

Asking each piece 

Where it would like to be placed. 

I give a new spot to the sofa and lamp, 

Change the drapes, and 

Replace the old rug with a wall-to-wall carpet. 

When everything is just right 

I begin to wonder 

Where among these 

Should I place myself   

                                    Panna Naik  (2001: 15). 

The domestic interior of the poem parallels with my own and my family’s experience of 
diaspora. It evokes a sense of displacement along with feelings of negotiating a physical and 
metaphysical space for ourselves on arrival in a new country.  

Conclusion
This chapter contributes to my research on Water Over Skin as part of the symbolic journey of 
discovery beyond self. I have made a critical investigation into hybridity, cultural identity and 
diaspora in relation to my personal biography. It exposes a powerful understanding of personal 
ambivalence of colonial dominance and the politics implicated in the suppression of self. I am 
placed via colonial categories within a sector of humanity thought to be ‘different’ from the 
western, white ideology of self and therefore created as ‘Other’.  

In the literature examined the placement of hybridity and the complexities of difference appear 
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still to be argued from within the margins of tainted whiteness, never of tainted black. Power 
still remains with the white. Purity is never black. For me, it is often the inspiring but static 
theorising by which I am overwhelmed and vulnerable to sudden bouts of ‘naïve’ sadness and 
rage against the human race. However cultural identity in postcolonial theory provides an
hypothesis with new possibilities for the reclaiming and remaking of cultural identity from 
which to argue difference and analyse the negative and positive outcomes. 

My personal story explores the aftermath of Independence in 1947, when Anglo Indians once 
again became the other, ‘outcasts’ in their own native country. Because of alignment with or 
mimesis of British culture during the colonial era and the British guilt indicated by taking the 
Anglo-Indians ‘under’ its wing, with the presumed dissolution of India, allowed people of mixed 
race to emigrate - in reality, to the country with whom they identified as a fantasy world. 
Arriving in England they again became the ‘Other’, a hybrid in a postcolonial, displaced, static, 
space of migration; inventing a masked image, that appealed to the dominant culture.  

In the next chapter gender emerges as a key issue for myself as a young girl growing up in 
England in conflict with the determined influences of my mother’s mixed cultural values. 
Family tensions and attitudes towards a repressive domestic ‘interior’ home-life are explored in 
contrast to the conflicting elements of western feminist ideology about liberation for women. I 
discuss the patriarchal influences that remain veiled in my relationships to marriage and the 
ongoing postcolonial struggle of my journey in order to express identity and self outwardly as a 
woman.   
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Mother as a young woman in Poona, India 

Maternal Grandmother in India, Bangalore



3 Race and Gender: Looking at 
Difference



Dolls-Play

play between brown and white 
My skin, - Her pale papery feel 
Trapped in who I am 
Breaking out 
I was - I am 
And I sink with loss 

clouded by inertia 
‘made in India’ 
with bits of textile 
while gunny-sacking absorbs 
the heat; She wafts in water 
quietly closing in - I’m drowning 
As Ophelia lies in death 
calmly with beauty 
Her whiteness 
re-birth of my skin 
brown - washed clean 

                                                                      daphne cazalet 2006

Introduction 
This poem is a psychological expression that represents an inspirational image of personal 
history, self and struggle as a woman. The poem reveals much of the metaphor for the title of 
my doctoral thesis, Water Over Skin. It evokes the channels of change in challenging direction 
of thought, of the ideology of ‘purity’- as reflected in the romantic universal illusion of 
Shakespeare’s white heroine. Ophelia is drowning as ‘pure woman’. The poem refers to 
cleanliness and appearance of no-colour or pigmentation. The water washes Ophelia, washing 
her inner mind of confusion and clearing her outward visible layers of identity, gender and 
difference. - She becomes part of a  journey of free-flowing water, the giver and taker of life.     

In this chapter I continue an ongoing quest of self-discovery critical to my studio practice in the 
exploration of gender and self. I examine the conflict and effects of British colonial domination 
and Indian traditional culture on the history of the mixed-race Anglo-Indian family both in India 
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and England. The focus is on issues surrounding female gender, patriarchal culture and tradition, 
discussed via cultural theory and autobiography. This exploration leads to questioning the 
effects of the marginal, or doubly marginalized, woman of mixed-race/mixedness and ‘colour’ 
in a western society. In researching Anglo-Indian, mixed-race and the role of gender within a 
postcolonial framework, I have found it extremely surprising to discover the dearth of material 
available - either from other individual practitioner’s experience or from contemporary cultural 
theorists. Adrian Carton in his essay, ‘Historicising Hybridity and the Politics of Location’ 
(2007: 143-155) admits to mixedness having ‘come out of the closet’ in the twenty-first century 
but points out that its global response needs more examination of its ‘multiple pasts’ (2007: 
154).

In developing ideas on gender I compare the woman’s role in traditional Indian culture and the 
effects of colonialism on British and Anglo-Indian women in India and England. For this 
interrogation I draw upon cultural theorists, feminists and activists. These include Indian writers 
Gayatri Spivak, Sara Suleri and novelist Mahasweta Devi. American writers are Judith Butler, 
Anne McClintock, Anne D’Alleva and bell hooks. Within these works female gender is 
discussed in relation to its history of subordination to patriarchal hierarchy and the effects of 
marginalisation.   

Feminism: Home and Body  
In Home and Away: Colonialism and AlterNativity in India (2002: 117) Makarand Paranjape 
suggests our home may be something small like our bodies ‘our home, our real self may be very 
inclusive embracing many others’ - and perhaps expanding to a vast space, sensitive to our 
experience of active change and womanhood. Paranjape’s acute insights could also be seen as a 
representation of women within their feminised landscape as an integrated space of body and 
home - a location of culture, history and memory. She points to the potential of the female body 
as a political symbol and its expressive capacity as a vehicle for emotionality.  

On the other hand, the home and body can become a feminised landscape of imprisonment. In a 
visionary speech in Allahabad 1928, prior to Independence, President Jawaharlal Nehru cited the 
western Fabian, socialist politics of Ibsen’s play, The Doll’s House (1879) in support of 
women’s equality: 

The future of India cannot consist of dolls and playthings and if you make half the population of a 

country the mere plaything of the other half, an encumbrance on others, how will you ever make 

progress? ( Mazumdar cites Nehru 1994: 260)  
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Perhaps if my parents or I could have taken note of Nehru’s ideas we might have been 
forewarned of my conflict with them partly caused by their attitude to gender! The woman in a 
patriarchal world is often forced to see herself ‘playing’ a domestic role, the plaything of men’s 
desire, fitting in with ‘other’ women who remain repressed and undemanding, conforming to the 
demands made upon them by the narrow male view of women. In  my experience some men 
enjoy the woman who ‘acts’ naïve and remains girlish, playing with her domestic toys. In this, 
we are continually reminding ourselves of our childlike memories - in fact my own memories 
are of paper ‘cut-outs’ -  paper dolls in a row, (discussed more fully in chapter five)  - and the 
dreamed security/imprisonment of the ‘Dolls House’. This raises questions of choice for women 
in ‘seeing’ their commitment or resistance to the acting out of these childhood models.  

The privileging of patriarchal traditional societies through male bias has had a negative effect on 
the way women are repressed in their ability to ‘view, see, think and create’ (Bonner et al. 1995: 
4). In the west, these issues were first tackled by John Berger in the 70s in his book and 
television series Ways of Seeing, pertaining especially to visual expression of and critique 
concerning the active male gaze and the passive female nude body. However, much has been 
articulated, expressed and explored by creative women activists on the power of ‘situated 
perspectives’ or positionalities that refer to ‘individual viewpoints, ...influenced by such factors 
as gender, age, race, class and sexual orientation’ (Bonner et al. 1995: 7).  Cultural critic Donna 
Haraway argues that the individual has different perspectives from different positions of power 
at different times and so a ‘gendered social space’ should remain unhomogeneous until critiqued 
(Haraway cited in Bonner et al.1995: 7). This view is certainly enlightened but speaks from a 
privileged, western educated status. It is a cultural view that has instinctive regard for 
individuality. This is different when viewed from an Asian female perspective where the cultural 
traditions and religions are historically more heavily entwined and accentuated with communal 
customs, behaviour, actions and philosophies. Traditionally different sources of power are 
maintained between the genders of male and female; the gendered social space is rarely 
unhomogeneous. 

Along with the history of subordination of Indian women to their male counterparts, my family 
appeared to be trapped in time by the equivalent male colonial view, that women of both 
ethnicities, English and Indian, were subordinate. The sense of being female in an Anglo-Indian 
family that regarded male power as absolute has certainly influenced and shaped my behaviour 
and patterns of thinking in a western society. Male domination, I felt and understood, was from 
the combination of an unintended collusion between our Indian cultural background and 
antiquated Victorian patterns of behaviour. Sara Suleri in her book The Rhetoric of English 
India (1992) describes the influences upon the nineteenth century white, British woman 
described by her as ‘Anglo-Indian’, positioning herself in India as the stereotypical Memsahib:   
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During an era obsessed with public displays of authority and spectacles of power, the Anglo-Indian 

woman locates a language in which to disempower such authority, focusing instead on the 

domestic limitations of the picturesque (Suleri 1992: 80). 

As Suleri suggests, the British ‘Anglo-Indian’ woman held great status in the home with her 
family and over her servants, similar to my mother’s position in India. This was a means of self-
assertion within the political and cultural constrictions of women relegated to domesticity. As 
discussed, by the early twentieth century the label Anglo-Indian or Eurasian was viewed more 
negatively given to those of ‘colour’, exoticism and mixed-race of ‘questionable purity’, with 
reference to the offspring of white colonial and native women. In India the label ‘Eurasian’ was 
regarded as sexually denigrating to the Anglo-Indian woman even during the time my mother 
lived there. This corresponds to the critique of British colonialism that Said applies to illusions 
of exotica and orientalism in his writings of the East (1978).  

More recently however, it is interesting to note Australian cultural theorist, Julie Mathews’ 
discussion of western feminist approaches to contemporary Eurasian/mixed-race perspectives. 
She concludes that the ‘cosmo-chic’ other, which appears to offer an impression ‘of 
cosmopolitan transnational/transcultural attributes’ only smoothes over ‘fear and miscegenation’ 
(2007: 43). Contemporary Eurasian femininity she points out ‘buys back into male 
rationalizations of female sexuality and dominant white western notions of beauty’ (2007: 50). 
At the same time Matthews points out the social facts of today’s success of ‘cosmo-chic’s’ racial 
ambiguity in global markets and media, when ‘old categories are reassembled providing 
profitable variations and instant enchantment’ blurring ‘the indeterminate, the other and the 
mixed’ (Matthews 2007: 51). In this new globalised world, she argues, Eurasian/mixed-race 
performs a new form of ‘metissage’ involving a cosmopolitan idea of hybridity and 
transnational diaspora that could be more intransigent than intended (2007: 52). This view has 
associations with the effect of the popular twenty-first century Indian Bollywood movies and  
their transnational presentation of the ‘cosmo-chic’ femaleness discussed later in chapter four.   

In nineteenth century India both ‘races’ of women, Indian and Anglo-Indian came to represent 
tradition within colonial imperialism of male power and hegemony. ‘To the male colonial 
imagination, oppressed Indian and elite European join to provide a Darwinian map of the 
gendering of culture...’ (Suleri 1992: 79). It is interesting to note that McClintock describes the 
way that maps and borders created by male ‘conquistadors and explorers’ allude to sexualized, 
women’s bodies i.e. ‘virgin land’ and, more directly, to author Henry Rider Haggard’s sketched 
map of the route, in the introduction to King Solomon’s Mines (1895) played out in South 
Africa’s gold and diamond mines. The map, if inverted, reveals the sexual parts of the female 
body. The ‘best seller’ carried great weight during the Victorian era. It was an era with an 
obsession for ‘discovering’ treasure and a concern with race, class and British white imperialism  
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of patriarchal power over the cult of domesticity and inevitably the women and labour that this 
domesticity involved. 

At the beginning of the twentieth century few were actively involved in India in women’s 
movements. Upper-caste women formed The Women’s India Association in 1917. An All India 
Women’s Conference first met in 1927. The latter continued annually. In 1931 women’s suffrage 
was supported giving rise to a sense that India was 'socially advanced and the issue of women's 
sufferage was dealt with in a far more civilised manner than in Britain' (Moghadam 1994: 260). 
However education for women was associated with upper-caste, wealth and class access. 
Sarojini Naidu, admired Indian activist and poet (1870-1949), maintained a ‘domestic’ image, 
reminding women that their participation in activism was by ‘Remembering that in all great 
national crises it is the man who goes out, but it is the woman’s hope and woman’s prayer that 
nerves his arm to become a successful soldier’ (Naidu cited in Moghadam 1994: 261). This 
quote is very similar to an everyday colloquialism in the west, ‘Behind every great man is a 
great woman.’  

Gayatri Spivak, a major contemporary political activist and co-founder with Guha of the 
Subaltern studies group in India, analysed the intensity of woman’s role in Mahasweta Devi’s 
story, Breast Giver or ‘Stanadayini’. The story is about an Indian wife, Jashoda whose husband 
is crippled by an accident and is no longer able to work. Jashoda becomes a ‘professional 
mother’ to a rich family comprising a number of young married sons and daughters; she is the 
wet-nurse for their many offspring. She becomes well known for her excellent flow of milk. 
Jashoda, woman and mother is presented as ‘constituted by patriarchal ideology’ (Spivak 1988: 
265). From her subaltern position she would not dream of questioning her husband on ‘the 
distinction between rape and consenting intercourse’ (Spivak 1988: 265). “You are 
husband...You are guru. If I forget and say no, correct me. Where after all is the pain? ... Does it 
hurt a tree to bear fruit” (Mahasweta cited in Spivak 1988: 228). The story relates very strongly 
to many Indian and Anglo-Indian women who, in my experience, view it as their role and duty 
to subjugate themselves to husband and family.  

Spivak claims that the woman in India remains regarded as the subaltern, submitting to male 
authority and the ‘dominant sexual ideology’ (Spivak 1988: 265). ‘Such is the power of the 
Indian soil that all women turn into mothers here and all men remain immersed in the spirit of 
holy childhood’ (Mahasweta cited in Spivak 1988: 226). Reading Stanadayini, one realises that 
the woman/mother and her milk-giving breasts are reified as the ‘natural’ function of 
reproduction and therefore of gender. However Jashoda, the protagonist, is far from the 
submissive ‘oriental woman of the east’ in other contexts of the story and is active, employing 
her breasts as a valuable source of work in the domestic market. There still remains a strong 
feminist argument in the west for women’s domestic work to be more acknowledged and 
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valued.

Autobiography: Two Worlds: Prescripted Environments 
My first memory of gender difference was at the age of six when I insisted on accompanying my 
father on his game of golf with an Indian friend. I had asserted my right over my older brother. 
'Why does he always go?  Why can’t I?' An argument followed between my parents and I was 
allowed to go. I instantly gathered that a girl going on this occasion had broken an unspoken 
rule. I had already unwittingly upset a traditional cultural pattern; the first of many. I had 
rebelled but had not got into trouble - as yet! I had crossed the silent borders of traditional 
values.

This personal experience of rebellion and trouble was part of my conflictual behaviour, as a 
young girl at home and in later life, as a young woman faced with certain conditions and rules at 
work and in marriage. At the time the consequences I suffered in challenging these unspoken 
rules appeared as negative judgments that I made upon myself. However there was a strong 
ambivalence about female gender implied. I felt a sense of justice had been thwarted particularly 
because I was a woman in a certain situation - and on the other hand it may have been plain self-
righteousness for which I was accused. The behaviour was never loud or demanding but one of 
quiet resistance interpreted by others as ill-conceived stubbornness and unacceptable, often 
labelled as a feminine trait.  

I am therefore keenly stimulated to explore female gender and the behaviour pattern of being ‘in 
trouble’. This issue, I reiterate, had always troubled me as a personal, negative slur and had 
seeped into my own judgement upon myself as a young woman. In the preface to her book 
Gender Trouble, cultural theorist, Judith Butler also recalls, that as a child she got ‘in trouble’ 
(Butler 1990: vii). However her acute judgment prevails in her explanation that this 
circumstance could be a positive one when one gains insight into the subtle use of the threat of 
power implied in keeping one out of trouble. Often prevailing laws put one in trouble in order to 
keep one out of trouble. Trouble she affirms ‘sometimes euphemised’ for problems concerning 
‘the alleged mystery of all things feminine’ (Butler 1990: vii).  

