To She, who is the eternal light
The eternal darkenss,
To She who is both the great Goddess
And the great Demoness,
To She, whose menacing laughter and terrifying scream
reverberates like the bellowing of a thousand-jstokals,
To She, who roams tlseemation grounds
And straddles the dormant Shiva,
My humblest salutations to
The Defiant and Divine Feminine

- Reshma Chhiba, 2013
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Introduction

The ferocious face of the black goddess of the Dakshineshwar temple in Calcutta, India imprints itself
on my retina, leaving a rapturous after image. From a halo of silver flames and an eruption of red
garlands emerges the beautiful and mysteriously matia goddess KOl i . From tt
blackness of her face emerge her predatory yet compassionate eyes, drawing me into her, and filling
me with awe. Framed in redness, the whites of her eyes and the blackness of her pupils hold and
captivate me as | ate devotedly into her striking face. Her white teeth gleam against her- blood
stained and dripping tongue which protrudes in a manner that is challenging and teasing at the same
time. At the centre of her forehead her brightly opened third eye flasheadimegnme of her fabled
supremacy and inner wisdom. Her forehead and body are bedecked with golden jewels and red and
yellow flowers. Her nose is delicately decorated with a beautiful and elaborate nose ring as a reminder
of Indian femininity. Two of her bur red stained hands show gestures of blessing and protection
while the others hold objects of gruesomeness: a severed male body and-stditeati scythe. She

stands upon the chest of the supine male god Shiva, her consort. Her stance is confrostaial
creator, protector and destroyer. Nonetheless, | am euphoric with love and bliss as | stare at the great

mot her KUIi, the majestic and powerful feminine.

This dissertation sets out to examine how i mag
traditionally as a symbol of female defiance and have been embraced for those inherent characteristics

by certain contemporary I ndian woman artists. K
untamed side ofiumannature. She is most often represehis semnaked, and wears a girdle of

human arms as a skirt, and a necklace of human skulls or heads. Her hair is unbound and dishevelled;

her outstretched tongue drips with blood, evident of her aggressive temperament and suggestive of her

erotic sexuaty as a goddess.

Common perceptions of Hindu societies and culture embrace and promote notions of women as
modest, passive and subservient. Men dominate in both the home and the community. Whilst this is
not true for all homes, it should be noted thagrein the 21 century, many Hindu women are still
treated as the possessions of men. The oppressiveness of patriarchy in Hindu culture is reflected in the

lives of many Hindu women. One of the most outspoken of these women is Phoolen Devi, who in her

autdoiographyl , Phool en Devi: The AutobBtageaphyilohadne
the rule that made women silent victims who hact
Earlier in the book, she wowees, aiBerhgdadgdt !l e
fat her , her brot her , her uncl e or her husband o

1997, p. 36). This oppressiveness within Hindu culture dates back to the degighabharata

(approximately 8 century BCE), which is one of the greatest tales of the human condition within



Hinduism. It is in fact the moral blue print by which many Hindus continue to live. In this tale the
gueen Draupadi is forced t o mar rherelflest\hesbabdrinoat her s,
game of dice. She is treated as a mere possession. This ethos, which contradicts the Vedic idea of
reverence for women, seems to justify the patriarchal treatment of Hindu women within traditional

societies.

My subject position ighat of a second generation South African born woman with Indian ancestry

and adherence to Hindu custom. | want to speak to this experience of womanhood, and propose that,

in spite of the perceptions of women as subservient and passive, there is aifilace¢hes very

tradition of Hindu society for the expression of female defiance. This space of defiance is personified

in the form of the goddess KUIi. In addition to
i mages of KUIprodusingterhpoweting imagesnof Irdian women, locating this analysis

within a the particular context of South African contemporary art.

My personal South African Indian ancestry dates
here from India. When tlyecame to this country they lived in tigkmit communities with people they

had travelled with, fellow immigrants from the very same village in Gujarat, India. Both my maternal

and paternal grandparents chose to settle in what was then known as Trahgiaaimany South
African I ndi ans, [ have no ties to KwaZul u Nat al
foreign languages, they held onto the traditions brought with them, hoping that this would keep the
community together. Many of the stoms to which they adhered were patriarchal, where the male
partner dominated in the home and male individuals dominated in the community. Women stayed
home to look after their many children while men worked. Sometimes they worked away from home,
which mant that they would only see their families over weekends. Yet even in the absence of the
male household head, the family understood that it was he who held the power in the home. Men of

this generation grew up being looked after by their women, a situativhich it was expected that

everything would be done for them and that they had the final say on every subject.

This isolation was further perpetuated by the Group Areas Act under the apartheid law, which kept
Indian communities living together ansblated from other cultural groups for many years. While this
ostensibly had some benefits in that it helped entrench certain religious and cultural beliefs, it also
prevented the community frooitimatelyintegrating in the country in which they had ssdtlYoung

girls were groomed to become housewives, to |l oo
and this expectation still lingers within certain communities, even if a woman works outside of the

home too. Young boys were often taken into tamily business with their fathers, or given the

opportunity to be educated where possible.



In postapartheid South Africa it is therefore not uncommon to find the patriarchal system exemplified
in19506s | iving stildl d e t ayrimdiamhbnmeg. Evterhvéth rmocednidian| dyn
women being educated, there is still an underlying condescending tone towards women in these
communities. | myself have experienced this often within my family and community. While the men

of my generationareslowyut gr owi ng their adherence to the cl
kitcheno, there is stildl difficulty in finding -
to contemporary society, and attempting to address a balance within haeggng gender positions.
Postapartheid South Africa gave many of my generation the opportunity to experience and undertake
things my parents never had the opportunity to, but, it has also given us the challenge of trying to find

a way to assimilate to western culture, while still holding onto relevant traditions from our Indian
ancestry. It is this system of beliefs, cultural practices, and the adaptation of and challenge to both,
that this dissertation engages with, addresses and critiques.

Contraryto how the South African Hindu society functions, the core philosophy within Hinduism is

the understanding that male and female energies reside within every being, that one aspect does not
exist without the other and that there is a constant duality alashde of these energies. It is also

believed that women are the prosperity or are said to be the wealth of the home and should be treated
with love and respect. An example of this duality is the image of Shiva in the form of
Ardhanareshwardfig. 3), in which he and the goddess take on the form of an androgynous being that

is half male and half female. Shiva, the male energy, is consciousnessSivaké, the female

energy,is primordial. For Shiva to become kinetic consciousness he must be eragdwyehakti

Without Shaktj Shivabds consciousness i sShafttid rhrea mMtc,o0 shmbpts Wt
moved from ment al c 0 n sAshleyFarand®003, m5@)n st ruct ed real i

The feminine aspect of consciousness in Hinduism is cahedti,a Sanskrit wordvhich directly
translates as primordial ener@haktiis believed to be the life force of every being and everything in
the universe. To contextualise this point further | will briefly relate the Hindu creation myth, the

female orshaktiis a key player in this tale:

In the realm beyond laws of physics, beyond the minds of humans, beyond the ken of any

save the most highly advanced spiritual adept, lies a reality completely different from the one

we inhabit. There, a divine being,ct ual 'y t he essence of ifBei ng
Narayana exists in a realm governed by another type of mental activity altogether different

from the one in which we currently live. But as Narayana slumbers, this -éoomed

! Shaktitranslates as primordial energy. It is believed that shakti, the female aspect of consciousness according
to Hinduism, is the life force of every being and everything in the universe. When someone spbaky of

he/she is speaking of the female aspédivinity. This aspect of divinity is believed to be all pervading, and it

is even believed that any male aspect of divinity is a mere corpse wsthemkit



androgynous being pref@s to create our universe. By his very dreams, he generates the stuff
of our universe, where we will be players in a divine drama acted out over billions of years.

As this particular dream opens, a | otus
starts © grow. It grows and morphs until it resembles an egg in the middle of a flower from
which ultimately hatches the fofmced masculine being called Brahma. Brahma represents
Mind, within him- that is, within primordial mind, or consciousnessrs an ovexrhelming
urge to create and multiply. Just as Narayana represents Being, Brahma is Mind. Within him,
now, the Desire to propagate appears. From Mind comes Desire.

But before Brahma can do anything about his desire, two demons emerge from the
ear of the keeping Narayana. Spying Brahma, who has only half emerged from out of his
birth lotus, the demons gleefully decide to exhibit the dark side of their nature. Brahma is
fully conscious of his vulnerable position. He knows that something terrible may htppen
him at any moment, and he yells to the sleeping Narayana to awaken and protect him. For a
second, nothing happens and Brahma watches, keiricken, as the demons start to make

f

their way over to where he rests in the fl owt
But just then, a large radiant feminine figure arises out of the form of Narayana.
Al t hough he stild]l sl umber s, the feminine fi
dor mant body. Observing Brahma and the encr
haveve here! 0
nHel p, hel po, cries Brahma. A I am threat
for med. Pl ease, wake up Narayana so that | c:
The radiant feminine figure turns to the demons, Waee now halted in their tracks.
Briefly contemplating the situation, she mus:¢
i Oh, Great Mot her, 6 one of the demons spe
i Oh, yes t hey do, d gushes Br ahma. i The
protectiono
Al understand what is going on here, 0 say
protect this blossoming one from you two. 0
AWe will make no har m. i the demons i nst
You wouldndét kill add ywhdlem ewea ntyd \né mt, avotud d vy
AiDestroy them quickly, o Brahma pleads, 0
Considering a moment, the feminine figu

created you all. His dream will be the stuff of a new universe amd yloai shall all contend

with one another in due course of time. For now, | command that when the universe has
completed its first, etheric phase of creation, you demons shall go to the farthest reaches of
that place. It will take you a long time to comack to the centre of things. Meanwhile, |

of fer shelter and protection to you, Br ahma,

As the demons mutter to themselves, Brahma supplicates the feminine figure with
joined pal ms. nGreat M &rovn the namewdi ony savioe andy o u ?
benefactor. o

She replies, il am the spouse of he who
his wisdom, and all power that he manifests in any form whatsoever. | am called Lakshmi. As
| am to Narayana whose dream tisisl shall also be your power and all energy and power of
this creation of yours. For you, | shall manifest as Saraswati, she who-t®selined, self
aware, and with full knowledge of that which you will create. | shall be your divine speech
that youwill use to create anything and everything. As your feminine aspect, Saraswati, | give
you the power to create. o

Brahma found that while Lakshmi was speaking, he continued to grow and emerge
from the lotus. Now that he was finally free from the flower,blebeld a different radiant
feminine form. At his side, Saraswati, the embodiment of Divine Speech, looked at him with
eyes that contained infinity and melted into him from head to toe. Brahma smiled. He
remembered the desire he had only begun to experi#hea the demons appeared and
disturbed his thoughts. He closed his eyes and hummed a vibrant, reverberating tone. The
note hung in the blackness for a second, and then sprouted into a bubble that grew and grew,
becoming larger and larger in no time at all

S



At that precise moment, a ball of light emerged from the sleeping Narayana. It
entered the bubble and shattered into millions of sparks of light. Some pieces were bigger
than others, bua majority of the multitude of splinters of light were about theneasize.

They would be the souls, the various forms of man that would become the people of the new
universe that was, even now, in the process of becoming.

Just as Narayana is Being and Brahma is Mind, the great feminine energy Saraswati
i s Br ahmaohsi ss hpackwe rr . She fispeaksd a great id
the cosmos is born. Creatureseéry form and description come onto existence, and the play
of the universe unfolds (Ashldyarrand 2003, p. 282).

Therefore, Hindus believe thalli beings are comprised of masculine and feminine. The universe is in
harmony and balance because of this. The two manifestatiohsaldf spoken about in this tale, that

is, Lakshmi and Saraswati, are of the more gentle type, but all manifestatiessemgally aspects of

a collective whole. | have introduced two of the three main manifestatiorisakii and their male
counterparts. The third of these three is called Parvati, who is the consort of Shiva. Shiva, in Hindu
mythology is revered as the 8&eoyer, while Brahma is the creator and Narayana or Vishnu, the

preserver.

In speaking against patriarchy | will make reference to two contemporary female artists with Indian
ancestry, Sutapa Biswas and Chila Kumari Burman, both of whom are Indian vigingnand
working in Britain. Both artists acknowledge t|
informs their production; however, both have been categorised as working from the point of view of a

fibl ack woman art i st Oialist Britain.hMy foduowillthene ido onwa sitigle wartk i mp e r
by each artist which uses KUI i i magery or refer
Kumar i Bur man have recognised the empowering po.
defiance in their portrayal of her, whether directly (Biswas) or obliquely (Kumari Burman).
Moreover, the ways in which they demonstrate this defiance relates to their contexts of being of
Indian ancestry in a British milieu. Biswas and Kumari Burman have edaotd adapted images

from traditional Hindu mythology not only to comment on the oppressive gender relations of Hindu
cultures under patriarchy more generally but also as a means to symbolise female power and assert
female sexuality. Furthermore, they llaage the oppressive social and cultural climate of British
hegemon, and engage with and transform traditio

within a contemporary metropolitan culture.

| will examine Sudp a B i slausewides with Stedknives(fig.9) as one of my primary examples.

Bi swas places KUI i in what seems to be a conten
human qualities to the goddess. | will also examine four black and white photographs from a series
called Shotolan (fig.11) by Chila Kumari Burman. These images are somewhat autobiographical in

that the artist portrays herself as an aggressive, powerful Indian woman, who, when presented in the



framework of this discussion, seems very closely associated withthd d e s s KU i in spi

iconographical particulars.

Both Sutapa Biswas and Chila Kumari Burman acknowledge the assertive, aggressive and disruptive
aspects of the female that mani fests as KOIi. T
work to the extent that KUI | begins to represent
women in their dayo-day lives, within a British context. | have relied on single works by these artists
because they become emblematic of how Kalised by contemporary artists of Indian ancestry.

Both are extremely rich images to decode and analyse.

Given the scope of this thesis, to focus in detail on these two works should open a critical space to
engage the themes of my research more genegaity,provide a framework against which | can
analyse my own creative endeavour. The main foct
visual art as an empowering symbol. It is not adepth look at the work of the abewgentioned

artists or pariarchy. It will therefore only focus on the two works that epitomise my concern, although

| will look at certain other examples of their practice that seem supportive of my focus.

By comparing and contrasting my work to that of Biswas and Kumari Burimajpe to present a case

for contemporary art in South Africa that rai se
defiance within contemporary South African Hindu society. My work focuses on experiences | have

had as an Indian woman livingingg@a par t hei d South Africa. I n these
represent for me an influentiahd aggressive image of assertive womanhood, both within and outside

the Indian community. Adopting this assertive role in and through my art is a key nootif@t my

practice. My mediums of expression are painting and photography, and both offer specific ways to
give visual form to my ideas. These visual forr

invoked rather as a kind of abstract enenggnnd-set.

There is a lack of reference to KUII as a force
South African art. Due to previous political climates and the lack of access to tertiary education, there

are very few Indian artists in SibuAfrica. Most Indians who were fortunate enough to have access to
tertiary education under apartheid law opted for economically secure careers such as accounting, law

or medicine. This meant that even those Indians who practiced art would more thahdikeldone

so, as a hobby, or were active in politics, with art merely as a means to speak about the current
political climate. This is exemplified in the case of Fatima Meer, whose works in the Constitution Hill
collection reveal her time in prison. Mdatlian women at the time were expected to fulfil the roles of

mother and wife which meant that access to tertiary education, let alone a career in the arts, was

scarcely available to them. Culturally Indians saw it more beneficial to either run thefiamin



businesses or follow one of the above mentioned career paths. Given this cultural climate and
patriarchal constraints, women of that time were left with very limited options. In 2012 there are still

very few Indians, particularly Indian women, wivork in the art sector on a professional 18vel

This |l ack of KOI i iconography within contempor a
Indian voice and perhaps a lack of interest in this particular subject. Even when present, images of

K U1 i raredyrpmvocative or consciously produced as a sign of female defiance. An example of this
practice would be the work of Nirupa Singh. Si
Gallery in 2004. Her works, mainly prints, were references tding, a Hindu word for goddess.

These illustrations however did not challenge any patriarchal systems or show the goddess as a defiant
female in any way. However, Biswas and Kumari Burman have produced images and ideas that
present this goddess in critical omstilatingways, ways which would be productively engaged in an
attempt to develop an awareness of KUOI i as a vel
defiance. My intention is to shift nwithnSoutts of KI
African art and the local Hindu community. It is in confronting the patriarchal system within a South
African context that I have found the use of K O
communicating female defiance. | am unegeally aware that my interest in the goddess is not

shared by many people within Hindu culture and the contemporary art world and this may also be a
reason for the lack afesearch about her iconograpéyd seen as esoteric within a South African

context. However, with more women, both Indian and otherwise, looking for spaces in which
assertiveness is encourageédseK U hsi an image to mobilise women in the wasteland of the abuse

of women in South Africa.

In deciphering the signs and symbols of tereuslity of the goddess | will look at araaonly known

illustration (fig.4 of the goddess, an 9&entury brass (figs f rom Ori ssa in which
Shiva in a state of sexual union and lastly | will make reference to tfroetury Indian scuitures

(fig. 6 and J of the goddess in her cosmic dance. Th® déhtury sculptures portray her in stylized

dance postures, in which she holds specific hand gestutesstars and ornaments and weapons in

her hands. Any reference to KOIi woul d need to
specific enactments of defiance. The portrayal
living presence of dancend this already codified language is transformed into sculpture. These
images are drawn on indirectly in the work of Biswas and Kumari Burman, and very directly in my

own production. | will dissect aspects of the gestures and postures that seem ciidialto i n t he

|l anguage of my own work, as wel/l as in certain i

2 presently women like Usha Seejarim and Faiza Galdhari are active Indian female artisthevithin
contemporary South African visual art scene.



Classical Indian dance is presently a dying art form in South Africa. With Bollywood dance and other

popular culture practices replacing traglitt a | forms of I ndi an movement
cul tureb, [ feel it is important to highlight h
within Indian culture. The classical stijedl e of n

through centuries of ancient Hindu wisdom. Classical Indian dance derives its gesture and posture
from an ancient text called tidatya Shastrasometimes referred to as the 5th Veda. In classical

Indian dance gesturer hasta,and movement, dboheda along with mime ombhinaya are used as

story-telling tools to relate tales from Hindu mythology. The sculptures that | intend drawing on as
references are based on the iconography taken from what | have learnt as a trained Bharata Natyam
dancer. Asidefrom my own interest in dance, there has always been ardetgml connection

between Classical Indian dance and Classical Indian sculpture. | also intend to draw on aspects of the

folk dance style of Kerala callédutiyettuwh i ¢ h | oc at e goudh Pdrformawce,rwithmi p , t F
contemporary Indian society in that particular region.

