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ABSTRACT

Identity always presupposes a sense of location and a relationship with
others and the representation of identity most often occurs precisely
at the point when there has been a displacement (Bhabha cited in
Papastergiadis 1995:17, emphasis added).

In this study I focus on the condition of displacement, placing emphasis on the
disjunctures of identity arising from temporal and physical dislocations and
relocations in historical and postapartheid South African contexts. Displacement,
and the attendant senses of dislocation and alienation it may evoke, is explored
with reference to three selected female personae. For each persona, displacement
is shown to provoke transmutations in subjectivity and identity, resulting in
disjunctive identities and relationships with place. Their individual narratives raise
questions around the consequences of displacement for a sense of (un)belonging
and the (re)making of identities across geographical, cultural, temporal, ethnic

and environmental borders.

The pivotal role displacement plays in the processes of formation and
transformation of subjectivity and identity is foregrounded. Familial histories
of diasporic displacement, together with colonial legacies that have shaped
my subject position as a white, middle-class, female South African woman,
are interlaced with a recounting of personal experience of displacement in
postapartheid South Africa. This personal sense of displacement, experienced
between the years 2000 to 2006, is extended to a discussion on what is argued to
be collective forms of white, English-speaking South Africans’ dislocation during
the same time period. I suggest that their sense of displacement was experienced in

relation to the uncertainty of their subject positions in postapartheid South Africa.
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In the practical and theoretical components of the degree, I consider how the three
personae’s subjectivities are practiced and lived from their different space-time
continuums. This exploration prompts further questions around how the effects
of displacement on subjectivity and new identity formations are contingent upon
each persona’s relation to the Other of colonial discourse, or the other-stranger-
foreigner within. Although there are marked differences between their colonial,
diasporic and postcolonial contexts, a central theme that underpins the study is
that the three conditions of displacement are linked by disjunctures arising from

processes of dislocation, alienation, relocation and adaptation.

Each persona’s epistemological reality is shown to comprise multiple ambivalences
and ambiguities, and is marked by processes of cultural contestation and inner
conflict. Their ambivalences and ambiguities encompass slippages between
positions of inclusion and exclusion; insider and outsider; inhabitant and
immigrant; alienation and belonging; placelessness and locatedness; homely and
unhomely that the experience of uprooting and relocating foregrounds. While
displacement is understood in terms of trauma and conflict, this condition is also
regarded as a generative space of possibility for the emergence of new identity
formations. Using my experiences of self-transformation and renegotiation of my
identity through processes of cultural contact and exchange as a departure point, I
consider ways in which collective white, English-speaking South Africans’ cultural
identities are being reformulated, renegotiated or ‘hybridised’ in postapartheid

South Africa as a transforming, postcolonial society.
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CHAPTER ONE
INTRODUCTION

[Hluman difference [is] articulated in displacement, tangled cultural
experiences, structures and possibilities of an increasingly connected
but not homogenous world ... Practices of displacement might emerge
as constitutive of cultural meanings rather than as their simple transfer
or extension ... Cultural action, the making and remaking of identities,
takes place in the contact zones ... new paradigms begin with historical
contact, with entanglement at intersecting regional, national and
transnational levels (Clifford 1997:2, 3, 7, emphasis added).

1.1 Introduction to the study

In the creative and theoretical work produced for this study, histories embedded in
my art-making practice,! familial histories of diasporic displacement and colonial
legacies that have shaped my position as a white, middle-class, English-speaking,
second-generation Jewish female South African are interwoven with personal
experience of displacement in postapartheid South Africa. These personal
histories are intermeshed with what is argued to be collective forms of historical
memory and traumas of displacement experienced by white English-speaking

South Africans (WESSAs)? with regard to the post-1994 period of political transition

I These histories are sketched in the text of the catalogue that accompanies this thesis. Both
form parts of the theoretical component of the research.

2 ‘White English-speaking South African’ identity — if this can in any sense be defined — is
a complex hybrid that originated in the British Empire. In assessing English national identity,
Robert Young (2008:1, emphasis added) observes that, “Englishness was created for the
diaspora — an ethnic identity designed for those who were precisely not English, but rather of
English descent.” Owing to the pervasiveness of Englishness throughout Empire, Young (2008:1)
speaks of English ethnicity as a “global, racial and cultural identity”. As Anthea Garman (2011)
acknowledges, it is this global, racial and cultural identity that has formed, and continues
to form the central subject position that WESSAs occupy. It is in this group that my interest
lies, although the ‘group’ is far from homogenous; its members are divided geographically,
politically, religiously and economically (Salusbury & Foster 2004:93). The term ‘“WESSA’ itself
is problematic as it tends to set up a definition of identity that offsets a white English-speaking
self against an Afrikaans-speaking other. It could also be seen to reinforce apartheid notions
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in South Africa. The creative and theoretical work constitutes an enactment of the
personal and a personalisation of the political. The relative specificity of these
personal and collective relations is used as a prism through which to engage
wider psychological spaces of displacement, and the consequent disjunctures of
identity arising from specific temporal and physical dislocations and relocations

in historical and current South African contexts.

In my artistic practice, I follow Maarit Médkeld and Sarah Routarinne’s (2006:12)
formulation of practice-led research (PLR) wherein “[t]he product of making — the
artefact created during art and design practices — [occupies] a central position
in the academic research process”. I adopt the term ‘practice-led research’ as this
emphasises practice as an active component of the research process. In the study
the creative work is thus located at the core of the research: the artwork is a visual
means of articulating the dislocation of identity and evoking the realm of affect
towards the formation of new subjectivities or what Couze Venn (2010:322) terms

“new ways of being”.?

of ‘natural’, static and unchanging ethnic groupings. Furthermore, as Tess Salusbury and Don
Foster (2004:93) note, the terms ‘white’, ‘English-speaking’ and ‘South African’ are themselves
constructions. Although the term “‘WESSA'’ refers to those who speak English predominantly, if
not solely, it encompasses a broad range of ethnicities, including mixtures of Anglo-Saxon and
Celtic, Dutch, German, Portuguese, Greek, Jewish and Afrikaner ancestries (Salusbury & Foster
2004:93; Matthews 2011:13). Salusbury and Foster (2004:93) conclude that, “the only reason
for ... having considered the WESSAs to be a group ... was that this assortment of people clung
to each other in the face of tension arising with more clearly defined cultural groups in the
country’s past: specific social circumstances without which any social conception of the group
as a whole surely would not have existed.”

3 With regard to the framing of the theoretical research, terminology used in this thesis, and
several readings of the artwork, I am indebted to Couze Venn’s (2009, 2010) insights. I therefore
acknowledge at the outset the significant contribution his writings on the Dis-Location/Re-
Location exhibition have made to the study.
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The wider analytical framework for this exploration of subjective change is the
recognition of subjectivity as “relational, embodied and metastable by reference
to the material, discursive and psychological conditions that constitute it”
(Venn 2010:321). As Venn (2010:322) notes, any change in these conditions
produces mutations in subjectivity and identity: “It is taken for granted now that
displacement — whether diasporic or otherwise — provokes dislocation in how
subjects are grounded in a network of relations, and how they insert themselves
in that network.” In this thesis I draw on the artwork to outline the effects of
displacement on subjective change. My reflections on the creative work are
located within the conceptual framework of postcolonial and feminist theory. Key
themes are postcolonial and postapartheid identity constructions*with particular
focus on emergent formations of WESSA subjectivities in postapartheid South
Africa,® the politics of displacement, self-other relations, diaspora and processes

of cultural exchange.

4 T use the term ‘postcolonial’ or ‘the postcolony’ to denote the discursive condition of
postcoloniality (the way colonial relations and the aftermath of European colonisation are
constituted in representation) in South Africa, with acknowledgement that in cultural studies
the term ‘postcoloniality’ is usually taken to include colonial discourse itself (Barker 2004:148).
Whenever possible, I distinguish between colonial and postcolonial discourses, emphasising
hierarchical binary oppositions as the foundational principles of the former, and processes
of cultural exchange and fusion as a thematic in the latter. Although frequently referred to
as ‘the postcolonial nation-state’, the postcolony is not, as Jean Comaroff and John Comaroff
(2001:631) stress, a singular, definitive entity, but rather “a labile historical formation, a
polythetic class of polities-in-motion”. Achille Mbembe’s (1992:2) conception of ‘the’ postcolony
is “that of societies recently emerging from the experience of colonisation and the violence
which the colonial relationship ... involves ... It is a particular system of signs, a particular way
of fabricating simulacra or re-forming stereotypes ... characterised by a distinctive style of
political improvisation, by a tendency to excess and a lack of proportion as well as by distinctive
ways in which identities are multiplied, transformed and put into circulation.”