Growing up in an Anglo-Indian family had many implied, half-spoken rules about gender, its 
place, role and commitment within the family unit. In India the father was the traditional and 
therefore unspoken, head of the family. This was also an invention of male imperial colonial 
dominance - judiciously evaluated by McClintock in her book Imperial Leather (1995).
However the ideology of patriarchy is also a strong force in Asian culture and this ideology has 
remained unquestioned in most domestic situations (Spivak 1988). 

In England, dominance of patriarchy even resulted in my brother, older by two years, being 
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silently anointed by my mother as head of the family after my father’s death when I was at the 
age of sixteen. This, in itself, as well as my father’s death, later caused me great distress when 
my brother demanded that I should be answerable to him for my actions and behaviour. As 
McClintock discusses in Imperial Leather male lineage and power is also handed down via the 
eldest son as a British traditional custom (1995: 232). The strength and dominance of male 
power during my young life reflected a global, cultural institution of colonial attitude from both 
East and West. Although I would be outspoken and would verbally repudiate any show of male 
dominance I realized silently that custom was too heavily steeped in and initiated by strong 
tradition to permit rapid change.    

However my mother, in regard to myself, had a great deal of power in implementing the silent, 
unexplained rules at her will, 'Young girls don’t behave like that.!'  I was told how to perform, 
think and act and therefore was always in trouble - in contrast to my elder brother. My father, I 
felt, did not interfere as his parental interest and enthusiasm was in the development of his two 
sons - especially in the world of sport. His place and the placement of his dining chair signified 
his state of hierarchy and dominance in the family unit. McClintock argues that, in the realms of  
European imperialism, what might appear as an implicit, trivial ‘cult of domesticity... was a 
crucial, if concealed dimension of male as well as female identities ... an indispensable element 
both of the industrial market and the imperial enterprise’ (McClintock 1995: 5). 

Cultural differences in tradition between East and West began to show up through inequities of 
opportunity within the family in England. ‘The cult’ of domestic duties within the home was 
upheld as primarily my responsibility alongside my mother’s. The dominant attitude that the 
female should build the home, the nest and provide the warmth of family space, was paramount. 
Not only was I told to clean and sweep but to re-make my brothers’ beds each morning -  
‘performativity constituted by the very expressions that are said to be its result’ (Butler cited in 
D’Alleva 2004: 7). I refused more than once and rows between mother and eldest daughter 
became physically violent. This physical aspect was far from unusual as most disagreements 
within the family zone were finalised with physical force. This behaviour would now be seen as 
‘domestic violence’ and certainly legislated against. Although I felt that my mother had extreme 
dominance over me, it was perhaps the outlet for the frustration of her own powerlessness in a 
new country without the customary help of domestic servants and of being female in an 
environment that regarded male as absolute. 

However my father did instil in me the quieter, more studious ‘female’ pastime of a love of 
books and classical authors. In line with Butler I had begun to assume the performative gendered 
stereotype of quiet, female passivity - the ‘forcible citation of a norm’ (Butler cited in D’Alleva 
2005: 73), whether it is feminine or masculine. His bookshelves introduced me to my later 
professional involvement in theatre. Doors were opened to Shakespeare’s plays and his 
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characters, although most of the female heroines have always appeared to me less demanding in 
their human attributes than their male counterparts. Other historical Indian epics of male power, 
supported by striking but subordinate women, had strong impact too. These were also part of his 
personal library - the classic Sanskrit epic, the Mahabharata which was first brought to the west 
as a translated, scripted play, by Jean-Claude Carriere and directed by Peter Brook (Carriere and 
Brook 1987); the Ramayana, recently transformed into a popular Indian televised series, and 
what I imagined at that time by its title, The Confessions of an English Opium Eater (1821) a 
strange novel by Thomas De Quincey, veiled in suppressed secrecy of ‘opium dens’. It was only 
much later through a rich background of literature, theatre and projects initiated in the field of 
arts and community cultural development in Australia, that I returned to my earlier passion for 
visual art and film. 

It has been made clear that expectations of behaviour were not all ‘western’ but were part of an 
Asian cultural fabric as well. However western expectations were greatly enhanced by my 
attendance in England at a segregated, ‘all-girls’ grammar school. This was accompanied by a 
certain amount of educational status and discreet, ‘feminine’ behaviour i.e. no wildness; 
politeness; neat, clean and uniformed and a studious inclination, all of which I was able to 
mimic admirably - an experience reminiscent of Michael Taussig’s stories of colonial history in 
Mimesis and Alterity (1993), discussed also in chapter two. My experiences in school with 
English girls began to raise much conflict within my mind as to the influence my mother had 
over what I thought and what I did. Education was held supreme in family goals and therefore 
my aspirations at school were never questioned. In retrospect I valued my parents contradictory 
‘forward thinking’ which appeared close to western feminist ideals - for their two daughters, 
myself and my younger sister to have equal opportunities of education alongside their two sons. 
My parents attitudes were certainly not of a binary assumption of Eastern versus Western but 
were of more complex and ‘confusing’ demands.  

School with its ordered atmosphere was a huge release from homelife and interminable 
arguments with my mother. My sense of justice was thwarted when I realised that to retaliate or 
defend myself was ‘disrespectful’ to my mother. In her past she had been something of the 
stereotypical colonial ‘Memsahib’ with strong control and power over her bevy of servants. She 
had status in running the home which she had taken seriously. Years later in England I 
remember her reminiscing with guilt and self-disbelief in how she had treated some of the 
servants.  As a parent she also allowed herself the privilege of showering  torrents of scathing 
language of disrespect towards her eldest daughter probably similar to the verbal domination 
and the rows she would have with her Indian servants if commands weren’t carried out properly. 
This would flow through her frustrated rage and become enmeshed quietly in my sense of self. 
Sobbing scenes followed as I hid myself and remained inwardly stubborn. The room where I hid 
myself was a bedroom, shared with my young sister. Here on my own, in silence, I was able to 
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lash out with my own thoughts! 

My own experience on marriage, the ‘pill’...etc. 
Politically, English feminist thought in the early 1960s was beginning to be of interest to me 
especially with reference to freedom and sexuality. My continual struggle with gender remained 
within and without. Sexuality was never referred to or discussed within the family; it was taboo. 
I attributed it to the repression of female Asian attitudes. Even English girl friends seemed to 
protect me from any sexual innuendo. I felt ashamed of my naïvely innocent friendships and 
attachments which in reality and retrospect sought no more than the titillating, asexual, virginal 
romances of Hollywood musicals of the 1950s and 60s. The female world through my eyes was 
white, beautiful, fashionable and made itself attractive to a powerful male world - ‘in order to 
have material wealth and go places’.   

‘No one will ever marry you unless you smile, cook, have an education and make yourself  
beautiful’. It seems almost comic to have had these naïve yet serious reminders as a girl growing 
up in England in the 1950s and 60s. These were the constant and confused ideologies that my 
mother imparted. She had gathered what appeared to me trite offerings of traditional 
insignificance. Yet, in retrospect, these were the exact, superficial images to which  I adhered as 
‘I grew up’ to be a woman. My mother’s life had involved a wealth of complex experience 
stretched between two continents. She had previously married an Englishman in the Police 
Force in India, had a child at eighteen and divorced soon after. This involved controversial 
circumstances which remained discreetly taboo within family life and marriage to my father. 
Why had she not imparted her hurt and true feelings which I had tried to unveil during close 
moments within our relationship during my youth? Instead she reacted with pride, strength, 
argued with my father, stood up to physical force, dominated her children with forceful, 
homespun philosophy affected by life-experience and laughed heartily when in a good mood. 
She was the engulfing, imperial mother who gave me no room to breathe.  

Marriage provided escape from the environment of a tight, dependent bond with my family. 
Perhaps marriage performed a similar role to my mother’s young experience - or was it another 
patriarchal domain?  I had at first lived secretly - and ‘sinfully’ with my partner before official 
marriage - having not yet wholly released myself of the expectation of family frowns. I did not 
admit to betraying the belief of sanctified virginity, which I still resentfully carried with me in 
my own deeply rooted sense of Indianness, ‘Anglo-Christianness’ and submissiveness.  
Marriage lifted me into another world with a wider experience. He was an artist, living in 
proverbial, romantic squalor amidst his paintings which had already hit the heights of exhibition 
fame in Bond Street. We lived within easy reach of London in a fashionable apartment complete 
with architectural design, colour and ornamental objets d’art. I had a playmate and I felt free. 
We visited galleries, theatre, contemporary opera and concerts. We mingled with famous jazz 
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musicians - and dined in Soho.  He appeared masterful and I basked in what I saw was his glory, 
his worldliness and his right. We travelled widely on ‘the continent’, in our old ‘mini’, seduced 
by architecture and art. He led and I followed. I had won the materiality of marriage. I had 
conquered a husband with my performance of the colonial adage, ‘Asian, exotic looks’ and 
blatant sexuality - assuming the role of object of desire. My relationship with men continued to 
be on this superficial and artificial level, that conformed to a stereotype image of sexuality. 
There was no hint of a deeper relationship between male and female. Nor was there an 
understanding of friendship or of the other values of the opposite gender. Slowly I learned I had 
no voice; I fell silent.

I had adopted an ‘Other’ outside space that family were no longer able to judge. I again 
positioned myself in the margins. I had embraced a security that did not speak of any 
meaningful truth but one of seductive image and material possessions.  

The wedding ceremony was civil and our friends and families appeared at random bearing gifts 
at lunch. Later I resisted the female ‘duty’ of producing children - a traditional Indian rule for 
getting married to serve the economics of capitalism, of valued labour, paid or unpaid. I took the 
‘pill’, offered by Marie Stopes, the first women’s clinic in London - my first physical action for 
western feminism. I heeded my feminist, communist friends in fashionable, big hats and long 
leather boots who claimed the world had enough children and most lived in poverty. None of 
them took their own heartfelt advice and most had families soon after. The haunting image of 
my mother and all ‘Other’ Indian women swathed by hordes of clinging children, appealing 
faces with large, brown eyes, was strong enough to turn the gaze upon myself.   

I also turned my gaze towards the horrifying image of woman in the Breast-Giver of which I 
was terrified. - Jashoda, ‘the chief , fruitful woman’, (Mahasweta cited by Spivak 1988: 229) so 
cleverly and intensely constructed as metaphor of Subaltern and the exploitation of India, ‘a 
parable ...after decolonisation’ (Spivak 1988: 244). My vision, like that of Spivak, is also of an 
Indian, cultural ‘goddess-mother’ who is enlisted to become a ‘slave’ and condemned to ‘... 
collapse under the burden of the immense expectations...’ (Spivak 1988: 244) As a younger  
woman I suffered no biological pangs of motherhood - which nature is said to impose on women 
- nor the ‘duty’ of valued, domestic labour, discussed by Spivak in, In Other Worlds (1988).
However even now in certain environments where women and men sing national praises of 
blood and bond of family and motherhood I feel adrift, an outcast, a betrayal of my womanhood 
till I refresh myself with my individual silence of desire and change - and the imagined image of 
the Breast-Giver!  

I was led to argue silently for myself that I was going against nature and as a woman I was 
choosing not to have children which transformed my gendered identity at the time to being 
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‘different’. My marriage ended in divorce. In the 1970s in England I had to make a personal 
appearance at my divorce hearing, taken to court in spite of both partners agreeing to part on 
equal terms. I was ridiculed by the female magistrate who sentenced me to pay the fees incurred, 
making it appear that mine was the sole causation of the marriage breakup - ‘the trouble’. I 
inscribed this poem soon after to vent my feelings: 

The Divorce Hearing (1970s) 

She sat 
The wizened magistrate 
narrow on a high 

ridiculous over-tall 
red-backed chair of power. 
I took my stand and waited wondering whether 
to contest the oath - no 
the play goes on. 
I recite 
looking towards the powdered face 
No compassion between the taut lines 
Only facts of what society sees 
guessing at a crossword puzzle. 
The answers must be right as they comprehend the rules 
(written without the clues) 
Should I blurt out the truth, 
the hurt, the experience of it all 
that matters so little now, 
as with low, well modulated responses I slowly anger 
She, with cynicism  
denounces my misdemeanours
and judges, with thinly compressed 
red-bright lips.                                           daphne cazalet

I felt directly disempowered by a woman with ‘false power’ (Spivak 1996: 34) who had the 
capacity to mete out biased patriarchal law - as well as probably treating me as an inferior 
female of colour.  It was not until after a second marriage, again ending in divorce, that I began 
to explore my own position as a woman and my unconscious subjugation to and dependence on 
a husband. 

43



Liberation: finding a voice 
Divorce for a second time drove me to independence and empowerment. I experienced self-
reliance for the first time in an engulfing haven, both a physical and philosophical space -  a 
reminder of Virginia Woolf’s critical essay, A Room of One’s Own (1929). It became my island 
-  also reminiscent of a political short story, Foe by South African writer J.M. Coetzee based on 
Robinson Crusoe by Daniel Defoe. In Coetzee’s novel the protagonist is a woman called Susan 
who succumbs to: 

... an island that bestows on her a new awareness of her being a woman, of her feelings her silences 

and her fears, her memories and her time.  It is an extraordinary island that seems to slip gently 

into the waves (Coetzee cited by Di Michele1996: 164). 

Susan is a castaway and the island becomes the ‘battleground’ for the postcolonial theme and 
struggle between ‘I and the Other’...

Australia became my next ‘island’. I migrated as a single woman. Australia offered me ‘a third 
space’ - interpreted from the philosophical term of Homi Bhabha’s discourse on cultural 
hybridity and discussed in the previous chapter. Here, I was able to recognise the layers that had 
gradually built up through my past history. I could remain ‘other’ or reveal more of myself - 
disengaging from the prescriptive image of gender and identity that I’d adopted from behind the 
veils and layers of cultural representation defined by a colonial orientalism. Through this 
excavation, I was able to come to terms with a sense of self and the present. The independence 
of living and being alone had helped focus my thoughts and need to express the fragmented 
layers of my womanliness - the poetic space and silence, secluded behind each veil, that had 
helped to construct my secrecy of being ‘the other’, of living half-hidden.

I am now able to have the courage to admit to a ‘cover-up’ of shame - to be able to see the world 
through different eyes, while accepting and celebrating my difference, my colour, my gender. I 
have gained a certain confidence in an independence of thought and a feeling of strength as a 
woman in expression through my studio practice and the metaphors of renewal through water 
over skin. This also involves conscious patterns of thought in valuing the aspects of gender and 
individual identity emerging from the margins of a culture suppressed by patriarchy and 
imperialism. However I do not assert self as a western feminist; i.e. ‘reclaiming the past’ 
(Bonner et al 1995: 3) but join in with an active engagement in claiming the present and future. 
For the second part of the claim, ‘...all public acts of protest against the marginalization of 
women’s space and creativity’ (Bonner et al. 1995: 3), I would argue that it is the very margins 
that can act as areas of building strength and difference - from and against the mass majorities, 
especially in being able to have a voice and identify as a woman of colour and an artist.   
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It is therefore not surprising that my work in the arts as an adult, particularly in Australia, has 
followed an intense interrogation of migrant women and Indigenous women, their patterns of 
behaviour and cultural identity. Some migrant women with whom I have engaged, like myself, 
appear to have been subjugated at some time by a patriarchal world. Past cultural development 
arts projects, funded by state and federal governments, including women’s storytelling, initiated 
and undertaken in Australia, have been empowering gender experiences. They have allowed me 
to find a voice and position myself positively as a woman in what was for me a new country.  

Resistance to Restriction; Secret Spaces; Domestic and Otherwise 
The bedroom where I hid myself as a teenager was swathed in English-patterned wallpaper of 
delicate pink roses. It was the space in which I silently divested myself of my rage and rambling 
emotional confusion - a private space, a womb, a cave in which I lashed out my personal 
grievances of not being like ‘others’. My feelings are displayed in an installation WallPaperGrid
discussed in further detail in Chapter five.

One of the key themes in my studio practice has been to convey this space/room through 
WallPaperGrid. What envelopes my teenage years are walls of wallpaper and crowded memory 
- I splatter the walls with semi-conscious, psychological imaginary marks and images of 
repression on each printed sheet of paper. My screenprints convey layers of guilt colliding with 
words and symbols referring to the confusion of my identity as a young woman.   

Vibrating Landscape also described further in chapter five, comprises a triptych that deals with 
my confused identity of mixed-race, Indianness and gender. The friezes appear enclosed by an 
enticing environment, reminiscent of the alluring Malabar caves of Kerala with their sinister, 
enveloping echoes described in E. M. Forster’s early twentieth century novel, A Passage to 
India (1924).  My inner voices, repetitious and screaming, are echoes of confusion, of coming to 
terms with the personal resentment of imprisonment within myself and my sexuality and gender.  

