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ABSTRACT OF THE DISSERTATION

Playing Nativized Bodies: Performative Body as Disjuncture
In the Indian Liberalization Regime
by
Ameet Parameswaran
Doctor of Philosophy in Theater and Performance Studies
University of California, Los Angeles, 2012

Professor Sue-Ellen Case, Chair

This dissertation takes the performative body as the site dfsanao critically
interrogate the contradictions in the space-time of India inilbeealization regime. By the term
liberalization regime, | refer to the unprecedented changeddvat occurred in India starting
from the late 1980s: the deregulation and opening up of the economy wigigthieg of
“Structural Adjustment Programs,” privatization initiatives, thgerof transnational media
resulting in the proliferation of consumerist images in the pudgace, and the “free” flow of
information across national borders. These changes have transfoaieérom a nation driven
by state developmentalism to a nation organized by the “fraeken” Throughout the
dissertation, | analyze diverse cultural objects that emeoge &nd embody this transformation,
such as the popular performance form of mimicking called “MinResade,” the photo-
performance project of the artists Clare Arni and N. Pushigarad-films of Multi-National
Companies on national television channels, and an Indo-Japanese thpatdcation titled

Sahyante Makan: the Elephant Project



| read these cultural objects as instances of the performaseref the trope that | have
termed “nativized bodies.” | use the term nativized bodies to ditawtien to a representational
schema that, rather than invoking an already found authentic nativestibuting a modern
bourgeois humanist subject completely negating the specificitijeohative, self-referentially
highlights the complex intersections in the construction of nativeagnizable bodies. | posit
that the nativized bodies is a seminal way of illustratingcth@radictions in the liberalization
regime, as the trope foregrounds and brings into tension the “bodgbragtituted at the
intersection of the theorizations of corporeality and deployment ofy"biadstate-practices, the

nationalist discourse, and commodification.
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Introduction

This dissertation takes the performative body as the site ofysaato critically
interrogate the contradictions in the space-time of India inilbeealization regime. By the term
liberalization regime, | refer to the unprecedented changesdvat occurred in India starting
from the late 1980s: the deregulation and opening up of the economy urwermec
liberalization with the signing of “Structural Adjustment Piogs,” privatization initiatives, the
rise of transnational media resulting in the proliferation of conssmienages in the public
space, and the “free” flow of information across national borders. eTlebanges have
transformed India from a nation driven by state developmentalisrm&bi@n organized by the
“free market.” Throughout the dissertation, | analyze diverginitural objects that emerge from
and embody this transformation, such as the popular performance fonmmatking called
“Mimics Parade,” the photo-performance project of the artiséseCArni and N. Pushpamala,
advertisements of MNCs on national television channels, and an Indo-Japaeesrical
production. | read these cultural objects as instances of the patifegnise of the trope that |
have termed “nativized bodies.” | posit that the idea of nativizedebadi a seminal way of
illustrating the contradictions in the liberalization regimettees trope foregrounds and brings
into tension the “body” as constituted at the intersection of theitladions of corporeality and
deployment of “body” in state-practices, the nationalist discourse, and cofroaitoin.

The term “nativized” is generally used in association withténen nativization referring
to the process of making a foreign object native or indigenous byirglartd changing the
original. In the Indian context, the term is used primarily ingtugly of Indian English. These
studies highlight the need to understand Indian English as a unique version of tiagéaregher

than as one of incorrect usages or aberrations. Thus, the termZatadivi of English sets the
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language usage within the Indian cultural milieu, positing that tbeeps of nativization of
English in turn contributes to its “globality.However, in this study, | use the term nativized
bodies in a different sense to highlight a self-referentiatge® of producing the category of
“native” as marked and identifiable bodies. | will first discuss tategory of native and then
elaborate what | mean by a self-referential process of producing dgooat

The adjective “native” puts the body in relation to notions of ettynand geographic
boundaries. Further, it suggests cultural attributes that are in sertieeinscription of essences
or innate/natural traits onto the “nativized” body. While in a ga&nsense, native may be
conceived as a relative and value-neutral term as, everyoneecdeemed as native to some
territorial boundary, it is precisely the possibility of slidingvibeen and linking notions of
territoriality, cultural practices, and identity as an esseahaé makes the term central in the
categorizations within colonial-modern knowledge production. The tetiveria invoked in the
colonial-modern discourse for categorizing and demarcating thezatiohal “Other.” While the
colonizer is universal and “human,” the native is specific, makketerritory, caste, language,
gender, class, religion, clothing, customs, and manners. This productiotivefasan “Other”
in colonial discourse opens out a complex field that connects it te-mtctices and
govermentality, nationalist discourse, and commodification in traiostflow of images. Let
me elaborate.

The very category of native as difference comes into existaacan effect of the
production of ethnographic knowledge. Scholars have shown how colonial-modern knowledge
production needs to be seen as linked to the formation of uneven colonial pouctures

employed in governing local populations, what Foucault has termed asntbegence of

! For studies analyzing Indian English as a prooésgculturation and nativization, see Kachru anutls, 2009;
Downey, 2011; Kirkpatrick, 2006.



“‘governmental rationality” (Foucault 1991; Scott, 1995). Within the taxoes of
documentation and “scientific’ study of the natives and their Witglds” as part of
governmentality, rather than ascribing individuality to the nativéne with the ascription of
interiority of the bourgeois humanist subject, natives were capturedgtihtheir external traits.
As distinct from Europe where nationalisms may be conceivgnieagding the constitution of
the state, in a colonial space such as India where, as Fahiiderjee argues, colonial
governmentality precedes nationalism, governmentality is formaineke always linked to the
emerging nationalist discourse (Chatterjee, 2005). To use the bmd&gnedict Anderson’s
formulation of nationalism, the practices of “bounded” seriality ofegnmentality and its
production of ethnic politics is a realm that the “unbounded” seriaft nationalism as
“imagination” in India had to always confront, use, and negaterder to imagine a sense of
homogenous nation. As an umbrella term used to bring together the entiratipopwithin the
spatial boundary of the colonies as an “Other” to the westernzeitidn, the term was rejected
within the Indian nationalist discourse. As Susie Tharu points, outrthadenow regarded as an
Indian version of “nigger” (Tharu, 2007). Yet the structure of productiohefnative-as-
difference as a problem of “constructed ethnicifiediat the colonialism-modern structure
inaugurates is at the heart of the independent Indian nation aedactwe tension. For
nationalist discourse and post-independent state-practices, thel ob@iiange was how to
transform the heterogeneities within the practices within themato an abstract concept of a
nation. How can the marked bodies and their “life-worlds” transcendgpecificities to make
manifest a nation, a nation that is at the same time distioot the colonial by the very

difference of their bodies?

2 Appadurai, 1990.



While the problematic of native-as-difference has been centrleiifferent cultural
practices that emerged in the colonial period such as theater, aitsjadnd cinema here | limit
the argument to the domain of modern Indian theater to set the prdblefaative body’ In
the domain of theater, scholars have shown how the disseminationtafrtygean theater canon
with the objective of “civilizing,” and the study and classifioatiof the “native” traditions of
performance with the objective of regulation and control of the coldnwas critical in the rise
of the popular “national” theater in India. The new popular theaterdia emerged by departing
from the existing dramatic traditions by using European traditiolscanon “strategically,”
mixing them with reconfigured “indigenous” popular traditibrfer “historically specific
audiences” (Bhatia, 2004:18). While the proscenium stage in colotés such as Calcutta was
a commercial enterprise working within the new modern logicticketed entry, it was
simultaneously a site where the abstract conception of nation cowdulmdized, given an
embodiment, a space of embodiment in which identities could be stdbagzalso destabilized.
Sudipto Chatterjee argues that commercial stage as a gpawected “thalisembodiedictive

reality of the discourse of nationalism with all the appurterarafean embodiedfactual

% In this short introduction, | am considering omigie aspect of the problematic of the native, whestive-as-
difference is taken as the central issue. Theanigqually complex practice of instituting a bowigehumanist-
subject based on aesthetic of realism. In facerdfie independence and establishment of the Nat®chool of
Drama, the initial efforts in the state policy withe appointment of Ebrahim Alkazi as the direatbmNational
School of Drama was to construct a new nationattirebased on realism. But this state policy wabat lived
one, and the 1960s saw the turn towards the “roeisi the state policy supporting the strategy mhlighting
difference and heterogeneity as the essence oérndation. For more on complex uses and debatesatifm
starting with the socialist realism of Indian Peoprheater Association, and the contextualization thod
marginalization of realism in India within acadensitidies based on a post-colonial framework, seaniddker,
2005. Also, see Madhava Prasad (1998) for a stfidigeoperiod of the national emergency when he esghat
realism in cinema becomes a “national politicaljpct’ of the developmentalist authoritarian stdtethis period,
the ethnographic mode of realism, he argues, thrdogtituting a modern citizen-subject in the figuof the
diplomat, provides a mapping of nation for theestat intervene, take charge and transform. Sinisediksertation
explores the issues surrounding bodies that witbpresentational schema are not bestowed withriamty” of
bourgeois humanist subject, | am not elucidatirggghestion of realism here. In the chapters, whemiae frame of
reference of realism arises, | will analyze it etall.