5 Apartheid is often considered as an extension of colonialism and imperialism (see Steyn
2001:xxiii; Mamdani 1996). Both postapartheid and postcolonialism may be regarded as having
begun in 1994 — the year of South Africa’s first democratic election — and as ongoing to the
present. While I work within this timeframe, in order not to conflate the two terms, I use the
term ‘postapartheid’ to refer specifically to conditions pertaining to post-1994 racial constructs
of identity and reformative changes in South Africa. This is because, although my concerns

In the research I explore constructions of South African immigrant, first- and
second-generation Jewish identities, with reference to three female personae. My
exploration traverses wide geographic and temporal terrain, spanning Victorian
England, late nineteenth and mid twentieth century Eastern Europe, to the
Transvaal Republic in southern Africa and postapartheid South Africa.°Identity
formation is traced through the genealogy of the subject over time, space, history
and geography. The three personae’s encounters with the lifeworld, or what
Maurice Merleau-Ponty (1964b) describes as the “body-world relation”” (as the
term is usually translated) from their differing space-time configurations, are
positioned as sites of displacement. Although there are marked differences in
the three personae’s respective colonial, diasporic and postcolonial contexts, a
central argument proposed is that the three conditions of displacement are linked

by disjuntures arising from processes of dislocation, alienation, relocation and

around WESSAs’ displacement are postcolonial in nature, these concerns stem predominantly
from the instability of their post-1994 identities.

¢ Informally known as the ‘Transvaal Republic’, the Zuid-Afrikaansche Republiek (ZAR) was
an independent Boer-ruled state in southern Africa during the second half of the nineteenth
century. It occupied the area later known as ‘the Transvaal’, from 1910 a province of the Union
and later (1961-1994) of the Republic of South Africa (Towards a people’s history [sa]). Although
they are not interchangeable, in this study I use the terms ‘southern Africa’ and ‘the Transvaal
Republic’ in addition to ‘the Highveld’. ‘Southern Africa’ refers to the southernmost region of
the African continent, encompassing numerous territories, whereas ‘the Highveld’ indicates a
section of the ZAR.

7 Alsoknown as Unwelt or “the world as lived through the body” (Meecham & Sheldon 2000:179).
Merleau-Ponty’s (1964b) theory of embodiment, which he terms “the philosophy of the lived
body”, emphasises the “bodily nature of the human subject” (Meecham & Sheldon 2000:179).
The ‘lived body’ is not just a physiological entity, or an object in the world that is separate and
distinct from the knowing subject, but rather a “phenomenal body — the body as individuals
experience it” (Meecham & Sheldon 2000:180). Subjectivity is understood as relational and
emplaced, “existing as a nexus of relations with others and with a lifeworld” (Venn 2010:334).
In using terms such as ‘lived experience of place’, ‘encounters with the lifeworld’, ‘being-in-
the-world’ and ‘lived’ or ‘inhabited’ space, I refer to Merleau-Ponty’s constitutive relationship
between the world and the body as a spatial practice. Albeit with slightly different nuances,
these terms may also be associated with Edward Soja’s (1996b, 1999) phenomenological
conception of ‘Thirdspace’ (see 4.4) and Gaston Bachelard’s (1964 [1958]) phenomenological
exploration of the home (see footnote 150).
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adaptation. While each persona’s individual subjectivity is foregrounded, it is
framed within the historical and contemporary epochs, geographic and cultural
locations and ideological contexts of the larger social groups in which it is
positioned. Subjects comprise a matrix of vectors: nationality, class, gender, race,
sexuality, ethnicity and religion. These vectors are not necessarily parallel — they

can be entered into through multiple alliances or convergences. The personae are:

¢ Bertha Marks (née Guttmann) (1862-1934), an English, upper-middle-
class, orthodox Jewish woman who was the wife of the Rand entrepreneur
Samuel Marks.® She arrived in southern Africa as an immigrant from
Sheffield in England in March 1885 at the age of 22. My exploration of
Bertha Marks’s experience in southern Africa is limited to the years 1885
to approximately 1901 (the late Victorian era), as this would have been
the period that she felt her immigrant status most keenly

¢ my mother, Freda Farber (1932- ), an orthodox Jewess who came to South

Africa from Latvia at the age of three, and

8 Sammy Marks was born in Lithuania in 1844. His humble beginnings as a ‘tocher’ or ‘smous’ —
terms used to describe the itinerant Jewish trader who peddled his wares among the rural Boers

in the Cape Colony (Mendelsohn & Shain 2008:54) — and subsequent rise to prosperity may be

likened to those of my maternal and paternal grandparents who, as Jewish immigrants from

Latvia and Lithuania respectively, were forced to start a ‘new life’ in South Africa. At the age of
16, Sammy Marks left Russia for England and settled in Sheffield. Seven years later, in 1868, he

immigrated to southern Africa. Within a decade he had made his first fortune through diamond

dealing in Kimberley, going on to make his second fortune as the founder of the Highveld coal-
mining and steel industry, a property investor and the proprietor of a liquor distillery. This was

followed by the establishment of glass and jam factories as well as brickworks (Mendelsohn

1991:23-115).
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* myself (1964- ), a postcolonial, second-generation Jewish woman,
focusing on my experiences of cultural transformation and renegotiation
of my South African identity in terms of hybridity. Using these personal
experiences as a departure point, I consider ways in which WESSA cultural
identities are established, co-opted or ‘hybridised’ in South Africa as a

transforming, postcolonial society.

1.2 Research question

Research questions revolve around the disjunctures of identity that result
from the three personae’s geographical, social, cultural and/or psychological
displacement and the ways in which these displacements produce changes in their
subjectivities. My central research question investigates the role displacement
plays in the processes of formation and transformation of subjectivity and identity.
While displacement is understood in terms of trauma and conflict, I question
whether processes of dislocation and relocation cannot also provide generative
opportunities for the production of new identities-in-becoming and ways of being-
in-the-world. This idea prompts further questions as to the manner in which the
effects of displacement on subjectivity and new identity formations are contingent

upon each persona’s relation to the Other® or the other-within.

Following Michel Foucault’s (1986 [1967]) conception of the term ‘heterotopia’,
I consider how the three personae’s experiences of physical and psychological

displacement result in “heterotopias of crisis”.'® To address these questions, the

° In this thesis, the ‘other’ has a lower-case initial unless Jacques Lacan’s Other of
psychoanalytic theory is referred to (see footnote 41), or the Other of colonial discourse, in
which case I use capitals for the ‘Self/Other’ binary (see footnote 42).

1o The ideological construct of the heterotopia forms part of broader utopian discourses.

3
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differing ambivalences and ambiguities! between Bertha Marks’s and Freda
Farber’s experiences of displacement and those of many WESSAs living in

postapartheid South Africa, including myself, are identified and explored.

1.3 Context of the study

The study consists of a practical component that takes the form of an exhibition
comprising photographic, sculptural, installation, performance, video and sound
art titled Dis-Location/Re-Location (hereafter ‘Dis-Location’) and a theoretical
component that includes this thesis and a catalogue of the creative work. The two
research components are presented as interrelated in terms of topic, thematic
choices and content, with acknowledgement that each has its discrete approaches,

methodologies, aims, objectives and outcomes. Following Mékeld and Leora

Given that it has provoked many interpretations and applications across a range of disciplines
(Johnson 2006:75), it is not possible to reduce the term ‘heterotopia’ to a single, succinct
definition. Foucault himself (1986 [1967]) provides multiple definitions of the term, many of
which are briefly sketched, open-ended and somewhat confusing. Given its multifaceted
nature, I focus specifically on Foucault’s (1986 [1967]) discussion of the heterotopia provided
in his paper, Des espace autres, without going into the broader terrain of heteropology
(Foucault’s [1997:352, 353] project in which the object of the study is the “analysis, description
and ‘reading’... of those different spaces, those other places [that enable] ... both mythical and
real contestation of the space in which we live”). I follow his conception of the heterotopia as
a site of displacement (Johnson 2006:77) or a ‘space of otherness’ located in an already existing
place (see 1.6.1.1). As I am working only within the parameters of Foucault’s (1986) paper, I do
not contextualise the heterotopia’s positioning within the broader utopian genre; neither do I
examine the discourse of utopian theory in which the term is located. Similarly, the historical
and conceptual underpinnings of the terms ‘utopia’ and ‘dystopia’ are not explored in this
thesis, although they are briefly referred to where applicable.

1 According to Foucault (1986), heterotopias encompass the kinds of uncertainties signified by
the word ‘ambivalent’. However, I extend this definition to include ‘ambiguity’. This is because
the kinds of uncertainties Bertha Marks experienced are ambivalent in nature, whereas those
I perceived are better described as ambiguous. The former term is associated with colonial
paradigms, the latter with postcolonial modes of thought. Ambivalence suggests an uncertainty
of two conflicting elements caught in a dualistic system of opposition, whereas ambiguity exists
in the absence of “firm institutional definitions of relational norms” or when “institutionalised
expectations themselves seem to contradict one another” (Zielyk 1966:58).