I begin to explore my gender role, instigating active change and re-positioning myself through 
fresh, critical insight. In my series of visual works on paper the merging of text from my own 
stories written in the third person in order to be objective, are like reflected mirrors. They 
resemble a double vision - removed from the truth of my own feelings of an admittance of 
shame. The stories relate psychological experiences of the enlightenment of self and of the 
independent thought of mixed-race women. The texts provide other dimensions to my artwork in 
expressing the very essence of the dense and detailed multivalent layering of gender and cultural 
identity.   

I am aware of the journey I have travelled in my PhD research through the examination of the 
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representations of femininity and patriarchal stereotypes in both cultures. As a result I am able to 
view two separate cultures of East and West. However the cultures are integrated and separate at 
the same time. This is represented in my work through the creation of separate printed layers of 
patterning and text that weave in and out of each other. These weaving forms suggest symbols 
of how we search and build identity and difference in a contemporary global context. 

Conclusion
In this chapter I have sought to reveal layers of domination of British colonial history heaped 
upon the Anglo-Indian family of mixed-race. Politics, culture and tradition from both East and 
West have had an intense effect on the subordination of women of mixed race and ‘colour’ in 
‘seeing’ themselves as doubly marginalized - different and ‘Other’. I have discussed this with 
reference to the bias of patriarchal culture which has remained intact till the re-questioning and 
greater impact of western feminist thought in the early 1960s. In a postcolonial era Indian 
female activism in political theory and education has made strong challenges in affecting change 
to Asian subaltern attitudes. In exploring my own autobiographical experiences I have 
understood the reasons for my journey of interrogation and the need for self-discovery in 
relation to identity and gender.   

The personal impact of being able to interrogate my role as a mixed-race woman through visual 
practice has been particularly inspirational. The exploration through personal autobiography and 
critique of certain eminent cultural theorists, black and white, though few of mixed-race, has 
helped me understand and overcome personal weaknesses in defining my strengths and 
sensitivities. With reference to an interdisciplinary approach discussed in chapter four, I feel I 
am able to make a positive contribution to a contemporary postmodern context in offering a 
unique voice within a global world of transculturalism.  
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Dressed ready for a walk in the snow, Naini Tal

Winter in Naini Tal: Father with Gordon, John and Daphne 



4 The Singular Eye: 
A Contemporary Context 



To believe, to think, to dance 
Words in the night of my soul 
Who I am, 
To paint and express 
the unknown 
held at my breast 
alive, vivid and bright 
sunshine and darkness 
crying and laughter 
a  sob... a scream 
the essence of sound 
contained in my palm 
Thrown to the wind 
That shapes who I am  
           daphne cazalet 2007  

Introduction 
Wherever I travel there is curiosity about my cultural identity and colour of skin. Where are you 
from? Where are you from originally? I have been mistaken for South American, American 
Indian, Indigenous Australian, Spanish and Italian. I do not resemble a ‘white European’ on the 
outside. I can only feel what I am on the ‘inside’ and express how my identity has been shaped 
by history, politics, race and cultural difference. Autobiography provides a catalyst for my work, 
embracing issues of shame, gender, hybridity and an identity of self which poses the question of 
where do I locate myself? 

In this chapter I provide a contemporary context for my studio practice. This is provided so that 
I can understand both my own transformation of identity and the contribution my studio practice 
makes to the broader field of contemporary visual expression. I have investigated other artists 
who have found their development in similar and ‘different’ ways dependent on effects of 
autobiography, political history and their own affirmation of identity. They too reject the 
domination of rigid ‘myths’ of powerful hierarchies. In their work they examine how these 
‘truths’ and cultural constructs are produced by structures of dominance and power. Power is 
hard to decipher as it comes in surreptitious ways, gradually fragmenting the identity of the 
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subaltern. The artists with whom I identify speak from the margins of the social ‘norm’, 
nationally and globally.  

Artists included are writers, filmmakers and visual practitioners: the Indian female, filmmaker  
Deepa Mehta, Pakistani women artists, Nusra Latif Quereshi, Shahzia Sikander, and the Indian-
Malaysian Sangeeta Sandrasegar.  I also discuss the work of Indigenous artists of mixed descent 
including: Judy Watson, Gordon Bennett; actor and filmmaker Tom E. Lewis and writer Sally 
Morgan. These artists are all from an ethnic minority within a settler society. Their historical 
experiences are both similar and different from my own. Other artists include renowned writers, 
novelists and political activists, Salman Rushdie and Arundhati Roy. The artists, writers and 
filmmakers all express their work in a contemporary postmodern context. Their work explores 
the impact of history of colonialism and postcolonialism, race and gender upon their own lives.  

Gender and an Understanding of Shame 
Indian-born, and diasporic filmmaker, Deepa Mehta is a Hindu woman who began her film and 
television career after immigrating to Canada in 1973. Her latest films have been a great 
inspiration for my work, especially her controversial trilogy of films entitled Fire (1996), Earth 
(1998) and Water  (2005). Each film is weighted with history, tradition and issues of gender in 
India. All three respond to other elements of politics, religion and patriarchal domination. The 
three films are haunting in their storytelling of Indian history and traditional culture. The trilogy 
follows the intimate emotional journey of the different characters caught up with each other. 
Their lives unfold under Mehta’s empathetic direction, knowledge of historical events and 
understanding of the universal conflict of human emotion and desire. The films are 
photographed with lush chiaroscuro - effects of light and dark that draw the viewer into varying 
period locations and abstract environments often veiled with deepening shadows that extend the 
audience’s search for the truth hidden behind the powerful myths and the dogma of  traditional 
religious practice. 

It is often an individual’s predicament that expresses the impact of universal issues of power and 
domination in patriarchal politics and religion. Mehta interrogates issues of gender, identity and 
freedom concerned with the history of suppression of women especially through culture, fear 
and shame. Mehta’s films have drawn much controversy in her country of birth and culture. The 
first of the trilogy, Fire, produced in 1996 explores gender and sexuality within contemporary 
Indian society in New Delhi. She sees the imprisonment of  two lower middle-class women in 
their day-to-day lives, They are imprisoned by tradition and are trapped by their circumstances 
and by patriarchal society’s views of their arranged marriages. The two women are slowly 
brought together in their need for compassion and for love of one another. The film explores 
both the intimate and the universal, often controversial and unspoken world of sexuality of 
lesbianism. After showing for three weeks in India the film began to provoke a hostile reaction 
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from Hindu fundamentalists. However Fire remained uncensored. Instead it became part of a 
bigger debate, giving voice to women especially within the women’s movement. The argument 
was that there should be ‘choice’ for women in India without domination of patriarchal 
‘religious’ rules often attributed to family values and morals for women (Mehta: interview 
Phillips 1999 and 2006). 

Earth is a moving revelation of the events leading up to the British Partition of India in 1947, 
organised by the British Labour government with the support of the Muslim League and the 
Indian Congress Party. Mehta has her own reasoning for the silence of the British in never 
recording this ‘Holocaust’ through cinema or photography. It was an historic event appearing to 
legitimize a hatred of difference and indifference. Muslims, Sikhs, Hindus and others who had 
once lived together in towns and villages were driven from their homes. Eleven million people 
were made homeless. A million people died in violent religious riots against each other. There 
were weeks of horrifying carnage. Most were killed in the Punjab, the state that was divided into 
two (Mehta interview in Phillips 1999). The film shows its main characters caught up in the 
horror and trauma of the Partition - when India split in two. The birth of Pakistan brought riots, 
massacres and the displacement of people on a scale almost unheard of in human experience. 
Mehta reveals history and politics in a postmodern light. She focuses  upon individual human 
trauma and emotional experience rather than universal themes. Personal stories are followed like 
that of the little girl who unwittingly betrays her beloved Hindu Ayah showing how the young 
and vulnerable will always bear an intangible sense of guilt - for having been there but being 
unable to help or even comprehend. The film unfolds almost like an explanation for many of my 
most vivid childhood memories - the all-permeating fear, the surfacing resentments and 
suspicions, the sounds and sights of growing violence, the sense that everything was changing 
and nothing would be the same again.   

In Water, (2005), Mehta focuses on widows in the 1930s, but she also examines the life of 
present-day widows, who through religious tradition are condemned to live shut away from the 
rest of life, to mourn for their husbands and to atone for the sin of their loss no matter how 
young they are - or how short the marriage has been. It could be argued that this is a more 
desirable fate than the practice of Sati (where widows were  pressured by their families to throw 
themselves on their husband’s funeral pyre to preserve the family honour). But, as Mehta 
demonstrates, it is a living death - unbearable and unnatural. Certainly, it can be seen as 
symptomatic of the traditionally subservient position of women and, when one widow rebels and 
takes a lover, it becomes a clear metaphor for the changing climate for women in India.  

The action of Water began to be filmed in and around the River Ganges in the ancient city of 
Veranasi but due to violent political disapproval and disturbance the filming was postponed and 
only began later, set near water - but in Sri Lanka. In the film water symbolizes the rituals of life 
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and religion. Women’s lives revolve around water, its movement and environment. It is where 
women go to seek solitude; to wash, to cleanse, to renew themselves in faith and absorb the 
quiet beauty of reflected light and dark - or to end their lives in solitary death by drowning. 
These actions evoke sadness and a sense of shame within a world of exploitation. Mehta’s 
involvement in storytelling with her own diasporic circumstances (she now lives in Canada) - 
challenges the slow fragmentation of the uncertainty of tradition and freedom and the emotional 
strength of women veiled behind the selected ‘truths’ of male power. (Sukhmani Khorana  2006: 
issue 4).

Prior to the films of Deepa Mehta, only those of the famous Indian filmmaker and artist, Satyajit 
Ray, seen in London during the 1960s and 70s, have drawn me into as deep an emotional 
involvement with characters of the ‘ordinary’ but complex Indian world. Mehta also claims to 
be a devotee of Ray’s work which is not surprising as he too describes the people who ‘inhabit 
his films are both complicated and extremely diverse’ (Sen 2006: 129). 

In contrast, contemporary commercial Indian films of the popular ‘Bollywood Masala’ idiom 
frequently show women taking an assertive stance.  These include films such as Salaam
Namaste (2005) directed by Siddarth Raj Anand - the first Hindi film to be shot in Australia and
Hum dil de chuke sanam: (I’ve already given my heart away to someone else) (1999), directed 
by Sanjay Leela Bhansali. Many now present modern career women in present-day India, living 
the urban dream that is so familiar to us in the West. In fact, generally these female film 
creations are shown as virtually western women - in dress, in attitudes and especially in 
relationships depicted through ‘Eurasian femininity’ (Matthews 2007: 50). Of course India is 
changing but what Mehta succeeds in showing us is that, while there is strong change in India, 
there is a sense in which the change is superficial. Beneath the razzmatazz, much of India is 
exactly as it was when I lived there. 

Playing with Paper 
I begin with a group of four south Asian women, all of whom  except one work in Australia.  
They are artists who have many connections and parallels in their approach to their practice. 
Sangeeta Sandrasegar, Nusa Latif Quereshi, Shahzia Sikander and Nilma Sheikh share 
commonalities in use of subject matter, techniques and media.  

Sandrasegar, born Australia 1977 is of mixed Australian and Indian/Malaysian cultural heritage. 
She lives in Melbourne and is acknowledged for her artwork of mixed-cultural influences. She 
has exhibited at the Fifth Australian Pacific Triennial of Contemporary Art, 2006, Queensland 
Art Gallery, and also in 2008 in Darwin. She trained as a painter and then began to explore the 
art of paper-cuts. Through the medium of paper, like myself, she has turned to an exploration of 
her hybrid cultural identity.  
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Sandraseegar’s work emanates from her exploration and knowledge of eastern mythology, 
stories, literature and Indian as well as international film. Her series of works, Goddess of 
Flowers, is based on the story and cultural traditions of gender as viewed in the Indian film
Phoolan Devi released in 1994, directed by Shekhar Kapur. The film was later disputed by the 
real-life heroine who insisted it was partly mythical. The title of the film is translated from Hindi 
to the name, Goddess of Flowers. It is based on a life-journey of a low-caste Indian village 
child-bride who runs away and becomes part of a dacoit’s gang that gives aid to the poor and 
oppressed. Later she is imprisoned when she is caught and accused by the police of murdering a 
contingent of high-caste men, from a particular village, who had taken it in turn to rape her. In 
reality, Phoolan is eventually released and is elected as a woman member of parliament, only to 
be assassinated a few years later in 2001 (Ewington 2006: 208). 

Sandraseegar follows Phoolan Devi’s plight in her paper-cuts of women’s feet and hands, 
decorated and veiled with traditional patterns of henna, beads and glitter involving images of 
Indian goddesses. Floating above the gallery wall the cut-outs immediately project a shadow that 
performs a negative of the positive shape. ‘Sandraseegar draws with shadows’ creating ‘line’, 
says Julie Ewington, Australian art curator and writer. Between the shadow and the object ‘lie 
the fleeting meanings’ (Ewington 2005: 208) of her art. In her series, Goddess of Flowers,
(Plates 3 and 4) the shadow/negative of the delicate paper-cut creates a foot-shape - seen 
together on the wall - the shadow with the original, as ‘a pair’ of floating feet.  

The word ‘miniature’ is an English term suggesting smallness and is therefore criticized by 
several Asian artists who prefer to use the Urdu word, ‘musaviri’ meaning ‘figurative painting’ 
that does not label or refer to size (Raffel 2006: 203). Yet ‘miniature’ style figures play a  
significant role in the works of Shahzia Sikander exhibited in the Third Asia-Pacific Triennial, 
Brisbane (1999) and widely shown in America and Pakistan. Born 1969, she trained in the 
discipline of miniature painting in Pakistan in spite of it being seen as a kitsch idea for the 
tourist market and therefore maligned by other artists. In 1995 she moved to the USA and 
focused on printmaking and painting.   

Sikander explores with borders beyond borders as in Ready to Leave? (1997) (Plate 5). The 
images tell a story - as with traditional miniature painting. There is a movement across 
boundaries that extends to ‘a metaphor for the physical and metaphysical passage’ undertaken 
(Goodman, 1998: 31); a freedom to take refuge in her painting on paper where layering of 
fragmented patterning and washes cross over framed boundaries of identity.   
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Plate 3. Sangeeta Sandraseegar,  Untitled no.1
(from Goddess of flowers series) 2003 
Paper, beads and glitter, 28.5 x 42cm

Plate 4. Sangeeta Sandraseegar,  Untitled no.26
(from Goddess of flowers series) 2003 
Paper, beads and glitter, 29.5 x 40cm
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Plate 5. Shahzia Sikander Uprooted 1995 
Vegetable and dry pigment on  
wasli handmade paper 
5 x 7.25in
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Sikander is an artist who has lived with the notion of hybridization and globalization and she 
takes these elements for granted (Wei 2002: 27). Within her work Uprooted (1995), (Plate 6) 
Sikander includes landscapes dotted with symbols of flowers, interlaced with net-like patterns, 
floating spirals and ribbons. Other works are filled with contemporary polka dots, partial 
portraits of Moghul emperors, Hindu gods and goddesses, detached heads and limbs; a mix of 
history subverted with layers of foliage and arabesque. Her works display superimposed 
layering techniques of drawing and printmaking, also providing a metaphor for veiling or 
concealing difference and identity.  

In the early 1990s Sikander was exposed to discourses such as feminism, multiculturalism, and 
identity politics - not on the curriculum in Pakistan. Her work is personalized through her 
interpretations of ‘hybrid icons’ (Fris-Hansen 1999: 220) of a cultural and political nature based 
on gender and personal experience. She examines the traditional Muslim dress of the veil, 
associated in western feminist thinking as a limiting symbol of gender, denying ‘outward 
identity’; whereas it is claimed by many Pakistani and middle-eastern women as a form of 
‘liberation’ (Fris-Hansen 1999: 220). Sikander questions the veil as a symbol of liberation of 
female culture by creating pieces of  translucent tissue layered on different planes as in Hood’s
Red Rider (1997), (Plate 7). With and through the layers she explores multiple identities.

Sikander’s works also include large scale installations that evolve over time. Her works 
comprise wall paintings layered with tissue paper pinned lightly to the wall, often concealing 
part of or the whole image. The paintings are merged into a large space of layered imagery 
involving fragmented patterns and iconic images, large and small. Some are painted in detail and 
others brushed loosely with ink.    