This folk dance style or theatre is based sol el
this part of India. In her booloh Terrifying Mother: Sexuality, Violee and the worship of the

Go d d e s SaraK Odldivell gives an-lepth exploration of the art Mu t i yatitatsailooks at

the people, specifically the women, of this region and how they view the goddess. It is important to

note that this anthropolagia | reading of the goddess KUI i by Ca
my dissertation. Not only as a referencéviatiyetty but also to have a broade

worship in this particular region of India.

The discussions about Kerala aheé Mutiyettuper f or mance are based solely
at that particular time, and | am aware that systems may have changed and that the practice of this
folk theatre may not be as prominent today.

KOl i represents a cfemateasexmlityk withird botb Westerm pnol \EZa&stera d
patriarchy and feminism. She becomes a symbol of female defiance because she is aggressive and
forceful and embraces her heated sexualigopmething generally frowned upon within the local

Hindu society. ld we v e r KOI i can be seen as embodying a r
a feminist paradigm. | will refer to relevant feminist texts in this instaideile examining the

hi storical and mythol ogical mparticulareideds advanced by o f K

Hilary Robinson and Griselda PolldchBoth Robinson and Pollock state that feminism is not linked

% Bharata Natyam is one of the seven classical dance styles of India. | have been studying this art form for the
past 21 years.
“ Both renowned for the extensive contribution to feminist theory partlgudihin visual arts.

1C



to a single theory but is rather aandleakp@oasee t o |

for this as ievidet in the work of Biswas, Kumari Burman and my own.

The position of both Robinson and Pollock is reinforced by the awareness of the danger of
essentialising womenbés experiences across <cul tu
analysis but émnic identities will inflect gender analysis according to perspectives of local culture. For

this ethnic aspect, | will draw dBeyond the Boundaries: The Work of Three Black Women Artists in

Britain by Gilane Tawadros.

In chapter one | will focus on the Goddess KUI
surround her and the symbolism as derived from many sources. | will start off with a brief
introduction ofShaktj her many forms and her role in the creatinyth. | will then give a detailed
description of the goddess KUI i and her symbol i s
Important tales will be highlighted in this chapter.

Chapter two wild/ f ocus on thastaand moverenttedapiltbet of K
anal ysed as a way of representing KOI i a% defi a
century Indian sculptures, in terms of gestuasta movementiheda gaze and stance. | will then

introduce the folk dace and theatrdutiyettui n whi ch KUl i is the pri ma
destructive female energy, and thus aids in portraying her as a defiant female form. The signs,
symbols and iconography looked at here will be compared to that spoken about in chapte e . KO i
manifest in a folk dance style will be compared to images of her in classical forms of movement in the
sculptures. Drawing some information from the folk dance | intend discussing the sexuality of the
goddess KOIi. H e r ortanerglaiim defining herpat @ defant goddeds ar comes

across very prominently in this folk theatre.

Chapter three will focus on the pastel drawitigusewives with Steak Kniveg Sutapa Biswas and

the four black and white images call&totokanby Chla Kumari Burman. While | will take into
account the artistsd own interpretations and ir
framed by feminist theory, particular drawing on the ideas of Hilary Robinson, Gilane Tawadros,

Griselda Pollock antdynda Nead.

The final chapter will focus on my own artistic production. | will analyse my work in relation to its
similarities to and differences from the works of Sutapa Biswas and Chila Kumari Burman. | will
explore the power of sign and symbol, andteriality and iconography in a way that portrays the

defiant aspect of the female as epitomised by

11



defiance might represent the desires of women in a broader context and also give power to alternative

identities for women (both Indian and other) in South Africa.

In conclusion | will briefly discuss the workightening Testimonieby Indian documentary film

maker Amar Kanwar, shown at Documenta 12, 2007. This is a very intricate piece of eight video
projedions that focus on the theme of sexual violence against women in India. As | analyse this work

it owi | become apparent that KOI i and the idea
I ndi a. Here the placement omfdy, redllife situatidh as ogposédroc i p | e
the many mythical tales that | will explore in this dissertation.

While this research does look at many aspects of the goddess, | must qualify that this is in no way an
in-depth study into the goddess and her many manifestations. This study uses the images and
illustrations mentioned above as a mode to position the godde K U | i as the defiant
to my work and my particular position in contemporary South Africa. There are also many other
contemporary I ndian and other artists who use tl
discussion. This ekasion is deliberate as | believe that not all are relevant to my particular stand

point. Some of my readings are informed by western perspectives of the goddess, however these do

not feature as important aspects of this research. There has been sosnachrec h about KU
western scholars during the last century that the inclusion of all this would have shifted the focus of

my research. | have therefore simply touched on the aspects that are relevant to this dissertation.
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Chapter 1

KUI'i and Her Manifestations
The focus of this chapter is the wvarious descr
research. KUl i 6s vi sual mani festations, t he my t

derived from many sources, aré iahportant in establishing the framework of this study. The key

image hat | will be referencing (fig)tis a circa 18 century gouache on paper from Kangra,

Hi machal Pradesh, which de p iShaktisShekstamds uponrRatitdh e a n n
KUOma , who personify the primordial desire which
1977, p. 83). The image is central both to this study and to my artistic production.

In her bookThe Book of KaliSeema Mohanty speaks of the origin
Goddess only rose to a position of importance in the sixth century, when she was described in great

detail in theDevi Mahatmaygd Mohanty 2004) . However, t Hifdh fir st
century; she is described as one of the seven tongues of Agni (the god of fire)Murttaka
Upanishadl Mohanty 2004) . The image of KOIi with whi

first appeared much later, in the seventeenth centuryn whe became popular in goddéssed

devotion in Bengal (Mohanty 2004).

The name fdAKali o is a Gujarat:i and Hindi word tFh
means fti meo. I n Gujarat. and Hi ndacredveises Kakor d A k
is described as nAKala Ratri o, iKal ad meaning ti

night from a sensory or visual perspective it could represent darkness, blackness or the unseen. This
association is reiterated invisuale pr esent ati ons of the goddess by
is said to be black or extremely dark. This explains the physical quality of blackness that devotees
associate with her. | will discuss this in greater detail later in this chapter.

This association between Kali and time makes her invariably the goddess who represents the control

of time, past, present and future. She thus represents creation and, seemingly paradoxically, also
becomes the goddess of destruction and death. In certaimrEplsiesophies, time is often depicted

as a ruthless phenomenon, which devours all that appears in its path. It takes away our youth and
ultimately our lives. However, as Thomas Ashkafrand notes in his bodBhakti Mantrasit is
believed that the only hi ng more ruthless than fAkalao is KU
goddess who rules over time. Devotees believe that her black skin represents the void, the essence of
the universe, the place from which all energy is born and to which it ultimate r et ur ns . Thu

controls time.
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In theMaha Nirvana Tantr&Shiva praises Kali as follows:
At t he dissolution of things, it i s kala t h:
time, the original form and devourer of all things. Resuming yourself after the great
dissolution, you retain your nature, dark and devoid of form. There,gyoain ineffable and
inconceivable. Source of all forms, you are the multiform poweMa¥a (illusion), the

beginning of all, creatrix, protectress, and destructess. (Aflaemand 2003, p.128)

In this quote Shiva t al kAccoaingtuHinduisin it i betlevesl that| ut i o
humanity is current | y kaligugal This is Getiegeel to bd thedastoftteu c t i o
four ages within the Hindu structure of time and existence. It is believed that once this age has
completedts evolution, humankind and the universe as we know it will cease to exist and will return

to its original form, that is, Afidark and devoid
dark and formless being, and it is thus believed thatemnde begins and ultimately ends with her.

The Sanskrit word for this characteristicDéggambari whi ch means fishe who i
attributeso or one whose omnhipresence is part o

she is space agell.

To explain this further | quote frorKali: The Feminine Forceby Ajit Mookerjee who cites a

description of Mah&Nivana Tarkrain) ufsrt o ma st had | col ours dis
al | names and forms di s a,ppp&)a®nceithis cycle of €réatioh Bholo k e r |
destruction i s compl et e, onl vy KOI i remai ns, a
power 0( Mookerjee 1988, p. 69) . Hi ndus believe t
universe is rereated. Ths |, while KUII may be understood to b

also attributed the role of the goddess of creation. This ultimately asserts her role as the goddess of

time.

I now move on to the physical appearance of the goddess, as seerintadgie reproduced figure

twoi n this thesis. Seema Mohanty describes KUIi a
Kal i is invariably dar k, naked with unbound
chest, holds in her handsbbod stainedscythe and a human head, wears rdagd of male
heads around her neck and a girdle of hands around her waist. Her tongue is outstretched and
smeared Wwh blood(Mohanty 2004, p. 10).

®Shiva is the essence of all consciousness, and the ¢
scripture.

® According to Hindu mythology there are four ages. In each age the quality of inhabited life, whether by gods,
demons or humans is said to have deteriorated. We are believed to be in the last phase of creation, one filled

with negativity and chaos, which will ultimately lead to the destruction of all creation. Thus beginning a new
phase/cycle of creation and inhaltion, one that it pure and blissful in tiéage of creation.
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One of the most interesting points raised by Mohanty isttiiatdark skinfde f i es al | t ha
compledon stands foif domesti cati on, gentl eness and beautyé

concepts of beauty and auspiciousnesso (Mohanty

Mohanty is perhaps referring here to cases within a traditional Hindu society where caste and skin
colour play an important role in how people are viewed and treated, in which those individuals with
darker skin are regarded as inferior to those with lighter skin. While | may not agree that one naturally
associates fairness of complexiamore desirablend in some ways broadly associated with beauty,

class and castaVithin contemporary South African Indian societies there certainly are beliefs
amongst some communities that a light complexion is more beautifiésirable and even that it
indicatess o met hi ng of onedés moral and intellectual qu
appearance certainly does defy accepted notions of beauty and auspiciousness. She is the female in
defiance of traditional concepts of beauty and inverts tha@ses, asserting her beauty and her power

through her darkness and aggressiveness, and the absence of domesticity in her.

Many people associate goddess energy with beaut.y
notion of the goddess. Many deges prefer to worship goddesses I8@raswafior Lakshmf, or
Durgd. Most devotees who worship KUIi, worship her
however, while this may be the power that she is best known for, she is also a nurturarttzerd

figure'®. This aspect of her character is seldom spoken about, and is misunderstood by some Hindus.

KUl i 6s bl ack skin associates her with all thing:
of devoti on, g o o d lesses all avkioi worship ser. Shehisatielievigdltb roambthe
cremation grounds and is worshipped most often c

the form of motheii as the goddess of timeand devourer in the cremation grounds, where she

dedroys the flesh of the dead. As stated by Philip Rawson in his bbekArt of Tantra the
figraveyard is the gateway to spiritual success
(Rawson 1978, p . 113) . Her e K{ged bloodygjoddesse Oncea's mo t
again the idea of duality is important, within Hindu and Tantric worship there is a belief that there

needs to be a balance of energies for the universe to exist in harmony.

" The goddess of knowledge, speech, music, art and dance. She is associated with all things creative, is said to

wear white and holds objects of learning and creativity in her hands. Bleesigouse of Brahma, the creator.

® The goddess of wealth and prosperity. She sits upon a fully blossomed lotus, wears red and has coins pouring

out of her hands, and shows the gesture of giving and protection. She is the spouse of Vishnu, the preserver.

°The goddess of protection, she rides a |lion and hold
clothed in a red sari and bejewelled, thus making her beautiful and protective at the same time. She is said to
manifest from the body of Parvati, wigthe spouse of Shiva, the destroyer.

°Here | refer to the way many devotees associate her with the mother principle. The two priests interviewed

refer to her as the Divine Mother, who is nurturing and loving.
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The physical attributes mthe giothtion onnpage tthree camde by N

interpreted in various ways; | will use numerous sources to intehisetymbolism.

In addition to the blackness of KUliodos skin, it
exposed. On a symbolic level her nakedness repreBanta kor)Naturk in its truest form. Nature, as

it is seen in many cultures, is often metaphakisa actually believed to be, feminine. Hence the

name fAmother natured is sometimes used with ref
be untouched by the norms of cultural conduct. According to Mookerjee, Nature represents the
stripping awayof illusion and the ego (Mookerjee 2001). Hindus believe that human beings need only
overcome the ego to attain a blissful state of being. It is the ego that holds them back, as human
gualities get the bet tdérakednéssaprésentathé aspechof sdtureshatt u at i
has no trace of human culture or modification; it is simply raw and wild. As | see it, she is the
embodiment of unaltered beauty and existence that is free froamegmnvention

Apart from the skirt of human armswan  ar ound her wai st , KUOI i i s co
Indian and Western societal perspectives, this nakedness, particularly the baringordalses is

somewhat defiant, as it goes against what is accepted as modest or decent behaviour. Te éhew on

body in public is still unsettling for most people, and is often tinged with shame or embarrassment. In

most modern societies, which are strongly influenced by Western culture, nakedness is seen as
uncivilised and d echalleaghks magy atceptedvrmtinesrof behiéviburiand this

sense of 6énormal 6 by simply being naked.

KUl i 8s embracing of this natural yet unrinul y sid
challenging those who disapprove of such behaviour. Bhtegyal of her body speaks of aspects of
the female body that are beautiful in their natural and unaltered states. It also speak of her confidence

and awareness of her own body and thus her sexuality.

Sexuality is a topic that is not often spoken abopénly, particularly in South African Indian

societies, and especially not with reference to gods and goddesmsson discusses an image

(fig.5) in which KUI i -Sshiitvsaou pearj otyliemgfi ¢ direp saec t of s e
Awrithiesdg iarud ad i ngo with a smirk on her face (F
this union is that she represents the active principle of creation while the male figure embeds his penis

into her vagina and continually fertilises her into action and goédRawson 1978, p. 122).

Interestingly, here KOOI i sits in a position of

Y This appears more in Tantric sects.
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arrangement , i t saap the powes. Adcdrding to kh&dma Sulrait lisdn this

position that the female takes on ttmminant role that one usually associates with the male. Here we
begin to understand that KUOli, while being a de:
being. This in itself is defiant, as sexuality is not spoken about or associatednyiiof the other

major goddessés

Sarah Caldwell in her book (1999)peaks about the sexuality and t
intertwined. Here she looks at a particular community in Kerala and discusses their perspective on the
goddess. Caldwellalks about how ancient Dravididrculture saw hair as a great force that was
connected to the powers of sexuality, aggression and supernatural energies. While-kinewvell

Hindu incarnation Krishfdi ndul ges in eroti c pl resgion ofksekuality r ej ec
and rather chooses to store this potent energy, which creates an extraordinary heat within her
(Caldwell 1999). Here we see the idea of storing sexual energy for the purposes of spiritual growth
which is common among Hindu ascetics.sinch cases, the devotee focuses all his or her sexual
energies on attaining a higher spiritual connection r@lehsedase human needs. In this instance

t hen, KUOI i hol ds more power because she is retai
making her seem aggressive even. This Aunful fil
source of anger and she thus requires a blood
(Caldwell 1999, p. 167).

The two accounts given above amposing views on the sexuality of the goddess. In one instance she

is in control of a sexual encounter, in which she engages and procreates with the dormant Shiva. In
the other instance, she suppresses her sexual desires in order to become more ghmvioftthe

sexual energy within her body. In both of these accounts however, one can see that she is in control of
her sexual energy. She decides what will become of those energies and holds the power to her body,
her potency.

The girdle of arms arouncehr wai st has sever al explanations. A

cutting away the bonds dfarmd®, which frees human beings from the cycle of rebirth and,

2 There is however much discussed about the eroticism between Radha and Krishna, Radha is believed to be the
human incarnation of Lakshmi, who is the consort of Vishnu, one of the three major male deities. | will not go

into this in this dissertation.

13 The tem Dravidian is commonly used by Indian and findian scholars to describe a linguistic, cultural and

to some extent physical complex of people tracing their origin to the ancient§faaking culture area of

southern India. The usage here refers tofiotar avi di and cul ture and religion th
practices (Caldwell 1999, footnote p. 60)

14 Krishna is an incarnation of one of the male god Vishnu, his main appearance in this incarnation would be in
the Mahabharata.

15 Karma is the Hidu law of action, which holds that every action, good or bad, has a consequence, or will be
balanced by appropriate circumstances. Hindus believe that only once you have worked through all Karma are

17



ultimately, from thismaya (illusion) (Mohanty 2004). From a practical perspective some say that
artists in their depictions of the goddess added the girdle of arms later, perhaps to cover her
nakedness, which was too discomforting (Mohanty 2004). Perhaps this is true; in many-daydern
Hindu temples, deities are almost always covered with some type of cloth or garment. However this is
an interesting point raised by Mohanty as it introduces the question of whether depictions of the
goddess have altered drastically over time. What is impadamite, however, is that this dressing of

the deity within temples could also be a sign of attentiveness by devotees and priests rather than that
of covering up nudity.

Perhaps traditional Hindus would havsphesmagn KUI i
particularly given the confrontational nature of her appearance. Although, from my research, it seems
more plausible that the nakedness was originally accepted and the addition of the girdle was a later
manifestatior(Mohanty 2004) This is not® diminish the importance of the skirt of arms, since in the

next chapter, in which | speak about theidance |

as seen in the next chapter) is a very important factor in the tale.

While the girdle of ans may function as a garmeitg purpose certainlys not to ensure modesty or

uphold convention. Firstly, these dismembered arms add to the ferociooflesgyoddess, and in

this sense resist conventional femininity. Secondly, even with the skirt ofsa , KUl i 6s upper
completely barewhich suggestthat the skirt is not meant to ensure modesty. The latter is considered
extremely unorthodox within South African Indiaocietiesand presumably many other Indian

communities as well. The skirt dslto the eroticism and defiance of the goddess.

Apart from pearled necklaces, the most prominent
the garland of human skulls/headdindu Metaphysicians believe that these heads symbolise the
humanegotat must be s acr indksh& @beratbn) K KIOil i i € os @en aasn t
who carries her devotees around her neck (Mohanty 2004). According to Tantric traditions, this
garland of heads represents the fifty alphabetic characters of tleekSar t l anguage an
decapitates words so that the seeker of truth i
(Mohanty 2004, p. 13). One can draw comparison between this belief system and the symbolic
understanding, as both conceptiarfsthe Goddess suggest that the necklace of heads represents

freedom and salvation. This is much like the girdle of arms that frees one from the borkiagesof

you freed from the cycle of rebirth to ultimately atthiberation. For human beings, working off past Karma
may take many lifetimes, thus the Hindu belief in reincarnation.

6 Moksha is the same concept asBheldhist belief of nirvana, where the soul is liberated and is believed to
reach a state of union withe universal divine energy.
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There is also a Tefu (a south Indian languagé)o | k t radi ti on which expl air
Kalids neck belong to a demon who had received ¢
ground then the world would burst into fl ames?o
aroundher neck to protect the world/earth from destruction. Here we see the ferocious goddess as the
mother and protector of her earthly children. These heads are said to be monstrous and ferocious in
appearance. However, some texts refer to them as humas. Skub, to my understanding, would

explain her inhabitation of the cremation grounds, and her role as the keeper and protector of the dead.