* Nandi Bhatia rightly highlights the contradictamoves involved in this process as the middle claasing itself
on colonial taxonomical classification, eschewegpar performance traditions as “vulgar,” and imntwefforts
were made to “refine” the popular for creating &mdfan” aesthetic (Bhatia, 2004).
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performance of elusive/illusive nationhood, giving it a certain bdlleyaonvincing, conniving
autonomy.” It was a space where the distinction of “peopled natiotefri¢ory carved out as
population state with heterogeneity could be conceived as thatpHoplé’s nation”—a fixed
and coherent identity based on value of nationalist self. The padj¢iceater and the world it
produced in the colonial period, according to Chatterjee, was to subthergentradictions and
heterogeneity of a peopled nation by visualizing a nationaitbased on a Hindu culture that
would provide the base of unity for this diverse populace. The commstagsd in the colonial
period made this national-cultural project, “available for popular copgamin visual and
auditory terms, gave it popular appeal and turned it into an ef#etdol for manufacturing
consent” (Chatterjee, 2007:272).

What is critical in analyzing the national is the contradiig between national as
practice and the nationalist discourse. While the popular-nationetiges draw from both
“Western” traditions and indigenous structures constructing thenaaat the level of the senses
in a hybrid aesthetic, the nationalist discourse tries to provideiight political aesthetic that
is based on the notion of fundamental difference to the colonial-moderthelnpost-
independence period, these debates continue, with the additional compiexitg newly
independent state itself engaged in construction of nationalighagifas it derives its structures
of governing partly from its imperial predecessor. The iconicamt® of staging native as
“Other” to the “western” in terms of cultural essence to posit a posgibilitde-colonization” of
the nation by tapping into the “uncontaminated” pre-modern traditioheidiverse theatrical
experiments of the 1960s that have been often clubbed under the teratefTéfeRoots” The

movement, which was started by practitioners mainly in the re¢i@isvere not centers known

® For an in-depth study of the movement, see Me@820
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for commercial stage in India such as Karnataka, Kerala, ampMr, with a modernist slant,
took identity as located in the native performance forms i@®la way of countering the
western/“colonial” theater. Suresh Awasthi, who played a significale as administrator
funding some of these projects through state cultural instituttenming the works of many
practitioners using “indigenous” practices as “back to the rdat$#rm he himself popularized)
articulates the perspective of decolonization by bringing hagehe trope of the “tradition,” and
the link of the present experimentation with the “great” Natyasastradoraditwasthi writes,

The modern Indian theatre, a product of colonial culture, felt @mset need to search

for roots to counteract its violent dislocation from tradition. €iwes like B.V. Karanth,

K.N. Panikkar, and Ratan Thiyam have had meaningful encounters adlitiom and,

with their work, have reversed the colonial course of contemporaggréheoutting it

back on the track of the great Natyasastra tradition. It soundsigacal, but their
theatre is both avant-garde in the context of conventionaltrealisatre, and part of the

2,000-year-old Natyasastra tradition (Awasthi, 1989:48).

In this perspective colonialism is regarded as constructing “all@mnesia,” and
Natyasastra is invoked as providing authentic Indian-ness. This pvspéat follows the same
taxonomic logic of colonialism and Orientalism in clubbing togetbens and practices that are
very distinct as authentic essence of the nation standing opposed/iestern has come under
severe critique (Bharucha, 1989; Dharwadker, 2005). Here, | will addh#naearch for such
uncontaminated rooted/native traditions does not recognize that thes Ibesed on the very
modern structure of commodity logic where representations of thgenare caught in
representational schema of commodification as exotic. The repagsestof the native, even at

the turn of the twentieth century were simultaneously tied toldiedf commodified images as



the documentations as representations got crystallized preicigsbby production and circulation
of Orientalist images (ethnographic paintings, popular oleographs, anthrcpblaand
anthropometric photographs) both in the space of the colony and theahymsrier, and the
display of live bodies in spaces such as International exhibftions.

In this dissertation, | use the term nativized bodies to dramtaih to a representational
schema that, rather than invoking an already found authentic nativestibuting a modern
bourgeois humanist subject completely negating the specificitijeohative, self-referentially
highlights the complex intersections in the construction of nativeeesgnizable bodies.
Through the dissertation the reader will encounter myriad pefmenanactments such as the
dark “tribal” (Toda) woman posing with a camera in her hand, mamstream male bodies
corporeally mimicking the sounds of percussion and advertisementmiplet festivals, or
mimicking iconic instances of masculinity from the cinematic world, eatdn subaltern woman
posing as ready to play cricket with a plastic bat in frontteinps made of bricks, a South-
Indian woman wearing stretch-pants, holding a whip, and smiling atdiver, dark ornamented
Rajasthani servant bodies performing gymnastic yagallékhamb on chandelier while
engaging in productive labor by chewing gum, and a female bodyngeakimonoadorned
with a golden caparison in the back presenting itself askart@i®m the Kerala temple festival.
These bodies differ in terms of caste, class, gender, terdribouadaries, “structures of feeling,”
and even move across species distinctions. What unites them is yhatetimearked minoritarian
positions in contradistinction to the bourgeois humanist subject withorritg. Yet, neither do
they present themselves as authentic natives untouched by the matber.tRan being native

bodies, they present themselves as nativized bodies, reiteratingoantichg to the colonial-

® For more on colonial exhibitions and colonial pigraphy see Breckenridge, 1989; Cohn, 1996; Ma®y;
Maxwell, 200; Pinney, 2003.



modern representational apparatus that constructs them as naties thwdugh disciplining
apparatus and commodification. The nativized bodies, in the dissertagogfore pry open and
foreground the intersection between governmentality, commodificateord nationalist
discourse.

Through the dissertation, | will show that the intersection isangihgular one frozen in
time that can be understood from an overarching vantage point whdibeanalysis of colonial
discourse, capitalism, or nationalist discourse. The dissertatemn does not present the
intersection as developing in a chronological and linear fashion. Whewe highlighted one
tendency of “back to the roots” in the post-independent India thassthg native, the nativized
bodies in the dissertation will give multiple vantage points ofrttexsection that have different
genealogical trajectories. Rather than holding on to one schema fogsthtiie nativized body,
each chapter in the dissertation will unpack the specific intesaedhe enactments bring to the
fore. Through the dissertation therefore | will show nativized bodescomplicating the
relationships of such varied structures such as “parade” as thingegendent Indian state
structure for highlighting state philosophy of “unity in diversipyit in relation to the production
of difference in the newly emerging consumption regime, the itagimm of gesture as
transcendence in the nationalist discourse alongside the gesginaés of the nation constituted
by the popular visual culture, the articulation of a “somatic” amaism based on psycho-
somatic totality in “Indian” physical practices such as virggstplaced alongside the notion of
productive and servile labour in the regime of neo-liberalism, the taxonomy ofmarf) bodies
in mainstream intercultural theatre practices alongside taeofimnimal body of the temple

tusker in the spectacle of the ritual-festival space.



Taking body as the site of interrogation, this dissertation agdigints that the trope of
nativized bodies and the representational schema they foregroundwases a&aught in a
gendered dynamic. By taking production of native as a site of protuitémga | do not put
forward a perspective of “identity politics” where community ab-sational identifications can
be read as resistant against the state practices or nigtiahstourse. Here | agree with the
analysis of scholars that even though the “communitarian thinkers/ider a critique of
nationalist discourse and state practices, the analysis #wspthe “narrative of community”
against an overarching state at once “conceal[s] its own patalab@ases” (Bharucha, 2000).
While positing the nativized bodies as opposed to the nationalist discauséhe citizen-
subject, therefore, | am not presenting them as resistant subis or as resistant structure in
itself. In reiterating the norms, nativized bodies “play” with ttegyime of discipline and
objectification in the dominant representations. Yet the dissantatill show that sometimes
precisely through such a “play,” a virtual can be made marifies$ is patriarchal and equally
invested in transcendence to categories such as homogenous natiomgroMhds such “self-
referentiality” and “play” as a strategy, | will argues the present historical juncture of
liberalization itself, where a fundamental reordering of natidrasight about by foregrounding
the domain of “consumption” as the most privileged site for channediegtification in

contemporary India.

Body in the Space-time of the PreseritDisjuncture” in Liberalization

The complexities of liberalization process cannot be seen mstef narratives of
“liberation” from the state-driven “past,” or start of a “postioiaal” era, or a narrative of

homogenization through globalization. Instead, this dissertation paydiatt to the ways in



which the transnational media and the new consumption practices chdemigications both by
breaking away as well as reconfiguring pre-existing disesuref nation, gender, and
community. Scholars have shown that the reconfigurations in liberahzaf figures such as the
middle class woman as a “consuming subject” through her “seatiahzas an actively desiring
subject” (Mary John, 1998:382), the Dalit and lower caste male (ldimangand Dhareshwar,
1996), the figure of “youth” (Lukose, 2005), or the re-constitution of dongiok as “erotics”
at the intersection of “national belonging” (Mankekar, 2004), or the g®litif Hindutva
(Rajagopal, 1999;2001) have to be seen as reconstitutions where new camsiprguttices
intersect with long-standing discursive structures and praoiglin the nation. | place the self-
referentiality of nativized bodies as a structure as one thait ithe heart of this complex
reconstitution intersecting with the long-standing discourses and praettbesthe nation.