Nusra Latif Quereshi born in 1973 in Lahore, now also lives in Melbourne and also trained in 
the National College of Arts in Pakistan. With her collection of old photographs from Northern 
India, Quereshi relates to colonialism in India before Partition in 1947. For me, the photographs 
strongly resonate with my father’s heroic sporting life and there are parallels between my own 
work and her art practice. We both use photographs taken in Poona and Agra that visually 
convey the assimilation of British colonial history within India. In Justified Behavioural Sketch
(2002), (Plate 8). Quereshi outlines the colonial photograph and overlays part of it to surround 
her image, building layers of narrative history and figurative identity. Stencils of textiles and 
wallpaper patterns of English/Eastern design are also placed over the photographs, symbolizing 
the layers of colonial history and domination.  

Quereshi has exhibited in the Fifth Australia-Pacific Triennial of Contemporary Art (2006) in 
Brisbane, and also in India and Pakistan (Raffel 2006: 200). She sees broader cultural and 
aesthetic affiliations in the way she creates her flawless images on paper with a focus on women  
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Plate 6. Shahzia Sikander Ready to leave? 1997 
Vegetable and dry pigment,  
water colour paper and oil on wasli  
handmade paper, 9.75 x 7.5in

Plate 7. Shahzia Sikander Hoods Red Rider, 1997 
Vegetable and dry pigment, tea on wasli handmade paper   
25.7 x 18.1cm
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Plate 8. Nusra Latif Quereshi,  Justified behavioural sketch, 2002 
Gouache and ink on wasli paper 
21 x 14.7cm
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(Raffel 2006: 203). In A Garden of Fruit Trees (2006), (Plate 9) her figures are executed in paint 
with reference to the miniature and then layered with open, fine-lined drawings of plants and 
flowers. Surprisingly the botanical images also derive from the court miniature painters through 
the demands exercised by the British colonial authorities. The British preferred to see the 
painters’ skills used in fine drawings and paintings of the fauna and flora of Asia. The drawings 
were then bound as courtly volumes (Raffel 2006: 200). The work includes one of the botanical 
specimens of Lantana, now a noxious weed which the British had taken to India. This has 
personal memories for me as a child: Lantana rambled over the hill station of Naini Tal on the 
lower slopes of the Himalayas where we lived - resembling a stranglehold of the British Empire 
within India. I was fascinated by its seedpods and flowers which I used to gather greedily in 
armfuls.   

However this younger, diasporic postcolonial generation born in Pakistan have not lived through 
the traumatic experiences of earlier generations who witnessed the political and religious 
upheaval and horror of the consequences of Partition in 1947. This younger generational 
experience of gender, identity and social politics therefore ‘differs’ from the personal experience 
of older artists like Indian artist Nilma Sheikh, who is my contemporary. Sheikh was born in 
New Delhi 1945, just before the savagery of killings, the rape of thousands of women and riots 
of millions of people that took place as a consequence of Partition. The result was and still is an 
increase in enmity between Hindus, Muslims and Sikhs.  

Sheik’s post modern figurative series, a grid of twelve, When Champa Grew Up (1984), (Plate 
10), described as a ‘folk epic’ by Lilly Wei (2002: 28) are paintings of tempera on handmade 
paper, executed with sweeping brushstrokes of colour revealing a more improvised lyrical 
approach in opposition to her subject matter. They reflect a feminist and political philosophy 
haunted by her generational understanding and social knowledge of the disturbing happenings of 
the1947 partition of India and Pakistan. She is inspired by text and stories in particular of 
women’s conditions of suffering in a patriarchal social environment. These texts often 
accompany or are integrated into her paintings. Sheikh has recently exhibited work on scrolls 
that embrace the politics of unrest in Kashmir at the National Gallery of Art, Mumbai.  

While there are many parallels between these artists and myself, historically I am very 
differently positioned through my hybridity and my historical experiences as a person of mixed-
descent sited in India, England and Australia. I consider and further explore these issues of 
hybridity, race and gender in my artwork in chapter five.

Writers from Pakistan and India
Salman Rushdie’s novel, Shame (1983) already discussed in chapter one in relation to shame 
continues to have strong resonance in relation to my visual expression of personal experience.  
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Plate 9. Nusra Latif Quereshi,  A garden of fruit trees, 2006 
Gouache on wasili paper 
34 x26cm
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He presents and explores an Asian ‘imagined country’ - Pakistan, thinly disguised - steeped in 
tradition, violence and power that exploits and suppresses the weak and innocent.  

For me, it is the title and theme of Rushdie’s novel, Shame, that bears the weight of cultural 
significance influenced by the weight of postcolonialism. It is why I resort to bearing witness to 
my own shame of colour, hybridity and culture in the need to move forward in expressing areas 
of identity through my own creativity. In my artwork I make reference to one of the central 
female characters Rani Harappa and her predicament of hidden shame wrapped in the ‘eighteen 
shawls of memory’, (Rushdie 1983: 191) and concealed in the trunk containing ‘the things that 
are unforgettable’ (Bachelard 1958: 84). This in itself is an inspirational source and resource for 
the revelation of personal secrets of shame veiled by silence and the guilt of difference, 
conveyed in my exegesis and studio practice by layers of ‘embroidered’ design (see chapter 
five).

In Shame, Rushdie refers to himself as the migrant living in his country of choice, England, 
emigrating from Pakistan. In fact Rushdie is twice a migrant; his family first had to withdraw 
from India to Pakistan after Partition in 1947 and his second migration was to Britain. He 
himself, as author, enters and exits the novel at will, to remark on his subjective experience as a 
storyteller, allowing the reader a stronger, more instinctive understanding of what is involved: ‘I 
too know something of this immigrant business. ... We have performed the act of which all men 
anciently dream, the thing for which  they envy the birds; that is to say, we have flown’ (1983: 
5). Similarly I hope that my works WallPaperGrid and SariScrolls explore the journey across 
borders, taken by migrants.  

Rushdie is audacious in his criticism of politics and corruption, culture and language; explicit in 
pointing out the inadequacy of interpretation; of various meanings of ‘sharam’, Urdu for shame. 
Sufia Zinobia Hyder, the idiot daughter, her mother’s shame, ‘blushed uncontrollably whenever 
her presence in the world was noticed by others. But she also, I believe, blushed for the world’ 
(Rushdie 1983: 122). I am aware of this shame of self and culture that can permeate identity and 
gender which I constantly seek to challenge throughout my exegesis and practice. Likewise 
Rushdie challenges the ‘uniform robes’ of wealth, power and injustice in a comparison of 
extraordinary depth and understanding of human frailty through his portrayal of Sufia Zinobia in 
her ‘blushing’ naked innocence and humiliation (120-123).    

More recently Indian women writers who have crossed borders to international fame have 
opened up the Asian experience from within. They enlighten western experience with subtle, 
intimate domestic revelations of life lived within family interiors, delving into class and caste 
and the leftovers of a false, once powerful myth of white western superiority. Their writings 
have provided a strong connection to certain ironies of Indianness that I am able to recognise  
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and enjoy rather than hiding them in the secrecy of a closed chest. It is an important element in 
my work that I express self and cultural origins with pride.

Novelist and female activist, Arundhati Roy offers astute depictions of involvement with 
English society and culture as a vehicle for discussing complex confrontations between East and 
West. The clashes involve tragic consequences. Personal loss is affected by the nature of 
colonialism and its self-aggrandisement amidst its myths of centuries of empirical power, status 
and white history. Against this backdrop the characters struggle through echoes of past colonial 
happenings. There is an eagerness to play out the small details, experiences involving intimacies 
of extraordinary and consuming emotions of human strength and vulnerability. In The God of 
Small Things (1997), Roy depicts scene after scene with lucid, poetic language, enjoying the 
music of her onomatopoeic play on words, painting pictures within her own imaginative 
contexts. Early in the story the tension builds gradually to the meeting of the English relatives 
when mother and daughter step into action: 

Then there, among the wash ‘n’ wear suits and shiny suitcases, Sophie Mol. 

Thimble-drinker 

Coffin-cartwheeler. 

She walked down the runway, the smell of London in her hair. Yellow bottoms of bells flapped 

backwards around her ankles. Long hair floated out from under her straw hat. One hand in her 

mother’s. The  other swinging like a soldier’s (lef,lef,leftrightlef).... 

Margaret Kochamma told her to Stoppit 

So she stoppited. ... 

Chacko said he couldn’t take Rahel on his shoulder because he was already carrying something, 

Two roses red 

Fatly

Fondly (Roy  1997: 141). 

The scene contains all the awkwardness of well-intentioned, traditional family occasions - a 
meeting of individuals of different culture and space with nothing in common but heritage and 
blood. It is the universal conflict and emotional difference, even within the nucleus of family, 
that gives rise to an inspirational expression for my work. Later in the novel I come across my 
own story as a child, wishing to be an angel in a school nativity play:  

‘I can see her.... She has her mother’s colour.’ 

‘Pappachi’s nose,’  Mammachi insisted. 
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‘I don’t know about that, but she’s very beautiful,’ Kochu Maria shouted.  ‘Sundarikutty. She’s a 

little angel.’ 

Littleangels were beach-coloured and wore bellbottoms.  Littledemons were mudbrown in Airport 

Fairy frocks with forehead bumps that might turn into horns...you could see Satan in their eyes

(Roy 1997: 179). 

Roy reveals the twisted indoctrination of ‘seeing’ acceptability of outward appearance and the 
inward vision of the opposite during the meeting of relatives taking place after a gap in time. 

Unravelling Personal History  
Indigenous Australian artists Judy Watson, Gordon Bennett, writer Sally Morgan and film actor, 
Tom E Lewis express highly political themes of colonial suppression of identity and culture. 
This is explored through personal experience and reaction to the unravelling of their personal 
family histories within a dominant white settler environment. 

Watson’s landscapes and understanding of her history are influenced by her own hybridity as 
well as her deep-rooted Indigenous culture that she carries with her into the present.  

The matrilineal side of my family is Aboriginal, our country is in North West Queensland. My 

father’s family have Scottish and English ancestry. I fit somewhere in between, I am Indigenous 

and non Indigenous. I embody the notion of two cultural frameworks occupying the same cultural 

space (Judy Watson 2005). 

Watson is a printmaker and painter who develops her powerful images of the vastness and 
strength of landscape and culture from a matrix of imagery and experience. She is very much a 
contemporary political artist, strongly affected by her spirituality that includes Eastern 
Buddhism, her connection to family, especially her grandmother, and her frequent journeys back 
to her ‘homeland’ near Mount Isa. Watson is strongly attached to her matrilineal heritage, the 
Waanyi people of north-west Queensland from whom she has drawn inspiration. She is best 
known for her installations such as The Guardians, Guardian Spirit (1986-7), (Plate 11). Her 
paintings explore her connection with an Aboriginal ancestry (Kirker 2005: vol. 26 no.1) which 
combine figurative and abstract imagery. Textured landscape is inspired by her ancestors and are 
painted on large un-stretched canvases often with the use of natural pigments and pastel.  

More recently Watson has departed from her large-scale canvases and printed lithographs to 
engage with family photographs and government documents relating to her family. The history 
of colonialism expressed most strongly for me is her work for the 2006 National Aboriginal and 
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Torres Strait Islander Art Award for Work on Paper, A Preponderance of Aboriginal Blood
(2005), (Plate 12). It is a series of prints based upon a collection of re-appropriated official 
archival colonial documents from the Queensland State Archives that determine Aboriginal 
people’s right to vote (or not) based upon their percentage of Aboriginal blood. Watson also  
found documents of haunting text, pertaining to her great-grandmother and grandmother, who 
lived under the Aboriginal Protection and Restriction of Sale of Opium Acts of 1897. She draws 
on personal, historical family photographs similar to my use of old family photographs from 
India although expressing a very different colonial history of suppression. The pages and 
photographs that Watson re-creates as images become her eventual artbook, Under the Act, 
(2007), (Plate 13) uses a technique that involved earlier work of ‘pooling water and floating 
tusche, which is a greasy medium into the wash’ (Watson interview: Trioli, 2006) which then 
suggests the smudges and stains of blood.   

Watson has travelled widely, including to India where she completed an Asialink project at the 
Bharat Bhavan Art Centre in Bhopal, 1988. She refers to herself as a 'cultural traveller', 
consciously opening herself out to cultural influences beyond her own Aboriginal heritage. For 
example, as a result of her stay in India, she has formed an enduring interest in Buddhism. My 
response to Watson's work, apart from her obvious references to bi-culturalism and 
postcolonialism, certainly rests on her ability to include a broad cultural viewpoint in her work. 

Watson likens herself to an archaeologist: ’I have always been interested in those concealed 
histories within Australia and overseas, ... sifting through the layers’ (Watson-Trioli interview: 
2006). The work reflects her disturbing discovery and interrogation of documentation of her 
Aboriginal family’s former suppression of rights by British colonial domination through law. It 
is an overt political statement that communicates racism and oppression. (interview: 2006) The 
documents’ language is framed in derogatory terms of contempt for Aboriginal people: ‘Half-
Caste’, ‘Coloured’, ‘Mixed-Blood’ and, ‘Half-Blood’. These labels were instrumental in 
determining the boundaries of ‘half-blood' and full-blood Aboriginal movement, imprisoning 
them on their own land.   

Gordon Bennett’s beginnings were different to Watson’s. He grew up in the suburbs of ‘white’ 
Australia believing he was white - as a result of his mother’s shame.  He did not discover he was 
Aboriginal until he was a teenager.

My early life… I learnt at school about Aborigines as ‘Other’  to me. I was like all the other 

children. I didn’t see myself as any different. … my mother was aware of race issues. She told me 

later in life that people thought of her as being of Indian descent. She did nothing to correct them 

(Bill Wright in conversation with Gordon Bennett: Westwood 2007: 103). 
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Plate 12. Judy Watson, A Preponderance of Aboriginal Blood
2005 
Etching   Detail: 6 of 16 
29 x 20.5cm each
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Plate 13. Judy Watson, Under the Act: Art Book, 2007 
family photograph
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Therefore his gradual links and strong feelings of an inner connection to his Aboriginal roots 
began much later. This experience of ‘insider/outsider’ (Vaughan 2007) relates to the conceptual 
emphasis for his work. Like Watson he makes use of digital manipulation and appropriation. He 
uses work from artists such as Dutch/American, Mondrian; Pollock; African American artist, 
Jean-Michel Basquiat and the Australian modernist Margaret Preston. With these artists he 
creates links between the stereotyping of Aboriginal people and American racist iconography 
(Thomas 1999). 

His imagery examines explicit violence as well as the quiet aggression shown against an 
Indigenous culture dominated by a history of white colonization. This is expressed candidly in 
Freedom Fighters, (1989), (Plate 14) and Painting for a New Republic, (1994), (Plate 15). In his 
later series of work on paper, Notes to Basquiat, (1998), (Plate 16) graffiti-like autobiographical 
text mixed with lists of words referring to Australian colonialism is layered upon appropriated 
line drawings of figurative black and white images. It depicts a confrontation of ‘difference’ 
with its history of manipulated assimilation. Bennett’s use of layered text provides insight for 
the viewer. Text in Bennett’s work overrides the imagery. It produces a connection between his 
cartoon-like graphics which he works into with extraordinary line and design. He veils any sense 
of emotion by ‘matter of fact’ written columns and lists. There is room to be drawn into the 
personal and the psychology of survival in the margins of society. Bennett’s handwritten text, 
layered between scars and slashes of  paint, reveals a poignant sense of challenge towards self, 
plus personal and universal concepts of power, race, colour, inferiority and identity. In the 
revelation of identity there appears to be a similar relationship of thought in my own use of text 
within my artwork in regard to expressing the effects of challenging, universal concepts. 
However the stereotypical Australian Aboriginal style and its iconology of dots and lines also 
become transferred and dislocated within a western space of imagery (Vaughan 2007). Bennett’s 
use of dots/circles and use of ‘quotes’ from traditional Aboriginal imagery however show a 
marked respect and homage toward his Indigenous ancestry.

Bennett focuses his attention on questioning space and its relationship to personal identity and 
miscegenation. In a work of great irony he delivers the white person’s enunciation of purity in 
his oeuvre reflected by mirrors in boxes, The Aboriginalist (Identity of Negation: Flotsam 1994), 
(Plate 17). My own use of appropriation shows similarities to Bennett’s interlinking of styles 
and embedded layers of photographs, text and linear drawings that merge and separate in space 
described further in chapter five. Above all his preoccupation lies with postcolonial uses of 
visual expression to uncover the injustices of past British colonial ideology of the supremacy of 
white over black.

