
Rupi Kaur and the Poetics of Rehoming 

As an ‘instapoet’, Rupi Kaur is viewed dubiously by the both the media and academic critics, but 

this essay will argue that her work raises important postcolonial issues. Her work is often studied 

in relation to women’s bodies, but this essay will direct itself more towards the colonial body. In 

using the platform of Instagram, she creates a new space online, which she uses as a mediating 

factor in the rehoming of the individual back into their own body. 

Walter Mignolo proposes the word ‘delinking’ to describe the ‘decolonial’ process, and this 

involves a delinking from the nation, from the colonised body, and from the colonial use of 

language. Such a delinking is evident in Kaur’s language of splitting or tearing away: ‘you split 

me open/in the most honest/way there is/to split a soul open.’ Mignolo argues that coloniality 

must be a ‘process of inventing identification’, and so a process of decoloniality would be a ‘des-

identification’. This idea requires a finding of a new kind of space for the individual to exist, and 

re-identify, within – and Kaur finds this space on the platforms of the internet. Such a new space 

facilitates delinking by removing itself from the ideology of nation; it is an open space rather 

than a ‘territory’ with militarised connotations. Kaur’s cyberspace is also anti-cartographic, i.e. it 

stands against the very idea of borders: it is not measured by its boundary, rather by the content 

of its community which is distinctly inclusive instead of exclusive. However, it is important to 

note that this is not black and white: Instagram is only available to those wealthy enough to use 

the technology, and who live in countries where the site is not blocked. Although this means that 

Kaur’s plight for anti-cartographic space may not be entirely successful, the attempt is 

noteworthy. Hilary Kiwono comments that ‘the use of boundaries to separate imaginary 

outsiders from insiders has led to conflictive identities and oppressive power relations.’ So by 

attempting to abolish the traditional boundaries inherent in the idea of nation as space, Kaur 



attempts to dismantle the colonial power relations brought about by such. The French sociologist 

Henri Lefebvre’s study The Production of Space is also helpful in this discussion: he suggests 

that ‘every society produces spaces, and that such production is prerequisite for (re)production of 

social relationships’. The internet is a new kind of space and a new kind of society, and thus the 

social relationships Kaur constructs depend on the openness of her cyberspace. She inspires a 

space outside of nation and relationships that mirror that. 

As well as facilitating the ‘delinking’ from the ideas of coloniality, the internet also acts as a 

coordinator – a mediating facilitator between the colonised individual and the decolonised 

individual: it initiates a delinking, and then a relinking back to the body. This process can also be 

described in S. Kruger’s terms of the ‘rehoming’ of the diasporic subject (Kaur is in an Indian-

born Sikh who lives in Canada): ‘Kaur resists diasporic “unhoming” but recovers diasporic 

subjectivity as one that “homes”’. A sense of belonging is essential to postcolonial ideology and 

discourse, and Kaur addresses this anxiety in her poetics of the body.  

 

As a concrete poem, ‘Welcome’ addresses the idea of the body as a place of penetration for men, 

but this can also be extended to the infiltration of the nation by imperial forces – an idea that 

manifests itself in the concept of the ‘body politic’. The irregular curves and lines of the breast, 



waist, and legs put emphasis on this body as of an individual; part of a collective by nature of 

being a woman, but inevitably belonging to its own shape and form. The placement of the 

writing within the body suggests that the ability of the individual to define itself – ‘reidentify’ in 

Mignolo’s terms – rests within the body. The image also evokes the idea of a birth – a creation of 

identity that comes from the body rather than from a colonial process of identification. 

The reidentification of the self within the body is explored also by the poem ‘The Next 

Time’: 

 

The line ‘your body/is not his home/he is a guest’ locates the site of the individual’s home as 

within her own body. The organic nature of the growing mushrooms and plants establishes the 

body as a site of fertility and bounty and suggests that the body is a natural habitat for the mind. 