In their seminal analysis of the Tamil filkaadalan Tejaswinin Niranjana and Vivek
Dhareshwar highlight the way in which the film brings togetisagnifying systems of fashion
and violence” and posit the Dalit male body as a central &itk siginifier” of the “larger
processes of resignification that is underway in the contemporatic$o(1996:15-16). In the
film, they argue, Dalit male body as opposed to being marked aadimej to the tradition
(conventional perspective of caste as a domain belonging to tradition) is showipoakyie the
new urban popular codes. They highlight that the male body in the firadiates...[and is]
being mediatized by the global televisual junk,” as the body perfarversion of rap (called
petarap in the film), enacts “tradition” through virtuosic Bharatanatyamd is subjected to
state torture and in turn enacts violence. Though the film is asédender blindness,” they
argue that this male body constituted through consumerist cultcoaloey and framed as

caught in two systems of exclusion and violence—caste and lilam@ahzputs forward a
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disjunctive relation between body and the contemporary space-timengaut the strategy in
the film of equal focus on the body and the plethora of conflictomjesnporary spaces such as
traditional, urban, the contemporary politics in which the body movesy, argue that the
strategy in the film is one of spatialization through body. Thdiated and mediatized male
body brings to fore the disparate spaces and creates tensibme@a®&s through them. In my
analysis of nativized bodies, | derive from Niranjana and Dhare&hparspective of body
caught in representation as a site mediating and bringing taHereonflicting spaces of the
contemporary space-time.

Niranjana and Dhareshwar argue that the body is able to waaedsmake visible such
heterogeneous and conflicting spaces because the film “rethsasbdtion of a “natural” body in
favor of body as a site of re-signification that can show the gseseof signification. Deriving
from Judith Butler's formulation of “disidentification,” they frantbe body inKaadalan as
raising questions of how to politicize disidentification—in Butlensrds, disidentification as
the “uneasy sense of standing under a sign to which one does and dodsng®’l{@id.:24) In
analyzing nativized bodies, | derive from their formulation of thsguncture between the body
and the regime of signification allowing for a spatializatioextrapolate this structure in a more
general manner and look at multiple ways such disjuncturagedt Through the dissertation, |
will also pay much closer attention to the claim of the “nonmad’ body. Distinct from
Romantic notions, where body was ascribed to the realm of natutbe itheorizations of
corporeality in Indian nationalist discourse and philosophical basteméin “Indian” body
practices, body is precisely seen as a “non-natural” body. libdralization regime, the body is
again put forward as “non-natural” body, one that is trained asdptined. These diverging

claims of body as “non-natural” complicate the structure of disjmacas disidentification.
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Rather than erecting a cultural essence of the “Indian body” as expposhe “western,” or
positing “non-natural” body itself as resistant, the dissertatiinprobe how disjuncture as a
structure of revealing the processes of signification, in cexdases, precisely puts forward
transcendence, and involves its own erasures. In this sense, thitatiesés an exploration of
the slips between body as a site of reiteration, virtuosity, and parasitism.

In Chapter 1, | take for analysis the performance form “Minfasade,” a new popular
performance form that emerged in the 1980s in Kerala, as aota&ebodying consumption
regime. Mimics Parade involve predominantly male performers wirough corporeal
mimicking provide exact reproduction of the sounds from the ritualespatnematic world,
political personalities, and other popular performance forms. | heagdrformative body of the
mimic in Mimics Parade as a staging of the human body alimic,” establishing a new
relation between body and the virtual at the intersection ofdhespatial logic inaugurated by a
consumption regime, the new technologies of media, and the masculsubudie. Kerala, a
small deep south-western linguistic state in India, where mettapatities such as Bombay,
Delhi, or Madras, or the new “hi-tech” cities that rose to pnemce in the period of
liberalization such as Hyderabad or Bangalore are absent, migleebged as “strange” starting
point for looking at the problematic of liberalization. | have alyeedimated that Kerala has
been one of the centers of the new experiments of “theater obdk&' Iin the late 1960s. In
political terms, Kerala is known in the post-independence periocelémting a communist
government in the very first election in 1957 after the state-flomaand the Kerala state is
known for its social welfare policies due to the political demanasepl on the state. By the late
1970s, though the state had “exemplary” levels of social indicatonsasueducational access,

the state economy came to a point of crisis with absence oftiiiadimation and extremely high
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rates of unemployment. | read Mimics Parade alongsidetrdresformation of the region
resulting from the massive migration of labor to the Persian faudf the 1980s. | argue that
Mimics Parade, which reiterates the “parade” structure of gbst-independence state,
reconstitutes a modern Malayali identity, contradistinction ticwdations of a “rooted”
“Malayali” or that of “internationalism” of popular performanspace, as one that is emerging
through the transnational flows and rise of a consumption regimendftivized male bodies in
Mimics Parade also offer me the opportunity to analyze the hovererging consumption
regime was based on an androcentric loop.

Chapter 2 analyzes a collaborative photo-performance project. Bushpamala and
Clare Arni titled Native Women of South India: Manners and Cust@@90-2004).Native
Women of South India: Manners and Custdig/Sl) through reiteration, irony, and parody
interrogates the category of “South-Indian native women” repted in mass produced prints
from the field of colonial anthropology, anthropometry, and popular vieulire over the
course of last century. INWS| | read the relationship between image and gesture at the
intersection of three inter-related elements: the nationalsstodrse, the colonial-modern as
emerging out of the movement of transnational capital, and gendered amhbtdiLooking at
the enactments of Pushpamala | argue MAfSIreveals the category of native as constructed
and stabilized through codification and framing of “gesturB§VSlaffords me the opportunity
to analyze the theorization of corporeality in the nationalist diseour opposition to the
gestural regimes constituted through governmentality and popular vidtiale. As opposed to
nationalist theorization that was oriented towards transcendeseel lon the virtuosic body, |
establish thaNWSIshows that the nation, at the sensory level, is constituted throughstwees

of the mundane and the banal. | will show in the chapter NN&SI by opening out the
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possibilities of abstraction not simply residing in the “perfornednicody but also in the
mundane and banal provides a gender critique of the national-popular. Rethethe body
disappearing into the virtual world, or body frozen in the reifiedgemdy precisely providing a
surplus of the performing body, what | call a “corporeal refvattof the space-time, the work
points to the wider predicament of corporeality in the image-centric world.

From the regional spatiality of Kerala and South-India, in Chapter move on to
analyze the deployment of nativized bodies in the ad-films of mattonal corporations. Here |
analyze how nativized bodies perform a virtual “brand-India” at itistantiation of the
commodity, enabling the flow of transnational capital. Through the eh&fok at the ad-films
of “mass products” such as Coca Cola, mobile telephony (Idea)jrahewm, and the specific
cultural artifact that focuses the chapter is Happydent White Palacad-film (2007) for the
global chewing-gum brand Happydent White. Looking at the strategfie$humor” and
hyperbole in these ad-films, | delineate three inter-relabtedacteristics of the deployment of
nativized bodies that produces a virtual “nation-India” as a brangt, Eince these products rely
on high turn-over sales, they base themselves on “mass” as the eonBuaddressing a wide
spectrum of population—the middle class and the lower middle classadtfiens invoke and
displace the utopian programs of the Indian nation-state interventioing past, thereby staking
a claim for commodities in reorganizing the present. Second, tioa rsat produced rather than
being bestowed the status of a “real” nation as in utopian pregsaposited as a virtual nation
fleetingly produced, and materialized only in commodities. Third, thda@msformation in
liberalization from the state-driven to market-driven is presemé¢he ad-films as a problematic
of masculinities. Once | delineate these general charaatsyisthove on to analyze the specific

Palacead-film of Happydent White interrogating how the stratefgativized body needs to be

14



theorized within global branding processes as based on the aesth&uper-flat.” Closely
analyzing the ad-film and its use ofallakhamb(gymnastic yoga) as “somatic nationalism”
fused with the new labor regime of contemporary capitalism, | $toawthe aesthetic of “super-
flat” allows the multinationals to construct a brand-experienamically by highlighting
objectification itself. Objectification as brand-experiencegrdue problematizes the division
between material and immaterial labor and the assumption of bddystegy relation
underpinning the general theories of branding.