Many texts refmaya(tid | KiBliio@msg , havihi chs | i nks back tc
source of lie and death, as discussed at the beginning of this chapter. Symbolically, her dark expanse

of wild hair is said to represent this illusive world in which human beings are completely absorbed.
Hindus believe that we exist in this illusion simply to leaentain lessons which will then help us
attainmokshgsalvation) omirvana(this is the Buddhists equivalent miokshd.

Kali 6s hair i s unbound and dishevell ed, whi ch ¢
women should present themselves. Mukiadescribes the generally accepted ways in which Indian

women should wear their hair, identifying three types of hair style and dress, each of which is
associated with a convention of feminine identity. These traditions are quite old and have been
forsalken in many modern homes both in an Indian and South African Indian context; however, there

are still societies in which women are expected to abide by this code of decorum.

Essentially, according to Mohanty, hair lieecomes
stagein relation to her having or not having a husband. The three types of woman that Mohanty

speaks about are, the unmarried virgin who wears her haplait or braid; the married woman, who

oils, parts and knots her hair; and the widow, whose hair is shaven off (Mohanfyp2@04 The

met aphor transl ates as follows: fApoised for fulf
marriedwenan, and stripped away in the widow. o (Moha
metaphors in my own artistic practice, as liaterestedn how the metaphor of hair raises questions

of expectation and subservience, and also of physical beautgeemuted notions of sexuality. |

regard this as an extremely orthodox view of female sexuality, one which is controlling and

demeaning towards women. While this may not be the practice or understanding in most modern

South African Hindu homes, it is stilpheld as a cultural ideal.

KOl i s unbound and dishevelled hair comes to rej
t hat she embraces her desires, both sexual and
does whatever she pleas@#is is something many Indian women are often too afraid to do, as it

would be going against accepted notions of behaviour. In other narratiiesth@nother name for
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6the feminined), unbinds her hairbaitlyorsupsebbpent of
something (Mohanty 2004). The unbound hair in Hindu mythology is often associated with extreme

anger; this is seen in the Mahabharata when Draupadi unbinds hér hair

I now | ook at the | ast and inHersoutstrgtchem nbioestaimetd phy si
tongue is the quintessential feature that distinguishes her from allgottiéessedoth those who are

ferocious or destructive, and those who are not. According to Hindu mythtflegmost common

explanation forhermgue ds appearance is that whBhiaesheKUl i b
sticks out her tongue to drink his blood. The demon was granted a boon that if even a single drop of
his blood touches the eart h, spgeadhértongae oo the bhatilem wo ul
field and lapshis blood while she (or Durga) kills him, preventing him from multiplyingl an
destroying the world (Mohant2004 p. 4§. | would suggest that the tongue also then becomes a
symbol of aggr essciadrn,edf aro vbhaetnt | eUlhieri s ongue be:q
destruction of this demon.

KOI i is said to have sprung forth from the fore
KUOI i, as t aken -Harornghdkiiddanteas As hl ey
The Geat goddess Durga was invoked to do battle with the demon Raktabija and his armies.
Durga came to war accompanied by her band of feminine warriors called the Matrikas, or the
Mothers. When the battle commenced, the Matrikas destroyed the armies of Ralthlb
Durga concentrated on Raktabija himself. But whenever Durga struck the demon and spilled
blood, just like the hydra in Greek myth of Hercules, a new Raktabija emerged from each
drop of spilled blood. Soon there were hundreds of Raktabijas andvdreymultiplying by
the second. With muttered supplication, Durga transformed herself into Kali, who
immediately drank the blood of every Raktabija, letting not one drop escap@bieley
Farrard 2003, p.131).

I would like to extend this symbolism taiggest that the tongue, too, becomes a symbol of defiance

and outrageT he si mpl e act of sticking oneds tongue ou
sexual or even disrespectful. The tongue is often used as a weapon of verbal abuse against women.
However, it is also the tongue that becomes symt
as women start to use the tongue to speak against oppression and patriarchy. Very rarely would one
find i mages of KUIi wi twemn, eviheh depicte@ asuch, she is mast ofteon g u e
shown to have two fearsome fangs.

"See the Tantric Mahabharata. Draupadi 6s hair is unti
only bind her hair after she has washed it in the blood of the Kauravas who have publically shamed her and her
five husbands.
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The tongue however has many sexual connotations too. It is a means of verbal as well as sexual
communication. In chapter two | will discuss in detail how the tongue becoptesdlia-like object in

the theatre dance calléduttiyety which is dedicated to, and practiced as, the invocation of the
goddess KUI i in Keral a. My own studio practice
defiance i n ass o cworks darg mithwherh indeHylid sexual fEfarenses. | will

speak about this in detail in Chapter Four.

In traditional depictions of the goddess, she is shown to hold in her four hands, a severed head, a
sword, a lotus flower and pair of scissors. Ehare many Hindu goddesses who hold weapons of

destruction in their many hands, but the most&eti own of t hese are KUI i anc
they hold are typically fAthe sword of knowl edge,
cutattacment é0 ( Ti war i 2002, p. 51). Theheseveeed e Ul t i
head represents tti@nnihilation of the egbound evil forcé 6 ( Mooker jee 2001, p.

lotus flower is the symbol of creation in India, and accordinguddBist symbolism also refers to the
yoni (Mookerjee 2001).

KO i and Durga should be understood to be one
Hinduism to be a polytheistic religion it is in fact monotheistic, in that the various depicfigos®

and goddesses aip fact different manifestations of a single being emergy. Thereforeall the

different forms of the female are essentially forms of the same being. To explain this point further |

will briefly discuss theD a sMh h a v iordthe Tesm Great Wisdoms or the Hindu Tantric godedess
transformati ons, not to be confused with the di
this paper. These are ten different manifestations of goddess energy, each of which represents a
specific apect of her character. These in turn represent different phases of existence. The symbolic
understanding of the ten manifestations is extracted from botiMapkerjee and Philip Rawsas

follows:

The firstDa s U Ma lisalvai | @ yt a0 KvKiblisi black in colour. In this manifestation she is the
power of time. She 6awakensd with positTWeUexi st
who is shining dark blue; in this form she is portrayed with a swollen belly, symbolic of thes pbw
creation as an active ener gy Svhd isheeny wwisaedins al |
colour and is the power of perfection. She repr
joyful sexual intercourse. The fourth manigggin isBhuvanesvariAs golden as the rising sun, and

with swollen breasts full of milk, she is the supporter of all existence. Next she transforms into

Chi nn atheheadss figure whose blood sprays from her neck. In her one hand she holds her

own head, which drinks the blood that springs from her neck. On either side there is a naked, sixteen
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year old figure that also drinks the blood that spills from the central seated figuishAsn na mast U,
she is shown as the distributor of {gaergy into thauniverse. This manifestation is one of the most

important ones as it represents the end of the goddess in her creative process. In her sixth
manifestation she is calldhairavi; her red body rubbed with gore represents the active power of
destruction.Th sevent h MahUvidya, who is smoky white i
calledD h u m U 8he is fferocious, angry and quarrelsome; she represents the power of darkness, the
stage at which individuals fprgbhkée bhhdir ofuer eat
1978, p. 130).

In the next three transformations she begins to return to her true nature of ecstaspagaist,a

yellow being who sits on a throne of jewels, represents hope and is the destroyer of negative forces.
Next is MUt U whpiseems to be in a drunken state of bliss, she reprdsénts fii nt oxi cat i
mantra,Tantraand longing for unity with Sive(Rawson 1978, p. 130As the tenttMa h Ov shé y U,

is K a mathelope who is golden in colour and is the represi®n of pure consciousness and the
fistate of r e®(Rawson1978yp B@ unity. o

As stated above, these MahUOUvidyUs are all esse
functions. People may choose to worship whichever form theyed&xire must understand that from

a Hindu point of view, all the manifestations of God are seen as aspects of one being, male or female.
KOl i, i s essenti al | ywhgisendrgywhile Shiva nepeesents thef madchlime, f e ma

who is consciousEss, in Hinduism.

From the above descriptions we can also see KUI
she does not only represent destruction. She is also depicted as having desire and engages in sexual
union with her male counterpart, Shiva. This agairakp®f creation, but it also shows the female as

in control of her own sexual desires. The wunion
a state of balance, where both female and male energies are equal, and one cannot exist without the
other.

Creation and destruction are essential for the universe to operate in constant harmony. Therefore,
Shiva, while not being evil in nature, is the male aspect of the celestial thaingindus associate

with death and decay. And hikakti, or the life force that empowers him in this process, is Parvati.

Whil e she may have an appear ance -smeacctskih,atigerhe cor

pelt as a waist covering, long matted locks, and adorns himself with snakes, Painvgtarbaspect

¥ nformation about MahUvidyas taken from Rawson and M
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of the collectiveshakti, has the ability to manifest in different forms to suit her desire. As the

destructive feminine she appears as Durga and KLU

Unl i ke every other Hi ndu goddess, KOl tyamloes no
decorum befitting a woman. Hindu society has an expectation of women to be submissive, gentle and
subservient to their husbands. Though these expectations have no religious basis, they are societal and
cultural idealisations of the female.

| am avare that these conventions do not hold true for all Hindu homes, and much has changed within
contemporary society. There is, however, a lingering, often prominent, male dominance within South
African Hindu societies. This | believe has much to do withsbgregation of communities under

apartheid law. This segregation forced communities to focus on traditions that were brought to South
Africa by I ndian migrants in the 195006s and ear|
this particular soety closeted for many years. | speak of course from a position of being a second
generation South African born Indian woman, who encounters the behaviours that this paper hopes to
confront. nKal i t hus repr es enildandtuntamedyone thatisdé f ac
associated with death and decay, one that manKki
(Mohanty 2004, p. 24).

The oppressiveness of patriarchy in Hindu culture is reflected in the lives of many Hindu women. One

of the most outspoken of these women is Phoolen Devi. In her autobiograPhgolen Devi: The

Aut obi ography of |, Denmidvitesisd BamdiethoQude rof t he rul ¢
silent victims who hadtaccept the wi l | p.d7). Bora im rutal Indi®dieaiow 199 7
caste family, she had to withstand many beatings and rapes from a very young age simply because she

was very outspoken and defiant towards her parents as well as wealthier males of the community and

family. This was, and dti| i s, considered wunacceptable behavi
being even | ower, a girl didnét exist without h
man at all bel onging to the f ami ingtheawaughteraofa , 6 De

very timid man, she was kidnapped and raped for fighting for her freedom from society and the rule of
patriarchy. After being a bandit for years, and killing many upper cast men for the cruelties they put
lower cast women through, sheoi ned t he Samaj wadi Party and be

rights. Sadly this outspoken woman was assassinated on 25 July 2001.

Women in many societies face similar challenges and oppressions and are often treated as male
possessions. As a South A&fin Indian woman with Hindu ancestry and adherence to Hindu custom, |
want to speak to this experience of womanhood, and propose that, in spite of the perceptions of

women being subservient and passive, there is a place within traditional Hindu culture for
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expression of femal e defiance. This is offered
defiance manifest in her appearance but also th
brazen but still maintains her dignity, in her ownyw&he defies everything that is expected of
womenés behaviour and appearance. KOI i is free f
be referred to in some texts as the spouse of Shiva, in this form she is most often understood to be a
solitary figure. However, many images and sculptures show the goddess engaged in the act of sex
with her partner, Shiva. Even during this act,
stands upon the sleeping figure of Shiva.

Addendum Areferstotww i ntervi ews | conducted in Lenasia r
Within a South African context there are differ
interviews are with the priest of the Sri Devi Karumariamman Temple, Lenasth, 3md another

with the owner of the Kali Amman Sangam (not a priest), Lenasia South, who is a staunch devotee of

the goddess. In both cases | received opposing views as to what the goddess represents, and the
importance and relevance of her worshiplsbatried to touch on the aspect of the sexuality of the

goddess, which waactively disregarded by interlocutors.

As stated at the beginning of this dissertation, the aim of this research is to find a space for this great
goddess to be fiercely povfal, nurturing and defiant within contemporary society. In finding this |
would have delved deeper into finding an alternative identity for the female within a contemporary
South African Indian community. My position is that the South Afribadian commuity seems to

be slowly breaking out of the shell of isolated and conventional behaviour, and as a result, many
young South African Indian women are speaking out against oppressions and expectations within
their own communities and finding alternatiidenities while still trying to hold onto relevant

traditions.

24



Chapter 2
The Dance of KUI i

This chapter focuses on the significance of tra
and how certain dance gestures and postures are
relates directly to my own studio practice, in whidance imagery is an important medium of
representation. The two Britidhdian artists, Sutapa Biswas and Chila Kumari Burman, whose work

will be discussed in detail in the next chapter, similarly use dance gestures and postures in their
portrayal of thed e f i an't femal e. These images relate eith
i mportant aspect of the dance of KOIi is that t
primary reference to ancient artistic representations of the godidesglt sculpture.

I will analyse aspects of these gestures and postures with reference to two traditional Indian dance
scul ptures which portray KOIi as a dancer. Ther
Shiva through dance. Shiva isdwin as Nataraja (the lord of dance). As we know from the previous
chapter, he is also the husband to KOI i in her
and analysis of these two sculptures | would like to relate an iconic mythological taléch Shiva

and KUI i 6battl ed t hrToaditohs ofdladiarc @assical Dandeyt Mohae cite

Kokar, reads as follows:

Thousands of years ago Shiva is said to have danced his most significant dance, Ananda
Tandava in Tillai, just southfo Madr as . Shivads many devotee
performance and prostrated before him. One in particular, called Patanjali, pleaded to be
allowed to see the performance again. Shiva responded by asking him to wait until he made

his second visit to Tlai. Thousands of years later, Shiva returns to Tillai, to give benediction

to Patanjaliand anothedevotee of Shiva, Vyaghrapada, and to grant boons to numerous other
devotees. At the time, there were many temples consecrated to Shiva and his coudsdirpar

[ sic]. Much to Shivads surprise, as he was
admission by Kali. He found himself in a peculiar predicament. He did not want to leave
without accomplishing his purpose but at the same time did not waffetal Kali. To settle

the dispute he proposed to Kali that she should compete with him at dancing; the one who lost

the contest would be compelled to leave the shrine and the town. With worshippers and gods

as witnesses, Shiva danced many dances, Whliesucceeded in matching him perfectly. As

the contest progressed, Shiva felt more and more frustrated, but out of that frustration each
time was born an urge and desperation to strive further. At length, however, Shiva was
convinced that he would not®ly be able to subdue Kali. He then determined to humiliate

her in a different way. To do this he suddenly raised his right foot to the level of his crown
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and continued to dance in that pose. Kali could well have countered, maybe even outvied, this
pieceof dexterous management, but her innate feminine modesty prompted her to call it a
day. Quietly she withdrew from the contest and sportingly left the town and took up residence

somewhere on the outskirts. (Kokar 1979, p.17)

One must understand that tHassical tradition of Indian dance views Shiva as the ultimate dancer in

his form known as Nataraja, as mentioned above. It is believed by worshippers of Shiva that when he
dances his cosmic dance, he is actually dancing the universe into being. St dhidaace on the

part of both Shiva and KUOI i is extremely signi/

represent an act of creation.

Some may argue that this act of Kalids is one ¢
beingwh o woul d be pressured by societal expectati o
relinquisht o such pressure, she would not have dared

believed that Shiva, who is always accompanied by goblinglamsts, is notorious for his thunderous

temper. According to Hindu mythology neither gods nor demons would willingly provoke Shiva in

any way. However, KOI i i s speaksther mindawhendshe lencountdnrsi s ar
Shiva, proves to be as agile and flexible as Shiva and quite easily matches his dexterous movements.

Il 6d Ii ke to emphasise here that from a histori c:
asthemastavi t h none as his equal. So that KUIi is ab

in her approach to the challenge but it also gives her a power that no other god or goddess possess

within the very traditions of dance.

| am suggesting that her tvdrawal from the contest is done freely and for her benefit, as she leaves
with her dignity still intact. Had KUOli continu
over her by allowing him to put heawayjandleavex ompr o
with honour and respect before her body is put on extreme display. Perhaps there is a deeper meaning

to this, as within the essence of Hinduism there is the understanding that the Shiva/Shakti being
resides within all forms of life, as disussed i n the introduction of
withdrawal from the contest is done on the metaphysical understanding that Shiva is simply her

masculine aspect, and she thus does not need to push her feminine aspect to that extreme.

There aremany acts of defiance in this tale. Firstly she does not allow Shiva to enter the city.
Secondly she accepts his challenge, when other gods or goddesses would meekly bow out of his path.
And lastly, she walks away and chooses to define her own boundhpespdety rather thaming

demeanedby putting her femininity on public display.
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The style of S h i vtandasa which s dthe masculind aspegt of classical Indian
dance. This style dominated by the sentiffasftveeraor valour, and isften danced at the victory of
hi s battl e against a demon. Hi s consort, Par va

introduction of the feminine aspect of dance knowflaaga which most often exhibits the sentiment

of shringaraor love Menm 196 7) . Thus, for KUII to contend w
have had to accomplish many intricat etardavd, vi gor
his masculinity , which she does eHerfabilitytbdthets s | vy . }

take up the challenge and to withdraw from it. | would suggest thdashaaspect of dance is seen
as the counterbalance to the vigortarsdavamovement, and as with all aspects of Hindu belief, this
exemplifies a balance of oppogiforces.

If we look at traditional Hindu society in South Africa, even in contemporary secular contexts, there

are very few women who would dare challenge their husbands (or other male members of their
community) in a verbal argument or any sorpbsical battle, especially in public. As noted in the
previous chapter, in relation to Phoolen Devi,
ani mal so i f they are without a husband, fat her ,
contextwomen woul d not dare qgquestion the d6dauthority
notion that men should be respected and obeyed. However this concept of power and dominance over

women is very unlike the traditional Hindu conception of women, ésewrin the Atharva Veda

iwWoman is honoured as the queen of the house. T
her. The status of the woman i nanditNe&/etdusakids , or
152).

Inow move ontoananalyi s of two scul ptures of KUOI i i n hei

materialise and embody has a powerful presence. Figureissa sixteenth century black stone

scul pture from the state of Gujarat, dwnimdhalh depi c
of flames, and holds in her two hands a pot and a fan. A small female figure crouches below the
standing figure of KOIi:; she too holds a pot in
rests upon the left foot of the crouchiigure. Both figures look upwards with titled heads, as if at
something in the distance. KUIlids dress is minirt
around her waist and a garland of heads or skulls, and, once again, is adorned Isithhieadrape

over her beautiful, powerful breasts. Her neck, ankles and wrists are clasped with jewels and her
crown is decorated with skulls or heads. Her hair, unlike in other representations of the goddess, is
braided into two plaits on either side loér head. She bears a slight smirk on her face. The figure

below is completely naked and wears only jewels around her neck, wrists, waist and ankles. She too

n classical Indian dance there are nine sentiments used in story telling through mime.
2 One of the four main Hindu scriptures
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bears a smil e. The hal o of fl ames withikulswhich |

or faces, looking outward.