While Bennett and Watson were prominent in the 1985-95 period, when the genre of art about 
identity in terms of colonialism and post-colonial histories was particularly strong, it is  
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Plate 14. Gordon Bennett   
Freedom fighters, 1989 
Oil on canvas 
184.0 x 180.0cm
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Plate 15. Gordon Bennett Painting for a new republic 1994 
Synthetic polymer on canvas, 232.0 x 507.0cm

Plate 16a. Gordon Bennett, Notes to Basquiat 
series, (ab)Original  1998 
Synthetic polymer paint on canvas 
120 x 80cm

Plate 16b. Gordon Bennett, Notes to Basquiat 
series, True Blue  1998 
Synthetic polymer paint on canvas 
120 x 80cm
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Plate 17. Gordon Bennett, The Aboriginalist, (Identity of Negation: Flotsam) 1994 
Synthetic polymer paint on canvas and wood, synthetic transparent polymer  
resin and glass on wood.

70



interesting to note that this kind of passionate work is rarely bound to a time or a fashion. It is 
more often the result of a growing awareness in individual artists who are then compelled to 
public expression by the strength of their perceptions or experiences. One excellent example is 
the Aboriginal artist, Lin Onus, now widely acknowledged as one of the pioneers of an urban 
Aboriginal artistic expression.  As discussed by Margo Neale in her Artlink tribute article: 

The landscape offered Aboriginal artists like Onus a site of cultural value, reclamation and identity 

… Nowhere is this multitude of influences more obvious than in Onus' epic 10-panelled narrative 

painted between 1978 and 1982 on the Aboriginal cultural hero Musqito, assigned to history as a 

criminal and retrieved by Onus as one of our earliest Aboriginal freedom fighters (Neale 2001). 

The work of Onus predated that of artists like Bennett, demonstrating a strength of feeling 
unrelated to any well-defined art movement of the period but clearly motivated by personal 
insight.

Sally Morgan, discussed earlier in chapter one, is an Aboriginal writer fascinated by her past 
‘coloured’ connections that leave her feeling ‘different’. It is through her discovery of self and 
belonging that she connects the injustices of oppression and shame. Morgan published her 
autobiography My Place in 1987. She later became an acclaimed visual artist. This provided 
another creative outlet to express her experiences. Since schooldays she had always hoped to be 
an artist. Her book is a powerful autobiography of her emotional journey and confrontation of a 
suppressed history of mixed-race and identity. It examines complex issues of Aboriginality in 
Australia in the 1950s and 60s - during the  time of the ‘White-Australia’ policy. It is also 
reminiscent and similar in certain ways to the period of my own life while growing up in an 
overwhelming white society in England.

Morgan’s autobiography My Place, is one of the first Australian autobiographies that I read soon 
after it was published in Australia. It explores and describes the racism inherent in the terms 
‘mixed-blood’ ‘half-caste’ and colour, while investigating the issue of belonging. It includes a 
certain vehemence in the search for self and the interrogation of myths surrounding family and 
culture. Morgan speaks openly to her Aboriginal mother’s brother: 

I want to write the history of my own family...there’s almost nothing written from a personal point 

of view about Aboriginal people.  All our history is about the white man.  No one knows what it is 

like for us.  A lot of our history has been lost...There are all sorts of files about Aboriginals that go 

way back and the government won’t release them (1987: 163).  

I believe, like Morgan and black American activist, bell hooks, that it is only when one 
challenges powerful political attitudes of domination that one learns to have courage to offer a 
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personal contribution towards growth and compassion for humanity at large. Speaking out on 
the suppression of shameful events requires humanitarian insight. Morgan says: 
   

I’m still a coward, when a stranger asks me what nationality I am, I sometimes say a Heinz variety. 

I feel bad when I do that.  It’s because there are still times when I’m scared inside, scared to say 

who I really am’ (Morgan 1987: 306). 

I empathise deeply with Morgan’s feelings and admire her courage in admitting openly to being 
affected by weakness and inaction. Understanding one’s inadequacies can also lead to strength 
and maturity. 

In 2006, Tom E. Lewis, actor, musician and artistic director was awarded the Red Ochre Award 
by the Aboriginal and Torres Strait Board of the Australia Council for the Arts (Moreton 2005). 
Many of Lewis’s artistic endeavours relate to his heritage as an Indigenous person of mixed-
descent. One of his most recent films, Yellow Fella (2005) is based on a personal quest of a 
journey accompanied by his Aboriginal mother, visual artist Angelina George, to discover the 
grave of his biological white father, Hurtle Lewis, a Welshman whom he never really knew.  A 
personal and physical journey to search for his father’s grave is taken by four wheel drive 
through south Arnhem Land to a cemetery in Tennant Creek. While driving Tom talks openly 
and directly to the camera. He invites his audience in, involving them in his intimate yearnings 
to find out the answers to his questions relating to a poignant need of belonging that rises above 
race and culture. One senses the intensity of his search for identity and truth of being. The 
autobiographical immediacy of his voice emphasizes the return to an Indigenous oral style of 
storytelling engaging both insider and outsider.  

Living in Darwin over the last three and a half years has provided an opportunity for my partner, 
John du Feu, and I to meet Tom and his young family. Performances in theatre, visual art, 
writing and film has brought us together as friends and colleagues. Conversations between Tom 
and myself about similarities in our experience of mixed race have been especially revealing to 
me. Though there are clear differences, in particular in the Australian Indigenous experience of 
white settlement and colonization, still, many of the feelings and attitudes are the same. We have 
been able to discuss the term ‘half-caste’ in the light of political and social discrimination in 
Australia and the differences in our sense of identity and location in belonging to land. We 
continue working with Tom through arts projects that assist in empowering his community in 
Minyerri in the Roper Valley. 

72



Conclusion
Through my research of a selection of the artists discussed in this chapter I have come to 
understand the importance and value of challenging my own experience in life that has led to a 
dominant interdisciplinary approach to my practice in visual arts. It is a field of work that is 
inspired by the way one sees and interprets life. The concept of change tackled by other artists is 
seen as a force to confront. It ejects one indiscriminately out of comfort zones of tradition and 
sameness. Change, I recognize, enables the struggle and constant self-interrogation that one 
needs to achieve in order to possess inner confidence as an artist.

The insights gained through other artist’s work impinge on one’s own expression. In the next 
chapter I explore the production, reasons and issues that are evoked in my own studio work in 
relation to self and its transformation. I discuss influences of imagery and methodology gained 
consciously or unconsciously from other artists affected by similar political and cultural 
theories. I am now able to confidently place my studio work alongside those of other artists 
whose work responds to postmodern theory and the interrogation and expression of postcolonial 
global experience. 
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Paternal Grandmother, India



5 Painting Home 



water over skin

water flows, encircles
washes and renews 
(my skin) 
retrieves an understanding 
memories from within 
(my senses) 
whirlpools unrestrained 
unrestricted and entwine 
(my mind) 
rushing up against the shoreline 
maintain a silent rhythm 
beating skins of time 
of hands 
and feet
in ceremonial washing 
of pain   
and shame 
and violence 
overwhelming sounds of drumming 
demand relief 
(my tears and laughter) 
in need to celebrate 
the colour
of my skin                                                   

     daphne cazalet 2007                                                                                      

Introduction 
The poem provides a metaphor for the outward and inward struggle expressed through the studio 
practice in which I have been involved as part of my doctoral research. My studio practice has 
involved an intense exploration of the memory of sensation and history, deeply embedded in 
issues of self. The key themes that relate to self and the transformation of identity, discussed in 
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the preceding chapters are shame, hybridity, race and gender in relation to diaspora and cultural 
identity. In my studio practice I have visually explored the connection between country and 
hybridity in the context of Indian diaspora and in chapter five I discuss the development of my 
studio practice with a particular focus on the later works featured in my final PhD exhibition. 
The main thrust of my work is to express a postcolonial exploration of culture and identity in 
relation to mixed-race. My experience as a woman of ‘Anglo-Indian’ descent provides a catalyst 
for the studio work.  

Before and during my BVA Honours degree in 2002, I  worked with Indigenous and ‘Other’ 
migrant women in Australia - many of these were also of ‘mixed-descent’. Initiating 
multicultural arts projects and workshops with them provided a catalyst for exploration of my 
own experience of white, British colonial hegemony. At the time this collaborative work had 
great significance and impacted on my individual studio expression. The women’s extraordinary 
emotional experiences and stories informed my practice in its expression of large-scale, gestural, 
figurative paintings on canvas.  

In the course of my doctoral research my work has undergone a major shift in terms of concept 
and production. From working collaboratively in empathy with community based groups of 
migrant and Indigenous women I embarked on a personal journey of exploration. Now for the 
first time I focused on a personal experience of self that posed a host of new problems to be 
solved: what should be represented and how should my inner journey be represented in a way 
that is both meaningful to me and communicative with a wider audience? These questions led to 
an exploration of new visual forms both ‘abstract’ and ‘figurative’, often appropriated from 
historical and contemporary sources, plus the incorporation of text.   

In the process of my studio practice I found that when images are placed in different contexts 
involving postcolonial experience of mixed-race and are viewed through Western/Eastern eyes, 
questions arise relating to placement, positioning and acknowledgment of a postmodern space. 
These are the issues visually argued in my studio practice. Within postmodernism there is a 
growing recognition that works of art generate multiple meanings, that meanings are made and 
remade in the process of cultural production and the viewer/audience may have the prerogative 
of other, possibly different interpretations evolving from their own personal experience.  

The Indian diaspora of which my family was a part occurred as a result of political and social 
upheaval following the departure from India of the British in 1947. Generally, diaspora is 
perceived to involve the dispersal of a particular race or people beyond the borders of their own 
country of origin. In our case the connection with country was made more complex by the dual 
allegiance my family felt towards India, its place of residence where most of its recent history 
had occurred, and Britain which, as Anglo-Indians, we felt we had a right to call the 'mother 
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country'. This ambivalence, amplified by the hybrid nature of my family's race, culture and 
colour, has provided much of the material for my research and for my visual expression.    

Methodology and Style
In the studio practice undertaken over three years I discovered a more meaningful experience of 
self and the politics of cultural identity. In my research I have been strongly influenced by 
installation works of many Asian artists viewed in the recent Asia-Pacific Triennials of 
Contemporary Art between 1999 and 2006 at Queensland Art Gallery and Gallery of Modern 
Art, Brisbane. These new insights were expressed through an engagement with a combination of 
techniques and genre that relied upon my background as a painter employing screenprinting and 
text. I am a painter. I am not a printmaker but in the course of my doctoral research I began to 
use screenprinting, working on sheets of thick white magnani paper and rolls of semi-translucent 
Japanese hosho and seemingly fragile Chinese ‘skin’/rice paper.  

In my practice I have used printmaking with screens to imprint flat areas of abstract surfaces and 
background and to create works involving repetition of mark-making, colour, layering of 
imagery and text. With varying amounts of pressure, I use the ‘squeegee’ as an instrument to 
create energetic shape and line to build up dense layers of printing-paste, colour and texture. 
Through these methods and techniques of printing I sought to explore the Indianness of my 
heritage and its fusion and juxtaposition with a British colonial heritage. 

Critical to my methodology of representation has been the appropriation of visual imagery 
entailing digital manipulation which includes scanning, cropping, redefining form and re-sizing 
images for re-printing onto the silkscreen. The imagery I have used derives from various sources 
including photographs from India of three generations of my family and from England in the 
fifties and sixties after we had migrated.  Sources also include art and mythology from northern 
India where I grew up and traditional Indian textile patterns and body ornamentation in the form 
of Indian henna designs.  

Text is appropriated from Sanskrit poems and also used with typed personal writings and a 
personal hand-drawn, imaginary ‘made-up’ language based on Sanskrit/Hindustani script. Text 
and visual imagery are used as layering in screenprinted works to create visual symbols for the 
complex connection between my hybrid culture and the persistence of my inner sense of 
belonging to my country of birth which prevails despite the alienation of the diasporic 
experience. The stereotypical Indian imagery is based on valid and cogent traditions but my 
family history of mixed race and ambiguous allegiance, together with the disruption of 
migration, has denied me the comfort of emotional access to my heritage. The works in my 
studio practice represent the journey I have made through my doctoral research in locating that 
sense of Indianness that a lifetime of western culture has been unable to deny or displace.  
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Appropriation has a long history in Australia. In discussing appropriation between the 70s and 
90s, art writer, Rex Butler, supports the viewpoint of the Australian artist Imants Tillers when he 
argues, ‘At the heart of Tillers’ art is a belief in the synchronicity or interconnectedness between 
different parts of the world ...in terms of a kind of intertextuality,...’ (Butler 2004: 27). However, 
appropriation is really far more problematic and complex (Johnson 2006). In my studio practice 
I use  appropriation from an alternative viewpoint to highlight culturally iconic images of race, 
belonging and diaspora which convey an inner expression of ambiguity and ambivalence.  In my 
work WallPaperGrid, for example, I use a photograph of myself and my siblings on the ship that 
brought us to England in 1949 - reminiscent of many photos of migrant families of the period. 
Our faces are clearly Indian, our clothes western; a moment in which we know nothing of where 
we are going but seem happy to be going there. My aim is for these culturally iconic symbols of 
outward Indianness expressive of an inner ambiguity of self to show the tension between hope 
and illusion; between expectation and reality. As Paul Gilroy says 'belonging is both about being 
from a place and a process of arrival. Belonging then is… rather about the multivocality of 
belongings' (Kalra et al. 2005: 29). Through appropriation, I rediscover the 'multivocality' of my 
own 'belongings', exploring a more complex understanding of cultural identity in relation to 
Indian diasporic experience.  

The style of my work ranges across realism - including figurative and symbolic representations - 
to Western abstraction. In relation to style, the appropriation of Indian art and design provided 
me with historical documents and historical evidence. Used in juxtaposition they imply conflict, 
tension and new synergies. Borders and frames between the use of text and linear ‘abstract or 
non-objective’ designs suggest a freedom to cross borders. New media techniques enabled a 
process of visual interrogation that formed part of a quest of self-discovery within the 
complexities of identity. These various devices and techniques complement the development of 
personal style that resulted in layered imagery redolent of the ambivalence of memory, history 
and the effects of migration especially shame.  

Some of my apparently ‘abstract’ drawings created for screenprinting are in reality based on 
linear designs used on Indian/Persian carpets, textiles, kolams - ceremonial patterns designs 
created in rice-flour as hearth - and the body. These designs appear abstract from a western 
viewpoint but often have culturally specific meanings as religious or cultural symbols. In my 
studio practice they are constructed differently from abstract paintings - via repetition and 
borders.

Textiles are another important component in my work. They refer to the domestic and 
‘gendered’ space of my chapter title, Painting Home. Textiles of course, are often considered 
low in the cultural hierarchies of the west - i.e. as craft associated with women. The designs I 
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use in my studio practice aim to represent and respond to a sub-conscious action of playing with 
patterns of haunting Indianness shaped by a culture of mixed race and difference. In the intricate 
lines, spread across an expanse of space, I aim to express a sense of excitement concerning my 
own identity. These richly lined patterns, reveal a more spontaneous, inner self. I have never 
previously used this style of individual expression as imagery. It was however part of my 
drawing and painting in childhood creating curves and loops, spirals, coils and waves that 
signified flowers, plants and leaves of natural growth from water. So the use of this imagery is 
linked to memory and history, it is a means of recovering a lost or displaced identity. Through 
the research I have been able to respond to the anticipation of creating personal imagery offering 
an immediate and recognizable inner culture of identity, displayed as an overt visual expression.  

Genesis through Touch
At the beginning of my research project, casting around for a starting point - I found myself 
unconsciously drawing upon childhood memories. I was initially drawn into a process of 
exploration, re-creating the emotional and physical sense of touch of my early years as a young 
girl in India. While recalling this period in my life I found I was tearing and cutting rough 
shapes of paper dolls as I did during time spent with my Ayah. Automatically I adopted the 
cultural posture I remembered from childhood - squatting on my haunches, Indian style, on the 
floor in my studio. It was a double vision of memory overlaid by a hybrid cognizance of 
thought, action and place. The cutting and tearing of paper was a catalyst and conduit for 
memory and history. Naturally, I felt some ambivalence towards this 'naïve' activity which ran 
counter to my previous practice and the usual process of western art-making but it formed a 
powerful entry-point as I re-focused on my personal journey.  