Farber’s (2010:4) formulation of “academically attuned practice-led research”,?
the creative work occupies a central position in, provides the basis of and acts
as a catalyst for the theoretical outputs. However, certain key theories formed
departure points for and emerged during production of the artwork.*These were
used to fuel my visual thinking and enrich my understanding of the subject matter.
Visual explorations of these theoretical concerns are used to develop themes and
content in this thesis, thus effecting a cyclic relationship of praxis; that is, practice-
following-theory-following-practice. The theoretical underpinnings of the artwork
were not arrived at retrospectively through a process of analysing the completed
exhibition and setting out derived observations or conclusions in textual forms
but prospectively, through a dynamic process of integrating conventional forms of
research with the art-making process. Given that these theoretical concerns were

present during the process of making, and that I have previously examined the

2 In academically attuned practice-led research, creative practice itself is not necessarily
regarded as research, but if it meets certain criteria, and offers a combination of artefacts and
a critical exegesis that illustrates how the artefact advances knowledge, understanding and
insight, it may be considered as such. These criteria stipulate that there have to be explicit
research questions, specific methods for answering the questions and a particular context in
which the research is carried out (Mékeld & Farber 2010:4; see also Biggs 2002:19; Scrivener
2002:19).

13 Most of these theoretical positions were first articulated in an interview Sandra Klopper
conducted with me (Klopper & Farber 2008:1-50) and are included in the revised version of the
interview reproduced in the catalogue that accompanies this thesis (Klopper & Farber 2012). The
initial interview was formative for me in that key concepts discussed have remained seminal
to my understanding of the artwork. Many of the concepts and readings of the artwork in the
initial and revised versions of the interview are included in this thesis, albeit in extended forms.
There is therefore considerable overlap between the content and phrasing of both versions of
the interview and this thesis. The three texts are intermeshed to the extent that it is difficult to
reference each instance where either of the interview texts is cited in this thesis, either directly
or indirectly. However, I acknowledge that the three texts are congruent in many respects.
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artwork from various perspectives in a range of textual outputs (see Farber 2005,
2008, 2009a, 2009b, 2009¢, 2009¢, 2010b, 2010d, 2011), the process of writing the

thesis was one of critical self-reflection and consolidation.*

In this thesis theory is used as a framing device within which to contextualise
the artwork. The writing is primarily interpretive and analytical as opposed to
discursive; theory functions as a lens through which the artwork is read. This
means that in each chapter the theoretical discussion emanates from the artwork
and not vice versa. Chapter Four is an exception wherein the artwork serves as a
point of entry to a broader theoretical discussion. Throughout this thesis, selected
theoretical frames are drawn upon and mobilised only insofar as they pertain
to, illuminate and extend concepts that are visually articulated in the artwork.
Where relevant, I refer to selected historical artworks and literature that formed

references for the creative work.

In writing the thesis retrospectively, new theoretical positions became applicable
and further possible readings of the artwork arose, over and above those
conceptualised during its making. One of these is the concept of the heterotopia.
While it was not possible to incorporate this concept into the already made artwork,
introduction of it into the thesis did not necessarily alter the underpinning
thematics of the research. Rather, for me, it added layers of depth, complexity

and meaning to ways in which the artwork may be read.

1“4 Excerpts from and views I have expressed in these textual outputs have been incorporated
into this thesis. Because the writing of the thesis and many of the textual outputs took place in
tandem, references to self-authored texts are not consistently cited.
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In both components of the study, constituents of South African identity are aligned
with issues of space — personal, cultural and/or geographic — and implicate
issues of (un)belonging. Using my body as metonym for myself and Bertha Marks,"
spatial and temporal configurations of dislocation and relocation in the artwork

are blurred, inscribing split identities and multiple subjectivities-in-becoming.'®

Despite visual congruencies and theoretical parallels drawn between Bertha
Marks’s and my experiences of displacement, in certain artworks Bertha Marks’s
life experiences are more obviously addressed; in others, I deal more explicitly
with my lived experiences. Where these differences are marked, in this thesis I
differentiate between the two personae by speaking of myselfin the first person or
by referring to ‘the postcolonial protagonist’, and using the name ‘Bertha Marks’.
Although at strategic points I draw a distinction between myself (as artist or maker
of the image and the person who performs my part as the postcolonial protagonist)
and the postcolonial protagonist (my character which is being portrayed), in the
main my speaking position slips fluidly between the two. When referring to the
postcolonial protagonist as she features in the artwork, I use the present tense.
However, when making reference to my experiences of displacement, I use the

past tense.

5 This amalgam of Bertha Marks and myself is hereafter referred to as ‘the protagonist’.

1o Aside from her presence in the form of her voice (which constitutes one of the three
narratives that make up the soundtrack of the DVD-ROM A Room of Her Own) and her image
as a child in Latvia as part of a family portrait, Freda Farber is not represented in the artwork.
As in the exhibition, she plays a cameo role in this thesis; greater emphasis is placed on Bertha
Marks’s and my subjectivities.
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Furthermore, my use of Bertha Marks’s full name does not necessarily refer to
Bertha Marks the historical figure; it rather denotes a combination of a part-
fictionalised, part-imaginary and part-historical persona. In speaking about
the historical figure of Bertha Marks, I use the past tense, but when referring to
her as a persona in the artwork, the present tense is used. The empirical facts of
her life experiences provided the basis for my perceptions of her but in making
and writing on the artwork, personal interpretation and imaginative projection
were necessary to fill in gaps in the historical sources. In my extrapolation of the
information gained from these historical sources, I do not attempt to speak for
Bertha Marks, but rather to evoke a sense of “empathic unsettlement” — a term
used by Dominick LaCapra (2001:87) to denote an experience of otherness by
putting “oneself in the other’s position while recognising the difference of that

position and hence not taking the other’s place”.

In the artwork, setting up a dialogical relationship between southern African
Victorian colonial histories and personal experiences within a postcolonial
environment enabled me to establish a fragile identification with a personal and
collective past that continues to exert an impact on the present. By inserting
myself into Bertha Marks’s narrative and historical context, in a sense, I re-lived
the past in the present, signalling that identity is not only contingent on space
but also continuously in-process over time (Van Rensburg 2008:43, 44). Shifts in
meaning between time and space as they intersect in a variety of configurations
are epitomised by Mikhail Bakhtin’s (1981:84; see also Van Rensburg 2008:41-46)
critical tool of time-space organisation, the chronotope, which fuses chronos (time)
and topos (space). Wilhelm van Rensburg (2008:43) provides a useful summary
of the chronotype. When applied to an artwork Bakhtin’s chronotope shows how,

first, in a particular genre or era, real historical time, space and actual historical

persons are articulated and, second, how fictional time, space and characters
are constructed in relation to one another. Bakhtin’s chronotope encapsulates
ways in which time becomes spatial and space is historicised in an artwork (Vice
1997:218). The work on Dis-Location is chronotopic in its implication that both the
relationship between time and space and the human subjects that occupy these
dimensions alter according to context (Van Rensburg 2008:41). Van Rensburg
(2008:43) explains that on one level, this relationship is defined as being the
means by which histories are represented in an artwork; on a second, as the way
in which histories can be constructed in an artwork through images of time and
space; and on a third, “as a means to discuss the properties of the artwork in

relation to other works”.

Despite their differences, the three personae’s experiences of displacement are
underpinned by questions related to their respective positions as white, Jewish,
southern African and South African subjects. The multifaceted positions that
Jews have occupied in southern African and South African society, particularly
during the apartheid era, constitute a broad area of investigation. While an in-
depth engagement with the formation and enactment of southern African and
South African Jewish subjectivities is beyond the scope of this thesis, I provide a
glimpse of them as they are metonymically represented in the persona of Freda
Farber. I single out her Jewish subjectivity for discussion because — given that
there is no singular South African Jewish subjectivity — to propose synchronic
linkages between the three personae would be problematic. Furthermore, all
subjectivities are inextricably bound up in specific cultural-historical moments,
and generational linkages are always rendered problematic by the diachronic

specificities that they elide.



(023‘:%

UNIVE
Yu

Throughout the artwork, leitmotifs of the quintessential English rose'” and
indigenous South African aloe®® are hybridised. While the rose is used as a
signifier of whiteness and ‘Englishness’, various species of indigenous aloes are
used as metonyms for South Africa or ‘the land’. In this sense the protagonist’s
body could be seen to represent the quintessential ‘English rose’® onto which
the ‘African’ aloe is grafted. My choice of the aloe stems from impressions of the
land, particularly scenes of the Eastern Cape and Gauteng, where the flowering
aloes in winter evoke a sense of landscape that is, for me, characteristically South
African.? In an evocative passage on the difficulties colonial writers experienced
when representing the southern African and South African landscape, JM Coetzee
(1988:7, 8) points to how landscape art and writing in southern Africa and South
Africa from the early nineteenth to the mid twentieth century revolves around

the question of finding a language to ‘fit’ Africa:

7" Roses are a highly developed, crossbred, hybrid plant species. The development of rose
breeding began with the import of Chinese roses into Britain in the early 1800s. These roses
were crossed with European cultivars to produce the varieties that emerged in the nineteenth
century (Quest-Ritson & Quest-Ritson 2003:8).