Unl i ke many popul ar images of the goddess, i n t
does not seem to be engaged in any sort of battle. While her appearance is quiet, it is certainly not
meek. Sheresents herself with pride and is engaged in the act of sensuous performance. In her right
hand she holds a fan, which is traditionally seen as a signifier of femininity and seductiveness.
However, fans are in many other cultures used not only to entamai entice, but as a weapon of
seduction too. In her left hand she holds a vessel. In many popular images of the goddess in which she

is depicted with four arms, she is shown holding a severed head in her upper left hand, from which
blood drips into thevessel held below it in another hand. By association the vessel as container also
alludes to her female sexualitys a container for procreatiorhe vessel could also be interepreted as

her making an offering to a space beyond her physical presensantbespace to which she gazes.

The crouching female figure mimics KUIi6s moveme
and astride | egs al most precisely mi mKati:Thehose of
Feminine Forcesuggets that this figure represents the feminine grandeur of the universe. She sits

bet ween KUIlib6s | egs suggesting a reference to b
Mother of the universe. This image is reinforced by the resting of heufmm the child figure in a

protective manner, suggesting motherly contact and delicate control. However it could also be argued

that the child figure comes to represeet owni nnocenc e, and is perhaps a

It is as if this piecesows a doubl e incarnation of KOI i, bot h
and at a later stage, once she has grown into a bolder, adult figure with fully formed breasts and a
sensuous presence. The aura of fire within which she dances alludesitprasence of divinity and

radiance, a state in which she is not demure but rather appears as an explosion pbjndante

and mesmerising power

The looped filigree skirt, which could be made of either textile or jewels, is interesting because it
relates to the tale discussed at the beginning o
completely naked while dancing. The filigreed skirt suggests an extremely feminine quality that one
does not automati cal | ytayal ©fshercseems te bevcontrddictoyUd the. Thi
defiant aspect of the goddess, thus associating her with sensuousness as well as alluding to nurturing,
motherly mannerisms. However, the significance of the filigree lies in its ambiguity, as it
simultaneousl both conceals and reveals. It is blatantly suggestive while at the same time being

extremely feminine in itslelicateness anekquisiteness.
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In contrast to this motherly, nurturing aspect, the gruesome garland of human heads or skulls is a
quintessentian. f eat ure of the goddes s, inadditdnto @ instehdwh y s s h
her outstretched tongue. In this sculpture, the potentially bulky garland is made delicate by her
implied scale, and no protruding tongue is evident. The small skutle sculpted garland appear

less gruesome in their rendition than they would normally appear in paintings of the goddess. The lack

of ghoulishness in the skulls enhances the sengwdlthe figure, which is further amplified by the

way pearls loop ah curve between her voluptuous breasts. This accentuated female form is
powerfully present in these motherly, yet erotic and fecund, breasts. The nakedness of the crouched
figure also gives it a childlike and somewhat innocent quality, thus enhancindethefi birth and

childhood.

In general, this sculpture is less threatening and aggressive than other representations of the goddess.
All her characteristics together with her implied movement, or stance, create a rather delicate and
graceful feel to bdt the depiction of the dance and the sculpture itself. The filigreed skirt too
suggests a delicate female sexuality as opposed to the more obviously violent and intimidating quality
of a girdle of arms, as seen in most popular images of the goddesslighhdilt of her shoulder and

arch of her hip creates a sense of fluidity, which makes this movement seem less forceful.

This sculpturef K U | i asserts a certain kind of creativit)
on thelasyaaspect ofdance. Therefore, while she may not appear to be aggressive she does assert a
particular type of power that could not be matched by a male protagonist; the power of female
fecundity through birth and motherly nurturing. Part of her defiance is that shéags not appear as

subservient, her strength radiates through her sheer femininity.

Thenexi mage of KUI i )is awsixtdeath acertury(NEpalgse copper Tigure, called
Kurukull U. Unlike the previ oemsdssmsvitmatamae®., her e K
Once again she is semaked, but wears a girdle of human arms as a waist covering. Once more her

chest is bare. Around her neck she wears many necklaces and a garland of human heads. Her crown

too, is adorned with skulls or &gs. Her gaze and stance are frontal and she too bears a mirthful

smirk. In this portrayal KUIi is % Shestandswont h a th
her left foot while the right leg is bent with the knee pointing outward and the &tiotgénward.

In this sculpture she is portrayed with four arms. Indian daastasor gestures, are very specific

and dancers are able to use this along with facial expression to relate tales. Thus even through

L shiva is the only other major deity with threeesyThis is said to represent time past, present and future. But
it is also used as a weapon by him, it is said that when he opens this eye anything in its sight will burn to ashes.
It is not unlikely that KUIidéds third eye would have t
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sculpture a gesture could be read as a type of sign languageastheare derived from the ancient

Natya Shastraan ancient Indian treatise on art, music, dance and theatreh&stahas its own

meaning but eachastacan also mean various things.uBlonehastacan be used to talk about

different things. The gestures of her two upper arms are held in a position of holding a bow and arrow.
Her lower right hand shows a gesture used for twirling either a noose or a lotus flower. The lower left
hand hdéds what could be an elaborately decorated handle of either a vessel or her quiver in which her
extra arrows would be kept, which can be seen just above her left shoulder.

The Kurukull U figure is more easish(thegirdlecobagmsi s e d
and her gestures that are suggestive of armour) are those that are usually associated with her. As in the
previous image, here too her hip is arched, which offers an extremely seductive quality and suggests
feminine movement. Her stae is a typical movement in classical Indian dance, particularly Bharata
Natyam. This is the style | have studied and is sometimes present in my visual art production. That
she holds weapons in her hands tells us that she may be engaged in a battle sbrsamn is
preparing for an approach to the battle field. The foot movement adds to the idea of her shooting an
arrow, with her body leaning to the right side as if she were pulling back with force just before
releasing her arrow. This type of movemenobften used in dance drama when showing a battle scene

and could perhaps be followed by a leap in order to show the follow through of an archers shot. If the
goddess really is engaged in battle, as she appears to be, then it would seem logical that the lo
right hand is actually twirling a noose as opposed to a lotus flower, thus enhancing the combative side
of the goddess. The elaborate object held in her left hand does appear to be threatening simply
because of its sharp decorative handle, althougoltd be a vessel or a quiver. Either would be
typical objects associated with her, especially while engaged in battle. The vessel as explained above
is used to catch the blood of the demon as the goddess beheads him. The smirk on her face could be

one ofmockery of, or triumph over, her opponent.

Her body is elaborately decorated with continuous lines of jewels and a chunky garland of male
heads. These jewels, which create rhythmic semi circles over her body, accentuate her breasts, her
belly and even hepelvic area, thus emphasising her feminine sexuality and power as a dancer. These
lines become almost circuit like, as the energy and power of her movement traverses through her
being. While the goddess is engaged in this dramatic dance of hafithe viewer, am mesmerised

by the rapture of this movement over her seductive body. While her decorative clothing of jewels
move elegantly and fluidly around her body and head, her eyes are poised completely still, as if in a
moment of fixed focus. The vesal orientation of the open third eye is a reminder of her spiritual

state, her divine power and her absolute intent.
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Unlike the previous sculpture this one appears to have more of a sense of masdalidevastyle

of movement. The body is in a flux of movement that includes leg lifts and possible leaps, and this
adds to the idea of KUI being engaged in batt]l
to sway along with the movement of her body,ichh if we refer back to the tale related at the
beginning of this chapter, would be vigorous and swift, much like it appears to be in this sculpture.
This sculpture patently is not about the nurturing and motherly side of the goddess. Although bearing

a snile, she seems to be more aggressive, seductive and forceful. She is a woman engaged and
enraged in battle. This sense of power is much more dominating than in the piece previously
discussed, and it perhaps provokes a more immediate response from tbe whigh seems to
6awakend and enliven both the sculpture and the

These KUOI i scul ptures carry with them an author
and philosophical sense. Although they may seem less dominant in a masen$iaetheir grace and

beauty is not without majesty and triumph. Masculinity should not necessarily imply strength and
authority, but often it is assumed, particularly in Indian homes, that masculinity or manliness signifies

the right to controland rulever the females within the househ:«
womanly movement; hd:atsyaf2 is able to captivate, entice, distract, and then attack. She is also able

to dominate a space through her delicate movement and poise.

Both sculptures embracstrong sexual associations of the goddess by placing an emphasis on her
sensuous female form. These emphases speak of Hi
many Hindu tantric perspectives anxalgoddess;digrs ot he
sexuality is often discussed, particularly within Tantric sects. In these sects the performance of ritual
acts of sex, along with other O6tabood activitie
some Hindu societies, femalexsality is something that is extremely controlled and sometimes even
consideredtobenemx i stent, except in cases of pregnancy
findings in her boolOh Terrifying Mother women are very aware that this restrictismot normal

but Aany open acknowledgement of female feeling
silence on such topics is nearly always mainta
contrary, have no limitations set upon them, arel allowed to explore their sexuality to whatever

extent they wish.

As Caldwell states, men in Kerala begin sexual relations while still in high school, and some of these

encounters are homosexual in nature. While in a South African context Hindu waagdrave more

% Thisaspect of classical Indian dance is understood to be sensual, seductive and gentler, and is said to be
feminine. It is most often associated with the goddess, while the masculine aspect known as Tandava is
associated with Shiva.
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freedom with regard to sexuality, it is still a topic that is barely acknowledged or spoken about
between generations. In India this idea of sexual control is particularly dominant in rural areas and
societies in which the caste system gtilbvails. Male supremacy works against all women in these

areas but low caste women in particular are truly taken advantage of (Caldwell 1999). Prior to the
19406s the | aw of -cdaste womendronpwearihg ab uppee lbdy lcavesiregr While
lower-caste women were allowed to move around more freely than-upper women, this worked

to their detriment, because when the | ady of th
submit to the sexual advancesbyuppaa st e mal es 8 p.1Ta !l dwel | 199

To focus more specifically on t Matyestugpicturadimty of
Figure § the theatrical folk dance practice of Kerala, in seuméist India. In many ways this dance is

an invocation of the goddess andréhare many discussions around sexuality within the region of
Kerala. An interesting point raised by Caldwell is that only men are allowed to perform this dance
theatre, even though it is focused on a female goddess (Caldwell, 1999). Women are seem?ds impu

and therefore cannot perform. For this reason | will look at some aspectstwk cahd sexual

practice withinthis region which may illuminate my analysis.

Kerala is a state in which womends sexuality is
amongst women themsel ves. However, wha't i's inter

extremely sexually alert being. While she is portrayed agman, with fully formed breasts and in

touch with her female sexuality, she also stand
stated by Caldwell (1999, p. 200). fThe* enactn
reinforces imagesfo f emal es as aggressors in the very con
(Caldwell 1999, p. 200). In other words, KUOIli r

according to this maldominated society. If a woman shows any sign of meg&motion, that is, if
she screams in anger or <cries, then she is refe¢

connotation in this society whekduttiyettuis performed (Caldwell 1999, p. 204).

KOl i i s not all owe dentamd isbhnade aonfearfull thatyeveh men showe feae of w o m
this sexually advanced and aggressive goddess. This creates a gap between the female human and the
goddess, as most then choose to worship the more passive deities like Krishna and Parvati. While they
may not worship the goddess they are in some way still devoted to her but this devotion is done out of
fear rather than |l ove or desire. A woman inter\

wrong, if we commit any mistake, we fear she will punishluis for that reason we have devotion

% perhaps this is due their monthly menstrual cycle, most Hindu societies classify this as impure and women
are expected to keep away from objects of divinity and devotion during their period.
24 One of the many names for the Goddess.
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for her. [ Actuall y] itds not devotion, itdéds a Kk
thus do not associate with the goddess, as to them she becomes more like the dominant male, who

also happens toetportrayed in theatre by the dominant males of the community.

Interestingly, in this context, KOI i i s reposi
powerful being who holds control over everything. Her pgnisexual energy is said to berstb to

the point of inducing aggression in her, and it is this that is feared by both men and women. The
performance oMutiyettuis seen as an appeasement of the goddess. This polarity of the negative and
positiverepresentations f K U1 i i s it positibne theegpddéss &g a posverful being who is

both protector and malicious destroyer. While | may not agree with this almost demonic version of the
goddess, | do think it is important to acknowledge this portrayal as it emphasises the sexuahghower a
defiance held within her spirit and being. This sexual power seems to take control over these men
during their performances and is feared by the women who view the performance from outside the
temple.

Even during the performance, while she may beragged as the lustful, bloodthirsty, aggressive
female, | would suggest she also comes to expose that which is feared by men. It is by their portrayal
of the goddess in this way that men in this society have succeeded in keeping their wives and woman
relaives at home, behind closed doors, in an extremely controlled and contained environment.
Without going into too much detail about male sexuality in Kerala, it must be acknowledged that the
vagina is, to a certain extent, feared as a destructive orgarefditeefor many men, the preferred
form of sex is fellatio, as opposed to vaginal

6vital mal e energy6, semen, from the male body.

Semen is believed to cont ai n ebeSipheldtoadch ap extestr s 6 (
that homosexual fellatio is silently the preferred method of sex amongst men in this region, according

to Caldwell 6s research. The reason for this, as
that there is the peeption that in malomosexuakncounters, semen stays between male energies.
This o6vital mal e energy6 is therefore not threa
most brutal, in the form of rape, is far more destructive to the febwalg, let alone her emotional

state, which as Caldwell has already noted is completely denied within this society. Perhaps the male
preference for fellatio has more to do with his desire to control and dominate, sexually and otherwise,

thanithastodowt h hi s o6feard of the vagina.
Thi s, however, raises interesting issues when t
costume a head with a protruding tongue around his waist. As mentioned in the previous chapter,

KUI i 8s t on g that she coald lapuug alghe Bland of the demon Raktabija, as this is the
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only way the demon can finally be destroyed. In the tale given by the performdrgipétty this

demon is called DUrika, and KUI i saaltolbestheblpadn ano't
drinker. In the dance the portrayal of Vet Ul am
wai st. According to Seema Mohanty, the form of K

tongue (Mohanty, 2004)Thiswod d expl ain the addition of the Ve
that acts as the tongue of KUIi, who | aps up the

The tongue that protrudes from the waist of the
phallicconmt at i ons. However, as Cal dwel | argues, nVe !
to be equivalent to an exaggerated clitoris, a
(Caldwell 1999, p. 179). The tongue ithereforea hybrid orgarthat while phallic is also able to
6drinké the blood of the demon, just as the vagi
heterosexual vaginal sex (Caldwell 1999).

There are several other interesting gender dynamics that emerge iertbignpnce. For example,

women themselves are left out of this performance and all the rituals associated with it, thus keeping
them at a distance from the goddess. Here the fe
women within the communityand they seem to have no choice in the matter. It is ironic that this
performance is done to glorify, demonstrate and appease the power of this female energy, and yet it is
only performed by male dancers. In the next chapter we will see the two coraeynadists who

claim this power and use the KUI i principle to o
The sexuality of the goddess seems to be central to the performances. It is her female sexual energy
that gives her the power to be destive and aggressive. As much as the male performers may take
contr ol of this performance | would |ike to sug
When the centr al performer goes into anergyr ance |
female energyand he has no control over this. The goddess takes control of his body, and it is as if

she awakens into human form.

Thismaledi rected attempt to control access to KOIi
Hi ndu societies. My i nt edisoussegpresiouslyj affim thisheadericywo K U |
Either she is vieed negatively with fear, andll the rituals are performed by men, or there is a
complete avoidance of her potentially disruptive sexuality. | speak only of the two male priests whose
positions | have accessed in relation to this research, and | acknowledge that there may be many
femd e devotees who may perform KUOI i rituals witt
African Indian women of my generation now have the opportunity to be educated and earn a living,

there is still an underlying expectationtbém tofulfil certain role within the society. Those who do

not are often met with confrontation, and even a patronising pity, for their lifestyle choices. A woman
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often has to fight for respect, and if she is outspoken she is repeatedly met with much difficulty, much
like the faned Phoolen Devi of the 2acentury. That said, though, | cannot deny that there are also
many Hindu men within these communities who are affectiomatetreat the females in their lives

with tenderness and respect. | think what is important to noteisirt many cases these women
choose to be outspokerheir willingness tochallenge the expectations and demands of an

overarching patriarchal systaemonstratet h e K U iwithmthern ci p | e
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Chapter 3
The Represent at i on SwapaBiwhs and GChie KantaeBusmnarr k o f

This chapter looks at the work of two Londbased female artists, Sutapa Biswas and Chila Kumari

Burman, both of whom have Indian ancestry. | will analyse only one workdbyagtist. In the case

of Biswas, the work directly refers to the godde
KUOIl'i indirectly. The work does however place the
context that positions her as poweldnld perhaps aggressive. | begin with a brief discussion of each

work before | move on to a more-gepth discussion of these within a feminist framework.

Sutapa Biswas studied at Leeds University in the
allowed Biswas to view the university system very differently to other female artists and colleagues.
Griselda Pollock, who taught Biswas, notes in herTeating Figures of Presence: Naming Ciphers

of Absence Feminism, Imperialism and Postmodernity Wbk of Sutapa Biswat)at for Biswas

this identity was not just about being a woman, but rather about being a woman of colour within

imperialist Britain. Her work at the time focused on issues of colonialism and feminism (Pollock

2004).

In her workHousewives with Stealknives(1985)(Figure 9, Biswas uses a recognisable
representation of KUI i and places her within a ¢c
stands almost centrally within the image. She confronts the viewer with her gazediés bat off

by the edge of the picture just below the waist, so one does not actually see her full stance. She holds

in her four arms a sword, a severed head of a white male, a lotus flower and lastly shows the gesture

of protectior’ Biswas has addedanmage t o the hand that holds the
of another image of an active woman pudithandhi ng ma
Holoferneg(fig 10)( ¢ . 1620) by Artemisia Genti lrees6cshiar(nsol |
and hands are extremely muscular, one could say almost manly at first glance. Her necklace of
O60skullsbé is actualKmnyowradewhipt @ f mdlae efsp @lfi twied d | m
p. 25).

Unlike common images of the goddetbss figure is clothed; she wears a red sleeveless printed vest
and there is a suggestion by the black strip around her waist that she wears a skirt. Emphasis is placed
on the arms and hands through the way Biswas has worked the surface. This draws titddi

materiality of the image.

% This gesture of the hand raised, palm facing the viewer is commonly used in Hindu iconography as a gesture
of protection and blessing.
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Biswas alludes to race in the placement of this image on white paper. Pollock, in feategtthat
ithe piece knowingly sets white against black by
black, on white papay. ( Pol | ock 2004, p. 24).