Memory and autobiography began to play a key role in the way I chose to use materials. In the 
process paper became a crucial medium allowing me to relate to my past and to my present 
development as an emerging authoritative self. Working with paper as an adult revealed earlier 
hidden questions of social standing and cultural difference in the two countries of my childhood, 
India and England. These questions provided the platform for an investigation of cultural 
identity and gender. Once I decided to abandon and leave behind the psychological ‘wardrobe’ 
of western culture I discovered ‘hybrid objects, and subjects. As Bachelard remarks, 'Like us, 
through us and for us, they have a quality of intimacy ...an intimate space’ (Bachelard 1958: 78). 
In the intimate space of my studio, I began the exploration of cutting rows of apparently childish 
images of paper dolls and playing with collage inspired by the physical repetitive act of tearing 
and cutting paper (Plate 18).  

Gradually I began building figures of more personal significance. Pictures were torn and cut 
from bright colourful Indian posters, used as dynamic advertising for small businesses and  
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Plate 18. Daphne Cazalet, Dolls Play, 2006, paper cuts and hessian,  
acrylic on paper, 90 x 60cm
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from kitsch ‘calendar art’ - the latter featuring figures of Hindu gods and goddesses in strong 
contemporary vibrant colours. Calendars like this are found in garages and within small offices, 
cafés and domestic homes in India. They are also readily available in Darwin and Sydney 
markets - a by-product of the Asian diaspora in Australia. They survive for Indian people as a 
reminder of country, culture and religion; for Australians as a gaudy image of a popular tourist 
destination.

These images were photographed and digitally manipulated before printing. The copies were 
then ripped or shredded, glued and embedded within fragments of digitally manipulated 
photographs of myself as a younger woman (Plate 19). The patchwork of torn paper was used to 
create layerings of self-portraits. These works examined a gendered, fragmented identity arising 
from a hybrid culture of mixed race and colour of skin in an emotional and physical language of 
the female body.  

The background of this work I painted in washes of acrylic on paper suggesting the colour of 
saris; colours of ‘rebellion’ in garments I was not allowed to wear as a teenager in England. 
They had been labelled in derogatory fashion by my mother as ‘chi- chi’, loud and 
unsophisticated, ‘drawing too much attention to my dark skin and difference’. The work had 
begun to relate a contemporary representation of identity in evoking personal issues of shame 
discussed in chapter one. Mythical figures of Indian women and stereotypically bright Indian 
colours, previously denigrated under a prevailing Anglo-Indian class aesthetic, now rose to the 
surface, together with ‘abstract’ forms evoking textiles and henna decoration.   

Representing Shame 
In the studio, after initially playing with paper, I was left struggling with an ambivalence 
towards the more ‘domestic’ use of paper. Briefly I returned to canvas and portrait painting 
before continuing with the mesmeric action of tearing  fragmented paper collage overlaid as part 
of the decorative veiling of colour. Gradually the image of a mask emerged, an assumed mask 
that, since childhood, had covered shame, culture and even identity. In chapter three, I refer to 
incidents in schools in India and England that seeded this sense of shame. It was not until later, 
in the following bodies of work, that the idea of the mask developed into a metaphysical 
representation of multiple abstract layers. In exploring the semiotics of veiled political history 
and painful autobiographical experience, self and identity began to take shape. In reflecting 
upon these developments I realised that I was beginning to discover a new but exciting way of 
exposing ideas, in relation to a diasporic self through the use of integrated, repetitive text and 
screenprinted layers of patterning. Once again I returned with renewed confidence to paper.  

In my studio practice research on shame undertaken for the exegesis became the catalyst and 
key focus of my first major project on canvas dealing with the conflictual and contradictory  
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Plate 19. Daphne Cazalet 

Self portrait with Indian Icons, 2006, digital 
work and collage on paper

Plate 19a. Daphne Cazalet 

Hair and Robe, 2006, digital work and 
collage on paper

81



ideas regarding the concept of shame. In an attempt to visualize the emotion of shame that is 
questioned intensely in relation to gender, I produced two different series of an image conveying 
a stereotype of gender: an Indian female portrait based on the contemporary character of the 
oriental, ‘exotic’, popular Bollywood movie. In discussing these Bollywood stereotypes 
Vasudev argues:

'The ‘modern’ girl is either defeated or made to reform, having been brought to see the error of her 

ways. Everything is idealized, romanticized, sentimentalized. Women are seldom shown capable of 

rational, logical thought or action' (Vasudev cited by Pattanayak 2004).

This stereotype portrait, reminiscent of the gendered 'oriental' discussed by Said in chapter two, 
evolved from the collage work. I used this portrait to represent the way in which Asian/Indian 
women are, in my experience, viewed in the west. In my dealings with government agencies 
such as custom controls, immigration officers and political bureaucracies, mixed-races are not so 
easily classified. They are often seen through a veil of ignorance, prejudice and confused 
metaphors. Often they are allotted an invisibility, an in-between space of not belonging but of 
still playing a part. For me this hybrid space, resembles the unseen margins/boundaries  between 
India and England, East and West. 

This series of portraits, exploring the stereotypical Bollywood-style image were not in 
themselves a final expression of my research, but they did represent an important break-through. 
For the first time they provided a clear visual imagery of personal shame and, for the first time, a 
vehicle for the use of screen-printing which became so crucially important later in my research 
process.

The first series entitled, Behind the Gaze (Plate 20), represented a large geometric square grid of 
2.25 metres, comprising nine individual painted portraits. The portraits fit together as one flat 
side of a cube. My aim was for the portraits to represent the many aspects or 'faces' of shame. 
These available portraits waited/hovered in order to be turned around in a different direction. 
The second series of the same portraits, entitled Women Observed (Plate 21 & 21a), consisted of 
seven, one metre square, single canvases. 

In both series I represent a decorative, hennaed hand half-covering the female face overprinted 
with intricate patterning. The repetition of the image is intended to express a range of moods 
through the use of strong dense colour, diversified patterning, differences of facial expression 
and variations in textural quality. The strength of the gaze is intended to subvert the feeling of 
shame involved in mixed-race or mixedness that lies behind the symbolism of veiling. Each 
woman peruses her own worlds, both subjective and objective, ‘inside and outside’, in a similar 
context to the viewer but from a position entirely opposite to empirical whiteness and  
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Plate 20. Daphne Cazalet  Behind the Gaze, 2007, acrylic on canvas, 200.25 x 
200.25cm
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Plate 21. Daphne Cazalet, Women Observed I, 2007, 
acrylic on canvas, 100 x 100cm.

Plate 21a. Daphne Cazalet, Women Observed II,
2007, acrylic on canvas, 100 x 100cm.
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implacable, dominant, western cultural identity. 

In Women Observed, the weight of ‘other’ is ‘scribbled’ over the face partly suggesting a veil. 
At the same time it is open to the ambiguous interpretation of the face being ‘scribbled out’. The 
identity has been effaced and has disappeared behind the veil. The emotion and culture of shame 
which is explored, is overlaid on the surface of the image with layers of painted and printed line, 
mimicing the shape and rhythm of the written language of Hindustani. The patterns also suggest 
Rushdie’s Rani Harrapa’s 'shawls of shame', discussed in chapter four - embroidered epitaphs of 
shameful events hidden in the family chest. The portrait paintings evoked my personal feelings 
of shame and censorship of identity through assimilation. They symbolized ‘fitting in’ with the 
intention of a ‘masked appearance’ which only became more and more elusive and stifling as I 
grew up in England as a young woman. 

Issues around Language: ‘Meaningless Script’ Creating Meaning  
Language began to emerge as an important part of my diasporic inheritance. I began to see that 
language was a part of self, of personal history and of playing with a cultural present, 
represented within the symbols of mixed race. As a child of seven during my final year in India, 
I remember learning to write in the sensuous, languid script of Hindustani based on classical 
Sanskrit (Plate 22). Hindi was the common language, used to speak to our ayahs and bearers but 
discouraged while communicating within the family as it was not considered to be the mother 
tongue - English, of course; although my parents spoke fluent Hindi, some Tamil and Urdu. 
There were so many elements of life including language that appeared later as shameful and 
were abandoned after migration. Important essences, loss of ownership of country and 
belonging, still cling to memory. In my art work I wanted to re-capture the rhythm, shapes and 
fluid lines of Indian languages emerging from Sanskrit.  

In England re-learning and understanding the meaning of the script eluded me but I still 
possessed a feeling of ownership. I also held a fascination for the sound of the language. As a 
young girl in England I was able to feel a strange sense of power with the ability to embarrass 
my younger brother by speaking to him in public in my ‘non-sense’, made-up language 
paralleling the made-up languages devised by children. It was filled with mimicing sounds and 
rhythms of Hindi that I had absorbed as a child. I perceive this rhythm as a strong re-connection 
to my country of birth, permitting me to invent a written language with its affinity to the 
undulating line and shape of Hindi. 

Creating a ‘made-up’ language is powerful in its own right, giving substance to those who are 
foreign and expected not to comprehend, enabling me to make sense of my association with that 
part of my culture in my own way. In this I share similar feelings and strategies with Chinese 
artist, Xu Bing, who relates his personal experience of migration as ‘a culture being turned  
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Plate 22. Daphne Cazalet, Hindi Language, 2007,  
screenprint on paper, 100 x 75cm.

Plate 22a. Daphne Cazalet, Hindi Language, 2007,  
screenprint on paper, 100 x 75cm.
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upside down...I felt I had lost something’ (Xu Bing cited by Erickson. 2001: 14). Xu Bing is an 
installation artist currently living in New York. He addresses issues of cross-cultural 
communication and has a visionary attitude towards interpretation of language and its creation. 
Xu is noted for his controversial exhibition in Beijing, 1988, where Tianshu (Book from the 
Sky), (Plates 23 & 24) was first shown but caused disapproval, motivating his move to America. 
In China his creativity was not met with any political praise as the text was unreadable and 
therefore considered subversive. Since the work was exhibited in New York the artist has 
become internationally celebrated. Tianshu consists of a number of large books, banners and 
wall text, all using the ‘characters’ that were ‘made-up’ but ‘looked’ authentic Chinese.  

Xu  is now regarded as having a ‘postmodern identity in which his allegiances shift from one 
background to another’ (Goodman 2002: 24). Through this process he maintains an 
understanding of personal alliance to both cultures: China and America. For me, the device of 
made-up language is more personal. It is used to reconnect the two sides of my hybrid identity, 
disrupted by the loss of country of origin and the imposition of cultural ambiguity. Its use 
permits me entry to an inner world of memory and emotional experience that cannot be readily 
accessed through either English or Hindi. 

Unveiling Layers of Identity 
 In the following two projects, Layered Eclipse and Space Between my aim was to express an 
underlying hidden response to my identity as part Indian, as a metaphor for the hidden shame of 
‘half-caste’, the colonial term of Anglo-Indian identity. The exploration of hybridity and shame 
became paramount in these works. I wanted to explore how the physical and emotional memory 
of country and cultures evoked by the experimentation of my first twelve months of research 
might translate into an effective visual representation of diasporic experience. This project 
involved two major bodies of screenprinting on magnani printing paper.  

In Layered Eclipse (Plate 25), I explored the confusion of ‘mixed-race’. Once again in this work
the sheets of paper were hung together to form a grid. I hoped that they would operate like a  
banner announcing the experience of a fragmented identity. Indian colours of red and gold 
represented stereotypes of the colonial myth of fixed, political notions, symbolised by gold 
tracery weaving between sexual exotica, ‘the Other and the Orient’. Between layers of half-
exposed texts alluding to self, I displayed roughly drawn ‘maps of identity’, personal diagrams 
offering a formative analysis of the effects of mixed-race, colonialism and migration. Other 
layers were endorsed by spirals and coils, implying an expression of self as a winding journey of 
discovery or re-discovery, a self that had previously been hidden behind veils of secrecy, buried 
within layers of past memory, layers imprisoned between background and foreground. For me 
the layers suggest a metaphor for the past and future of ‘becoming’. 
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Plate 24. Xu Bing, Tianshu (Book from the Sky), 1988  
Wood blocks racked for printing hand-printed books

Plate 23. Xu Bing, Tianshu (Book from the Sky), 1988  
part of installation, scrolls of block printed paper
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Bachelard suggests that geometrics are born of metaphysics. To be entrapped in being is like a 
spiral: ’one no longer knows right away whether one is running toward the centre or escaping’ 
(1958: 214). The action of creation becomes immobilized. The stillness remains at the centre; as 
a human-being discovers his/her still point at the centre of life.  

In the artwork the idea of shame is articulated through layers of screenprinting which evolve as 
abstract patterning, intended to express ambiguous constraints of identity. The layering of shame 
is manipulated through areas of dense colour, lightly veiled by fine lines of gold filigree (Plate 
25a).

Layered Eclipse is another exploration of shame, not through the realism of the female body as 
in Behind the Gaze and Women Observed, but through the abstraction of the body as landscape, 
expressed as heavily-layered patterns of design that veil or uncover identity. Indian textile 
designs are appropriated and placed within my own invented patterns symbolising cultural 
hybridity. The layering of the prints expresses an underlying hidden response to my identity as 
part-Indian, a metaphor for the  hidden shame of ‘half-caste’.  

The second project Space Between (Plate 26) represented a grid with ‘breathing space’ between 
each sheet of white magnani paper. Space Between explored the idea of a third space for the 
transformation of identity; one that is inclusive of personal history, as discussed in chapter three, 
and avoids the necessity, proposed by Bhabha, to relinquish the 'sovereignty of self''. The images 
in Space Between are filled with the symbols of my own and my family's experience of hybridity 
but intent nonetheless on developing identity, informed and even liberated by the perspective of 
the 'third space'.  

In this project I begin to visually explore the possibility of crossing boundaries, spilling over 
borders. Across the fourteen single prints spaced out in rows on the wall the gaps ‘in-between’, 
represent borders waiting to be crossed. They symbolise a personal quest suggesting the capacity 
to travel beyond borders. The winding circuitous patterns of memory and experience lie beyond 
the infinity of space and perhaps to the enigma of arrival of self in transformation. The borders 
represent the perception of ‘the instability of the limits of thought,’ (Di Michele 1996: 164) 
Detailed patterning, mimicing Indian carpets and fibre design, stretches across the borders and 
margins of the different series of prints on paper suggesting a beginning of an exploration of 
beyond (Plate 26). 
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Plate 25a. Daphne Cazalet, Layered Eclipse detail, 2006,
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Plate 26a. Daphne Cazalet, Space Between, detail, 2006
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Paintings from the Past Belonging to the Present 

Landscape Vibrating 
....
I produce with my thoughts 
of not knowing the unknown 
a feeling, subliminal 
slips into place 
overrides the whole pattern  
stamped without fear 
where the inside is shaped  
on anonymous white 
coloured by inks overwhelming ideas 
in intimate space of roundness immense 
the comings and goings of childhood 
in self 
excursions galore to Indian bazaars 
floating in gold, rich textiles abound 
dilapidated signs from doorways hang down  
crumbling walls with dry mud 
hide the dark caves  
 of Marabar - 
offering images of wisdom divine 
unearthing their beauty 
 through colours intense 
craving the silence, transcending  
rich thresholds of goddesses’ lives 
divided interstices, circles and shape 
revealing a sense of our shame
and our loss 
of inheritance displaced 
creating the stories, the myths and the lies 
only to find ‘the poetics of space’.                        
       daphne cazalet march 2007 

The next project, Vibrating Landscape took the form of an horizontal triptych on Chinese 
rice/skin paper, each piece measuring approximately 205 x 40cm (Plate 27). In this work I 
wanted to explore gender issues encompassing hybridity within the context of the history of 
cultural difference between Indian and English women. In particular I was concerned with the 
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placement of ‘woman of colour’, including women of ‘Anglo-Indian’ descent. Growing up in 
England I had received many conflicting messages of behaviour, dress, manners and areas of 
work for women, ‘inside and outside’ the home.  

In revisiting my Indian heritage I was strongly aware of an ‘interconnectedness’ of the past 
richness and nuance of Indian history, revealed by literature and myths of Hindu gods. During 
the course of my degree I was lent a fragile copy of an artbook, Kangra Paintings of the 
Bhagavata Purana, the first book on Indian art history in Sanskrit published by the National 
Museum of India (1960). The book contained poems/stories in Sanskrit translated into English. 
They accompanied finely rendered miniature block paintings, copied from the original 
eighteenth century Kangra Valley paintings from the Punjab Hills of north India. These 
paintings reminded me particularly strongly of the landscape of the Himalayan foothills in 
which I grew up and also of the local women - ayahs and servants - with whom I had so much 
contact as a child. The measure to which I felt a part of their lives, in spite of my Anglo-Indian 
family background, added to the abreption of the diasporic experience.  In my studio work, the 
Kangra Valley paintings and the young women they depict created a bridge between my own 
distant history and the contemporary perspective I was trying to achieve in my work.  