While the first three chapters analyze body within the redlthe “human,” in Chapter 4
| analyze the issues involved in embodying the “animal” body, ccigely the male Asian
elephant. | take for analysis the “cross-cultural” theatricalpction Sahyande Makan: The
Elephant Projecty the Kerala based group Theatre Roots and Wings. | analyz&edhtsical
adaptation of a Malayalam poeBahyante Makamn Malyalam, Japanese and English as an
instance of “zooésis.” The poem constructs the figure of a tuskeryuns amok in the festival
space since it slides into fantasy in a statmo$th’ Looking at embodiment of the elephant as
an instance of nativized body, | argue that the performancessietes a reading at the
intersection of three critical perspectives: performing aninggndered discourse, and
intercultural practice in the space of India. It is precisslyplacing the question of performing
animal as intersectional, and an eschewal of the claim teseqr the elephant from a fixed
position of human that the performance challenges the humansticcdiscourse, and its
assumed binary of human/animal. The theoretical frame that drivesatysis in the chapter is
Donna Harraway’s concept of “becoming with.” Through the chaptesit gat the question of

“becoming with” in a space such as India needs to be contextliadzdinked to colonial

" In Asian elephants, musth is a physiological aetiavioral condition that primarily male elephantsiergo
periodically. During musth, the elephant becomeuadlx active, seems to lose control of its stated ahows
heightened aggression.
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taxonomies as well as anthropomorphic and zoomorphic practices inthiatliare caught in a
gendered dynamic. The performance offers a perfect conterixplore the heterogeneous
cleavages, not simply of human and animal, but intertwined ones daKeds@a-Japan through
the critique of essentialism in mainstream intercultural tmm@c and the woman-tusker by
contextualizing “woman” within the zoomorphic practices in India ansker within the
masculinity discourse in Kerala.

Before concluding this introduction, | will contextualize two intelated aspects of the
case studies in this dissertation that need more clarificaticst.is-the marked divergence of the
objects that are taken up for analysis and brought under the nfbnativized bodies, and
second, the difference in the spatial identifications reiteratéioeim. Each of the central objects
taken for analysis in the dissertation is distinct in termasokpectatorship and performative
body. The first chapter deals with a popular performance foimidd Parade performed in
festival spaces, colleges, auditoriums across the region. Mimresi® though it is significant in
televised form, has popular spectatorship in public spaces. The addiinthe contrary are
shown in English and Hindi televisions channels and are telecast in diabivesh the regional
televisions. Here the virtual is delivered to a wide spectrumpettators in their “homes”
through television. The photo-performance and the theatrical productidrecseen following a
much more limited art following audience—the photo-performance displage curated
exhibitions in art galleries in India and abroad, @ahyante Makarsimilarly performed in
theater festivals across the country and abroad. In bringingttgather as performative bodies,
| move away from the binary of the “popular’ versus “art,” aslves conceptions of
“performance” defined as the co-presence of live performers @aatators in the same space.

While bringing all of them under the same rubric, as objectsctra be placed in a relation to
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each other, | do not negate the distinctions of the specific apparaash of these cases. In my
analysis rather than taking body as given, | interrogate how theseging enactments and
representations bring together and foreground themselves asnpatibleof constitution of
“body” in the contemporary space-time.

Even at the level of “body,” these objects can be seen as prgweiry distinct and
diverging perspectives. While the chapters will unpack thesewdstra their complexities, here
| will highlight certain basic distinctions. The Mimics Paradeolves “live” bodies that stress
the sonic through mimicking sounds, yet in the process present thenpegobody as
“machinic.” In the theatrical staging the interrogation is hlowembody animal body. The photo-
performance where the performing body is “frozen” and framgghbtographic representation,
interrogates the complex relation between visuality in image the constitution of gestural
regimes of the nation. In the ad-films at the level of repregion, the performing body
(mallakhamb is completely taken over by the apparatus of moving image ang gradtices
such asnallakhambare represented as fused with the laboring body in neo-lilegiate. While
this is at the level of representational body, the ad-filma, @t of wider branding processes as
“evental,” simultaneously put forward a specific relation lestw incorporeal and corporeal,
where the consumption of incorporeal precedes corporeal consumption of thet.pByluc
maintaining these diverging frames corporeality in tension, Iskidw how body is constituted
and reconfigured in new ways by bringing together divergiigrourses, practices, and
imaginations that are sedimented over a long period, and how thesepwesitkka new complex
relation between body and virtual in the contemporary space-time.

In terms of spatial metaphor too, the works analyzed in tiserdsion diverge. Mimics

Parade is based on a regional linguistic identity of Malayali, pbettmrmance foregrounds a
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regional identity of “South-India,” the ad-films of the MNCs coust a “brand-India” for the
“global” marketplace, and the theatrical adaptation intetesg@aterculturalism and the question
of “beyond human.” In taking such diverging spatial categories, therthisn moves away
from a conception of homogenous Indian nation. Similar to my strategtha case of
problematizing “body,” | do not take any of these spatial categ@s immutable and essential.
Rather, the categories as boundaries are taken to make mé#mfesiecificity of discourses,
practices, and imaginations, and in turn are shown as most powarfiiucts in themselves. In
these shift between spatial categories, my critical peligspeid resolutely transnational. The
frame of the national has been seen in the last couple of cenasrithe most dominant and
almost the natural frame through which identities and imaginatiochahge and resistance
are/can be located and marked. The frame of the transnational amtreyc as Laura Briggs,
Gladys McCormick, and J. T. Way argues (2008) denaturalizes namndiringing into relief
nationalism as an ideology, while simultaneously showing the corticadic within the
deployment of nationalist imaginations. The “trans” of transnation&linctions as a critical
theoretical lens that captures the actuality of transnationaément of goods, people, ideas, and
capital without being mediated by the nation-state, and sometoreciously opposing the
frame and mediation of the nation, particularly in the context ofosigmt of communications
technology and break down of barriers in this realm. But the “nationafansnational at the
same time highlights the role played by the nationalist inagin and national interventions in
channeling, facilitating, and controlling these apparent free transparenst fl

It is in this perspective of a “hyphenated” trans-nationalism thatalyze the global
branding processes of MNCs as constructing brand-experiendsebyday instituting a national

as “super-flat” and will show how the critiques raised againstC8INor their discriminatory
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practices (not simply at the level of labor practices, butatdvel of the product quality itself)
is displaced as a problem of national masculinity. Taking the “obvipaissnational or “global”
practice of branding by the MNCs, and highlighting the power of“tla¢éional construct,” |
critique the general theories of branding that do not take into coatstatespatial configurations
such as nation and “third-world.” Fredric Jameson’s controversialulatian that all third-word
literature is an allegory of the nation (1986) can be seen i@sivan unconventional fashion in
these ad-films as the MNCs, in channeling brand-experienceiogtblal products, play on the
awareness of audience/consumers of the categories of nation adewthid” as linked to the
spatial organization of contemporary capitalism. The argument kemetithat of a cultural
binary of East/West or a positing of exception in the Indian.chstead, | posit that the
transnational lens that simultaneously pays attention to the pdwlex “national construct” and
its contradictions challenges the generalizations in global branbewies at a fundamental
level.

To conclude the short introduction, this dissertation, taking corporealpgrformative
body as a fundamental site of analysis, hopes to foregrounds a cordgngpace-time where,
as Ella Shohat points out, there is a drive “to submit the worldstoghe “universal” regime of
truth and global institution of power,” yet the “spatiality and theperality of cultures as lived
is scrambled, palimpsestic in all the worlds, with the pre-mod#ra, modern, and the
postmodern coexisting and interlinked globally” (Shohat, 2002:78). With thigajdreme of
the dissertation, | will now turn to the first instance ofwiaéd bodies, the mimicking bodies in

Kerala, who embody and “sound” the initial tremors of an emerging consumptiareregi
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Chapter 1: Embodying Consumption Regime: Mimics Parade and the relationatifythe

“machinic” body

In the 1980s, the new performance form “Mimics Parade” emeagezhe of the most
popular entertainments in the Malayalam language region. The petereture of Mimics
Parade involves a group of predominantly young male perforrmeseming a rehearsed and
pre-set series of acts that mimic the familiar sounds ofmtmehuman and the human. The
sounds of the non-human include mimicking of “nature” such as the soundsyaignbirds,
breezes, and waterfalls, or the sounds of machinery such as fartrg, automobiles, and
trains, or musical instruments and percussion. The sounds of humans theludenicking of
voices and physical traits of known film personalities and politecidhe Parade also mimics
other popular performance genres suchkathaprasangafh or “professional” theater and
presents enactments of “typical” characters such as drunkandsaucrats, politicians, or
religious figures, in their interactions in public settings sucécasols, hospitals, police stations,
bus stops, or marriage househalds. spite of their performative differences these acts are
brought together as a stage show interspersed with musical renditions.

In the popular title of the form, the anglicized concoction “Mimiesaée,” the term
“parade” is an iteration of the annual pageantry organizetépast-independent Indian nation-

state. In her analysis of the annual ritualized commemoratiothdystate through Republic

8 Kathaprasangamis a storytelling performance form of Kerala thes extremely popular till the 1980s. | will
analyze closely the mimicking &hthaprasanganin Mimics Parade and issues it raises in the th@ction of this
chapter.