The reference to race is more than just the surface against background as the figure itself is rendered

in a dark brown. From studied iconography of the physical characteristics of the goddess, one expects

the skin to be either &tk or dark blue. By making the skin dark brown, Biswas has intentionally

brought attention to a ne@aucasian identity, that is, either Indian or even African. From the title we

gather that this is obviously a woman in a domestic setting, and withdtexhent one already

understands that certain expectations have been laid upon her. That is to say that she should be

passi ve, modest and obedient, shebds a woman and
the Apassive f eniihnei ncerde aitsi odni sorfu pat eidmubryd er ous her
only in Biswasods i mage but also in Gentileschi 0s
seem to have an ominous undertone, one that perhaps places the housewife in a pplsitsicabf

threat or dominance.

This notion of the Amur deintiguesmeh. e rGeinntei 0ol e(skcohlilbosc ki
well-known image and according to Pollock, functions as a sign for Western feminist art history. It

does however in some sense remind me of the Kaffggeitool of painting in India. Not in style, but

rather the content funcis along similar ideas. That is to say that in some Kalighat paintings one

would find images of female dominance, such as wives beating husbands or husbands bowing to their
wives. While the artists of this school of painting worked according to many shemost often they

were informed by daily 1ife. Living in such cl os
to work with these themes. Often these renderingsdakesomewhat humorous or farcical tone.

Often in these paintings a man is payed as submissive, and the assertiveness of women is

prominent (Mookerjee 1988). However, one must remember that ofterséhedf satire enabled the

artist to invert the actual societal structure. Therefore even though some societies within India were
matrilineal at some stage, one should not assume that these men were actually being beaten by their

wives, or that women held any dominance within the home or community.

Per haps Bi s wavithiSteakikhovesdoeswlaywoe the idea of satire, budlio

i mmedi ately confronts the viewer with the idea o

% These paintings were made by Bengali fatkists. Duringthe early f%c ent ury t hey 1l ived ar ot
temple ofKalighat. Within this school of painting artists preoccupied themselves with many themes, such as,
drunkenness, domestic quarrels, religious hypocrisy and feminine power. The use of satire along with very basic

lined brushstrokes and a limited range obcws make up this somewhat humorous array of works.
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itself dominates the viewerés space. The figure
only are the arms very muscular but, on closer ingprectihey seem somewhat disproportionate to the

rest of the figure; they appear to be much bigge
My feeling is that this was done intentionally, as the sense of aggression, dynamism and power that

emarates from the figure is heightened by this distortion of the arms and hands.

The lower right hand of the figure, which holds the lotus and the photocopied image, seems to clutch

them very tightly, almost as though it were strangling something. A clefisheduld perhaps

suggest anger or frustration. It is a known icon for defiance in many cultural and political movements.

What stands out for me at first glance is the upper right hand. This hand holds the gedibesam

or protection. What strikeseris that most often when one sees this gesture in images of Hindu
deities, it is often held either at the chest or
which immediately implies a sense of dominance and one could view it as a hasdhittiaig or

striking as opposed to protecting.

The title of the work suggests that the fAsteak Kk
not even visible within the frame of the work. | assume that Biswas is drawing attention to the idea of
KOI i as a dominant femal e, with or without her v

confrontational gaze that sets her apart from other Hindu goddesses.

The necklace of male heads worn by the yfigure is
dealt with in chapter one and two, we know that the necklace of skulls has shifting significance.
Symbolically these skulls or heads were seen to represent the ego (Mohanty 2004). This adornment
around KUIib6s neck i s soneandthusts detaghmeatfrermorldly he s o ul
ties. I n Bi swasds i mage however, the heads are r
doubt that her intention was for them to be the
They are rore like the trophy heads of patriarchal colonial signifiers. By placing them around the

neck of this figure that represents fearsome Hindu goddess, Bisweansposethese colonial

figures into a new context.

I would like to suggest that perhapsstis an attempt not merely at poking fun at these politicians and

what they stand for. Rathday placing them within an Asian context, Biswas in some senses forces

them to 6éconfrontd the people they cocbntmets ed and
deny in contemporary society. Biswas was at the time interested in issues of otherness and questioned
the idea that migrants were always expected to n

was she [Biswas] who named the impésim that still structured the course analyses, and which
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spoke in undifferentiated terms of class and gender, never acknowledging the issues of race and
colonialism. o (Pollock 2004, p. 24).

This 6KUIi 6 could al so b eundhertneck gsa mdarsdf cansollifgo | di n g
them and their ideals. As we know from the previous chapter, the necklace of heads around the neck

of KUIi, according to a Telegu tradition, could
they are théaneads of a demon who was granted a boon that when one of his many heads touched the
ground, the earth would burst into flames. KUIIi
placing every fallen head around her neck. Thus one could read thism Bi$vs | mage as wel
politicians represent a certain kind of evil or a certain belief system that Biswas is questioning or
opposing, and in that questioning she is placing

form of conceptual powerver these dominant male forces.

The vest that covers the figurebs torso is made
mout hs and eyes (Pollock 2004). This brings us &b
gazes. Togetme wi t h the scale of the image these Oeyesh
overwhel ming for the viewer, and one starts to ¢
image. This confrontational gaze makes one feel less importdmiaces one in an almost

submissive position to the female figure. What is also interesting about the gaze here is its inversion

of the Western historical convention of imagewing, in which images created for the male gaze

allow the leisurely surveymfemale body. Here there is no room for gazing at the body, for even

when one | ooks at what <covers t hel ibkeddy , p aotntee ri rsi rs
looking back at you. These patterns could also reference the mouth or evocativelyaferdale

genitalia or sexuality. This again places the KLU

rather than a position of meekness or passivity.

Before discussing this image in relation to defiance and its place within a specific feminist

framework, | want to move on to the work of Chila Kumari Burman.

Chila Kumari Burman, unlike Sutapa Biswas, was born in Liverpool after her parents emigrated from
India to Britain in the 195006s. She studied art
situation where o6bl ack wtimkna 6f artv@ncecagainxwe seethee d t o n
belief that Indian female artists were expected
ancestry, rather than question or comment on their personal contexts as migrant Indians within an
imperialist societyShe was at the time interested in issues of black women under apartheid in South

Africa and Asian women in Britain (Nead, 1995).
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Kumari Burman generates images of herself in her own constructed context. Sheltapgrtic
interested inthe ideaaoton of the Aheroined in popular and ¢t
picks up in her work are, as Sonal: Fernando put
wild feminine energies and wor ki mlgl985|pa7.3hedeer oi ne
ifeminine energiesd to which Fernando refers oft
commonly the Rani of Jhansi, the goddess KUIi an
(Fernando 1995).

The work that | willdiscuss in this dissertatioBhotokar(1993) figure 11), does not directly

reference the goddess, or any of the women mentioned above, for that matter. The work comprises

four black and white portraits of a woman performing the Japanese martial aitehdtbe

dimensions of these photographic panels are a#idx 66 cmeach. The portraits are of Kumari

Burman, dressed in a sari performing in front of a mural that functions as a backdrop. This mural was
painted by her in collaboration with youth gps and her brother who works as a graffiti artist (Nead
1995) . I n each i mage she Oattacks6 the camera wi
untied and sways wildly as the movement is captured. The expression of the figure is always angry,
aggressive and confrontational. There is a definite sense of dramatic movement within the frame as

the image blurs at certain pointiefining the action.

The work addresses issues of identity, both mythical identity and constructed. The fact that she is

quite clearly an Asian woman dressed in traditional clothing allows one to make certain readings

without even knowing the context of the photographs. Whether these were taken in Britain or India,

they certainly create an alternative image of the behawiadicharacter of Indian women. She quite
easily moves in her sari, which is conventional!/l
challenges these conventions by making the sari an active, even aggressive garment. One knows that

the artist has pugsely chosen this type of clothing to speak from and of a specific race, and perhaps

even class, group.

This image is, however, constructed or set in a very specific cagthd back wall has a mural

painted on it, created through a collaborative project betWeerari Burman and her brother. The

viewer does not have full view of the mural and in two of the images we see the same background.

This background consists of two figes, one that looks like a female jogging and the other of a black

male looking directly at the viewer, in a completely passive manner. This background is just a

fragment of the mural though, which in totality is 40x45 feet and is en@ietlLovg1991) The

entire image of the mur al is set in a | andscape
l oveo. On the left is what appears to be a cont e

Indian architectural building, which veryodely resembles a mosque. At face value, this image
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obviously alludes to race, gender and politics, with overall altruistic themes of peace and love for

difference.
In ShotokanK u ma r i Burmanbés aggressive i magdthis of her sel
message gbeace constructing herselfasvif | d and confrontational . As L

image of this fighting woman, frozen in ralick, forces the viewer to acknowledge the assertive new

identities being claimed by Asian women inthe 9900 ( Nead 1995, p . 15). T
that Kumari Burman is displaying here is one that is unafraid to challenge and confront expectation,
whether this expectation is within the Indian community itself or one set within the broader context of

beng a migrant in imperialist Britain. As Nead p!
arms and angry face of the figureo (Nead 1995) .

From a certain perspective this attacking and confrontation can be seen to resemble Indian dance
movementEven the way the sari is tied is similar to the saris used by classical Indian dancers during
rehear sal s. However, in Burmands i mages the mode
the figure. I't brings t o daicenbdttletwitheShivaabutéhenisitentliywh i c h
withdraws when the situation calls for her lifting her leg, which would ultimately lift her skirt and

show her body to the public (see Chapter Two) . T
unintentionally alludes to this tale. This is what intrigues me about them. These images become

particularly relevant to my own production as they look quite similar to a photographic series (called

ifiKali Tandavao6) that is part of my body of work.
Lastly lwanttotalabout the hair of Kumar.i Bur manés figur
typical i mage of KUli. The hair is wild and di st
swaying as KUli dances. This r eprreskyatdati on of F

illusion. Within orthodox Hindu communities wildntied hair is often frowned upon. As discussed in

chapter one, loose hair becomes a metaphor for sexuality, a symbol of sexual control or lack thereof. |

will elaborate on this in chapterdor . KUl i 6s hair, on a sgyambolic | ev
illusion. Perhaps Kumari Burman is subtly drawing attention to all these issues. This loose, wild hair

starts to represent a certain type of aggression and defiance and | would go tsday disat

Burman is the |living presence of a modern day KU

While both artists are of Indian descent and studied and work within a Western art and academic

system, their practices coincide with a black feminist frameworkatbatd have been relevant during

the time of the production of these artworks. It
made eight years aft& i swasdé6s and yet they were challenging
Britain.
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The feminist frameworks and theories discussed i
1990606 s, and this selective reading is done inter
These works were addressing their particular traditiomaicalonial contexts, and it is therefore

relevant to speak to and about discoutkging that periodl am aware that the same belief systems

within the British context and within Feminist theory have evolved and changed. For me, the purpose

of this chaper is to look back at how feminism has contextualised these two artists in particular, while

bearing in mind that more contemporary ideas of feminism inform both their and my production now.

Biswas, in an interview with Yasmin Kureishi (1986), states tlea use of Hindu mythology is to get

her Western audience to make a concerted effort to read more about her culture and background. She
feels that not enough research is done into this culture and it is therefore misunderstood and

generalised in a partitar way. This generalisation leads to an expectation of this society, and in

Bi swasbés case, an expectation of the kind of art
traditional myths and legends to question and provoke western attitudessantptions of Indian

and Hindu society. Some may argue that by doing this she is already falling into the trap of creating

wor ks that could be seen as o6exoticbo. Il woul d di
myths in dynamic and interesting way referencing images and myths of feminine power that

stem from an Indian or Hindu background, they not only force viewers to engage more with the

intricacies of their heritage, as opposed to the exoticised versions of it, but they also use these

traditions of powera speak against the very systtmat has restricted it.

In her articleThere have always been Great Blackwomen Ai€87), Burman explains that black

women artists have always struggled not only to establish themselves within theddrbutoto

establish their existence within the world itself (Burman, 1986). This loss, or absence, of their
identity is felt more because they, as bl ack won
white women, and yet white women are aftied the benefits of their joint victory over male

dominance. Similarly, black women fought alongside black men against racial prejudice, but have not
benefited from social changes with regard to racial equality in the same way that black men have.

Burman gels that it is the oppression exercised by white, 1thateinated societies that has caused

this to happen (Burman 1987). The idea amongst black women then is to establish a new challenge to
oppression, one that i s oudtosniidneatoefd fifbelna cnki slti breorva
(Burman 1987, p. 195).

In both Biswasd6s and Burman6s cases there is evi
women artists seem to struggle to survive and to assert themselves. In this case, both artists speak

from the position of being migrant Indian women. In her introductiorisily Femalg1987),
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Hilary Robinson writes that the one common apprao
oppression of womeno, r e nd984d, p.B.Hewewrr, whileaheiearta nd c | a
may be informed by feminist politics, it is not necessarily always the same politics. Each artist acts on

her own politics of oppression, which is informed by changing circumstances.

In the case of Biswas and Burmaime politics at hand was the issue of being the only Indian or

6bl ackdéd female artist in the university c¢lass,
were regarded by their instructors and peers (Robinson 1987). This idea of tokemsinastily

apply to women of colour, but to all female artists and art lecturers. It affected women within

university and colleges as well as ga#e. During the time of Greenbegg 6 s moder ni sm we s
artissrising above all and defining what abstragpressionism quintessentially was, while the

female artists who worked in a very similar mode were lucky to be noticed, to receive a mention in

any review or critique or to be considered seridshis was the case for the American abstract

painters Heen Frankenthaler and Lee Krasner. This notion of tokenism refers to woman artists at the

time, but it was felt more intensely by black female artists of the time as a double negative

ForBiswas in particular, tokenism applied in that she was conskilithe Indian student who was
supposed to make a certain type of art and speak from a certain point of view, an expectation that
came particularly from the male lecturers (Pollock 2004). Burman felt that white feminist artist

worked from a particularpoitf vi ew and did not engage enough t

oppression. This she calls the fAEurocentrico the
whi ch, according to Bur man, t here i s gplaiml ear abs
Burmands constant wuse of Indian heroines within
Shotokan.

Burman conducted a survey when she was still studying and found that black female students felt

hostility and indifference from their instiions, almost as though they were just there as tokens to fill

a quota (Burman 1986). Even the works of these women were looked at as though they did not belong
within the walls of those institutions (Burman 1986). Instead of making art that was exddbieid o

race groups, these women were making politically oppositional work, and this aggravated the teaching

staff of that time, according to Burman. These women, and this includes Biswas, were expected to

make some type of A et dénotitoomere serotsly questichedtadido s e wh o ¢ h

misunderstood (Burman 1986).

2" Here the notion of tokenism extends to white female artists, while male artists were recognised for their work
through Greenbergds writings, femal e artunateesnbughtover e mar
get a small review or acknowledgement.
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Robinson talks about there being no one fisingled

also recognises that feminist art does not use a specific mode of productiors@RdA887). In

Visibly Femals he quotes Lisa Tickner as saying, Afemi

(Robinson 1987, p:2). Thus it is easy to conclude that both Biswas and Burman were simply
feminist artists who addressed their own politics, ngti@se of their traditional histories, the

colleges within which they studied to be artists, and the colonial context within which they were

producing art. Importantly it was through their individual practices that they addressed issues in each

of these pheres.

Griselda Pollock, in her ess®&ainting, Feminism, Historf 1 992) t al ks about a
amongst feminist artists (Pollock 1992, p. 3), in which white feminist artists would speak as if on
behalf of all women, when in fact they did nwiderstand or even familiarise themselves with the
politics of women of colour. Pollock notes that Denise Riley states that this false universalism
essentially only speaks about the positions and oppressions of {ti@she white, western women, as
thoudh this view were embraced by all of womankind (Pollock 1992). Pollock also notes a point
made by Gilan Tawadros that there should be a broader understanding of feminism in which it is
recognised that we all speak from a particular place, a particulanhéstd out of a particular culture
and experience, fAwithout being contained by
Tawadrosds observation of the importance of
allow for feminist artistéo work across cultural and racial boundaries, but it also allows for them to

use O6toolsd from other cultural backgrounds

nf

t hi

not

t o

ni

a

S

S

chall enge the very cultur e t harlyevidenyintheavoridd or r o wi n

Lubaina Himid, which Tawadros discusses in detail, but about which | will not go into further detail
in this dissertatiof.

An aspect that becomes very important in bot
though in very different ways in each case.
body within art (Pollock 1992). In a way, this reiteratek at Bur man has sai d
absence of the black female identity. In this essay, Pollock speaks of the white female body as the
objectified and prised material of fantasy and art, while the black female body is brutalised and

violated througtslavery and racism (Pollock 1992). Pollock also notes that for black women this

h Bi

Pol

outrage against their absence within hegemonic

production ofp r e s éPollbek ©992, p. 3).

BFor more on Hi mi dos Bepondkthe 8amrdanG ihé work ef THFea Blackl \Wamen
Artists in Britain
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Both Biswas and Burman work withis idea of presence, and in doing so, they either create hew
identities for Indian women and the way Indian women are viewed by the British population, and they
al sereraeg ed6 i dentities. Both arti st sondothetlzeir e aggr «

Indian origins and their colonial cultural contexts.

The idea of presence in the work of Biswas, particularijjansewives with Stednives,emerges on

many levels. While Biswas certainly is addressing issues of race, class and gendehisittork

and is using myth in a somewhat humorous way to speak about this very serious topic, she also
unknowingly addresses her own personal history and memory; this she becomes aware of only a few
years later, as stated in Moira Roth t&&¢ading beveen tie lines: the imprinted spaces ®fitapa
Biswas(1991).

In Housewives with Stedknivesthe idea of presence on a formal level is quite clearly laid out, as the

figure confronts the viewer with her gaze. Her presence is also asserted throusghdheateriality,

size and space. Added to this is the conscious allusion to the aggressive Hindu goddess. The inclusion
ofGentil eschidéds reproduction, as small as it may
further. It serves as a tool afaognition in western art, particularly for those who may have

mi sunderstood the KUI i iconography. As stated ab
femal e aggression. The presence of this figure &

cannot be ignored or denied.

| think that this is something that actually happens on an unconscious level for BiMwlasBiswas
hasconsciouslycreated an embodimentbfh e fipr esence o of tiKdthrdughwi t hi n t
this drawing she haglsounconsciouslylayedwith the idea of time and the movement of a strong

female figurghrought i me, not only through the use of Genti
l evel . As discussed in chapter one, while KUOIi n
defiance, she is in fact the goddess of time. Here, Biswas presentshepessent, the woman of

now, she has knowingly moved her into a contemporary setting. She has thus also played with the

idea of what KUOI i actually represents, and that

There is yet another |l evel to IBé swasdes difuntemskKUl
vest of this figure, with its moutlike and eydike designsis actually something that Biswas herself

had carried with her in memory. Years after the work was made, Biswas made a visit back to India,

where she had found somelok r Grandmot hers belongings, i ncl udi
in which she was wearing a vest with the same pattern as that which Biswas had drawn years before

her trip (Roth 1991). Bi swasds memorsyggestfis t he ves

actually evidence of her working on an intuitive level of presence. According to this mode of
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working, the power of the goddess has enabled her not only to find a way of reworking myths and
icons to speak of and against the system she is iogpdsit it has also given her the tools, the
pattern, without her knowledge, to challenge the

work, and this is something that she begins to explore in the projects that follow this work.