8 Since aloes interbreed freely, many are hybrids, making them difficult to identify. In most
of the artwork I used two commonly known indigenous species, the Aloe ferox and the Aloe
arborescens (Figure 1). Both are widely distributed, throughout the Swellendam area in south-
western South Africa, through the dry parts of the Western and Eastern Cape provinces and
southern KwaZulu-Natal, with some occurrences in south-western Lesotho and the extreme
south-eastern Free State (Van Wyk & Smith 2005:56).

1 ‘English rose’ is a term commonly associated with female English beauty: a woman with what
is colloquially known as a ‘peaches and cream complexion’, ‘soft, feminine features’, a certain
“grace and refinement, which transcend[s] class, a reserved sensuality that is never slatternly
and most vitally, a sense of honour, kindness and decency” (Sarah Maid of Albion 2008).

20 A sense of the aloe-encrusted landscape is echoed in the prospect poem written by Thomas
Pringle (cited in Coetzee 1988:163) during his residence in South Africa in the 1820s, titled
‘Evening rambles’. In it, he describes images of the eastern Cape for his British readers: “the
aloe rears her crimson crest, / Like stately queen for gala drest; / And the bright-blossomed
bean-tree shakes / Its coral tufts above the brakes”.
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This landscape remains alien, impenetrable, until a language is found
in which to ... represent it ... there exists [sic] plenty of authentically
African languages ... But their authenticity is not necessarily the right
authenticity ... For the European to learn an African language ‘from
the outside’ will ... not be enough: he must know the language ‘from
the inside’ as well, that is, know it ‘like a native’, sharing the mode of
consciousness of the people born to it, and to that extent giving up his
European identity ... Is there a language in which people of European
identity, or if not European identity then of a highly problematical South
African-colonial identity, can speak to Africa and be spoken to by Africa?

As aperson born and raised in South Africa, my experience of the landscape differs
significantly from that of the colonial artist or writer. Nevertheless, Coetzee’s
passage resonates with my initial concerns when choosing a signifier for the
land. While I would define myself as a ‘white African’, the question of how to
represent South Africa in a way that was not overdetermined or clichéd or that
risked promoting an essentialist or colonial stereotype of ‘Africa’ vexed me. I was
not seeking any form of ‘authenticity’ in representing the land (even if such a
concept could be determined) but sought a signifier which came from personal
consciousness of a person born to it or, to use Coetzee’s terminology, which came

‘from the inside’.

In addition to my perception of what a ‘typical’ South African landscape might
constitute, three other factors influenced my choice of the aloe. First, the aloe and
rose species are structurally similar in that they each comprise a whorl or rosette
of petals or leaves. This visual similarity allows for a seemingly endless formal and
conceptual play between the two species. Secondly, unlike roses which require
careful cultivation and regular watering, aloes are hardy and able to survive in
rocky, arid and semidesert conditions because they close their pores to retain
water. They are analogous to the immigrant for, as Ryan Bishop (2008:16) states,

the microclimate of the aloe “maintains sensitivity to both the external world and
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the internal necessity for survival”; both the aloe and the immigrant “do what is
necessary to survive”. A third factor is that the Aloe vera leaf is reputed to have
healing properties. The bitter-aloe leaves of the Aloe ferox plant are used to make
a purgative drug known as ‘Cape aloes’ that cathartically cleanses the body of
toxins (Van Wyk & Smith 2005:56). The leitmotif underpinning the exhibition, of
the protagonist stitching aloe leaves into her body, therefore suggests processes of
physical healing and purging that in turn are intended to point to psychological

traumas inherent in acculturation processes.

Figure 1: Aloe arborescens.
(Smith 2005:119).

14 Aims and objectives

An overarching aim of the research is to identify how the condition of being
displaced plays a key role in the processes of formation and transformation of
subjectivity and identity. Secondary aims are twofold. First, I aim to show how,
while each persona’s condition of displacement gives rise to dislocation, alienation,
and a sense of the unhomely, it can also be a generative space of possibility for the
emergence of new identity formations. A second aim is to demonstrate how each
persona’s epistemological reality constitutes several multifaceted heterotopias of
crisis. In the theoretical component, these aims are realised through the following

objectives:

e to locate the disjunctures of identity that result from each persona’s
geographical, social, cultural and/or psychological displacements

e tocontextualise these disjunctures within a temporal framework pertinent
to each persona

¢ to consider how the effects of displacement on subjectivity and new
identity formations are contingent upon each persona’s relation to the
Other or the other-within

e to show how each persona’s heterotopias are characterised by multiple
ambivalences or ambiguities

¢ toexplorethe generative possibilities of diaspora and processes of cultural
fusion and exchange, particularly with regard to the formation of new,

emergent and/or hybrid WESSA identities.
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In the creative work, my objectives are to:

represent three different encounters with the lifeworld from within their
respective space-time continuums

visually articulate the reconfiguration of subjectivity and identity arising
from historical and contemporary processes of displacement

use the female body as a inscriptive surface for narratives of immigrant
displacement

represent the protagonist’s attempts to adapt to her new environment
explore themes of grafting through visual means, suggesting how, in the
artwork, grafting leads to hybridity and psychological/cultural-political
spaces of liminality

demonstrating how grafting, attenuated by hybridity, while encompassing
cultural contestation and evoking psychological trauma, can also function
as a mechanism for enabling fecund junctures of cultural fusion

offer the protagonist forms of self-expression that privilege symbolic and
semiotic forms of signification

use the artwork as a means of potentially evoking affect

excavate the relationship between South Africa’s colonial past and a
postmodern, postcolonial present by revisiting nineteenth-century

Victorian themes within a contemporary context.

1.5 Research method

The research is conducted within a qualitative research paradigm and positioned
within a poststructuralist and feminist framework. In the theoretical component,

the research is interdisciplinary, drawing on cultural and historical studies,
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particularly colonialism, postcolonialism, feminism and whiteness studies. I
deploy cultural history in my examination of Victorian constructs of gender,
British settler and colonial women’s writings and Jewish immigration to Southern
Africa and South Africa from the late 1800s to 1935. Theories arising from these
studies are applied within a visual art context. Discourse analysis is used as a tool
to interrogate and expose selected ontological and epistemological assumptions
embedded within selected texts and images. Modes of questioning are empirical,
historical, conceptual, theoretical and exploratory. The research design is partially

interpretivist.

In the theoretical component, I use textual analysis, personal interpretation,
biography and autoethnography as primary research methods. Textual analysis
incorporates visual images and the written word. Critical literature analysis is
employed as a means of constructing an argument to support central premises
in the writing and practical work. Textual analysis extends to critical visual
analysis of selected historical artworks and the works on the exhibition. Images
are analysed in terms of iconographic choices, formal strategies, materials and
media adopted, from which thematic and conceptual deductions are drawn.
Through visual analysis, I contextualise the artwork and locate my art-making

practice within a theoretical framework.

The autoethnographic text is an account of a subject’s identity. While Michael
Fischer (1986) refers to autoethnography as “contemporary ethnic autobiography”,

many alternative definitions exist, most of which are congruent with one another

2t An interpretivist research design asserts uncertainty as a key principle and “encourages

varieties of data and different sources and analysis methods” (Henning, Van Rensburg & Smit
2004:20).
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and are pertinent to this study (see for instance Chang 2008; Denzin 2006; Fischer
1986; Pratt 1992). As a method, autoethnography is appropriate to both components
of the study as it offers a reflexive account of personal experience that is not only
autobiographical but reflects the subject’s understanding of her? “personal history
[as] implicated in larger social formations and historical processes” (Russell

1999). Allan Munro (2011:162) notes that the term ‘autoethnography’ is based on

a tripartite structure: “‘auto’ refers to the ‘self” ... (in this instance, the artist) ...

¢

ethno’ refers to culture ... and ‘graphy’ ... speaks to the act of writing (or ... any
act that commits form to idea)”. Key data-gathering and analytical processes are

captured in the practice of narrative (Munro 2011:162).2

In both components of the study, primary research is conducted by drawing
on information gained from four archival sources.?* The first is Bertha Marks’s
original letters to her husband, housed in the Samuel Marks Papers archive at
the Isaac and Jessie Kaplan Centre for Jewish Studies and Research (hereafter

the ‘Kaplan Centre for Jewish Research’) at the University of Cape Town. These

2 Inindividual cases, the subject is gendered in the text. If the subject who is being referred to
is specifically male, the terms ‘he’ or ‘his’ are used. ‘She’ is used in particular instances where,
as in autoethnographic writing, it is important to ‘write myself” into the text.

2 According to Munro (2011:161), because autoethnography falls within the paradigm of
qualitative research methods,

tdraws on the ontological position that the world is experienced and therefore
can only be tangentially described and predicted. The epistemological strategy
that goes with this ontological paradigm is one of interpretation rather than
facts and definitive conclusions. Given this, the position of the researcher
within his or her own paradigm needs to be embedded in the research process
and taken to be part of that research process.