The sacredness of such a habitat is exemplified by the line ‘never outstep/his welcome’, which 

develops the invasive imagery of ‘Welcome’, resisting colonialist tendencies of infiltration 

(‘outstep’ contains echoes of the steps of soldiers). Kruger notes that ‘global south, women of 

colour bodies are the site for the state’s negotiations of nationalism: their bodies are not their 



own, but exist for the purposes of reproducing global north nations’. Kaur reevalautes the body 

as an individual home that resists invasive assailants, but not a Utopian one that is without 

gender or race. Such determining factors contribute to the struggle of the decolonial individual, 

and so they are not ignored by Kaur. 

Kaur also rejects the idea that bodies are ‘left behind’ by users of the internet, instead 

redirecting the reader back towards their body. The internet can never truly be ‘disembodied’ 

because it is being viewed by the eyes, and information is processed in the head. Petar Jandrić 

and Ana Kuzmanić suggest that ‘we can sit in our rooms and armchairs and look into the digital 

territories created by the internet, but we can also – and often simultaneously – situate ourselves 

in the digital territories of the internet and look back through the screen into our rooms and 

armchairs’. Although I would disagree with the terminology of ‘territory’, which implies 

borders, and would favour the term ‘space’ as delimited, this idea is indeed reflected by Kaur, 

who uses the internet as a mediating factor in the relocating of the self in the body, as well as the 

‘rooms and armchairs’. She rehomes the cyber-individual back to their original, natural home – 

and this is perhaps why images of nature abound in her poetry. 

A third poem, ‘Women of Colour’, also exemplifies this idea of ‘rehoming’: 



 

This poem relocates the decolonial individual in the body rather than in the ‘object’ of a book: 

they are not an occidentalist book of stories for westerners to gawk at, but a body of stories 

passed down through generations like the very DNA of their tissue. Again the lines of the 

illustration are irregular, imperfect and thus individualised. Like the tomb of the unknown 

soldier, the image (without a face, as Kaur’s often are) stands for all decolonial women, but with 

the understanding that each is their own and so cannot be overtaken by colonial powers. Latoya 

Lee argues helpfully that ‘homeplace is a conscious site of resistance’, and Kaur accordingly 

uses her poetry as such a site of contestation, rehoming the individual in their own body via the 

internet. 

Kaur’s resistance is distinctly textual: there is nothing traditional about her aesthetic as she 

attempts to move past the greco-roman roots of English literature, delinking from what Mignolo 

terms ‘the legacy of modern aesthetics’. Her elementary verse is often protested by critics such 

as Rebecca Watts, who argues that its simplicity denotes the ‘denigration of intellectual 

engagement and rejection of craft’. In actuality, this simplicity serves an important purpose in 

removing itself from the values placed by the West in complex and gnomic language as ‘high’ 

art: she attacks the very idea of ‘register’. By often putting the title at the end of the poem, she 

subverts tradition and suggests that definition can only come after thought, not before. Her lack 

of grammar also attacks the very basis of the English language. The use of illustration and text 

may be akin in some ways to Appollinaire’s calligrams, or children’s illustrations, but Kaur 

subverts these tropes by including language within, on, in, and alongside the body. As a new 

space is created online, so the linguistic ‘space’ is altered and made new.  

The final question in a postcolonial study of Kaur is whether she can be truly decolonial, if 



she uses the English language, an abundance of traditional metaphor and simile, and the 

distinctly western platform of Instagram. I would argue that rather than succumbing to the 

pressure of western artistic ideals, she seeks instead to advance a postcolonial message by using 

the tools of colonialism. The colonial machinery of English and Instagram is used to disrupt its 

own discourse. This aligns with Mark Fisher’s study Capitalist Realism, in which he argues that 

capitalism can no longer be critiqued outside of its own apparatus. It can be argued that 

Instagram is partisan to a colonialist agenda, but in carving out her own space within it, Kaur 

attempts to use the colonial tool against itself. Rehoming onesself in the body, she suggests, 

represents an active, postcolonial resistance to the idea of unhoming or invasion. 
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