In Vibrating Landscape I appropriated two of the inspirational images used to illustrate the 
mythological stories in order to convey a positive and unashamed representation of Indian 
femininity. Vibrating Landscape, depicted digitally manipulated miniatures of two groups of 
Indian women as gopies (milkmaids or cowherdesses). The first group  depicted young naked 
women, searching for their lost clothes by the river bank. The second group of women were 
dressed, searching along the river bank for Krishna. Both groups are drawn to water where 
incidents that involve them with their god take place, physically and emotionally. For me this 
image was illustrative of the inward search undertaken by women, in their own landscape of life, 
for an understanding of history, self and cultural identity. As such it encompassed the metaphor 
of my own search for identity and visibility through the idiom of ‘Water over Skin’, discovering 
the ‘difference’ of self within. 

The repetitive figurative sculptural female groupings are printed at varying intervals within a 
multilayered image  Each group suggests a different space, a change of emotion and a different 
outcome. It is a landscape where women fulfil a different story, in readiness - albeit deferring to 
their husbands -  to battle spiritually with the gods of the Indian epic poem, the Mahabharata
and the stories from Ramayana. In the artwork I have ‘scratched/printed’ the appropriate 
Sanskrit text for the stories amidst the heightened shapes of red rock, as an imagined re-
construction of another memory of environment, the Malabar or Marabar caves described by 
E.M.Forster in his novel 'A Passage to India' (1924) and referred to in chapter three of this 
exegesis. This novel highlights strongly the ambivalent social standing of those Indian people  
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who sought the favour of the British and uses the Malabar Caves as a metaphor for the 
incongruity of the British presence in India. It is therefore a key work of fiction in understanding 
the negotiation of a colonial and postcolonial identity in India.   

My experience of Indianness was set amidst a landscape almost frozen in time as a childhood 
memory.  This came alive  through the poetic images in my poem Landscape Vibrating and was 
further developed in the artwork Vibrating Landscape. The physical gaps within the visual work 
also operate as a metaphor for my lack of knowledge, a consequence of my displacement from 
Indian culture. These are portrayed as spontaneous gashes of orange earth-colour, ragged 
chasms between my present active understanding and my past lack of awareness of both a past 
Indian and English cultural history. Both are dismissed into the dark spirit of negligence and 
ignorance. It is through such gendered representations that I began to explore both the 
discontinuities and continuities of my experience and Indian diaspora.  

Historical Collections
In her essay, 'Sculpture in the Expanded Field' (1979), Rosalind Krauss argues that a 
postmodern approach provides for art practice to be defined in relation to the logical exploration 
of a set of cultural terms rather than to a particular medium. Thus the concept of an artwork can 
be as broad as the subject matter requires, incorporating whatever artforms are needed to express 
it. For my practice this provided an appropriate framework for me to explore and combine 
screenprinting, photography, text, appropriated images and etchings in one encompassing field 
or, more specifically, an installation. 

During the second year of my studio practice, ideas and questions concerning gender, hybridity 
and diaspora began to emerge in my visual work in the form of a major installation, 
WallPaperGrid (Plate 28). As I observed at Asia-Pacific Triennial Exhibitions in Brisbane 
(1999 & 2006) installation is currently used in much Asian artwork. In harnessing the power of 
space and its dynamics, installation appeared to me to have the capacity to invite the viewer into 
a perceived intimacy, involving them more directly and more fully with the body of work. In my 
own work I wanted to give the viewer a sense of connection to the elements important to my 
development - the Anglo-Indian family with its contradictions; the culture of India, the country 
we lived in; the diasporic process of leaving India and arriving in another country, England.   

The wall installation, consisting of thirty magnani sheets of screenprinted paper, represented an 
intense interrogation and exploration of the issues of hybridity, gender and diaspora within the 
context of family. It achieved this through the inclusion of a great many photocopied black and 
white family photographs and etchings, often overlaid with screenprinted Indian designs. The 
photographs were found by my sister after the death of my mother in England and, to assist with 
my research, were then passed on to me in Australia. The images were gathered from old family 
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albums, odd envelopes in drawers and in particular an extraordinary treasure chest of images in 
the form of a forty-year old round tin hat-box from India found in my sister's attic. To my 
memory, the Indian photos had never been displayed in the family home. This tallies with 
comments I remember my mother making, suggest that my parents consciously discouraged any 
nostalgia about the country we had left behind. Perhaps they felt that, despite the struggle to 
survive, the reduced comfort and the loss of status and culture, bringing their young family to 
England, the mother country, was their crowning achievement.  

The photographs, reinforced in the installation by repetition and presentational variations, show 
my parents and grandparents in Puna, India; both as I knew them then and in their youth. The 
family groups in the photographs include me as a young child with my brothers and sister; the 
houses we lived in Naini Tal in the Himalayan foothills and various of our 'bearers' or servants.  
These Indian photographs are evident of the British/Indian colonial lifestyle between the 1920s 
and late 1940s. Other photographs dated from the arrival of our family in England in the early 
1950s and others documented myself as a 'fashionable' teenager in the 1960s.   

The photographs in WallPaperGrid are spread across an eighteen metre expanse of wall, 
blended with screenprinted paper sheets that are themselves covered in layers of images and 
text. My use of family photographs is similar to the way that Gordon Bennett uses family 
photographs in more personal works like Self Portrait (Ancestor Figures) 1992. In this work 
Bennett appears to summon his family and ancestors around his work, rendering their presence 
as a postcolonial political statement by the juxtaposition of their photographs with objects laden 
with the symbolism of oppression. My own use of family photographs is less political but 
nonetheless takes its power from the same enigmatic formality of family photographs of the 
early 20th century. Both Bennett's photos and my own reflect the imitation of English values in 
dress and posture by people accustomed to oppressive colonial rule.  

The photographs taken of our young family in the 1950s also resemble iconic images of other 
migrants in Canada, America and Australia - all signifying hope, a wariness of change and a 
sense of the ‘Other’. David Moore's celebrated Australian photo Migrants arriving in Sydney
1966 is a good example of this kind of image. My agenda involved my visual interrogation and 
interpretation of landmarks; past, present and future aspirations found in these family 
photographs. The research for the work created further links with other artists such as 
Indigenous Australian artist Judy Watson and Pakistani artist Nusra Latif Quereshi in their 
interrogation of identity through past colonial documents and photographs discussed in chapter 
four.

The large wall surface where I chose to place the installation suggested a place and time of 
anonymity yet autonomy, a marginalized space. In this work the flatness of the sheets of paper

99



Pl
at

e 
28

. 
D

ap
hn

e 
C

az
al

et
, W

al
lP

ap
er

G
ri

d,
 I

ns
ta

lla
tio

n,
 2

00
7,

 s
cr

ee
np

rin
ts

 o
n 

30
 s

he
et

s 
m

ag
na

ni
 p

ap
er

 w
ith

 

ph
ot

oc
op

ie
d

ph
ot

og
ra

ph
sa

nd
et

ch
in

gs
,a

pp
ro

x
18

m
In

le
ng

th

100



Plate 29. Daphne Cazalet, WallPaperGrid, Installation, 2007 

Plate 29a. Daphne Cazalet, WallPaperGrid, Installation, 2007
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are like a map, mapping out the dimension and aesthetic of its theme on two planes. Both its 
surface and the physical dimensions of the wall become ‘the same plane’ (Krauss 1997: 52) with 
the capacity to ‘extend in all directions to infinity and in so doing compels our 
acknowledgement of a world beyond the frame’ (Krauss 1997: 60). In this way WallPaperGrid
is postmodernist in its interrogation of remembered data of both India and England - the houses, 
the people, the daily life - and in the fragments of events depicted within and without its 
boundaries, presenting the present and reaching beyond.

My family pictured both in India and England are embedded in a patterned landscape, 
reminiscent of those Indian designs that were often appropriated by the colonial masters, 
resulting in hybrid ownership. These patterns are to me a strong metaphor for our family history 
and I have used both known patterns and some I have invented myself – reclaiming the Indian 
style as I reclaim my own heritage. In the work, WallPaperGrid, I explored the multilayered 
conflict of my family's history in India - brought up and living in an Indian landscape dominated 
by a British culture. The family photographs and patterning suggest the confusion of belonging 
to both the country of birth, India, and England, heralded as the ‘mother’ country - a dominant, 
political Empire on the other side of the world.  

In addition to stories appropriated from Indian myths, based on village women, the gopies or 
milkmaids, and their relationship with their god Krishna, text from personally-written stories is 
printed across the installation. These show the impact of my translation of a life turned up-side-
down through its diasporic intervention. The stories are fiction and written after I immigrated to 
Australia – a new country and a third space. I wrote of past experiences of my life as a young 
teenager growing up in a ‘foreign’ country, England, dominated by difference and still repressed 
by my family's adherence to Indian patriarchal values.  

The text of these stories is printed at intervals overwritten and in-between the figurative images 
of groups of Indian women and the surface of the etched black-and-white family photographs. I 
wanted the script to act as a veil, layering over individual shame of a young woman, evoked by a 
different culture, an inferiority indicated by a hybrid race and colour signifying ‘impurity’ - all 
emphasised by the diasporic experience of migrating from India to England.  

I perceived the essences and fragments of hybridity of self as trapped within the grid, displayed 
as a work emerging from memory, splashed on wallpaper. Within the wallpaper are ghost-like 
groupings, the appropriated images of Indian women, a revelation of distant history, layered and 
juxtaposed with black and white photocopies and etchings of family photographs set between 
screenprinted text and patterning. The images also explore the diasporic effects of change on the 
more intimate relationships within the family in England. 
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The gaps formed between each sheet of the grid signify areas of choice, the spaces left in 
between - a semiotic form for Bhabha’s ‘in-between space’ of hybridity. My aim for this 
installation is to merge the past as a haunting historical background. However, some individual 
sheets are able to emerge more strongly by printing patterned frames around a family 
photograph to embrace/imprison its Eurasian ethnicity. The installation therefore represented an 
echo from an outside world that surrounded my story of hybrid culture. For me the images of 
women were brought together by their common feeling of loss; an outpouring of emotion 
signifying an unique genre and symbol of gender .   

In the installation I  have used the idea of film-like images in the form of a series of small black 
and white photos of my mother as a young woman in India and myself as a young woman in 
England. Some are coloured, some up-side-down to suggest a sequence over time, a 
documentation of the generational ties linking mother and daughter and in particular the 
dominant role of my mother's Indian values in my development in England (Plate 30). These are 
also reminiscent of 'polyphotos', the multiple photos - usually of babies and young children - 
produced in similar strips and hugely popular for families in the forties and fifties in England. 
They also recall passport photos - a reminder of the family's migrant background. The photos 
appear on the grid in a range of sizes to give differing emphases of time and place. Some are 
overlaid with patterning, some are in 'negative' form, some faded out.  Through this I have 
sought to suggest a sense of history, change and development as we became part of the Indian 
diaspora.

Each print on paper is part of a whole - a glimpse of a fragile, fragmented self that is able to 
exude power only when it comes together as one. I hang photocopies in what appears to be a 
random space within the framework of the grid but actually the arrangement is intrinsic to 
connections with the printed work in its context of colonialism, mixed-cultural identity, diaspora 
and hybrid statement - the exile of family within/without the borders. The single juxtaposed 
black and white photocopies of family photographs exploit the semiotics of my historical past of 
a black and white history of British colonialism belonging to a postcolonial present. The 
violation to a sense of self is signalled by the mimicing of instilled colonial ethics still connected 
by photographs of family portraiture plastered 'apparently at random' over the wall of the 
artwork, WallPaperGrid.

In one sense, the installation views India, the country in which I was born, and the diasporic 
effects of arriving and living in what was for me a new country, England. In another sense, the 
installation offers the memory of a ‘floating’, almost anonymous world, discovering my story of 
past and present that opens towards a future.  

Hopefully my story, as presented by the installation, speaks of a new reality, a different ‘poetic  
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Plate 30. Daphne Cazalet, WallPaperGrid,
Installation, detail, 2007 

Plate 30a. Daphne Cazalet, WallPaperGrid,
Installation, detail, 2007 
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space’ of its own from which to decant its fullness - the English teenage bedroom, my own 
equivalent of what Virginia Woolf referred to as ‘a room of one’s own’ (1929). The English 
language provides words and descriptions synonymous with wallpaper: ‘fitting in with the 
background’ - one becomes 'part of the wallpaper', a gendered prescription of shame, cast as 
‘being a wallflower’. Here, in this room of wallpapered English roses, I am able to vent my 
teenage rage against ‘...an embodiment of dreams’ (Bachelard 1964: 15), full of frustration 
against  the ‘exotic’ burden of my mixed race, my gender and the cultural tradition of Indian 
femaleness. 

In WallPaperGrid glimpses of family and painful relationships embodying the emotional 
conflict, the love and hate between eldest daughter and mother, are evoked within the diasporic 
environment of a new country, England. The issue of gender in chapter three and its traditional 
role within family parameters in Asian society is integral to the questions explored in the 
artwork, WallPaperGrid.

Thus the fragments of family history found hidden away in an old hat-box, the cultural baggage 
of migrants who have ‘flown’ to another country (Rushdie 1987), became a wall installation. My 
connection to the small, intimate, historic family photographs became more powerful as the 
large scale artwork evolved.  It resulted in a bigger picture that provided a voice from ‘below’. 
In WallPaperGrid I realised that I had produced a body of work that gave voice to questions of 
country and hybridity personal but significant issues of shame associated with cultural  
hybridity, race and gender. WallPaperGrid became a documentary of a physical and 
psychological journey of diaspora and change, positioned within the political landscapes of 
India and England.  

Diaspora according to SariScrolls
In my final year I worked on a third major project, a three dimensional installation using 
different widths and lengths of Chinese skin paper and Japanese hosho paper.  Representing the 
sari (Plate 31) my aim was for the viewer/outsider to be  invited into the space as the SariScrolls
rolled down towards the floor and continued to unroll informally across the floor. In my mind 
the coloured hangings became the sartorial ‘sari’ symbolic of Indian dress, shaping memories 
and the stereotypical history of imagination of a diasporic subjectivity without borders. The 
flowing SariScrolls also suggested an expansion of freedom provided by my new understanding 
of gender as a continuous struggle of knitting and unravelling identity. 

 I used the long scrolls of Japanese hosho paper to suggest a number of ideas. Firstly there was 
the process of unravelling as a deconstruction of a life-journey. Secondly the length and the 
fragile appearance of the paper also evoked the idea of dress associated with gender and culture 
from the country of my birth. In this respect, I see the paper as reminiscent of both the Indian 
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Plate 32. Daphne Cazalet, SariScrolls, Installation, 2008, screenprints on 
hosho and rice paper, complete work 700 - 800 x 37 - 97cm.

Plate 33. Daphne Cazalet, SariScrolls, trial installation, 2008
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sari and the scroll, an ancient genre of Asian art, communicated through calligraphy on paper 
scrolls. The third suggestion offered by the paper scrolls is that they convey a visual 
representation of the different elements of my personal journey including my quest for the 
transformation of cultural identity explored in the former chapters. It is crucial then that the 
installation is made from paper scrolls - because this material also suggests a medium of 
vulnerability and historical documents involving dialogue between people and nations.  

My research project was concerned with a personal journey of diaspora that included both 
physical and metaphysical elements. The experience of diaspora incorporated a physical 
journey: crossing rivers and seas, country and landscape; and a spiritual journey through ones 
personal  spaces – both the inner ‘home’ within the body and the outward space of belonging - 
the metaphysical journey of change and displacement; the carrying of personal ‘baggage’, the 
transformation of identity when confronted by new cultures and the exploration of different 
values and attitudes. I expressed the effects of identity through spontaneous and gestural use of 
printmaking, by using damp sponges and printing with paste/colours to imply a background of 
water, limpid and transparent (Detail: Plate 34). The colours I used for the background 
expressed land, water and space, all symbols of displacement and fresh discoveries of diasporic 
experience.

I also applied layers of ‘made-up’ script over patterning of repetitive textile designs (Plate 35)  
representing my ‘Indianness’ used in earlier work to express multiple identities. The action of 
printing and painting united in visual direction and intensity to create a combined sense of 
journey. Spaces were left abandoned, ‘in-between’ and borderless, indicating those parts of self 
that cannot ever be reconciled to the loss of country and the cultural contradictions.  