24 Carolyn Hamilton (2010) defines the archive as an “inert repository of information ... a site
where the politics of knowledge emerge”. Relics become an archive when identified as having
importance — the archive is formed as a consequence of recognition and acknowledgement
(Hamilton 2010).

letters form an important primary source in both components, given that they
provide first-hand accounts of Bertha Marks’s homesickness for England, her
loneliness and alienation in her new environment and her frustration with her
position within Victorian gendered relations, while simultaneously revealing her

ingrained colonial prejudices and values.

The second form of archive drawn on is the Sammy Marks Collection of Photographs,
currently housed at the Sammy Marks Museum. This extensive collection
includes individual and group portraits (Figure 17), photographs of servants in
front of the family mansion, Zwartkoppies,? photographs of the house (Figure
2) and depictions of the family enjoying leisure activities. Thirdly, the Sammy
Marks Museum itself is a ‘living archive’ in that at the time of writing it is fully
furnished as it was during the period that the Marks family lived there (Figures
3 & 4). Fourthly, I draw on collections of personal family photographs, such as

those taken of Freda Farber and her family before leaving Latvia (Figures 18 & 19).

Exploratory research is applicable to the creative work. In the artwork, the
end result is not the proof of a distinct hypothesis but rather the investigative
process of praxis. In this type of research, variables are not known — they are
manipulated, and subjective observations can be made. These observations
may be argued through written critical literature analysis and/or documented
primary research. For example, the practical work is the visual and/or tangible

articulation of a concept realised through a series of formal decisions and choices

% Literally translated from the Afrikaans as ‘black hills’, Zwartkoppies was originally part of
a farm called Christienen Hall. When Sammy Marks acquired the farm, there was nothing on
it but a simple clay house. This was the original house in which Bertha Marks lived when she
arrived in South Africa. In 1885, Marks began building the mansion later known as Zwartkoppies
Hall (Mendelsohn 1991:33).
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Figure 2: Zwartkoppies Hall, Transvaal, c. 1900.
Sammy Marks Collection of Photographs, album SM nn.
Courtesy of the Sammy Marks Museum.

Figure 3: Section of the billiard room, Sammy Marks Museum, Pretoria.

(Illyria house [sa]).

Figure 4: Corner of the drawing room, Sammy Marks Museum, Pretoria, 2006.
Photograph by the author.
Courtesy of the Sammy Marks Museum.

of media, materials and iconography. These become part of the information
assembled in support of a central argument or theme. In the practical work, a wide
range of media and materials is employed, based on choices which best suit the
realisation of the underpinning concept of the artwork and ways in which these
media and materials might evoke affective responses. The written text of the
catalogue takes the form of an interview conducted with me by Sandra Klopper.
In my responses to Klopper’s questions, I outline the theoretical framework and
conceptual underpinnings of the artwork, contextualise Dis-Location within a
history of my art-making practice, provide a history of the research as it evolved
from a collaboration with the design team Strangelove, describe how source
material was processed during the production of the artwork, explain reasons

for my choices of media and materials (detailing ways in which these support

1
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content and possible readings of, or affective responses to, the artwork), clarify
my reasons for having chosen particular venues in which to exhibit the artwork
and touch on some of the predilections and anxieties that led to its production. In
the catalogue, I present comprehensive documentation of the works that make up
the exhibition and documentation of Dis-Location installed in the seven venues

in which it was exhibited.

1.6 Theoretical framework of the research

Theresearchislocated within a broader postcolonial, postmodern, poststructuralist
and feminist framework. Identity is defined within constructivist?® paradigms
wherein it is regarded as polyglot, performed, heterogeneous, in-process, plural
and relational — an unstable construction that challenges and destabilises
Enlightenment and modernist conceptions of cultural purity and authenticity.
Although the underpinning premise of the research is aligned with postcolonial
and postmodern discourse, it also brings into play those forms of identity that
fall into historical contexts by taking cognisance of modernist and colonial

perspectives.?

% In contrast to essentialist theories which posit identity as fixed, stable and unchanging.
Working across various interdisciplinary fields, constructivist theorists deconstruct the notion
of an integral, originary and unified identity constituted by the self-sustaining Cartesian
subject located at the centre of western metaphysics. They assert that postmodern identities
are fragmented and fractured; “never singular but multiply constructed across different, often
intersecting and antagonistic, discourses, practices and positions” and that identities are
“produced in specific historical and institutional sites within specific discursive formations and
practices” (Hall 1996:4).

% For instance, Bertha Marks’s subjectivity comprised a combination of colonialism, ethnic
othering and gender subordination, but was also constructed through the specificities of group
histories and ideological positionings.
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Dis-Location comprises three core narratives, titled Aloerosa (2006-2007), Ties that
Bind Her (2006-2007) and A Room of Her Own (2006-2007), as well as a collection of
prints and sculptures titled the Cultivar series (2006-2007) and a single print titled
Between Cup and Lip, Thought and Action (2006-2007). Although each narrative
series takes place in linear progression and the chapters in this thesis follow the
chronological trajectories of each persona, Giles Deleuze and Félix Guattari’s
(1988:7-12) concept of the rhizome is useful in understanding the disparate and
lateral trains of thought that characterise both components. Deleuze and Guattari
propose that because the rhizome has no beginning or end and grows according
to a pattern of multiplicity as opposed to singularity, it can act as a metaphor for
modes of thought that decentre and deterritorialise individuation. The rhizome’s
disparate, heterogeneous and multidirectional growth patterns, established
through a matrix of connections and disconnections, disrupt the structured
arboreal patterns of western thought. According to Deleuze and Guattari (1988:7-
12), the tap root and radical are figurative exemplars of the singular, hierarchical,
linear and dualist logic of western knowledge production. The rhizome — like
other terms such as ‘creolé’, ‘hybridity’, ‘heterogeneity’ and ‘métissage’ — is used in
postcolonial discourse as a critique of the binaries upon which colonial discourse
is founded (Braziel & Mannur 2003:4). Given the reoccurring motifs of plant and
human hybrids throughout the artwork and their metaphorical implications, the
rhizome’s ability to rupture, reform, connect and fuse with any point of another

rhizome (Deleuze & Guattari 1988:7) so as to become an(other) is significant.
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1.6.1 Narratives of displacement

The study is centered around forms of displacement and the attendant senses of
dislocation and alienation in relation to each persona. In each case, displacement
is shown to provoke mutations in subjectivity and identity, resulting in dissident or
disjunctive identities and relationships with place. Each persona’s narrative raises
questions around the consequences of displacement for a sense of (un)belonging
and the (re)making of identities across geographical, cultural, temporal, ethnic

and environmental borders.

Despite its comforts, Zwartkoppies was a place of physical and emotional
restriction for Bertha Marks. Her sense of physical isolation was coupled with
the intellectual, creative and psychological constraints of the gender constructs
that determined her life as a Victorian woman (Mendelsohn 1991:187). As John
Comaroff (cited in Goldberg 2000:82) observes, “Colonialism ... was about
managing heterogeneity, dealing with difference through imposition and
restriction, regulation and repression.” Management and control of racial, cultural

and class difference was institutionalised through what Anne McClintock (1995:47)
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and Laura Ann Stoler (1989a:635) refer to as the colonial ‘politics of exclusion’.

These were contingent upon the construction of categories and legal and/or social
classifications designating race, class and legitimacy of progeny and citizens (as
opposed to subjects of the British Empire) (Stoler 1989a:635). Stoler (1989a:635)
argues that the categories of coloniser and colonised were instated through
forms of sexual control that defined Europeans’ domestic arrangements and the
cultural investments by which they defined their identity. As she states, “Gender

specific sanctions delineated hierarchies of power by refashioning middle-class

YA PRETORIA

conventions of respectability,?® which, in turn, prescribed the personal and public
boundaries of race and class” (Stoler 1989a:635). These sexual prescriptions were
central to the politics of rule. Given the pivotal role that the politics of exclusion
played in colonial life, I argue that Bertha Marks’s sense of insularity was closely
linked to her upholding of hierarchical Victorian conventions of class, language,
race and gender differences. Thus, for Bertha Marks, the potential productivity
of cultural exchange is contingent upon her levels of adherence and resistance

to the politics of exclusion.

Like most British immigrant or settler women, Bertha Marks was reluctant to
embrace, or even adapt to, her new surroundings.? Rather, her identity was
constructed around a constant striving to maintain Victorian attitudes, behaviours
and values through assertion of Victorian codes of respectability, with their
inherent assumption of white supremacy. Living according to Victorian codes of
conduct must surely have resulted in a critical disjuncture between her subjectivity

and her lived experience of place in southern Africa.

Freda Farber’s displacement is explored through the dual lenses of historical
diaspora and complicity with the apartheid regime by virtue of her privileged

whiteness. Nostalgia, a characteristic of historical diasporic experience, is

28 Respectability was a Victorian code of conduct organised around a complex set of practices
and representations that defined appropriate and acceptable modes of behaviour, language
and appearance (Lemmer 2007:28). These social and moral codes regulated both gender and
class identities (Davidoff & Hall 2002:398; Nead 1988:28).