B u r ma n dogmingfofipresernce works on a very different level to that of Bisw&shdnokanas in

many of her works, Burman has used the tool of creating her own contexts and personalities
(Fernando 1995). She does this by5)takinhy dsykbloil
Phool en Devi and turns them into images of the s
KUIl'i becomes the image of her. She is creating n
at the time. | do not think that theisientities are created to challenge expectations within her own

culture; rather, they are there to challenge notions that imperialist Britain may have had about Indian

women at the time.

Burman uses the actual physical presence of the female figumyhdrody, within these

photographs to speak of these different and new identities for the Indian woman. Burman is aware of

the blatant lack of an Indian or black existence within the British art world, and she just as blatantly
asserts their presenceSiotokanBur man st ates AOur first struggl e

alone our credibility as autonomous beings in th

Both Biswas and Burman use the past, its imagery and mythology to speak of presence within the

pre€nt. Interestingly though, Biswas uses this imagery andydhologizes it by placing it within an
ordinary domestic setting, she literally turns t
works and infShotokarnn particular, she renythologizeghis figure, turning her into something of a

war r i dike figré)of defiance and aggression. One cannot deny that in both works, the

confrontational gaze is what draws you in. This is what challenges the viewer to engage with the

work, on a visual ophysical level as well as on an intellectual or subliminal level. The challenge is

visual or physical, because in both works the viewer is physically confronted by a female of defiance

and aggression, and intellectual or subliminal because both imagest aceessible if you do not

have knowledge of where these images come from, the myths that they allude to, and the systems that

they speak to and against.

While these two artists speak from a very specific geographical and cultural context, | de thaliev
these issues are still relevant, particularly from and to my position as a South African Indian woman,
living and working in a posapartheid climate. The issues raised by them are still relevant to me as an

artist who is using traditional Hindu inography to question stereotypes within a South African
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Indian community; a community that has struggled through oppression to protect its identity yet

assimilate itself to a multicultural society.

To bring these arti st s dmparandundangtandingmof femmisttheoyt i on t C
would like to refer very briefly to the 2007 exhibitidBlobal Feminismscurated by Maura Reilly

and Linda Nochlin at the Brooklyn Museum. The pl
attempt at higlighting the fact that there are many feminist theories and positions on a global level.
These positions are fivaried, multiple, unstable
predicaments and situationso (Reilly & Nochlin 2

Thekeyissu¢ hat was highlighted in this exhibition is
consideration that issues of difference are important to understanding contemporary feminist theory

and art. Women from various parts of the world were invited to exhibhisrshow in such a way

that no expectations or preconceptions were applied to the kind of work these artists would create.

Some of the artists on show did not necessarily refer to themselves as feminists, but the position of the
exhibition was to use artswho made artworks that had underlying gender issues, whether directly or

obliquely.

As Reilly and Nochlin have said, i What counts as
differenty i n anot her 0200Re12)l Hven wigen Iblofig Hidati these works of

Biswas and Kuma#Burman, which were being made at a time when these new questions of feminist

theory were being asked for the first time, one understands that this notion of feminist identity and

theory is one thatis constantlyevolvy . Yet it sti |l mai ntains the id
position is different and that her reaction is a challenge or comment on her own position within a

given cultural, political and historical context.
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Chapter .4
My Dance with KUOI i

This chapter idocusedd i scussi on of the practical component

entitled Kali, was displayed in 2008 at the Art Extra Gallery, Johannesburg. My discussion begins

with a consideration of the materiality of my work, whic i s as i mivanogtaghyitself ms KU i
terms of the creation of meaning in my practice.
and contrast it to that of Bi swas and Kumar.i E
patriarchy, asemmuni cated through the i mage of KUOI i, em

production of work discussed in this chapter.

Before | attempt to analyse my artistic production | do need to state in retrospect that through my
theoretical readings, andking into account the feminist framework that surrounds the works of both

Biswas and Kumari Burman, | understand that my work exists in a context in which it could be read

in relation to a black feminist perspective. While this exhibition was being ma2i@08, it was not

expressly my intention to position the work in this way. However, | now consider the works to have

been made within a broader feminist framework. That said, my position does speak to and challenge

both the broader pasipartheid Soutlfrican context and the conventions of diasporic South African

I ndi an society. I understand and engage with t he
a Hindu and a feminist framework, both of which are frames ofa$fifnation andstrategt defiant

behaviour.

My two preferred mediums are painting and photography. However, when painting | have steered
away from traditional mediums of oil or acrylic on canvas. Instead | use-less#d pigments and
substances, such as Kumkum powder (vermjlidurmeric powder, sandalwood powder, hand
crushed coal and ash. All of these pigments are made from naturaba&sethproducts and are often
seen to have affective powers when used during ritual acts of devotion within Hinduism. Another
important aspct of my paintings is the use of thread and the act of sewing as a form of image making.

| will speak of each medium in greater detail below.

Earth, in Indian culture, as many other cultures, is often associated with feminine energy. For
instance, itic ommon to speak of fAmother eartho and the
is shakti, the primordial energy that is often spoken about as the feminine aspect of being. This
association of women and earth can sometimes promote stereotyped Vviewmen, women as

nature, as opposed to men as culture. However, there are also different ways of looking at this
association, which | explore in my practice. | also assert the specificity of this association to Indian

culture. Even in present times womenmany areas of India, particularly rural areas, continue to use
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cow dung not just as fuel but as material to make vessels, pots and plates. This skill provides a
livelihood for some families. Within Hindu culture it is believed that earth and all iitgylleings are

activated through the power ehaktj the feminine force. | try to sustathis belief by the way |

invest eartkbased materials with significance and how the surface of the canvas, to my mind, comes

to carry the ide@. oWhitlhe st Rife madéfeereamreacegyt o femi
these pigments is important in my work, it is also important to note that these pigmented surfaces
assert their physicality and are quite visceral. The pigments are not only effective ingctieatin

bodily references but are also affective in the power that these references hold on a ritualistic level.

The colours, red, yellow and black are also strongly associated with the divine and human female,
particularly in a ritual sense. Kumkum powdemmeric powder and ash are often anointed upon the

statue of the female deity as a form of cleansing and worship. Kumkum powder is also well known as
the red pigment that mar ks the forehead of mar
marriage i important to note that in most parts of India a-gild is given this marking as soon as

she starts menstruating. It is therefore not just a sign of marriage but one of femininity, a mark that is
unique to the women of India and of Indian descent.ldepming a young woman in the sense of her

being able to bear children is publicly acknowledged. While from a patriarchal point of view this
acknowledgment may occur for many reasons, including that of announcing that-tfeldjiis now

of marriageatd age, | would like to add that this is also a public acknowledgement of her sexuality.

She holds the power to bear children, to be a nurturer while at the same time has the power to entice.

According to a Hindu belief the mark on the forehead also brangareness to the energy centre that
sits at the middle of the forehead, also known as the-élyiedchakra. This therefore acknowledges

the daktior energy that sits latent within every human being.

I't is common amongst Hieimdge 6f Shiva. oTradit®rsldncagesa of Shiva s h  wii
show that his body is covered with ash, which is either shown as a light blue -ovhagreyshade and

is believed to come from the cremation grounds upon which he roams.

When | first began working with thena ge o f KUI i I used ash as a code
deity or energy, Shiva. However, my interest now, after much research, has evolved such that | now
use ash to both reference and chall engeinst hi s ir

Shiva as an equal, and not just as his spouse.
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Figure 1

As noted in chapter one, the seventh of the ten great wisdoms

of KUI Dh e mU ik saedash covered widow (figure

122 . Wor shippers s e-eoveetibhodyad s f er
an image of immense power. My perception is that this
widow-l i ke i mage of KO i can be r
would suggest that she holds as much power as he does. As
DhumUK&t i , r e posver efrdariess, the stage

where all beings forget their trumture. AsRawson puts it,

AThis is the bottom, the nadir

130). | understand this to be the stage of disintegration,
where there is a return to the elementat th, ash or dust. |

am not suggesting that KUOI i represents Oevil b ol

that we see the duality in the iconography of the goddess, where she is both nurturer and destroyer.

Many Hindu worshippers aeciate death and this darker side of nature and being with Shiva. | am

suggesting

t hat

this state may al so be connect ec

state of darkness which most human beings are too afraid to confront. It,isnhifrese paintings,

that KUI i

is shown as Shivab6s equal and the | ine

Turmeric powder, while it is well known for its medicinal properties is also frequently applied in the

ritual worship of some Hindu deitieK is seen as the purifier, and is always anointed onto the bodies

of brides and grooms a few days before they are to wed. However it is used in abundance when

worshippingshakti particularly in the south of India. Often the statue of a female degynéared

with this paste after she is bathed in milk and water.

In my paintings the burnt yellow turmeric powder, unlike the ash, is vibrant and bold. While the ash is

subtle and consciously speaks of decay, the turmeric powder pulsates with energyighthellow

surface i mmediately draws onebés attention. Mu c h

healing. It seems to bring a certain kind of life and energy to the surface of the canvas. But it is also

for this reason that | do not utiee turmeric without first blending and tempering it with the kumkum

(vermilion) powder. The brightness of the turmeric is too overpowering and is not easily associated

with feminine energy if one does not read if from a Hindu perspective. And my inténtiener for

the works to be read from only one point of view.

The last substance that | use to stain and colour my canvases is coal. | hand crush circles of coal

before wetting and applying the powder to the surface of the canvas. The blackness laod ttept
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coal is a direct reference to the dark vast exp

well as to the vast blackness of the void both alluded to in Chapter One.

Over time, the idea of decay has become a more important pag phintings than | had originally

expected or intended. Unexpectedly, the red pigment starts to fadiénweWhilethis may not have

been an intentional effect on the surface of the paintings, it has become crucial to their meaning. This
dissertaond al s wi th KUli as the goddess of time, who
death. It is significance in this light that the paintings that reference her start to decay over time,
without this being due to the control or deliberate actionhef maker. This not only speaks
significantly of the innate feminine powers within the pigments, but also the ephemeral nature of both

the pigment and process of creation. When | say creation | refer to my own creativity as an artist, to

that of the materiavorld within which | exist, and to the aspect of creation and fecundity that exists
innately within all female beings.

As | have discussed earlier in this dissertation, according to Hindu mythology, hair is supposed to
represent the concept ofayaor illusion. Hindus believe that we as human beings are submerged in
the illusion of life, and that all that is around us is merely the soul working off karma on a physical
level. Once we die, or rather awaken from this illusion, we will disappear into theega®f the void

t hat is KOIi. We wi | | become one with the wunive
him or her. This energy is seen to be in all beings and all matter. And if one thinks of the universe as
energy, then one would understana tHindu belief that all this energy is interconnected. This
spiritual understanding is not obviously relayed in my artwork, but it is from this intuitive
understanding that | create these works. There is an intuitively spiritual andikituadt at thecentre

of the creation of these paintings. The application of the pigment to the surface becomes an act of
infusing the canvas with the potential power of the goddess both materially and ritually, as well as
symbolically.

In my work the inclusion of hais not only a reference to illusion or a disappearance of the soul into
this being of KUOIi. It is also an embracing of
to embrace the world without restriction or convention. Her wild locks cdeesarfaces of these

canvasses, some done symmetrically, others done with a looser hand. The surfaces of these black
paintings are treated differently, but each spes
paintings are intentionally createo match my own height. These paintings are less about the
iconography of the goddess and more about the bodily and sexual quality of her being. They represent
the way | i magine KUli to be were she fysicalt hi s wi
concept or energy. Of course it goes without saying that these paintings are influenced by popular

images of the goddess.
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As mentioned earlier another significanedium in my paintings is cotton thread. The making and
threadingof the stitch andts association is also very important. This is not because of its reference to
craft or an activity that is associated with the female (although one cannot deny this significance).
Rather it is the aggressiveness of the act of penetrating the surféeeoainvas that is important to

me. And it is also the process of stitching that is vital to the production of the work, both conceptually
and visually. It is an act of labour, a cathartic process that | force myself to engage in. This act is both
meditative and dancéke, as | shift around the canvas in repetitive gestures and movements from
front to back, linking the seen and the unseen.

Much like the pigments, the thread also draws on a subconscious or spiritual perception during the act
of creation. Wihin the Hindu belief system, there is an understanding that all human beings have a
latent feminine energy that sits dormant at the base of the spine. Along the spine there are seven other
energy centres known as tbleakras The coiled dormant energy thie base of the spine is known as

the Kundalini Shakti It is believed that this latent energy is the thread that links atithkrasand

once awakened it is a very powerful spiritual tool for human beings. On a symbolic level, the use of
thread in my piatings starts to become exaggerated around centres of potency that refer to this

feminine energy.

All of the elements mentioned above come together to form my paintings, though not all necessarily

at once. These paintings all draw strongly on a singiegme o f K @) It is flors thie imdgé g .

that | extract elements or fragments of the goddess and distil these into a new whole form. The
fragments | use vary. They might be tongues and swords or masses of hair and delicate flowers. All of
these imags are built up relief on the surface of the canvas. My use of thread and pigment mentioned
above is intended to stimulat®th a visual and spiritual sensationeoergy and vibrancy. The style

of stitching varies bet weeedn pdratyvso rdki sf,f earnedn te ayc hwi s

The stitched el ements are a synecdoche of the p
to the systems that | hope to challenge through my production and embodiment of these images.
When referring to th body of the goddess one cannot deny the obvious and almost forceful sexual
nature of it. This is something that is expressed consciously in the paintings. The intention of this

body of work is to challenge patriarchal systems within the South Africaanmdmmunity, and the
expectations placed upon women by these traditions. Therefore these symbols have resonance in a

soci al context beyond the mythology surrounding
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The tongue, KOli s quintess
inthe painting t i s o6kal a6 that dev
Kali that devours even timéig. 13), comes to

signify a weapon of power. Indian women are

expected to be submissive and in some
communities are verbally or physically abused if

they do not comply. The symbol of the tongue in

my work comments both on the potential power of

speaking out in such contextsvords can wound

and are thus potential weaponand the pain of
disempowerment if speaking out is denied.

Therefore the use of tongues and swords in my

Figure 2

work is a visualisation of power that might be
applicable to the reality of the situation to which trad#ofindu women in South Africa are
subjected. The power of the tongue to speak out suggests an alternative form of behaviour for these
women. The only way to change strong social structures that are not beneficial to all of society is to

speak out againghem.

The title of the work suggests that the tongue
singular being amongst Hindu deities who is said to have control over time itself. It is this power to
control that | am ascribing to the womentofhese communi ti es. The poten
within all their tongues. Another important and potent association of the tongue is the sexuality of the
goddess. Much has been discussed about the sexuality of the goddess in the previous chapters. It is
with these associations in mind that this synecdoche recurs in my paintings.t Ini s o6 kal ad
devours all but it is Kali that devours even tithe red surface upon which the red tongue is stitched
suggests more than just the lapping of blood froeltattle field. The visceral and abject quality of

the pigment alludes also to menstrual fluid, directly referring to female sexuality and procreative
ability.

In this painting the tongue becomes something that is both creative and destructive. Tiyissdbali

nature of the goddess herself, and if applied in the Indian community, would be a shift that enables a
level of balance and structure that might be beneficial to both the male and female within Indian
society.
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Similarly, this duality appears the painting

Yoni (fig. 14) where the deliberate accura
and sensitivity with which the flower is sew
is contrasted against the deep vibrant br
marks on the surface. Here the title sugges
very direct allusion to female sexuality. B
thisflomer i s al so hel d
Two. It thus starts to reference the destruct
objects held in the hands of the goddess, w.
at the same time referring to the delicacy

her nature.

Figure 3
KOI i as t hle usesddth harnongud amdrsavords in battle. The sword, as spoken about in
chapter one, has other symbolic meanings. |t i s
through ignorance; scissors, whi ch leeceumy warkst a c h me

with the stitched swords establish a point of aggression and perhaps defiance through the use of these
6weaponsd® and their allusions. Yet on another |

KOl'i and the pot esotigyal power of women in

What starts to happen with all the paintings as they are created and placed next to each other is that
they become almost alphabetical or lexidike. On some level they speak about language and the

ideaofr eadi ng and understanding, specifically relat
work with, though very differently to the way it is achieved in the stitched sword pieces. While the
artworks are all steeped in a very deep understandingand at i onship to KUI i an
defiant female, they also create a coded language which becomes more about interpretation and
interruption and less about understanding the mythologies and iconography from which they are

created.
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Figure 15 Figure 5

The O6bl ackd body, nakedness, and wild matted |
of four large black paintinggwo of which are shown abovéhese coastained and painted canvases

use subtle shifts in tonality and texture to allude to the nude female form. At the same time the
immense curly threads of wool and dots of stitched black thread overwhelm the canvas as masses of
dark hair. InDigambari (she who is clad in spacf)g. 15) the brushstrokes start to allude to the
voluptuousness of her breasts and the wild masses of swaying hair caressing her nakedness, while the
only two obviously visible fragments are hgni and the skulls that &me her body. The overall

image is one that speaks of fecundity and sexuality. The female form is celebrated as something
powerful, overwhelming, beautiful and strong, yet delicdteDevouresgfig. 16), | once again refer

to her outstretched tongue. i$tblack tongue, surrounded by tiny stitched dots of thread becomes
symbolic of the enormity and power of her being. The tongue, her most powerful weaEumes

almost the entire surface of the canvahe overpowering nature of the black crushed cgainu

black painted coal along with the shift created by the use of the blackowdiméadembraces the

(O

power ful, enor mous figure of the KUOIi. Her e s he

absolute volume of her presence. It is with this in ntimat these four paintings are placed in the
exhibition, they become or evoke moments of intense beauty which overwhelms and holds the viewer

in the captivating magnetism that is KUIi

KOI i as | see her is an extr eexeaityandherdifferenceb ei n g,

Here | refer to her difference in comparison to other female deities. To reiterate what | have already
mentioned in chapter one, the goddess KUI i i s

being. One who is naked émwild. This represents in essence the unbridled side of nature that is
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generally considered outrageous in conservative societies. For me it is this very side or aspect of

nature that | try to embrace within my art, but in a very subtle way.