® Marriage household as a setting generally preshatsomic interactions, in the spaces such asoftthe cooking
tent, of the relatives or guests who are markediffgring class, status, and “morality.” The housiehor location
of the marriage is conceived only as a fruitfutisgtfor comic interactions, and the bride and lthelegroom, and
the ceremony of the marriage itself is generallyesit from these enactments.
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Day* celebrations (January ®pundertaken primarily in Delhi but telecasted live to the entire
nation, Srirupa Roy has argued that the parade as a structegeofords the role of “state in
enabling, representing, and safeguarding national sovereignty, (B007:102). The annual
Republic Day Parades, Roy highlight, stages the continuities aededifle or “newness” of the
independent state from its imperial predecessor. What is mstgtabout the staging is the
way the structure of the pageantry exhibits the “unity in diwgrghilosophy of the Indian
nation-state, where idenitifications based on sub-national affiigtivere highlighted as critical
for the Indian nation and where the differences within the natiorfoaseegrounded as held
together by the state. The Republic Day Parades consist ef $bggments: military display,
cultural display, and display of and by children. Rather than lingudgifierence, which was the
basis of the reorganization of the states in post-independence pigodultural pageant
consisting of floats presented by individual states highlight éiffee of these regional units in
terms of dances and “folk” performances, “climate, topography, taothre, and plant and
animal life” (ibid.:89). Deriving from the ““Lenin’s paradox” thathe surest way to unity in
content [is through the promotion of] diversity in content™ (ibid.:69)J amilar to the Soviet
state strategy of creating nation througmatrioshka (nested) doll effect” (ibid.:92)} the
pageants presented the sub-national identities as cultural idem¢itie® land. As Roy argues,

the cultural pageant “specifies the contours of the territmrgifferent groups, and in doing so

° The Republic Day, celebrated on™Banuary every year is the commemoration of the 28January 1950, the
date in which the Indian Constitution was signed eame into force. The date was originally chosehring into
force the Constitution simultaneously to signify"2Bnuary 1930, the day on which the motion fordé@elaration
of independence, opoornaswaraj was accepted by the Indian National Congress, thadcivil disobedience
campaign was formally launched against the BritiBny, 2007:69-70). For an excellent analysis ef tbomplexity
of the choice of the date that brings together b&bpublicanism” and “nationalist will,” state anhational
community, see Roy, 2007:66-104.

" The effect of “nested configuration of diversiig’one where diversity is “expressed at the lev¢he nation with
the individual states coming together to displagirtitultural identities, as well as at the leveltbé state as a
collection of smaller regional cultures.” Roy suwtly describes thenatrioshkaeffect as where “the display
of...each level of identity contains within it othevkls of identity anticipates[ing] future scenarinswhich the
subgroup can have a state of its own” (Roy, 2007:92
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shows that the state and its military [the first segmewtepts” the heterogeneous differences of
the regional displays such as “Naga dances, Keralite cash, thepsubway system in West
Bengal, the Ladakhi marriage ceremony...the “harmonious architéatu@oa.” (ibid.:90). The
Parade therefore is the structure that unites precisely hyirgipdhe fragmented cultures,
regional peculiarities, and heterogeneities within the natidRefublic Day Parades undertaken
by the nation-state present the nation in its “glory"—militgsgowess and the -cultural
diversity—held together by the state, Mimics Parade, contrathis nested configuration of
diversity, presents an inverted order of authority where the pardaddgogether by nothing
other than the technique of mimicry.

In a cursory reading of the form, it might be regarded as “standsup routines”
(zarrilli, 2000:8). Yet distinct from stand-up routines, the most St aspect of the Mimics
Parade is the format of the parade as the structure for a grdopmmerce, its disinterest in
constructing an individual-centric (comic) persona over the tintaefvhole performance, and
the absence of any form of autobiographical narrafive.a basic level, through the mimicking
of sounds, Mimics Parade presents the human body, specifitalbrgan of mouth, as a perfect
machine. The microphone and “close-mic” techniques lend this bodyog®bility of virtual
extension, a perspective similar to one highlighted in musical ekpuwsisuch as that of
beatboxing® Yet with the skill of corporeal mimicking, Mimics Parade #&ek variegated
sounds as fragments that are then put into relation to other fregyroesating unfamiliar
combinations as a pastiche. For instance, in terms of unfamdrabinations as pastiche, one

might hear a known film or political personality’s voice turnetbithe sound of an automobile

12 For the basic characteristics of stand-up comads, the changes to the form from the 1980s, seéaAd,
1992;1993;2004.

13 For more on beatboxing and the vocalization of fleecussion, see Aisha S. Durham, 2002; Dan Stoavel|
Mark D. Plumbley, 2008.
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or an act where a claim is made of “singing 16 songs in 2 minwte=rein the performer links
or “mixes” 16 popular songs in a continuous chain connected by a common weekh®ne
song and another. Another strategy is that of parody, where theyparadone through
exaggeration of certain features of the original speaking atydethe physical gestures or by
mimicking the voices precisely but the content differing from tifatvhat is expected of the
original voices to say. In such movements away from the origirel,hglding on to the
exactness of the original sounds, the pastiche, parody, and the peéticalof Mimics Parade
gets a particular edge of the “potential” as “real.”

The assimilation by the Mimics Parade of spaces genemalligned to other popular
performance is a significant reconstitution of the space of popatésrmance in the Malayalam
language-scape. The popular historical narrative of the Minacade locates the “origin” in a
performance done by the mimicry group of the cultural institutioalahavan, in 198%.
Kalabhavan was founded in 1969 by Father Abel (1920-2001), a priest of Roathalic
Church (CMI), with the explicit goal of offering art educatiorateider public at a lower cost.
Bringing under one institution, a plethora of artistic practicesmoiict® dance'’ acting,

mimicry, visual arts, and “crafts®Kalabhavan has over the years become a significant cultural

14 http://berlytharangal.com/?p=3229.

> The motto of Kalabhavan, and its intervention e tcultural scene is posited by the institute dbis:
“Kalabhavan stands for the promotion of culturalemés, on a scale never before attempted by angroth
organization, government or public... There was timeem art and culture were confined to the corridoirs
aristocracy. Kalabhavan made the realm of art atdre accessible to the common man at a cost Ithveesr in any
other similar institution anywhere in the worldtittp://www.kalabhavan.org/about.html.)

' The music training includes vocal training in Katio music, training in instrumental music inclugliviolin
(Eastern and Western), Organ, Guitar, Veena, psicuincluding Tabla, Congo drums, Mridangam.

' Dance training in Kalabhavan include training ihaBatanatyam, Mohiniattam, Kuchippudi, Folk danaed
Cinematic dance.

18 Kalabhavan also provides training in handicraésellery making, not normally categorized as “art.
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institution in the regioll staking a particular claim of de-linking art education frore th
“traditional” structures such as family lineage and the diseoof$guru-shishygparampara”®
as well as breaking down the divisions between high/classical, madernd low art/artisanal
practices. In this institutionalization mimicry, far from being amateur skill, is posited as a
skilled practice situated in the same register as Bhatgtanaor the playing of the Western or
Eastern Violin.

As the Roman Church liturgy was still practiced in Latin indf&rthe 1960s paved way
for translation of liturgy into Malayalam, with Fr. Abel playira significant role in the
translation to the vernacul&rWhile initially musicians were brought in as part of recogcimd
popularizing of the new songs, Kalabhavan established a repertanafotaining the artists it
brought together. Mimics started as a “filler” in the musigadgram @ganameld The 1981
performance, the first one where Mimics Parade was pesteag a full-fledged program in

itself 22

had a phenomenal success and contributed to the emergence of Remacle as the
most popular entertainment in the language-scape (dubbed in the retiierfrasmicry wave”),

and Cochin Kalabhavan as the most significanfbamongst the numerous mimicry troupes

19 Kalabhavan currently has 4000 students, and ttéution has over the years trained more than®@Ddudents
establishing itself as an identifiable institutiomth establishments also outside the space ofab®n such as in
UAE, Bahrain, Qatar and London.

% The teacher-disciple relationship of training defled in most Indian classical performance forms.

2L Er, Abel published twenty volumes of religious ksdor the use in the Church, and more centrailari effort to
popularize religion, he wrote new devotional song®re than 250 in number, and has brought out 30icAu
cassettes that became extremely popular.

%2 The performance was scripted by the duo Siddicalesho in late-1980s through 1990s became onbefriost
significant “hit-makers” and trend setting writeregttors in Malayalam cinema industry.

% Kalabhavan can be seen as a brand or giving anitigéo mimicry as a form in the sense that ittbes an
already defined (respectable) value and identitthéoperformers who stake a claim via the naméeirstitution.
In the region, the artists taking the name of tieal area from which they originate, or the naméhefinstitution
they are trained, as a pre-fix to their namesésrmmon practice. When Kalabhavan is taken by miwics have
been part of the troupe as a prefix to their naamel they continue to be recognized with that preefien after
having left the troupe (for instance, KalabhavamMan this offering of a mark of value and idéntiKalabhavan
continues the practice of organizations such asldealamandalam, which trains students in clabsiaa (for
instance Kalamandalam Gopi, the fam&athakaliactor) or KPAC (Kerala People's Arts Club), the &dartheater
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spread across the state. The form is performed in such diverss sgafairgrounds at the time
of festivals, in auditoriums in the cities and the towns, in collegagling as Mimics Parade or
“‘comedy shows” in places where there are considerable numbeorsfesident Malayali
population, specially the Persian Gulf countries. With the risbeotdlevision, the form quickly
moved into the new visual medium, done either as presentations muthelikgage showsor
the popular mimics using their skills to become anchors for the TV programs.