2 Helen Dampier (2000:1, 167) writes that settler women in the Cape between 1820 and 1890
sought to replicate Victorian ideals and customs, adding that, “Maintaining and advancing
British ideals, social systems and ways of life lay at the centre of every settler woman’s life.”
By inscribing the frontier with the Victorian values of respectability, hard work, decorum and
refinement, women attempted to tame it, to render it safe and familiar, instead of frighteningly
unknown (Dampier 2000:i).
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proposed as a sense of double consciousness — a way of inhabiting a heterotopic
space of otherness that is simultaneously here and there. I suggest that from
adulthood onwards (circa 1958- ), as a member of the South African Jewish
community and as part of the white minority, Freda Farber took a similar double
stance in relation to apartheid policies. In her case, displacement led to a particular
kind of adaptation to her new environment that involved a form of tacit complicity

with the injustices of apartheid.

My experiences of displacement in postapartheid South Africa are set in the
timeframe just prior to the time of making the artwork (2000-2006), which was
the period during which these experiences resonated strongly for me. My sense
of psychological dislocation from, and consequent experience of displacement
within, postapartheid South Africa was rooted in a heightened awareness of the
power and privileges my whiteness affords me. This awareness prompted in me a
desire to re-evaluate my past in the present of postapartheid South Africa, coupled
with a need to relocate myself within this environment. Such relocation entailed
processes of self-scrutiny and self-criticism, necessitating assessment of those
Anglo-Saxon legacies that constitute a form of deeply internalised colonialism, or

what Melissa Steyn (2001:128) calls “tutelage into whiteness”.?° These processes

30 In relation to her childhood in South Africa, Steyn (1999:267) reflects that, “my whiteness
certainly retained a colonial grain”. She continues that before 1994, as a ‘white’ in South Africa,
one “lived close to one’s imperialism”, in contrast to the situation in the United States of
America (USA), where the structuring framework of colonial imperialism was psychologically
more distant (Steyn 1999:266). She ascribes this to demographic differences — in the USA whites
were in the majority; as the minority, blacks represented no serious challenge to them. This
configuration created a confident, stable ‘white’ centre, in which others could be considered
psychologically ‘far’ (Steyn 1999:267). In contrast to this “Distant-Other-Whiteness”, Steyn
(1999:267) suggests that her subjective experience of whiteness in South Africa was a “Present-
Other-Whiteness” that had to do with “sensing the ‘other’” as a psychologically close, “active
presence in my ‘white’ psyche” (Steyn 1999:267).
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of re-evaluation were traumatic, as they entailed making conscious attempts to
shape a new identity by discarding and/or reassessing naturalised Eurocentric
values, morals, ideologies and customs embedded in South Africa’s colonial past
and within my consciousness, while retaining those that still seemed relevant to
my sense of self. Although this re-evaluation was a personal process, it was, and is,
also public, as post-1994 reformative changes have brought South African society
into postcoloniality and cultural, racial and political identities were, and are,

being reframed on contested political and psychological terms (Steyn 2001:xxiv).

Steyn (2001) and Gerald L’Ange (2005) identify displacement as a psychological
state which informed the larger white South African public consciousness during
the first decade after transition. This was a time in which WESSAs felt a sense of
urgency to confront the instability of their positionings in the new dispensation
in definitive terms (Steyn 2012). As underpinnings of white identity were being
challenged through processes of transformation and redress, many WESSAs
felt that they had been severed from their European roots (Steyn 2001; LAnge
2005:xxiii-xxviii). In a panel discussion, Steyn (2006) commented that after 1994
she perceived a “crumbling of the old certainties of what it meant to be white
in South Africa”, noting that many whites felt “dislocated” from the country, as
anchors that had previously held the master narrative of whiteness® in place were

shifting or had been removed.

3L Asocially constructed system that has been naturalised as normative in First World, western
culture.
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The ideological thrust of apartheid denied pride in black identity, giving rise to
a post-1994 societal challenge of defining what postapartheid identities might
constitute. This challenge led to the emergence of various discourses, such as
Pan-Africanism and then South African Deputy President Thabo Mbeki’s (1996)
re-evocation of the utopian concept of an African Renaissance.?? Mbeki’s vision
can be characterised as “a rallying summons to rebuild Africa in its ‘own’ (pre-
colonial) image, to nurture a resurgence in African arts and culture, and thus
extend South Africa’s struggle and anticipated success to the rest of the continent”
(Law 2005:108). In its validation of ethnic signifiers, the African Renaissance
is seen as “refram[ing] and interpret[ing] these ... through ... a broader African
experience” (Klopper 2000:217). To mark the occasion of the adoption of the South
African Constitution on 8 May 1996, Mbeki — then Deputy President — quoted
the Freedom Charter of 1955 in a speech to the Constitutional Assembly, in which
he made “a firm assertion ... that South Africa belongs to all who live in it, black
and white” (Mbeki 1996). As Jennifer Law (2005:108) comments, this statement
articulates what the South African Constitution, as a charter and social contract,
defines in legal terms. In their implication that every “fragmented, dispossessed,
and irresolute identity, every descendent of a migrant settler, every child of an
indigenous ‘native’” is part of the reborn nation, Mbeki’s words re-image a nation
in which “there are no strangers, only citizens” (Law 2005:108). The combination of
the Constitution and Mbeki’s words expounds a utopian ideological unification of

individuals in an equalised citizenship that, although ideal and desirable, was, and

2 The concept of the African Renaissance, mentioned by President Nelson Mandela at a
conference of the Organisation for African Unity in Tunis in 1994 and later popularised by
President Thabo Mbeki during his term of office, was an indication that government wished to
align itself with the African continent, as opposed to retaining its Eurocentric heritage that had
been in place since the 1600s (Van der Watt 2003:19).

remains, besieged by many obstacles. One of these is that those ‘white Africans’
who staked their identities on their privileged whiteness became politically
subordinated in a country that has been, and still is, in the process of redefining
itself as African within the context of the African continent (Steyn 2001:xxii). As
Steyn (2001:xxviii) observes, postcolonial narratives redefine and problematise
identities for those interpellated by discourses of whiteness, bringing them into
dialogue with otherness. Postcolonial discourses on hybridity seek to break down
Manichean binaries between black and white to find an intermingled area of
generative possibilities that may arise from cultural contact and exchange. Yet,
despite the prevalence of such discourses, for many WESSAs ‘belonging’ and

‘home’ were, and still seem to be, contested terms.*

1.6.1.1 Heterotopias: sites of displacement

According to Kevin Hetherington (1997:46, emphasis added), heterotopias are
sites wherein “all things displaced, marginal, novel or rejected, or ambivalent”
are represented. In this thesis, the heterotopia, as defined by Foucault (1986),

is positioned as a ‘site of otherness’ or ‘displacement’. The three personaes’

3 In 2001, after having conducted a series of interviews with groups of WESSAs in
Johannesburg, Cape Town and the rural Eastern Cape, Salusbury and Foster (2004:94) conclude
that in contrast to Afrikaners, “a ... reason for the lack of theory pertaining to WESSAs has been
that there is apparently very little to be said about them. They have historically adhered to
the philosophy of individualism and have resisted defining themselves according to group
membership.” WESSAs’ minimal sense of nationalistic group consciousness is evident in the
lack of self-reflexive literature, community cohesiveness and cultural or political organisations
that represent their interests (Salusbury & Foster 2004:94). Possibly due to this absence of
group articulation, WESSAs “feel a lack of purpose, of direction: they want to feel they belong
[but] they don’t know what to belong to” (Guy Butler cited in Salusbury & Foster 2004:95).
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occupying an ‘other place’ that differs from the normative) result in heterotopias

of crisis.

Medically the term ‘heterotopia’ is used to describe misplaced body parts, or
the presence of normal tissue at an abnormal bodily site: it can be used to refer
to parts of the body that are displaced, absent, extraneous, or foreign to the
body (Jorgensen 2010:4). Foucault (1986) extends the medical term to apply to
textual and social space; in the case of social space, he considers the body as an
occupied space in society and the transposed flesh or organ as a site of cultural
and social significance. Heterotopias are “places of Otherness, whose Otherness
is established through a relationship of difference with other sites, such that their
presence either provides an unsettling ... or an alternative representation of spatial

and social relations” (Hetherington 1997:8).34

Foucault (1986:24) describes the heterotopia as a “real” dislocated or “other” site
that may occupy mental and/or physical space, in contrast to utopias,® which
are “fundamentally unreal spaces” existing only in the imagination. Whereas
heterotopias do not exist independently of reality, utopias are fictitious and

invented (Topinka 2010:57). Foucault (1986:24) speaks of heterotopias as being

34 Foucault (cited in Johnson 2006:78) uses a number of verbs to describe the heterotopia’s
relation to other sites: “they mirror, reflect, represent, designate, speak about all other sites but
at the same time suspend, neutralize, invert, contest and contradict those sites”.