The idea ofanguage is explored more directly in my photographic works and it also here that | create
the dance and movement of the goddess. Over a few years the element of dance has become a key
language used to build dialogues and identities in my work. | haveedtBbaratanatyama South

Indian classical dance style, from the age of eight and have come to a point where my dance and art
are no longer separate spheres of creativity. The use of gesthast@posture and facial expression

all aid in the storytdihg mime - abhinaya-aspect of classical Indian dance, and are as important as
the foot and torso movements. Using these Idaastasand postures | have created photographic and
videobased narratives. Thus photography and video have also become impoeidia in my
practice. The intricacies and laws of all classical Indian dance, music and theatre are taken from the
NUOt y a sviich ts anaancient treatise on the performing arts which was written between the period
200 BC and 200AD, and is attributeal the sage Bharata. So thastasused in these works come

from a codified place of history and tradition.

The video workUntitled (fig 17) that | refer to

does not form part of this body of work, it wa
actually made in 2003
iconography began. | feel it is important
mention, however, as it is from this point in
production that the language of dance was use
speak of issues that affect woman on a glo
level. TheUntitled video was shown as part of m

master 6s exhibition;

Figure 6

moment of movement within the exhibition itse
and also provided a background to the black ¢

white dance photgraphic works.

It comprises two female figures from different race groups, both dressed in red standing in front of red
backdrops. The woman on the right is a deaf woman who uses sign language to tell a story, the
woman on the left tells the same sttiiyough the use of classical Indiabhinaya.The silence along

with the conscious repetitive loop of the story powerfully draws the viewer in, it forces an
engagement with the story as one needs to pay close attention to understand what is being spoken

about, especially if you do not understand sign languagédbinaya.
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One of my black and white photographic artworks
entitedK U1l i T @iq @8R is anade up of a
series of forty five images that are placed togeth
to create a large contact sheet. In this work the
images of a dancer using mirabhinaya are
ordered in a way that is meant to create a
narrative. Here the dancer communicates different
emotions of a fictional female character. The
repetition of the dancer becomes almost like an
al phabet, thus drawing on
| anguagre iy production, once again.
Whether the viewer is able to read classical
abhinaya or not, there is a deep level of
interpretation that occurs when reading the

images. As one views the work from a distance,

Figure 7

one is faced with a lexicon of symbols. But when

you move closer it becomes clear that these symbols are actually full images of a female classical
Indian dancer in different poses, usingstasand abhinayato communicate an unspoken language.

The arrangemerntf this lexicon of symbols to create a neamduage forms a narrative, simulating a

text that runs from left to right. Alternatively, each enactment could be read as individual images that
become iconic moments within a narrative. This influences how the viewer interprets and understands
the languag of the photograph, the language of the dance and the language of the lexicon. There is of
course a level at which the work can be understood abstractly. This is necessanyfas people

are familiar with this gestural language. This abstract uratedsig also refers to the abstractness of
the KUOIli and the human minds inability to full

The narrative that | refer to idali Tandavais a fictional story that | have created using legends and
myt hs about talbng with ordirhry dosnestic Bituations, both older and contemporary.

In this tale the woman goes through different stages of being, she moves from the submissive, weak,
insecure, loyal wife to a challenging, somewhat indifferent woman and eventualipdseodefiant,

K UHike figure. In this last part of the narrative the female becomes more prominent in both stance
and presence. Her hair is unbound, her body language becomes aggressive andrérisicbse as

a reference to marriagas smearear rubbed off as if in a heated moment of rage. But this smearing

of the red powder on the forehead speaks on a deeper level @ifidkgwithin her; it is an outward

acknowledgment of the latent power within the human female.
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This kind of imaging of Hidu women, as aggressive and defiant is a shift away from the traditional
aspect of this particular style of dance, as her costume too becomes less important. Generally a male
dancer would take on the role of the aggressor, while the female dancer tbadsidoe submissive

and sensual. Not only is she breaking away from stereotyped societal conventions placed upon her but
she also challenges the conventions and traditions of this style of dance. THendagain the title

is taken from the aspect ofdian classical dance that is associated with Shiva, or masculine energy.
Here KUI i or the female is given the opportuni
becomes prominent in the last three lines of the narrative contact sheet. Howeveanktlie less

about the dance. Rather its focus is on the aspect of the transformative female figure. Dance is simply
used as the language through which her story is told. It is this very traditional art form that is used as a

tool to speak about a very uma@ntional woman.

Figure 8

Another very important photographic work that appeared in the 2008 exhibition is the work titled
Kalika (figure 19, measuring 95 x 112cm. It shows an image of a dancer in a direct confrontational
gaze, sitting in a posture that suggests power and perhaps a vehicle upon which she rides, with many
arms spread around her. The rendering of the many arms is notghpogfraphic alteration. Rather,

it was taken with a slow shutter while the dancer moved her arms continuously and continuously
changed henastas This then created the illusion of a single figure with many arms. These alternating

hastasare meant to represethe various weapons held by the goddess Durga as she enters the
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battl efield. As mentioned in Chapter Two, it i s

springs forth to help defeat the demon Raktabija.

For me this image comes to reprdstre battle cry of the goddess. It is an image that blatantly
portrays and signifies the power and ruthless n
faces her viewer, and her direct confrontational gaze is challenging. The dancer is the full
embodiment of the defiant female. In this image she is the one doing the looking, and in some ways

this is her way of possessing power over the stage, the performance, the dance, the female character,

and the viewer.

The constant movement of the armsytecasted with the stillness of the body, creates an almost other

worl dl vy, fantastical space in which the dancer
abstract being is never truly understood by humans. The almost completely washed out figure,
rendered this way due to the open shutter, becomes ephemeral in some sense. Once again this relates
totheeveevol ving nature of KO i and also of the <co

changing and challengingedtstereotypes placed upon her.

Figure 20 Figure 21 ‘ Figure 23

The next set of photographic imagég 201 23) looks at three traditional forms of the Hindu female

as described by Seema MohantyTine Book of KaliMohanty points out the three forms that are
distinguished by the arrangement and presentation of their hair. The hair is meant to be read as a
metaphor for female sexuality within this particular society. The three types are the unmarried virgin
who weas her hair in a braid, the married woman who oils, parts and knots her hair and the widow,

whose hair is shaven off (Mohanty, 2004).

These images depict three women of different age groups photographed from the torso upwards with

their backs facing theiewer. These portraits show their different hairstyles, each of which is
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associated with the womenos di fferent age, mar i
referenced above. In addition to these three traditional hairstyles | have intradficedh image

which depicts the back of a haked woman with unbound matted hair. This is an obvious reference to
the goddess KOIi and her association with the v

Mohant y6s met ap hor rselualithg thdse images readtasdestribeddelown f o

The girkchild, pictured inUnawakendedfig. 20), whose hair is kept in a neat braid, speaks of a
restrained and almost locked away, dormant sexuality. Here she is innocent and on some level still
unawareof her sexuality. The married woman picturedRiestrainedfig. 21), whose hair parted and

kept in a tight bun at the nape of her neck speaks of a restricted kind of sexuality that is controlled by
another. Her sexuality, much like her hair and perfégeas, in a way, in its place. Her hair is not

seen in its natural state, but is rather kept tight and neat, only to be unbound for her husband. The
image of the widow, entitle@tripped(fig. 22) is a somewhat controversial figure. Up until th&' 20
cmtury the widow within Hindu society was regar (
she was condemned to a life of chastity within a widow community (see the Deepa MeNtafdm

2005). That is not to say that this practice does not contiithenwthe 2f' century, however, it does

not occur as severely as before, and perhaps not within major cities in India. From personal
experience though, | have noticed the difference between the way married women and widows are
treated within South Africalli ndu soci eties. While it may not b
hair and rejecting her from society, there is still an underlying intolerance towards her and her
children. |t appears as if the widowodamd herre c

household has passed away.

Traditionally these women had no place to go and were not accepted into any community. They
would earn money by begging outside temples and were expected to wear white clothes and have
their hair shaven off. This act of shaving the hair off the female searesents a stripping away of

beauty, femininity, sexuality and ultimately identity.

The inclusion of UrbrdledKfig. 28), isimyaajfiant addéiontto theseethdee
traditional feminine hairstyles. This image suggests that tegretianother option for women within
this community. KUlIlids wild dishevelled |l ocks
metaphorically her hair speaks of her untamed sexuality, which she fully embraces without

confinement or control.
KOl i is the only goddess whose hair flies outradg

sometimes shown with long untied hair, there is always a certain amount of grace and restraint with

which it flows down the face and back of the goddb’sEl.I i 6s hair, on the other
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abundant , much | ike her power and the vast dar k
long enough one would be overcome by a feeling of disappearing into this iafp#ase of hair that

surraunds her. With this description of her hair | am suggesting that her sexuality is just as
mesmerising and boundless. | am suggesting that she embraces it in the same way that her hair
embraces her body. Thi s il digure with ek mapsof dark leairis o f  t
meant to evoke a new sense of female identity within all women: a femininity that is not bound by

societal or patriarchal expectation.

Whil e three of these portraits may bsenstepwitlor tr ay e
the decorum and modesty that is expected of her, all four images are at their most basic level images

of defiance. | say this because in each image the viewer is confronted with the back of the figure, as if

she refuses to show her face. Slaict of turning the back to the viewer is an aggressive act of
defiance. At the same time, however, the images hold a sense of vulnerability as well. These women

are both aggressive and vulnerable, but do still instii a sense of fear in the viewerjras the
representation leaves open the question of what they would look like if they turned around. This is

particularly so in the case of thinbridledimage.

I would |Iike to | ook comparatively at my portr.
relation to the workdHousewives with Stedknives(1985) and Shotokan(1993) by Sutapa Biswas

and Chila Kumari Burman, respectively.

Bi s wHamsewives with Stedinives,as discussed in the previous chapter, portrays the image of

KO i gui t e plades mer avithin ya damedtic setting. In this work Biswas is not only
guestioning the patriarchy within which she lives as a woman of Indian ancestry, but also comments

on the British stereotypes of t hese wowmehn . Bi s\
suggests that the work is not treated with preciousness, is done in an almost propagandistic style. This
styling of the work suggests that it is meant to be read as a poster that very directly challenges the

systems to which the artist speaks.

Wed so recognise that the mal eHousevwvessithtStedktvesma k e u |
are politicians, and we know that the political
drawing is aggressive in almost every way: the manner inhwthie paper is treated, the emphasis on

t he KUI | figureds physical strength, the threat¢
the tight fist grasping the flower. Together these elements create a very hostile and almost violent
image.In this way the work succeeds in achieving what it was meant to, she creates a defiant female

of I ndian decent. Given that Biswas and | have |

61



during two very different socipolitical climates, there wdd naturally be a distinct difference in the

ways in which we address issues that affect our social situations.

This distinction is most apparent in the way t he
as a reference to the defiant femabkere is a vast difference in the way in which this image is used

and the systems that are challenged by it. I n B
in my case the systems are both South African patriarchy and patriarchy within iy loiiti@n

community.

With reference to my paintingt i s 6kal adéd that devours @Q00T), but
the image of the tongue stitched onto the canvas is intended as a direct reference to the outstretched
tongue of KeDyleti powerfulhimagie beaorbes a symbol that constantly recurs in my
production. As mentioned previously, it speaks not only of the ferociousness of the goddess, but also

of her sexuality, and becomes a symbol of power for speaking out for ordinary woméd

Bi swasbés drawing, my abstracted painting, i f 0o n
more as an allusion to KUII rather than a direc
many other readings of the work. This is intentl as it pulls the work out of a space where it is read

as religious iconography or is exoticised by western perspectives. This reinforces the idea that while
these artworks are all made from the ©polsoition ¢

essentially speak to and challenge patriarchal systems in general.

Visually my wor k and Bi swasds ar e very di ffer
confrontat i on-ikéfigurerEhg atherdsfsubide withid Lodily reference togiddess

other than the tongue. The scale of the imagery that appears in both works are also very different.

Bi swasés enormous figure fills almost the entir
my painting is small and is subtly placed ke tbottom right side of the canvas, and the surface is

treated with brush marks that lends a fluidity and flow to the surface.

Materially these works are very different too. Biswas uses known traditional western art materials,

such as pastel on paperdagxecutes the work through a representational technique of drawing. The
power in BiswasoO6s drawing is not so much the re
work is executed. Her bold markaking and exaggeration of the form of the figurente assertive

in speaking to the systems she challenges. She is not making religious art or referencing Indian
cul ture; rather she is using #ihakingandcusingbeybolp hy wi
mark-making to assert and challenge tleewsystem within which she produces. Therefore she is also

challenging the traditional use of her material. Biswas does not fall into the trap of creating the kind of
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art that is expected of her, one that announces her being of Indian ancestry; ratheesstigs

iconography to challenge the idea of being an 0c¢€

Certain areas of the figure, like the arms and hands are built up in this drawing to emphasise these
parts of the body. She has collaged cer&déments into the drawing as well. The paper upon which

al |l this is done is wrinkIl ed, since, tinwaBi swas o0
never preciousl t hought, oh well i f it gets a37hlhé e i n i
tongue and face are rendered quite beautifully, though my feeling is that more attention has been paid

to the hands of the figure. These bright red hands function as signals and start taking on the qualities
similar to those represented in revadatry posters. The body of the figure itself is rather unusual for

KUOIl'i iconography, as she is clothed in this i macg
restraining, of KOIi I doubt t ha ttthatdovess hewmdy Bi s wa
has eydike or mouthlike patterns, these orifice patterns speak of sexuality, verbal power and of a
constant watching by the KUIi figure, all discus

The materials | use, by contrast, are not traditiomaa western fine art context. Rather they draw
more closely on Hindu ritual and worship. The ephemguality of these pigments speakms one

level, about the constantly changing systems within which | live, and, on another, symbolic level, they
speakof the fading and disintegration of life. At the same time they also have a gentle yet visceral
guality. For me, the material, which is essentially a powder, is extremely precious, partly because it is
scarcely available in South Africa, but also becamsr time the artwork will change. All of this
becomes a part of the artwork; this shift is inherent in the material. This is very much a part of my

process in creating the work.

The image of the tongue, however subtle and small it is, should not basré@asignificant. The red
pigmented surface is bright and bodily, but it is the tongue that draws the viewer into the work. This
form, and the need for its meaning to be deciphered, is that with which the viewer immediately
engages. Much like the godddssrself, the work is bold and assertive in colour, yet full of mysteries

and difficult to understand.

Conceptually, these two works have an affinity
power to challenge the oppressive or patriarchal societies that we encounter very directly. Biswas
explains in an interview calleldeworking Myths: Sutapa Biswthat in Hindu culture all women are

seen as goddesses. She furtta@rically explains that British culture sees Indian culture as oppressive

(Bi swas 1987) . Bi swas points out AThe only way |
arenbét they oppressed, what doéyou thinktthatbout ar

women have arranged marriages? Arranged marriages were reinforced as an idea, with the invasion of
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the British in the Indian Subontinent because it was a fashionable concept which came from
Victorian England. So lagoesryonmake pevopfer wakd
(Biswas, 1987, p. 38).

Whil e Biswas draws on el ements from the image o
does not mean, however, that my image is less assertive in its meaning or referert¢elt! i . Contr
to Biswasods wor k, my work is actually dealing v
within the South African I ndian community itsel

stands for to create an alternative identiy the female within this community: a female who is

assertive and challenges societal expectation. Perhaps the reason that this community still functions

on some | evel as though it is stuck in the 195
forcad to hold themselves together during apartheic
them.

Men were always seen as the bread winners and the women were expected to stay home, have babies
and tend to the kitchen. And while these situatioay hmve changed and more young Indian women

are very successful in their careers, there are still underlying expectations that run through the
community. There is a big jump between the generations who lived under apartheid and those
educated in a democmatsociety, the latter of which | fall in to. The ideas and desires of these two
generations are so varied that that both seem to be pushing to towards two extremes of living. On the
one hand there is the expectation of marriage, family living, and anaatitin of the family name

and on the other hand it is a constant need to pull away from the community that restricts new ideas.
The oppressions that affect the women of this community may not be as common as they once were,
but they are still very much igé within traditional spaces. | am in no way suggesting that this
lifestyle is or was unique to the Indian community. What | am suggesting is that while Indians in other
parts of the world moved forward we in South Africa, to a certain extent, seeny itk in ideas

and belief systems that seem to me are no longer relevant.

My wuse of KUI i i magery is intended to challenge
has set for itself, while at the same time existing within this commurstyele K U1 i as an emj
female figure, and hope that more young women will use this innate feminine power embodied within

the society to assert themselves, their beliefs and their desires to be independent women without the
constant need to fulfildutiesonstructed based on their gender. A
masculine and feminine, and we as a society, both South African and Indian need to get to a point
where this duality is embraced and a part of how we view the world and each Intloeth
Housewives with Steak Knivasd| t is o6kalad that devours all, b u

there is this sense of assertiveness. Both images are intended to challenge and engage with ideas of
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oppression within patriarchal societies.dath works one can see there is an assertion of sexuality

and power. Though each work deals with a different kind of oppression and power, they both use the

i mage of KUli to challenge certain ideas and i de
The next work | will discuss in relatioto my photographic work U | i T (20042608)as Chila
Kumar i B3haotakem Asddescribed before, in her four photographs Kumari Burman portrays

herself as an aggressive woman who appears to be attacking the camera. She is dressed in a sari
wrappel over leggings, which allows for more freedom of movement than normally offered by the
drape of a sari. Her hair sways wildly with the movement of her body. The poses or movements
performed in each photograph are taken from the Japanese martial artakahof which Kumari

Burman is a practitioner.

Kumar i Bur manés character is set against the ba
Three. Given the context within which these images are photographed, they become almost like street

art. Thisin itself speaks of her certain kind of defiance, whether against political or social structures.

By placing this woman clad in traditional Indian clothes within the context of the street, Kumari
Burman is a ascribing a different sort of defiance to tagacter. Much like Biswas, she is addressing

issues of being of Indian ancestry and working within a British patriarchal system. Unlike Biswas
however, Kumari Burman uses her own image, her own body as a voice against this patriarchy. Here

she becomes thaefiant female.

These high energy poses become somewhat reminiscent of Bollywood film posters, with the heroine
taking the |l ead role. The use of popular cul tur e
is through this modality that shéallenges the system that applies stereotypes to her. In some ways

she uses new stereotypes to disrupt old ones. In three of the four images her movements are captured

in a moment of fierce attack; with her hair swaying wildly around her body as she gLjoohgs into

the air and kicks toward the camera. The unkempt nature of her hair, coupled with her angry facial
expression, and her fists and feet attacking the viewer, create an image of a powerful, aggressive and
somewhat comibooklike heroine. The Ist of the four images is a still of her in a pose of attack.