The role of the missionary activities in the nineteenth centurg isgiecifically in South-
India, in opening the access of education to the subordinate groups hasebeesosded? as
also the link between missionary activities, print-capitalism, ted emergence of complex
identifications in the newly emerging public sph&tén the context of Kerala, G. Arunima has

shown that the translation of The Bible was indeed, as in Europe, ral@sygect driving the

organization that is aligned with Indian Peopld'®adter Association (for instance, KPAC Lalitha, gopular film
actress who was in KPAC earlier in her career).

% The link of Mimics Parade with the television Hmeen right from the start of the first satellitietésion channel

in Malayalam, the Asianet in 1993, with the produretof the weekly showinemalathat was started to provide an
alternative to theChitrahaar model of presentation of songs in the nationadvision. Started as mimicking of
cinematic world, and moving on to cover the fulparse of the form presenting political satire anchmentary on
current events, the program continues till dateilemiumerous other popular shows have come up theeyears
with the establishment of competing television rets. For an interview with the producer ©@hemala,Diana
Silvester, see Nair, Shilpa, “No laughing mattds'thThe Hindu Friday, Aug 05, 2005. In cinema, on the other
hand, the influence has been on individual terragnpany significant mimics have moved on to becomgortant
actors and stars in the commercial cinema.

% For the role of missionary activities in impacting educational sphere of Kerala see E. T. Mathé®9. In the
article, analyzing the key factors leading to hiiggracy rates in Kerala, E. T. Mathew argues tladlier than the
common belief that it is the state-induced progrdwish the “native princes” coming out as moderméelent
educationists) that contributed to high literacyKerala, it is the missionary (mainly, activitie$ Brotestant
missions), and the social reform movements by tit®slinate groups that led to the opening of edaoicat sphere
in a wide scale in Kerala. Also see Dilip Menonp20for the analysis of the emergence of the nellipgphere
through the mediation of religion. In the artichee argues that the articulation of self in Christig which was
distinct from the caste rubric of “Hindu” framewegrinade Christianity appear “as the mediator of muaitle to
those who were wrestling with the problem of a sdbwate identity. Religion proved good to think fvit (Menon,
2002:1666).

% In the specific sphere of theater, the problemayiened out by coming together of colonial govenntakty and
missionary intervention in the translation of tHaypNeel-Darpan the controversy surrounding the arrest and the
trial of Long who translated the play into Englisimd the central role of this controversial triathe formation of
the rubric of the nationalist theater has beenistluoh depth. For more on the politics of translatof Neel-Darpan

and the emergence of the nationalist frameworkeéter, see Nandi Bhatia, 2004:19-50.
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emergence of print-capitalism. Arunima’s comparative studyetifjious tracts and literary
genres at the turn of the twentieth century, reads the diffeiarianguage of the religious tracts
from that of the new literary language as evidencing the not fadtgular” public sphere, a
space that cannot be easily assigned as an imagined commuthiéy ridtion (Arunima, 2006).
Problematizing the notion of a “region” by placing Kerala wittthe wider social geography of
the Indian Ocean,” and analyzing the “origin” stories of the fouonrajigions that have strong
presence in Kerafd, Arunima posits that even at the turn of the twentieth centetigious
identity and ethnic identity were not seen as “oppositional caty&fiThe “ethnic” identity of

a Malayali “as one who lives in Kerala wherever one’s stace came from and speaks
Malayalam” has a long-duree history and she points out how it €a@edn as “unconsciously
developing through the medieval period” (Arunima, 2006:54). Yet significgnitht-capitalism
at the turn of the twentieth century constructed a standardizegidge that came to be
perceived as a distinctly ‘modern’ spoken Malayalam—what Arunima positscasriiag of age
of Malayali” (ibid.:52). In this opening out of the region, Arunima highigythe sphere of
language itself as a site of multiple contestatory adtauis of identity, so that the “experience”
of divergent ways of laying claim to language itself createtiffarence in a single notion of
Malayali. The post-independent enterprise of Kalabhavan carries onodahese aspects of the
earlier mode, by staking a claim for non-state actors in opermicgss to (art) education and

breaking down the established categories of high/classical/modern/popular art

%" The “origin” stories that Arunima takes for anadyare the “arrival” stories of Judaism, Christtgnislam (the
stories stressing how these religions were welcommele region) and the hegemonic Brahmanical noftkerala
in which Kerala is conceived as a land brought fthenocean by the sage Parasurama for the Brahmins.

% Arunima argues that it was precisely the openaess“the ability to see ‘identity’ as something ttimlayered,
and multiple, was what probably at the time allovieda greater space for inter-religious interatsion Kerala”
(Arunima, 2006:54).
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Yet in the post-independent moment, rather than print-capitalism prowigengdriving
force for identification, | argue that Mimics Parade rectumsts a modern Malayali identity,
distinct from other articulations, as one that is emerging tlhrolg transnational flows and rise
of a consumption regime. Mimics Parade, where the performative dtaggs the human body
as a “machinic” one, draws out a new relation between body amittiled at the intersection of
the new spatial logic inaugurated by a consumption regime, theecbwologies of media, and

the discourse of masculinify.

|. The Soundscape of Consumption: Pooram, Migration, and an exploding firecracker

The performance sequence that | am analyzing here isshedguence of a stage show
done in 1997 in the city of Kochi, Kerala as a part of “people’sgmition” to Fr. Abel. For the
particular event, the group provides a reconstruction of what usedhe barty 1980s shows of
Kalabhavan Mimics$? Seven male performers are on stage, dressed in what seemsyerdinar
though “non-traditional” Kerala fashion, pants and T-shirts or shirt¢h ¥iie stage mikes as
their only aid, and no sets and props, the performance starts witimttbduction of the
performers. To the accompaniment of the mimicking of the sound of barsic by the
performers, each performer is introduced, acknowledging his introduayi a brief wave to the

crowd, as the group continues “playing” the band music with their mouthse @

29| will point out that though significant, in thegsent chapter, | am not undertaking a historicalysis of the
development of the form in terms of skills, or ttxepanse of the form in terms of its mixing of vdrieinds of
performative technigues such as the skits. Inste@dtrict my analysis to the body of the mimic.

% | am analyzing the performance sequence from tHeovrecording of the stage show available in ybetu
http://www.youtube.com/watch?v=XHT-9RuMtGs.

Performers on-stage include Siddique and Lal wtripted the early shows, Sainuddeen, Nadir Shah,
Ashokan, Nissar and K. S. Prasad, who were all plathe early days of Kalabhavan Mimics. While takifor
analysis this reconstruction of an earlier stylganm not staking any claim of the performance asaathentic
reconstruction. | am taking the performance astendency that gives an entry point to think throtigé larger
guestion of the emergence of the form and the spiitansnational.
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introductions finish, the narrator asks: “Isn’t Kerala the land miptes?” The familiar melodic
sounds of wind instrumetkibmby and the percussion rhythm céndaandelattalam(cymbals)
from the ritual-festival spacepgoran) are heard, as the narrator carries on speaking: “The
festival rush in the Kerala temples has already startedTfhesur Pooram—isn't it the festival

of all festivals (the festival that provides flourishing finishatbfestivals). Thrissur Pooram—its
melodic fusion of the percussion and rhythms, and the playground advestisespring up in
such events likgpooram..though, once they burnt to ashes even human life...the ground
shaking fireworks!” [Sound of fireworks start]. “We start our nasnparade, every time, from
the Thrissur Pooram ground that brings together all of these.” WHelenarrator pauses, the
sound of such @ooramis heard in all its noise and messiness: in the backgroukdnatby
cenda and elattalam a voice unclear at first but emerging in significance announces
“Visit...visit... for the best spectacles, visit Ajantha Optic#ig@antha Opticals, visit today itself,
Ajantha Opticals. For wonderful wonderful spectacles, Ajantha AjanthaaDptiénother voice
slowly emergences and takes over, and the advertisement rdoettes background: “The
fireworks are starting... [Request you to] dim all the lightstedround. In the surrounding of
the fireworks, no one should light a match dvedi®* Here...the fireworks are starting.” The
sound of firework &mittu) that slowly rises up to the sky and explode in multi-colors &de
After repeating thrice the slow rhythmic sound of fireworksng to the sky and the consequent
explosion, with a stress on the singular explosions, the soundscape nayescharthe non-
rhythmic and chaotic explosions that fill the sky. The flashy firewor&srafull flow. The sound

of explosions recedes, and in the ensuing silence after albtke, one hears a “sweet” (nasal)

exclamation by a childHaai (Wow!/Gee!) yellow.Haai blue.” Another child’s voice says “not

31 Beediis South Asian cigarette, hand-rolled tenduleaf.
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blue, it's green.” “Oh, is it green!”Haai, | got a firecracker... here here, got one... Don't take
it, it might explode. Will it? Of course! It is a firecraamk—it will explode. Don’t know... you
you, you smell it. No no, what if it might explode... No no, it won'tvdn’t. It won’t. Okay,
then | will smell it.” Sound of explosion. The audience claps.