% Utopia, a term coined by Sir Thomas More (1985 [1516]), expresses the desire for a better way
of life; a space occupied by those wishing to “make some change to society and seek[ing] to
bring about that change” (Hetherington 1998:123). It is usually used in the context of an attempt
to create a perfectly ordered, stable and properly governed society, in which the principles of
freedom are upheld (Hetherington 1997:viii). Utopias are represented through literary, filmic,
religious, political and spatial descriptions of alternative societies. They can be supplemented
in the form of daydreams and fantasies, critiques of existing conditions and the desire for
transformation (Johnson 2006:82).
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“outside of all places, even though it might be possible to indicate their location
in reality”. Heterotopias not only stand in contrast to utopias, but “unstitch,
undermine and transform” them (Johnson 2006:84). Although Foucault (1986:24)
describes heterotopias as “effectively enacted utopias”, Peter Johnson (2006:84, 85)
reiterates that, as opposed to utopias, heterotopias do not offer any primary form
of resistance, redemption or liberation. Nevertheless, following Foucault, it may
be argued that heterotopias can have a connection to the illusionism of utopias:
they are often real places articulated or envisioned through the imagination or
perception. Heterotopias may include urban and geopolitical spatial constructs
(such as hinterlands, wonderlands and borderlands), physical and material
spaces, as well as conceptual (psychological, imaginary), virtual and immaterial
spaces. As I show with reference to multiple, diverse forms of heterotopias in the
chapters to follow, heterotopias have no singular, ‘pure’ form; rather, they exist in
avariety of formations and combinations that reverberate with and against each

other (Johnson 2006:84).

Foucault (1986:24-27) classifies heterotopias according to six principles. First of
all, although the forms they take are heterogeneous, heterotopias are universal;
secondly, heterotopias function in relation to all sites. The latter principle
includes ‘heterotopias of illusion’ that create a space of illusion which exposes real
space and ‘heterotopias of compensation’ which create a real space that is other
(Topinka 2010:56, 57). Thirdly, society can refashion their use over time to allow
them to function in different ways; fourthly a heterotopia may be a single, real
place in which several spaces, sites or elements are juxtaposed; fifthly, ‘temporal’
heterotopias are connected with both the accumulation of time (exemplified in
the museum) and its fleetingness (as evident in sites where time is transitory and

precarious such as the fairground or festival); and sixthly, ‘heterotopias of ritual
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or purification’ that require a system of opening and closing which isolates them
from other spaces while retaining their penetrability. Heterotopias are therefore
ambivalent and uncertain spaces owing to the multiplicity of social meanings

that are attached to them (Hetherington 1997:41).

Foucault (1986:24, 25) further divides heterotopias pertaining to the first principle
into two types: spaces of “crisis” and of “deviation”. The former house people in
states of crisis (menstruating or pregnant women, the elderly) and include shelters
such as orphanages, rest or retirement homes. They are sacred, privileged or
forbidden sites (for example, monasteries or brothels). Sites of deviance, such as
prisons, military camps and psychiatric asylums, are for those whose behaviour
deviates from societal norms. Heterotopias can thus be both “marginal and central,
associated with transgressive outsiderness as well as ‘carceral’ sites of social

control” in which the desire for a perfect order is manifest (Hetherington 1997:46).

While heterotopias are “counter-hegemonic spaces that exist apart from ‘central’
spaces that are seen to represent the social order” (Hetherington 1997:21), they
are paradoxically also connected to them. Connections between heterotopias
and other systems of ordering create a discordant yet productive conflict of
spaces, as one system of ordering challenges another (Topinka 2010:63). Although
heterotopias are frequently described as sites of resistance (see Bosteels 2003;
Genocchio 1995; Johnson 2006), Hetherington (1997) and Robert Topinka (2010)
offer distinctively nuanced readings of this description, both of which I follow.
Hetherington (1997:9) considers heterotopias as “spaces of an alternate ordering™;
Topinka (2010:55, 56, emphasis added) reiterates Foucault’s (1986) proposition
that heterotopias are “sites of reordering”. Topinka (2010:56) argues that the

heterotopia is a “space where the telescoping of many spaces in one site leads to

the intensification of knowledge and a revelation of the governing principles of
that order”. Hetherington (1997:46) expands on this idea, proposing that because
heterotopic sites destabilise established orders, such sites can facilitate acts of
resistance and transgression, which are processes that can become alternative

forms of ordering.

Heterotopias problematise knowledge by removing, and thereby revealing, the
ground (or grid) upon which knowledge is based (Topinka 2010:62). As Topinka
(2010:60) explains, “heterotopias hold up an alternate order to the dominant ordet,
providing glimpses of the governing principles of [that] order”. These glimpses
emerge through connections established between heterotopias and the dominant
order. The contestation of classification systems is a result of the spaces between
each element in the heterotopia having been removed. There is thus no longer a
supporting order against which separation and distinction of elements can occur
(Topinka 2010:60-63). In conventional modes of perception, knowledge “always
occurs in the interstice ... what we know ... is not the thing in itself but the space
between the thing and something else” (Foucault 1970:150). It is because of the
underlying support that elements can be recognised and known; its removal or
destabilisation “represent[s] nothing less than an attack on our way of knowing,
a direct assault on our episteme”, rendering the heterotopia an unsettling site

(Topinka 2010:62).

1.6.2 Cultural contacts and exchanges

In the artwork, Bertha Marks’s and the postcolonial protagonist’s experiences of
displacement prompt a need to redefine their identities in terms of heterogeneity.

Similarly, the postapartheid era has necessitated rethinking and reformation of
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South African identities in ways that destabilise homogenous forms of national,
ethnic and cultural identity (see for instance Nuttall 2009; Wasserman & Jacobs
2003; Zegeye 2001). In this context, the constructivist notion of identity as fluid,
multiple and unstable is relevant, yet rendered more complex by the difficulties
of fixing these positions in a socio-political environment where the very notion
of identity is emergent and contingent upon socio-political terrain and history

(Farber 2010¢:304, 305).

Within Stuart Hall’s (2000 [1996]) postcolonial framework, destabilisation of
identity comes about through “differences that have been brought together so
that they make contact” (Brydon 1995:136). Postcolonial discourse offers a range
of terms to describe processes of cultural contact, fusion, intrusion, disjunction,
crossovers and assimilation. Although many of these terms might be applied in an
examination of how processes of cultural exchange are effected in the artwork, they
might also operate as useful points of departure for analysing currently emergent
South African cultural identity formations and as such could be pertinent to the
research. Venn (2010:322) provides a comprehensive overview of this vocabulary
which I cite and add to. His overview addresses issues in terms of concepts such
as the term ‘acculturation’, which is also referred to as ‘roots and routes’ (James
Clifford; Paul Gilroy); ‘doubleness’ (WEB Du Bois); ‘hybridity’ (Homi K Bhabha;
Néstor Garcia Canclini); ‘transculturation’ (Garcia Canclini; Fernando Ortiz);
‘belonging and unbelonging’, ‘uprooting/regrounding’ (Sarah Ahmed); ‘translation,
syncretism and creolisation (or métissage)’ (Edward Ricardo Braithwaite; Edouard
Glissant); ‘intersystems’ (Lee Drummond); ‘ethono-, media-, techno-, finan- and
ideo-scapes’ (Arun Appadurai); ‘amalgamation (or the Brazilian mestizo)’ (Gilberto
Freyre); ‘borderlands (or mestizaje)’ (Gloria Anazaldua); ‘semiotic psychology’

(Yuri Lotman) and ‘co-optation’ (Ashis Nandy). In Venn’s words (2010:322), “These
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...concepts... register the fact that the crossing of borders by cultures and peoples
brought together through migration, trade, war, environmental pressures and so
on, results in subjective turmoil that triggers [the] forging [of] new identities and

new ways of being.”

In their analysis of emergent postapartheid South African cultural identities,
Sarah Nuttall and Cheryl-Ann Michael (2000:6) favour the term ‘creolisation’ to
describe the multiple transformative fusions prevalent in postapartheid South
Africa, arguing that it offers a more nuanced understanding of identity and
culture than multiculturalism and hybridity.*® For Nuttall and Michael (2000:6),
creolisation, or “the process whereby individuals of different cultures, languages,
and religions are thrown together and invent a new language, Creole, a new culture
and a new organization”, can be “dynamic and self-conscious” or an osmotic,
unpredictable process of cultural exchange. Nuttall (2009:22) examines how
work done elsewhere on creolité might be employed in a postapartheid context,
specifically in studies dealing with South Africa’s legacy of violence. She suggests
that if it were to be applied to aspects of the South African cultural archive, creolité
“might offer a programme of possibility in relation to neglected questions, a point
of interrogation directed towards a richly complex and extremely conflictual

history” (Nuttall 2009:22).% Furthermore Nuttall (2009:1) proposes “entanglement”

3 Nuttall and Michael (2000:6) propose ‘multiculturalism’ as a term that stands close to
the metaphor of the Rainbow Nation which was coined by Archbishop Desmond Tutu and
enthusiastically taken up after the 1994 South African elections. Yet, as they note, by 2006
this metaphor was already somewhat tarnished because, in their view, it posits a form of
multiculturalism that is about “polite proximities, about containment” and thus perpetuates
apartheid conceptual structures of separation (Nuttall & Michael 2000:6). See footnote 40 for
detail on how these authors see the terms ‘creolisation’ and ‘hybridity’ as differently nuanced.
%7 In her interrogation of the assumption, often made by Marxist critics, that processes of
creolisation are devoid of conflict, Nuttall (2009:21) leans towards creolisation as a form of
integration that includes resistance and contestation. These assumptions draw on the premise

18



(023‘:%

UN
UNIVE
Yu
as another descriptor of past and present South African identities. She uses this
term critically, not only in relation to race but to explore other registers, material
life and modes of identity-formation in postapartheid South Africa. She phrases

her description of the term poetically:

Entanglement is a condition of being twisted together or entwined,
involved with; it speaks of intimacy gained, even if it was resisted
or ignored or uninvited. It is a term which may gesture towards a
relationship or set of social relationships that is complicated, ensnaring,
in a tangle, but which also implies a human foldedness. It works with
difference and sameness but also with their limits, their predicaments,
their moments of complication (Nuttall 2009:1).