In one sense then the SariScrolls express colours and textures of water, land, and space/country.  
But they also refer to my inner metaphysical journey. The colours I use in the printing are more 
dense in those areas that pertain to the more distant, more opaque story of generations of family 
in India. In these sections, through the darker colours - reds, blacks, deep browns - the 
SariScrolls give visual realisation to issues connected to the history of shame, hybridity and 
diaspora, producing a sense of a more released, less imprisoned view of the circumstances 
engaged within a diasporic experience. In creating this body of work, I hoped to escape national 
borders and an imprisoning self-reflection of hybridity to realise a more complex personal 
identity by printing in multiple layers.   

Through the research I have undertaken I am able to see the past as a memory and yet return to 
the present. The hanging scrolls have the ability to act as curtains. From close up, the three-
dimensionality ensures that some parts are always hidden. The viewer steps in and sees the 
layers in random detail in much the same way as I remember aspects of my past. This 
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Plate 34. Daphne Cazalet, SariScrolls,
Installation,  detail, 2008

Plate 34a. Daphne Cazalet, SariScrolls,
Installation,  detail, 2008
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Plate 35. Daphne Cazalet, SariScrolls, Installation,  detail, 2008

Plate 35a. Daphne Cazalet, SariScrolls, Installation,  detail, 2008
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Plate 36. Daphne Cazalet, SariScrolls,
Installation,  detail, 2008

Plate 36a. Daphne Cazalet, SariScrolls,
Installation,  detail, 2008
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acknowledges that we never see the whole picture of our past until we stand back and accept the 
perspective that the present offers. As a whole work, SariScrolls sought to create a picture that 
echoed and celebrated the richness of my own experience. The scrolls formed an homogenous 
entity when seen together but, separately, each scroll was a statement that corresponded to a 
particular element of memory. The visual differences reflected my hybridity while the range of 
symbolic references to colour, text and patterning marked the place of country and culture, both  
discovered through migration and lost through the diasporic experience.  

Spatulas dipped in printing ink and splattered over the layered textured surfaces depicted 
abandoned shapes of poppies (Plate 36), an allusion to an East/West economic experience - past 
and present - of the war on opium, with its dreams and difference. The present fighting in 
Pakistan reminds me constantly of my father and his family, living in Lahore, Pakistan, before it 
was partitioned from India. The motif of the poppy refers more directly to my personal 
memories of childhood, in particular my fantasy of the title of an old book by Thomas De 
Quincy, The Confessions of an Opium Eater (1821), that stood for years - unopened, on my 
father's bookshelf in England. My imagination as a young teenager wove stories of intrigue 
about the closed book. The stories followed pathways to 'opium dens' of the East and forbidden 
sexuality hidden by the veneer of an 'upright' British colonial culture. The book was steeped in 
the allure of the 'exotic'. As a child I was never allowed to read it but the romance associated 
with its title stayed with me. For me the poppies also represent a global symbol of the scattering 
of seed/sperm of diasporic experience, questioning cultural rights and belonging, first related to 
the Jewish, biblical experience but now so endemic to contemporary India's global diaspora - my 
family included. 

The SariScrolls refer to the immediate determination of race and gender and the outward signs 
of domestic clothing (or colour of skin) but it is the inward signs of self and identity where my 
need is to question. I try to question the impact of old and new traditions from a diasporic space 
that is transformed in a new but ‘different’ country. I question the continuation of the gendered 
silence of voices ‘ignored or belittled’ (Checketts 2001: 265). The installation provides 
psychological spaces through which I am able to weave in and out. I have already been 
grounded in a diasporic experience of the layerings of hybrid culture of Anglo-Indianness but 
readily take flight ‘beyond’ borders to a ‘New World presence’ (Hall 1990: 235) - a global 
culture? Here amidst an installation of land, space and water one is constantly renewing and 
struggling upward from the scattered seed of a diasporic identity through transformation and 
difference.

The long lengths of SariScrolls represent for me an endless journey that question ‘Where are 
you from?’, the question that I continually ask of myself, before it is asked of me. The diasporic 
self has a history and geography of another time, another space. I play with creative text on my 
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paper-sari-scrolls that imitates the graceful lines of Sanskrit remembered from childhood. I 
identify my work with a mixed East-West culture and therefore a ‘made-up’ land, part 
imaginary - a self that relates between cultures. I place myself between the ideas in the books of 
English and Indian writers just as Chinese artist, Xu Bing, explains that in his life in America, 
‘my allegiances often shift from one background to another’ (Goodman 2002: 24). In SariScrolls
the 'made-up' text is there to seduce the western viewer into seeing as familiar a signifier of 
Indianness that is both foreign and imaginary. It poses the question with which the diasporic self 
lives everyday - is there ever an end to the journey? Can I ever say 'I am in my place'?   

Women’s Ground 
After completing SariScrolls, I was able to consider the range of works I had produced and 
evaluate their efficacy in expressing the issues raised in my research.  I decided that to complete 
the studio work, I needed to create a final series of screenprints that would take into 
consideration the effects that living for many years in a third country, Australia, has had on my 
perceptions.  My aim with this work was to give myself the opportunity to explore the visual 
language I had created but with the benefit of perspective. This final work Women's Ground
represents a more explicit freedom afforded to me partly by the process of my doctoral research 
through the exploration, analysis and visual expression of ideas that has helped in clarifying my 
relationship with my past.   

Women's Ground (Plate 38) consists of small, single, sheets of white magnani paper (25 x 24cm) 
with spaces between. Each sheet focuses on an individual image but they hang together as a grid 
of seventy-seven. In Women's Ground I have returned to the images of the Indian women in the 
Kangra Valley, originally printed as a triptych in Vibrating Landscape. However in contrast to 
Vibrating Landscape with its heavier tones and opaque colours, the women in this final artwork 
appear in various lighter moods amidst their landscape of water surrounded by a river bank, 
reflecting the title of my doctoral thesis, Water Over Skin.

Additionally the women are depicted with stronger outlines to enhance their individuality. 
However they remain within a group responding to each other and interacting with their 
landscape and space. The environment too is represented as  lighter and more translucent. These 
brighter, warmer colours reflect the celebratory attitude of the women. The original white of the 
background paper shows through. The dense printing of former layers no longer chokes their 
identity. They are free to react to their environment as they appear to journey through their 
country involved in the present. The patterning of design and dark colours no longer obscures 
the landscape or the identity of the women. Women’s Ground is an echo of my own journey 
highlighted by the use of light and its portent. 

The work therefore involves the present rather than the past, progressing beyond the SariScrolls.
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Plate 38. Daphne Cazalet,  
Women's Ground, detail, 2008

Plate 38a. Daphne Cazalet,  
Women's Ground, detail, 2008

Plate 38b. Daphne Cazalet,  
Women's Ground, detail, 2008

Plate 38c. Daphne Cazalet,  
Women's Ground, detail, 2008 
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Plate 39a. Daphne Cazalet,  
Women's Ground, detail, 2008

Plate 39b. Daphne Cazalet,  
Women's Ground, detail, 2008

Plate 39. Daphne Cazalet,  
Women's Ground, detail, 2008 

Plate 39c. Daphne Cazalet,  
Women's Ground, detail, 2008
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There is a sense of ownership and ease for the women within their landscape. No longer are they 
controlled by the stories of the past. By reinterpreting this metaphor I have been able to 
articulate  a new awareness of identity. Through the colour, composition and rendering of the  
groups of women I have tried to express freedom, a release and a renewal of self through a fuller 
realisation and reflection on the journey evolved in Water Over Skin.

In Women’s Ground (Plates 38 & 39 details) there is a new sense of liberation through a 
playfulness of colours in the environment and in the positioning of the women in different 
landscapes that become their own space. I perceive the women as free to create and transform 
themselves through a lived experience of ‘home’ and diaspora outside the framed, imprisoning 
conditions applied to ‘Other’. 

Conclusion
This chapter has demanded a visual interrogation of my trans-cultural identity involving an on-
going journey through which I encountered the complexities of self-discovery and identity in a 
postcolonial era. The studio work has highlighted a postmodern, personal and psychological 
reaction to the outside forces shaping identity.  

In this chapter I have explained my aims, intentions and personal meanings in relation to the 
major projects undertaken in my studio practice during my doctoral candidature. I have 
discussed my visual journey as a gradual revelation and persistent interrogation of the impact of 
colonial history and consequences of a diasporic hybrid identity. The development of ideas is  
described through a considered return to earlier materials of cultural significance and in my 
case, new techniques of digital manipulation. These techniques gave visual expression to the 
exploration of different layers of research particularly concerning issues of hybridity, country 
and my family's experience of Indian diaspora. 

Through the studio practice I have attempted to shed light on the importance of mixed cultural 
influences in my work, both tangible and metaphysical. These include patterning in textiles and 
behavioural traditions relating to ‘difference’ and text relating to culture, memory and 
imagination. With the aid of screenprinting I used semiotic details of layered imagery widely 
seen as western abstraction but with its own cultural significance as Indian patterning expressing 
the complexities of identity, hybridity and mixed race affected by British colonialism in India.   

I have drawn much inspiration from the interdisciplinary works of various artists, writers and 
film-makers. The appropriation of figurative images from eighteenth century block paintings 
from the Kangra Valley, north India, suggested screenprinted, figurative work in order to 
express the visual effect of the repression of gender and sexuality of the female body. In this, my 
work has demonstrated affinity with that of Pakistani artists, Quereshi and Sikander. Likewise, 
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colonial family photographs used in the work of Indigenous artists, Gordon Bennett and Judy 
Watson parallel my own installation WallPaperGrid with similar questioning of the political and 
social effect of British ideology and its domination.    

The integration of exegesis and studio practice has required a depth of insight, knowledge and 
strength in order to sustain the questioning of the political nature of colonial domination and its 
subversive effects on mixed-race and colour in particular as it affects women. To facilitate the 
process I have enhanced the range of expressive techniques in my methodology - in particular 
with the inclusion of screenprinting and installation.  This has enabled the artwork to explore the 
consequences of my hybridity and, in the context of my own and my family's diasporic 
experience, the impact of leaving my country of birth, India, and arrival and residence in 
England. However, my research project, Water over Skin, has inspired a continuing journey of 
self-mobility in my studio work - a quest which remains strangely but excitingly incomplete. 
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On board ship S.S. Chitteral: migrating to England from India 1949



Conclusion



The preceding chapters have addressed key issues involved in the exegesis and studio practice of 
this thesis. In this research project I have argued that through a postcolonial analysis, identities 
are engaged in a continuous process of transformation. This process of change is implied by the 
titular metaphor Water Over Skin. Water flows at its own pace, encountering obstacles and 
hazards but cleaning and refreshing the body. The research and discussion of the transformation 
of identity within a postcolonial and a postmodern context raises questions and arguments 
concerned with the effects of British colonialism in India and then migration to Britain and 
Australia.

Adopting an interdisciplinary approach to the issues of identity has been effective in exploring 
self. This has included other professional experiences which have been influential in my 
development as a ‘coloured’ woman. It became evident that my involvement in theatre, 
storytelling, writing, film, literature and community cultural development in the arts with 
migrant and indigenous women had afforded many insights into gender, culture and emotional 
issues.

The research for the exegesis revealed a gradual understanding of the power of colonial history. 
I gained strength and further insight for questioning the meaning of self in relation to identity 
and gender. Autobiography and my own expression of narrative revealed itself as a strong 
catalyst for the thesis. The interrogation of  cultural identity, gender, mixed-race, hybridity and 
diaspora have allowed me to draw upon history and memory, strengthening the development and 
inspiration for my studio practice and exegesis.  

Chapter one related painful issues of personal shame. Discussion of  shame in relation to the 
writers Rushdie and Morgan allowed me to identify and examine my own life story which 
included certain incidents that caused deep seated anxiety. Exploration of cultural theory 
relevant to my hidden feelings of shame exposed political attitudes towards colour, race, 
‘difference’ and my sense of intellectual inferiority to a colonial, ‘worldly enlightenment’. 
Shame caused the suppression of growth and any claim to individuality. I came to realize that I 
had lived only behind masks and veils of ‘the Other’ in order to assimilate and erase difference 
and self. Exploration of this information provided answers to a suppression of feelings and 
confusion of self engulfed by differences, acknowledged by mixed-race identity. The effects of 
shame involved in being ‘Anglo-Indian’ led me to explore the term, hybridity. 

In chapter two I investigated the history of hybridity relating to cultural identity, race, memory 
of childhood, migration and diaspora. ‘Colour’ of race within people of mixed-descent, has 
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played a significant role in the articulation of inferiority concerning identity of self in contrast to 
the superiority of the white person. This chapter suggested that the history of British 
colonialism’s ideology that supported the notion of the purity of whiteness and its persistent 
spreading of this dogma by means of its power and superiority is now justly critiqued. One is 
now able to see the world through 'different' eyes - not first without initial anger for self and 
‘Other’! Memory and the past were discovered as important factors in understanding why and 
how identity can be paralysed or even lost in the process of migration, through the colonial 
ideology of assimilation. The postcolonial concept of diaspora related to an East/West global era 
offered a positive renewal or re-positioning of the self across theoretical borders but it also 
uncovered questions of ambivalence toward the concept of hybridity as discussed by Bhabha. 
However the power to negotiate ‘the third space’ (Bhabha 1994) related to emotional and 
cultural difference and emphasised an already divided, colonial history of Eurasian identity. In 
my opinion the idea of hybridity can be  acknowledged but it cannot be celebrated. Indeed the 
term  ‘half-caste’ continues to be denigrated by English, Indian and Australian people.   

Chapter three presented a crucial analysis of the transformation of identity. It demonstrated the 
effects of mixed messages pertaining to East/West culture for a young girl during the first years 
of my family’s migration to England in the 1950s. The exploration and interrogation of gender 
in a patriarchal East/West world proved to have a profound impact on personal identity. The 
ways in which cultural and patriarchal traditions legitimate the subjugation of women through 
domesticity and child-bearing has been revealed within this investigation. Exposed also are the 
layers of colonial myth and its perpetuation of ‘Eurasian exoticism’ alongside the romantic 
notions of ‘veiled sexuality’. Confrontation of these  gender issues provided me with a huge 
sense of confidence which has allowed me to speak out and make personal decisions as a 
woman of mixed-race and colour.     

In chapter four I explored artists concerned in a variety of disciplines who offered insights to my 
own approach and subject matter in my studio practice. With the group of female Asian artists 
explored, I discovered that each one of them was also informed by their cultural practice of 
paper, cut-outs, the iconic Indian miniature and Hindu gods and goddesses. The work of these 
artists also addressed an interrogation of gender, politics and representation. Indian film-maker, 
Mehta addressed the traditional power of religion in relation to freedom for the subaltern 
woman. Through autobiographies, Morgan and Lewis engaged with the struggle of mixed-
descent. Through their work I saw parallels with  my own research. As artists in different fields 
of creativity their interpretations and representations of the complexities of difference and 
commonality revealed an on-going quest towards a transformation of identity. Their 
examination and exploration of self was an inspiration in expressing their work with imagination 
and an understanding for universal concerns. 
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Chapter five described my struggle in attempting to give visual expression to the tensions and 
themes relating to the effects upon self of British colonialism in India and later, migration to 
England and Australia. The issues involved in the transformation of cultural identity have been 
expressed predominantly through work on paper involving several major series and two 
installations. The development of ideas and the use of new techniques necessary for this process 
of discovery have had a major influence on the content and style of my work. The representation 
of hybridity as a multilayered identity suggested layers of screenprints that revealed the past 
hidden, complexities of mixed-race culture entangled in the process of diasporic experience. The 
artwork has referred to the insatiable gaps, emotional and factual, that link to the discovery of 
the deprivation of my ‘Indianness’ principally through gender. I have unearthed the power of 
text within the expression of artwork and its strength with regard to feminine and ‘feminist’ 
position of the ‘first person’ speaking out on gender and colour. My studio practice has provided 
development, vision and a freedom to express my story.  

The research for my doctorate has enabled me to find a way through a complex tangle of webs. I 
appear from behind the mask of political and cultural repression. I now aspire to the philosophy 
of a twelfth century writer cited by Said:  

the person who finds his homeland sweet is still a tender beginner; he to whom every soil is as his 

native one is already strong but he is perfect to whom the entire world is as a foreign land 

(unknown author, cited by Said 1993:335).  

In being, I aim determinedly towards this foreign space.  
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