The recent work on sound studies has stressed the significancesointbeas a central
structuration of the experience of modernity. While, the sequerszziloed above might come
across as a “reconstruction” of tipeoram (ritual-festival) or even as a random pastiche of
various sounds heard in a Thrissur Pooram, taking a cue from the seaedtstudies and their
critique of ocular-centrism, | will analyze this performarsgguence as an articulation of the
new “soundscape” of the region. By using the term “soundscageyish to highlight the
performance itself as a way of “collecting,” ordering, ataicturing the sounds emerging from
the landscape, in the process staking a claim for “sound aslax of identity” (Keeling and
Kun, 2011:448). Connecting spatiality to sound, the term also allows orsteto 8o the sounds
historically, foregrounding that sounds that may be isolated and preésensounds to be heard
do not have a fixed signified. In our case, for instance, the soundteta@nd presented from
the “traditional” spaces may not be in fact making manifétaalition” at all. While the short
sequence, just over four minutes in duration, might not be deemed ashileenatic of Mimics
Parade in terms of mocking or parody, in the act of structiamthestablishing a relationality
through mimicking the variegated sounds ofplberam the sequence provides an opportunity to

look at Mimics Parade as articulating the emergence of a new spajralityded in the sonic.

32 1n his seminal workThe Soundscape: Our Sonic Environment and the Gueirthe World Murray Schafer,
analyzing modernity through structuration and “sfanmation of sonic phenomena and sonic experie(i¢eéling
and Kun, 2011:448) uses the term “soundscape”himKtabout the enculturated nature of sound, toartigues
available for collecting and thinking about souadd the material spaces of performance and cereltiatyare
used or constructed for the purpose of propagatingd” (Quoted in Keeling and Kun, 2011:447).
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In this opening sequence of the Mimics Parade, the Thrissur Pooram asstheal‘df all
festivals” is represented through a soundscape that is metailynstanding in for Kerala. If
the narrator had not named it as Thrissur Pooram, this soundscdpgehave stood for any
pooram in Kerala, because of the musical combination of the percussemdg, wind
instrument Komby, and cymbals glattalan) mark it as a “Hindu”pooram space, and the
fireworks is a staple of most festivals in Kerala. The nmarkof the referent mimicked as
Thrissur Pooram is significant because of its iconic statumagining Kerala. The Thrissur
Pooram, a 36 hour long variegated event, is a comlpnedamof ten temples in Thrissdr.
Over the years due to the spectacle involved in its stagingvérg has been marked out as one
of the poster events for the Kerala Tourism, the event presentd#teang both spectacle and
the experience of the exotic to the tourists. The spectadlelesxparading of highest number of
decorated caparisoned elephafitthe instrumental musical exposition by different ensembles
each consisting of a few hundred (male) artists playing togetiee percussion, the wind
instrument and the cymbai3the ceremonial change of multi-colored umbrellas in the elephant
pageant consisting of 30 decorated tuskers lined up in a row, fieswprks, and the trade fair
and exhibitior®® While indexing thepooramas metonymy of Kerala is not striking in itself, and
the “Hindu-centricity of the dominant discourse is what allowsasy unmarked move to the

general, what is significant is the divergence of the event peddimcmimicking from the event

33 http://thrissurpooramfestival.com/thrissur_poortaml.

34 In 2011 Thrissur Pooram for instance, 96 elephame involved in the festival, of which 30 eleptamwere
involved in the pageant, decorated and lined ugHerspecial change of umbrella ceremofijig HinduMay 10,
2011, http://www.thehindu.com/todays-paper/tp-naiftp-kerala/article2005809.ece?css=print).

% The number of instrumentalists in Thrissur Pooisifamed to be more than apgoram For a report on various
ensembles in 2011 pooram see, “A feast to the ears of percussion lovers”.
http://www.hindu.com/2011/05/13/stories/2011051383%0.htm.

%1 will take up for detailed analysis the spectami@ooramitself and its link with globalization more thorgtly,
offering a critique from the theoretical perspeetof “zooésis” in the fourth chapter of this disagon.
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as highlighted in the Tourism narrative of the experience ofpleetacular and the exotic. The
soundscape through the art of mimicking puts in relation the human souadatermg from the
ones who control the technology/capital of sound disseminatiopaoi@mspace—the sounds
of advertisers, the organizing committee members—and the sounds praducedsical
expositions, and the “ground shaking” explosions. In terms of thedikes, the Kerala Tourism
narrative highlights the spectacle of the multi-colored explosionise sky as an experience to
behold for the tourists, an experience that the neo-liberal $taeseschewed citing noise and
air pollution®” The soundscape produced in mimicking, on the other hand, indexes the possibility
of explosions much closer to the bodies on the ground, a possibility eat ttaken up as
constitutive and the “fun” aspect of the space. Though “we” are poode it, “Don’t light your
beedt or keep in check your curiosity, it seems.

It is pertinent to raise the question of what a Mimics Paradkes manifest through
mimicking such a soundscape, with a complete absence of the vmeabhde (both the
decorated bodies of elephants as well as fireworks), and th&l aomplex musical exposition.
What does the isolation of the variegated sounds from the spadoepafaram such as thosef
advertising, voices of committee members, the music, the sounewbfks and the voices of
“children”—all of them brought into proximity with one another, as egqualtractive and
significant sounds—make manifest? Is it a delivery of thel*reaent, a “Kerala-ness” or

“Kerala culture” to an audience that is displaced from theahotvent, or a performance

3" The issue of noise and air pollution, as well astr@atment of elephants, is a contentious issu@érregional
space as the recent Court orders try to curb ttieitees in thepooram Since thepooramprovides huge revenue to
the economy, and is conceived as “traditional” aedtral for “Kerala culture,” even in the court erd, special
exemptions are provided for tip@oramin exceeding the limit of decibel levels in theseaf both firecrackers and
the musical expositiorpanchavadyan(the latter having more leeway as it represerdgs‘ttaditional culture.”) For
a report on a recent court order on limiting thésagollution in Thrissur Pooram and Kerala Stategponse, see
“Court order puts Pooram in a fixz Minister.”The Hindu Wednesday, Mar 21, 2007,
http://www. hindu.com/2007/03/21/stories/20070321AR1300.htm.
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invoking a sense of “loss” and nostalgia, or is it making manifestething completely

different?

The consuming bodies of the region

It is the “familiarity” of the signification for the audieee-the sounds of the basic
rhythms ofcenda kombu elattalamand the fireworks—that allows the thirty-six hour variegated
event ofpooramto be indexed in just over four minutes in mimicking. While the nkimg
involves a show of skill in producing the sounds (and | will analyze ealdbe virtuosity aspect
of the performance in the next section), here | will point out tiva issue at the heart of the
soundscape is not one of an exact same-ness of the event mimithatvibich is produced in
mimicking. Rather than thpooramitself, what the mimicking makes manifest is a spatiaifty
the region that is emergent in the new processes of consumptiorspBlislity is produced in
the sequence as a new soundscape, familiar but also not the s#menssnstream. Let me
elaborate the twin inter-related aspects of mimicking (ind¢hge, producing a soundscape) and
what | call the spatiality emerging in consumption.

In the last two decades, the term “mimicry” has become alsysgtnymous with post-
colonial theorization, as mimicry as a model and “hybridity” assallting liminal state, has been
invoked to capture the very condition of “post-coloniality” or to posit evgoat-nationalism.”
| will analyze the idenitificatory strategy of mimicry ipost-colonial theorization and the
critiques of it, with the objective of delineating how they sethgduestion of spatiality. The
most significant theorist in such deployment, Homi Bhabha, usesrthe‘tolonial mimicry” to
refer to an ambivalent form of authorization of colonial discourse evh@micry reveals a

complex process of “the desire for a reformed, recognizable Gtbex subject of a difference
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that isalmost the same, but not quit@habha, 1984:126). Taking a cue from the Foucauldian
paradigm of power as constituted through the very structures oécsifibption, colonial
mimicry as a “sign of double articulation”, for Bhabha, is “a campstrategy of reform,
regulation, and discipline, which “appropriates” the Other as it kmsapower” (ibid.:126). In
Bhabha’s postulation, mimicry is therefore categorically distirmm the scientific logic where
the worlds of mimic and the model are never intertwined. On the cpntvhat opens up the
strategy of colonial mimicry is precisely the network of power of colahgdourse that links the
model (colonizer) and the mimic (colonized).

The identificatory strategy based on difference proposed by Bhafgwisr any stable
position for the mimic. Distinct from the Althusserian framewdtrlt posits identification or
counter-identification to the hailing of a dominant ideological appsayahe position of the
colonized within the colonial discourse is that of “ambivalence.” Indbatificatory process of
mimicry, for Bhabha, what is significant is the excesdippage produced by thafmbivalence
of mimicry... [it] does not merely “rupture” the discourse, but becdraesformed into an
uncertainty which fixes the colonial subject as a “partialspnee” (ibid.:127). The colonized is
in this sense hailed by the voice of the master, the apparent foundational logjienidlism as a
civilizing process—a humanist and a progressive project. Yet thliaghd answered by total
identification by the colonized makes the discourse fail. The “inappropesdé and partiality of
identification in Bhabha's terms is part of the discourse tSélherefore rather than the
problematic of “representation,” what is at stake in colonial emmnis repetition, where the

mimicry involves a process of “erratic” and “eccentric” imgton of the colonial text

3 Bhabha argues that the very emergence of the Himfosubject is “dependent for its representatigmon some
strategic limitation or prohibitionvithin the authoritative discourse itself.” The succekssadonial appropriation
depends on the “proliferation of inappropriate olgethat ensure its strategic failure, so that miyis at once
resemblance and menace” (Bhabha, 1984:127).
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(ibid.:131). Rather than a question of identity, what colonial mimiaatesgically produces is
“conflictual, fantastic, discriminatory 'identity-effects™ (ibid.).