Unlike the previous images, there is no definite movement in this image. The emphasis is placed

instead on the gaze of the female figure, which

In my photographic work U1 i T, theddreer ases classical Indian dance and mime to convey a

created narrative. Here, too, the character is wearing a sari that is wrapped over Punjabi pants, which

are also traditionally worn as part of Indian wodexn gar ment s and all ow for e
dancer poses in front of a black backdrop, the lighting and angle of shot is more important than the

context within which the character is photographed. Towards the end of the multiple images of the
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dancer sh starts to remove a few aspects of her costume, those aspects being that which identifies her
as the married Indian woman. And as she loses these signifiers of marriage, she becomes more

aggressive, almost as if possessed by the power and defiancdeairfzene goddess.

While K U1 i T fanctibrzs vmare obviously as a narrative of this female fig8tetokanquite

easily becomes like a comic book strip, where the heroine fights her male opponents who represent
the patriarchal imperialist system. Ioth works, there is the absence of the person being attacked,;
rather it would seem that both works function as an attack on an intangible enemy. This enemy is
patriarchy, a system that is so loaded and conditioned within the societies that these works were
created in that it is virtually impossible to put a face to it.

Kumar i Burmanés i mages become quite spectacul ar
121.92 x 66¢cm. The figures in my image are comparatively quite small, the full $z8l6fi v@ an d a

is 90 x 75cm, which means that the recurring figure in the composite measures roughly 10 x 15cm in

each movement. Whil8hotokaruses scale and aggression to attack the viekver| i Twasesd av a

the subtly of language, sign and lexicon, while playingtlom shifts towards and away from the

traditions of the dance and Indian society, as a mode of quietly creating these new aggressive

identities for the female.

While my image is intended to invert the dynamics of dance and society by both placing tleeiema
the position of aggressor and ascribing thedavao r masculine style of mo

knowingly usesastagthat reference the goddess and speaks directly to that mode of representation of

the femal e. Kumar i B u r munknéwsnglyi, on aninergionallyy adtdrbésetheot h e r
idea of KUOII as the dancer. Her still bl ack and
bet ween KUIi and Shiva, dinghiswaksas tte viewer, @hasemrlye r T we
evergvem t he view of KUIi: we tomd yg emidefviedwhicht he ¢ h:

ultimately gives her the role of importance.

The |l anguage of hair is also very different in
and dishevelledher hair is meant to sway around her body as it accentuates the force with which she
attacks. In my image, hair becomes a key to the position of the female, to her authority, we see that as
the character becomes stronger and more dominant so too heed@inds looser and wilder. This

again refers back to my interest in the use of hair as a sexual metaphor. By taking charge of her role as
a dominant female within her home, and in society, she is also taking charge of her sexuality, and in

turn embracing hesexual power, her latent feminine power.
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While these two works may speak from different positions to two very diverse forms of patriarchy,
the most prominent and important similarity is that in each image the female character becomes

someonewhoinsonkay embodies a |iving presence of KUI i
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Conclusion

The work of Amar Kanwar

This dissertation has focused on the various as
have looked at her numeropsh y si ¢ a l attributes, the beliefs abo
Tantric traditions, the mythological tales used to gain an understanding of her complex nature, her
relation to dance, defiance and sexuality, some aspects of her associationr witlléheounterpart

Shiva, and, lastly, | have placed her within a contemporary British and South African visual art
context.Through the investigatioof these different manifestations | have aimed to demonstrate the
defiance i nher e nandhomthigchagacteyisticis fecsised ak & dhallenge to certain
patriarchal expectations within a contemporary South African Hindu community. In conclusion of this

i nvestigation of the presence and potaafinal al sig
pertinent work as an example of the |iving proo
which could be understood in a global context.

The artwork | refer to here is a video installation by the Indian film maker and artist AmaraKa

The particular work discussed was shown at Documenta 12, in Kassel in 2007, which | was fortunate
enough to see when working on a four month scholarship at the exhibition in Germany. All the factual
information about the work presented is from thecldonenta Archives and from my notes taken
during the artist's walkabout of the exhibition. My own thoughts and feelings about the work

developed during the many hours of looking antboking at this work over a period in Kassel.

The work, entitledThe lightening Testimoniefigures 2030), consists of eight video projections in

which Kanwar focuses on the issue of sexual violence committed against women within the context of

the Indian subcontinent. The images and stories date back to as early asititbe phindia in 1947

and reach their conclusion in 2004. The work is complex and-fayéred and, as Kanwar states,

ithe terrain is political and sexual vi ol ence,
body, the nation and the Indiamubcont i nent . The subtext i s unive
Archive, 2007).

My immediate response to the artwork is, and was, that | am faced with my own prejudice when
approaching a work of a male artist who is dealing with issues that are so éhtic@tnected to
women. However, he approaches this material with sensitivity, and with the purpose of empowering
the stories of the young girls and women who are his subjects, and bringing-gaseiéviolence to

the attention of the world. The subjedtrape is not easy to address and, | surmise, harder to be
candid about within a conservative Indian cultural and moral context. These stories also reflect

universal issues, shared by many across the world. South Africa itself has such a violent and
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contiruous relationship with this issue, due to social dysfunction and perverse beliefs such as the
absurd notion that to have sex with a child (more precisely, raping a child), is believed to be a cure for
HIV/Aids, or that theabuse or rape of young black lests is seen by perpetrators todneeptable as

a corrective act. Kanwar 6s film installation focuses on r
situations. The work deals very strongly with memory, representation and understanding. Kanwar
believesthae ach community fAarchivesd these situations
its memories in some | ocation, whet her they are
exists in stones, i n trees, Kanwar, TakcaaDocumen®l2, obj ec
12.06.07). He focuses not on why this violence is acted out but rather the brutality of this violence and

the trauma of memory that comes after it.

Eight projection screens were placed in a darkened rectangular roomrin@ergal position of the

Neue Galerie, one of the most important galleries at Documenta. The screens were hung in an order
that created a sense of narrative; howgewehile important, this narrative is not crucial to
understanding the work. One wall helasingle screen, opposite which there were three screens, and

the other two walls held two screens each.

5 6 14

3 2 1

AfiHow to remember? What remains and what gets s
Kanwar as the projection begins. At first, all eight vidgway the same images and texts
simultaneously. The orange tree, the train, the window, these are the images we see, these are places,
according to Kanwar, that hold the memory of certain incidents. These are all separate stories that in

the end come togeth in one voice. The eight screens transform from being a singular image to

becoming different stories in different places and times. Then finally seven screens go black and one
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projection remains. This is where the stories seem to converge, and it védddsthat becomes

central to my discussion.

However, before | discuss this cehwiadeo | would like to give the readerbrief description of the
other seven videos. | begin with the screens on the right wall and will refer to them in my own number

sequence, this screen being number one, and the central screen ending as number eight.

In video one we see a little girl weing a red sarong, as she relates a story about her friend, a little

girl who was attacked, raped and killed by soldiers of the Indian army. This story takes place in
Nagaland, on the eastern border of India, a place that is rife with rape and brgtaiist aomen. At

some point the girldéds mother takes over the nar |
her words on the screen. For them to talk about the subject of rape is very difficult, and so this little

girl, whose friend was attaciteis weaving a sarong with a particular pattern and colour in memory of

her friend. Inevitably what happens is that this sarong comes to stand for the injustice of this rape and
killing, and is, in some sense, also a form of protest. The patterns usatkang according the

mother, to represent dignity and beauty. Interestingly, this zigzag pattern that is chosen is also a
symbol of defence or justice. The colour, red, that is used for most of the sarong, on one hand stands

in for the anger of thisgilvh o was attacked,; as her mother say:«
This sarong was made in 1990, and is still worn by many women in the area today. When worn by a

group of people it creates a statement of protest against sexual violence and murder.

Screen two is a story that takes place in 1956; it is the story of a woman called Mangyangkokla, and
also takes place in Nagaland. The story begins in the Ungma village. On the 24 February 1957 the
Indian army entered the village and picked her up, paradedaked through the central streets and
dragged her to the local church, where she was brutally raped for 3 weeks. Children watched from the
windows, and no one could help her. She never spoke about the incident till just before,shikatied

she relagd the story, in great detail, to a man called Kaka Iralu, who has since told it on her behalf.
The rest of the story goes that she was brutally raped by the Indian army for 6 days consecutively. She
was again paraded naked through the streets of thgevlad no one dared to help her. For 60 years

she kept her story a secret and carried with her the shame and guilt associated with it. Before her
death she told her story to this man and asked him to repeat her story so that she would no longer
remain silat. Before this she was too afraid and too ashamed to talk about what had happened to her.
As Kanwar states, something always bears witness to the brutality that has taken place, something
always holds the memory of it. In this instance it is an orangetheag bears witness. The orange tree

was planted years ago when the village first developed and is still there today. Thus the orange tree
becomes symbolic of an enduring presence during and after her capture and rape, and the tree

continues to carry teimemory once the victim is no longer present.
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The next three screens are about the partition of India and the abduction of women during this time.
Screen three talks about a woman, Mridula Sarabai, who aligned herself to a Ghandian philosophy

and at tle time of partition took responsibility for abducted women. Screen four looks at the technical
definition of an abducted woman at ttirae asgiven by the government. The fifth screen talks about

the rape of many Bangladeshi women by Pakistani Muslimadrthe time of Bangladeshi freedom.

Here too the term fAabducted womanod has to be def

Screen six looks at the Hindduslim conflict in Gujarat, and the mass rape that occurred in this
region. In this screen we encounter one girl who tells her sSargen seven which is next to screen

six shows still drawings, mainly of the female nude.

Finally, screen eight is quite clearly the central story of the work, in that the viewer is constantly led
back to it by way of editing and projection. In thisesam one begins to understand female defiance in
relation to a patriarchal system. This defiance is acted out; it is not merely an abstract issue that is
created by an artist. At some point, all the other screens stop, and the viewer's attention is drawn
directly to this central projection which begins to tell three stories that are an enactment of one central

story.

This story begins from what is thought of as a legend in India, of a husband and wife who lived in the
forest. They belonged to the Naxalitarfy and were hiding from the Indian army. Eventually they
were found by the army and the husband was murdered in front of his wife. She was then raped by an
officer, and passed on to the next officer, however, when this happened, she stripped. Héwdher na
body confronted the man who was about to violate her. As she did this the man retreated, he was
confronted by what he was aboutm, andiound himself unable to meet the challenge.

In the 197006s this | egend wasMalmshdatacDevsiefder book t he
of short stories calle@reast Stories The | egend is retold in a stor
Devi in Bengali, a south Indian language. Then, in 2000, the story was found by a husband and wife
playwright team from té eastern border of India, was translated from Bengali to Manipuri, and
converted into a play. This play was acted out

video, in which the wife, Sabitri, \&ell-knownactress, strips on stage.

Needless tsay, when the play was initially acted out publicly this confrontational presentation of
nudity caused much controversy amongst the government, and even within liberalist groups. From
this stage enactment we move ¢hdéeads Uséoakrestoryopar t of

girl by the name of Manormani, who was captured by the Indian army. She was accused of being a
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terrorist and was brutally raped by them in 2004. We do not actually see the act on the video, but the

repercussions of thesetans are visible in the piece.

In the eastern state of Mani pur , there are wome
They are elderly women who have left their homes to live in, and for, the community as a whole.
These mothers were outraged by this unfair brutality agaiflanormani, who was only one of many

such cases. The mothers went to the gates of the Indian army, stripped naked and stood in protest
against this brutality. The footage is captured by an amateur photographer and is later incorporated

i nt o Ka navhilledvsth rage,dhe Imas stand at the army gates, naked and wild with anger,

hair untied and dishevelled, they scream and confront the locked gates filled with rage. Then when it
seems that no one will I i st ententomedn my Hindtthee | mot he
say it in English. Rape us, kil |l us, rape us Kk
brutal; her body seethes with rage and her fierce eyes challenge and confront the army gates. As | sat
and repeatedly watchetis story unfold | was moved to a point of quivering anger, Headking

sadness and compassion. The reaction and retaliation of these older women literally gives birth to a

modern day KOI i principle that is present in all/l

This narrative of tis central screen starts as a legend; which is then translated into Bengali and then
Manipuri, and eventually becomes a real life event, a protest against rape and brutality in
contemporary Indian society. The act of stripping becomes a form of protesirgnohtation. This is
especially so in light ofhe first screen IdiscussedThe critical act of weaving clothing as an act of
defiance is followed by undressing as protest, the former speaks of sign, symbol and covering as a
form of protest. This juxfaosition of images and stories focuses on the act of dressing and
undressing, of dignity and indignity, of protest and justice and of failure and success, in an attempt to

address the position and treatment of the female within society.

What grips me most about this video installation is the emotion and rage with which these Imas
confront the army. The layers with which Kanwar unfolds this story are captivating, and one episode
informs the next, thus giving the viewer a deeper understgrafithis situation. These Imas assert a

K U-like behaviour and personality, both individually and as a fearsome group, as if she and her
matriarchs have entered the battle field. They are wild, dishevelled, and naked and are absorbed in a
frenzy of furyand bl oodl ust . Here they start to reser
beginning of this dissertation and they comesxemplify the power inherent in that iconography.

These women actually start to shame the men by stripping on the doordtefaohy gates, which is

meant to be a place that represents safety and whose purpose is to protect its people. The men never
come out to face the women and one is left wondering what went through their minds as they watched

the Imas confront them in thiaw almost savage manner. This demonstration of power by the human
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female shows that there is a space for female defiance within and against patriarchal systems. These
women assert their power and defiance on a global level in the work by Kanwar, adeathealtist.
His artwork is not just about understanding and memory, but it is very clearly about defiance, and the

confrontation of an issue that is most often ignored within a global context.

It is to this aspect of womanhood and the divine feminingninveach human being that this
di ssertation speaks. I n |l ooking at the wvarious

"y

symbol, her involvement and invocation within Indian classical and folk dance, the embracing and use

of reference to & by contemporary artists Sutupa Biswas, Chila Kumari Burman and myself, and

lastly the compellingly beautiful video by Amar Kanwar, | have attempted to define and represent
KOUOIl'i as a defiant female within contemporary art

Chapter one and two speak of the Hindu notions that each human being is made up of both the
masculine and the feminine. These aspects are intended to create unity and harmony between the
sexes. It also sets out to portray notions of power and defiance that| d be associ ated
Chapter three and four | ook at the representati
who is a demonstration of a formidable matriarchal prototype who operates within and against
patriarchal systems. Biswaand Kumari Burman portray her as a female who stands up against
imperialist Britain, both addressing this issue from the perspective of British women with Indian
ancestry. In my own practice | use characteristics of the goddess to create abstragspghattioraw

on the power of KUIi. Here sign and symbol bec
subtle shifts in tone and texture that | engage with the ferocious attributes of the goddess. My
relationship to both this dissertation and miyséic practice is one that engages in a moral, ethical and
philosophical set of codes. This engagement of sign and symbol relates to a set of ideas and principles
that are meant to empower and inspire. Within the photographic works | take this toetheflev
creating the feminine who embodies the KUIi pri
the position of a South Africaborn Hindu, and address issues of patriarchy within this particular

community.

Scriptures and religious beliefs hasei ded me in presenting KUI I as
study. Similarly mythological and religious narratives have aided the other artists discussed to create
narratives of the defiant female that are not necessarily existent, but do propose ® @atdegshal

i ssues. It is within the work of Kanwar that w
women in an Indian society. And it is also this powerfully collated and articulated work by an Indian

male artist that foregrounds the Hinduiektkhat it is not the male or the female, but a tempered

balance between the sexual energies that leads to wisdom and insight, a balance between attentiveness
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and intelligence, the tender and the gruesome, the masculine and the feminine and finallyathe m

and philosophical.

Toget her all of these manifestations of the defi
the early traditional miniature paintings, the challenging gouaches produced near temples, the
reciprocal traditions of Indiadance and sculpture, the echo into contemporary Indian art produced in

its diasporic contexts of England and South Africa or the powerful capturing of sociological

enactments of defiance in the medium of video.

With all this in mind | look back at the eping image of this dissertation. The striking beauty and
ferociousness of the goddess once again captivates and draws me in. | am again awe struck by the
power, confrontation and exquisiteness ofll this k
me with both fear and devotion. With all that | have discussed and read in the process of this research,

| now see her not only as the defiant, the brave, and the ferocious, but also as nurturing, loving,
compassionate mother, creator, and destroyear.geletle yet controlled placement of her right foot,

firmly on the chest of her male lover, Shiva, again asserts a metaphorical control and balance within
patriarchy, philosophy and spirituality. Once again | bow in devotion to the magnificence of the grea
feminine whose power cannot be tamed, who is both gentle and gruesome at the same time, who is
inspiring and challenging, and who fills the universe with the principle of female defiance and

bravery. | bow to the fearisewithhmgoddess KUI i and
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Works fromthe exhibition Kali; 2008 (practical component) by Reshma Chhiba; exhibited at
Art Extra

Reshma Chhiba;D h u welfl; 2007;ash and thread on canvas100cm x 100cm
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Reshma Chhiba;l t i s Okal ad that devour s 2007, kunkum i t
powder; turmeric powder and thread on canvas; 100cm x 100cm
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Reshma Chhiba;Yoni; 2008, kumkum powder, turmeric powderand thread on canvas100 x100 crr
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Reshma Chhiba;Digambari (one who is clad in space2008; crushed coal and wool on canvas
150cm x 120cm
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Reshma Chhiba;Devouress2008; crushed coal and thread on canvasl50cm x 120cm
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Reshma Chhiba;Untitled; 2003, video installation (stills); variable dimensions
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Reshma Chhiba;Kali Tandava 20042008; pigment ink on cotton rag paper 90cm x 75cm
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Reshma Chhiba;Kalika; 2008; pigment ink on cotton rag paper 95cm x 112cm
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Reshma Chhiba;Unawakened 2008; pigment(ir;k on cotton rag paper60cm x 40cm



Reshma Chhiba;Restrained 2008; pigment ink on cotton rag paper60cm x 40cm
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Reshma Chhiba;Stripped 2008; pigment ink on cotton rag papef60cm x 40cm



Reshma Chhiba;Unbridled; 2008; pigment ink on cotton rag paper60cm x 40cm
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Reshma Chhiba;Wrathful Saviouress2007, kumkum powder and thread on canvas, 100cm x
100cm
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Reshma Chhiba;Unthreading Bondage2008; kumkum powder; turmeric powder and thread
on canvas; 100cm x 100cm
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Reshma Chhiba;Sindoor, 2008;crushed coal, kumkum powder and thread on canvasl50cm x
120cm




Reshma Chhiba;Maha Maya 2008 crushed coal, thread and wool on canvad50cm x 120cm




Reshma Chhiba;Portrait of Kali; 2008;ash, kumkum powder, wool, polystyrene, cushioning and
thread on canvas 50cm x 40cm




Reshma Chhiba; Revolt 15 (of 6); 2004;sari, thread, beads and transparency on stretcher
frame; 120cm x 100cm (each)
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Installation views ofthe exhibition Kali; 2008 by Reshma Chhibgexhibited at Art Extra
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