Iacknowledge that because it suggests a complex range of generative possibilities
arising from cultural contact and exchange, entanglement can play a critical role in
redefining identities for those previously interpellated by Eurocentric discourses.
I also recognise Garcia Canclini’s (1995) anthropologically oriented interpretation
of hybridity (or transculturation) as being well suited to the analysis of processes of
hybridisation in relation to South Africa’s particular socio-historical circumstances.
Garcia Canclini (1995:xxx) suggests that hybridity is “a process [to] which we can
gain access and which one can abandon, from which one can be excluded or to
which we can be subordinated, [and in so doing] it is possible to understand the
various subject positions implicated in cross-cultural relations”. His conception
of hybridity, initially formulated in the context of Latin America’s adaptation to

modernity, refers to globalising processes that accentuate cross-cultural contact

that processes of creolisation are not based on materialities and that use of the concept as
a theoretical tool therefore sidelines issues such as class struggles, social hierarchies and
inequalities. Yet, as Herman Wasserman and Sean Jacobs (2003:16) note, creolisation is not
devoid of power struggles; neither does it signify a complete break with the past. This is borne
out, for instance, in the way South African society still reflects economic inequalities which
coincide with past racial divides that affect cross-cultural movement (Wasserman & Jacobs
2003:16).
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and exchange by creating world markets for money and material goods, messages
and migrants (Farber 2010a:131). As such, it may be usefully adapted to describe
processes of entering and exiting modernity in African nation states and to denote
forms of transcultural contact such as those that are relevant to postapartheid
South Africa. Although Garcia Canclini (1995:xxxiv) is well aware that globalising
interactions may diminish the autonomy of local traditions, he also argues that
they foster a variety of hybridisations in production, communication and styles
of consumption. I therefore give credence to the view, without bearing it out in
my argument, that Garcia Canclini’s work on Latin America could be useful in a

postapartheid South African context (Farber 2010a:131).

While acknowledging that creolisation, entanglement and other forms of
transculturation processes are potentially useful theoretical tools for analysing
the multiple forms of transformative fusions prevalent in postapartheid South
African society, for research purposes I position my discussion within the
parameters of the term ‘hybridity’. Albeit that hybridity is a contested term, given
its correlations with the creative work — in which organic species of plants and
human skin conjoin through grafting — my use of it is strategic in that it refers
to both biological and cultural ‘merging’. Like the term ‘grafting’, its etymology
is biological and botanical. It is commonly used in postcolonial discourse to
describe a range of social and cultural borrowings, exchanges and intersections
across ethnic boundaries and the emergence of new cultural forms that might
ensue from such combinations. While recognising postcolonial criticisms of

hybridity® such as David Theo Goldberg’s (2000:82) view that in ‘fusing’ the

38 Onecriticismisthe argument that the concept of the hybrid, asused in postcolonial discourse,
is inherently dualistic because it is based on two sources, each of which has its distinct origins.
In coming together to form a third variant, aspects of these origins remain manifest (Nuttall
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heterogeneous, hybridity reasserts homogeneity (in his words, it “fixes the
flux and flow, orders the dis-orderly, renders more or less safe by ‘capturing’
the transgressive expression of the hybrid”) and the discomfort of some South
African theorists with the application of the terms ‘hybridity’ and ‘creolisation’
in a South African context because of their association with the state-sanctioned
racial construct of ‘colouredness’ under apartheid (Nuttall 2009:21; see Jacobs
2002),* I align my use of the term ‘hybridity’ with Bhabha’s (1994) reading of it.
In my understanding, Bhabha overcomes such criticisms by shifting the concept
of hybridity towards a theorising of what he calls the “Third Space of Enunciation’
that destabilises all identity. Bhabha’s hybridity is a space of cultural resistance
— a ‘third term’ “which can never ... be third because, as a miscreated perversion
of its progenitors, it exhausts the differences between them” (Young 1995:23).4°

Bhabha stresses that the concept of hybridity must not replicate or reify binary

& Michael 2000:6). However, as Chris Barker (2004:90) observes, hybridisation involves a
mixing together of that which is already hybrid. Few if any cultural formations are bounded
and homogenous; rather, they are hybridised forms that may be further divided along the lines
of gender, class, nationality, age and so on (Barker 2004:90). For a detailed critique of hybridity,
see David Theo Goldberg (2000:723-786).

3 Nuttall (2009:21) advances the view that such uneasiness is due to correlations drawn
between the ‘mixed’ nature of the terms ‘creolisation’ and ‘hybridity’ and the apartheid state’s
construct of ‘colouredness’ that acted as an intermediatory zone between blacks and whites.
Thus, as Nuttall (2009:21) concludes, “the interpellation of ‘colouredness’ as neither black
nor white (according to an ideology of racial purity)” is often considered by South African
academics to be a “racist and suspect” notion.

40 While acknowledging Young’s reading of Bhabha’s Third Space of hybridity, Nuttall and
Michael (2000:6) argue that Bhabha still advocates difference by basing his argument on the
dualities of challenge and opposition. They propose creolisation as being more applicable to
a South African context because, unlike Bhabha’s Third Space, it is not confined to resistance
but offers a “more varied sense of the making of identities” (Nuttall & Michael 2000:7). They
support their argument by reference to Edouard Glissant’s (cited in Nuttall & Michael 2000:7)
explication of creolisation as an ongoing process inherent to all forms of cultural encounters:
“If we speak of creolised cultures ... it is not to define a category that will be opposed by its
very nature to other categories (pure cultures) ... Creolisation as an idea is not primarily the
glorification of the composite nature of a people: indeed, no people has been spared the cross-
cultural process ... To assert peoples are creolised is to deconstruct the category of ‘creolised’
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that is considered as ‘halfway between two pure extremes’.

categories of the past but rather call attention to the mutalities of the postcolonial
condition and facilitate the generation of new, non-essentialist modes of cultural

(ex)change (Farber 2010a:131).

1.6.3 The address of the other*

In the artwork, the protagonist’s actions of grafting, which arise from a sense of
displacement in her new location, lead to hybridity and new subject formations.
During this process, Bertha Marks and the postcolonial protagonist encounter
the other of postcolonial discourse,*? but differentiations between what would
most likely have been Bertha Marks’s understanding of selfhood and otherness
and mine are drawn. For Bertha Marks, the Other is positioned as the negative
polarity of the Self/Other binary — a dichotomised, polarising framework based on

Manichean, hierarchical categories of description and classification upon which

4 The phrase ‘the address of the other’ suggests dialogic acts of speaking: engagement
with issues (dealing with, attending to, focusing upon, taking up, adopting), referential acts
(referring to, gesturing towards, indicating) and the location of speaking (where one is literally
and figuratively when one speaks: the address of one’s address) (Farber 2010¢:304).

42 This conception of selfhood and otherness goes beyond the other of psychoanalytic theory,
in which the emergence of the individual self or the ‘T’ inscribes an Other. I discuss this Other in
Chapter Five, with reference to Lacan’s definition thereof as a symbolic site at which the subject
is constituted. For Lacan, the subconscious is the discourse of the Other, formed at the moment
of the child’s constitution via entry into the symbolic order (Barker 2004:140). The symbolic
order is the homogenous, naturalising structure within language in which “fixed classifications”
such as vocabulary, grammar and syntax, as well as the “rules of logic”, innately suggest a unity
(Felluga 2003). The preverbal state of the Other is positioned as ‘lack’ and associated with the
feminine (Barker 2004:140). My use of the term ‘the other of postcolonial discourse’ refers to the
dialogical relation between self and other; the ‘T’ and that which is ‘not I, or ‘You’. As Jacques
Derrida and feminists such as Luce Irigaray, Julia Kristeva and Hélene Cixous (among others)
have shown, historically — in colonial and patriarchal, phal