The model of colonial mimicry and Bhabha's later formulation ofbtigity” has
become a central analytical tool in post-colonial analysis in offeringyaotv&jecting the claims
of “indigeneity” and nationalism. Rather than a establishing a eahéully established subject
position with an “essence” against colonization, the colonized idextidficin such a framework
gets articulated as inappropriate repetition of the ideal, calitogquestion the very status of the
ideal itself. While it is significant to reject essentialil categories, by positing an overpowering
colonial discourse—an overarching apparatus of power that proliferates ¢laésaifjmimicry—
the transnational articulation of colonial mimicry and hybridity,saholars have pointed out,
does not address historical specificities. In this vein, schbkars offered the limit of colonial
mimicry by addressing the space of the nation, specially theimependent nation-states, in
more complex and nuanced manner, whether the nation is construedeasfacsnflictual and
non-homogenous space yet offering a possibility of resistance tol glapaalism (Pheng
Cheah, 1997; Geeta Kapur, 1997; Bharucha, 2000), or a national constructibeg=mony to
be reckoned with in the space of ex-colonies (Chatterjee, 3bd@pecifically, scholars have
critiqued the valorization, in Bhabha'’s works, of the unspecified cagsgof mobility and exile
as articulating a perspective of “metropolitan migrancy” (Ch&88y7) or as an already arrived
utopian metropolitan cosmopolitanism (Kapur, 1997), without taking into consaterthe

socio-political economy of multiple kinds of exiles.

39 Sudipto Chatterjee in his work on Bengali stagehia colonial period, while using Bhabha’s thediima of

colonial mimicry, also points to its limitation. Hergues that the “nationalist self was not foundedmimicry

alone” as it was importantly “informed and elucithtby the alterities of an invented identity ofiveness”
(Chatterjee, 2007:272). Chatterjee points to thedrne look at the “inter-textualities” in the “nadis enactments”
even as it is open to “inter-(con)figurations of f@ther” (ibid:272).
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The sequence of mimicking of Thrissur Pooram and the spaitatitgkes manifest need
to be analyzed in terms of these wider debates on mobility and spatiahsel&Vhile | will hold
on to the categories of “ambivalence” and “excess,” distimm fformulations of colonial
mimicry and hybridity, what one sees in Mimics Parade is rsbtess on the colonial discourse
as the overarching framework. Rather, the performance assusigsificance as it signals the
language-scape of Malayalam emerging in the transnatiomas fand consumption practices
resulting from “out-migration” and the liberalization process. padormance requisites one to
eschew the easy opposition of “hybridity” and “indegeneity”/natiomalis a (sub-)nationalism
of the region. While liberalization process is regarded as therapent of the Indian economy
from the late-1980s, in the context of the complex structural chaugesring in the region of
Kerala, | am linking liberalization to out-migration due to the snasshift of labour to the Gulf
Region and the ensuing increase in consumption practices arsmgvnat has been called the
“Gulf boom” in Kerala from the late 1970s. As | will discuss slyorit is precisely the new,
emerging consumption practices, transforming the state toftlaat “ultimate consumer state,”
which allows Mimics Parade as a form to take over the spaceadition” and the “popular” as
a parasitic form, without instituting a counter (utopian) “metropolitan migrancy

While the Gulf countries had been a hub of migrant Kerala workergviar a century,
with the 1970s oil boom attracting large number of migrant laboralikes constituted almost
half the population of Indian migrants in the Gulf (Osella et al., 20®5; and the early
migrants of the 70s belonged to the “lesser educational and statiad.semployed in the
unskilled sector or in the skilled sectors where they worked ssm&n, masons, carpenters,
plumbers, welders, drivers” (Radhakrishnan, 2009:231). This out-migratibe Gulf has been

conceived as central in supporting the region in the wake of an alsfeincestrialization and
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economic growth, marking both the “failure” and a change frone#ber state driven welfare
policies (Tharamangalam, 1999). With high literacy rates in the state, thhiunemployment in
Kerala still remained the highest in the courftihe remittances from the “Gulf boom” led to a
rise of per capita consumer expenditure in Kerala, “to be insexce 41 percent above the
national average by the end of the nineties...By the end of the nirexti@tances reached such
levels that they were well above the total government expendiltes added in manufacturing
and even the value added in industrial sector as a whole” (Kannan;Hari,2002:4).

In material terms, scholars have noted that the “Gulf boom” letieqtoliferation of
consumer goods in the regiGhas well as increasing expenditure both in the “traditional”
spheres of religion as well as the new industries of the cirmmdathe media. Rather than
globalization wiping out rituals, as Filippo Osella and Carolinell®@dgve shown in their
analysis of commoditization of ritual, the migrant identity meeaclosely linked to expenditures
in rituals, in the process increasing the scale of spediadiéuals even while unsettling the
existing power and caste equations in the region. Analyzing the plkeoann relation to the
festival ofKuthiyottamin North Kerala, Osella et al writes,

By donating money to local temples and sponsoring public festivalnggrants have
also been able to take on positions of responsibility in the management casimitteainstream
temples, often disrupting existing power structures based eithianeage seniority or customary

ritual rights. Public religious activities-especially temfastivals are therefore often local sites of

0 Tharamangalam articulates the complexities of Késarisis as a “Nation’ of migrant populationytpointing
out that accounting for only 3.14% of the populatiof India, “Kerala accounted for 16% of the coyistr
unemployed” even as there is a shortage of labsuah activities that are no longer deemed as ‘twdrile” in

terms of status (Tharamangalam, 1999:183).

*1 While the most significant material indexing theilfsboom was gold, Ratheesh Radhakrishnan pointheo
“increasing number of travel agencies in the stie spread of private telephone connections abtigtelephone
booths as early as the mid-1980s and the growiagadoility of consumer goods like music systemslea cassette
recorders and video cassettes with English andidratibtitles, rechargeable torches” as part of Gudf boom
(Rathakrishnan, 2009:218).
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struggles for precedence, prestige and status through whichidimdivand collective/caste

projects of social mobility are articulated and given expreqd§isella et al., 2003:118).

In the fields of cinema, Ratheesh Radhakrishnan points out that then@udints were
“prominent among the new entrants as producers and distributors” arkdettmegw investments,
and the opening of Gulf countries as a site of distribution of bimes fied to almost doubling of
the number of films produced in Malayalam from 1975-80 onwards in cosopatio the earlier
period, making Malayalam cinema account for 16% of the films produoedndia
(Radhakrishnan, 2009:118)While in terms of per person newspaper consumption Kerala has
been the leading state in India from the 1960s, after the liberahzprocess, one witnessed the
proliferation of Malayalam language 24-hour channels. Havingitstepfivate 24-hour satellite
television in the form of Asianet in 1993, currently there are 2fayddam language 24-hour
channel$? with a further 24 channels expected to be launched over the cduhseyear. These
are shared both by global media giants such as STAR who boughtajoe shares of the
channel Asianet, as well as “regional” (Tamil Nadu-basedjliazpolitical forces such as the
SUN TV, and all the significant political parties, religions, aravspaper tycoons of Kerala.
Rather than positing the spheres as counter to each other, the spher@sfepresenting the
“traditional” and the new representational mediums as the “modeni’the transnational, in a
narrative of one negating the other, Mimics Parade indexes tdetmémok at these spheres as
complimentary, emerging and changing from the structural @samgpught in by a consumption

economy.

2 As highlighted by Radhakrishnan, in fact, in theay 1978 (and 1979), the number of Malayalam filwes
greater than the number produced in Hindi film sty (Radhakrishnan, 2009). For the figures, sgadRgaksha,
1999.

*3 These consist of two older Government channelat (to one seems to watch anymore), seventeen grivat
entertainment channels, five 24-hour News chanfieés,'spiritual” channels.
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Perceived in the light of these transnational flows and reorgamzet the region, the
sonic performance of the Thrissur Pooram as “the festival ¢ésdlivals,” marks the rejection of
any notion of a region steeped in “tradition” and purity. In faetpihoramis significant, as the
narrator says, because it brings together spectacle, adweniseand the violence of explosion.
These three aspects representpberamas a festival that is produced by, and merged with acts
of consumption. In the short performance sequence, in the soundscape poioths) any
references to goddesses and gods are conspicuous in their absealeemigtt be perceived as
the “land of temples” (also that of mosques, churches and synayjogueshe space that the
performance makes manifest is that of a fairground wheretagle and consumption practices
structure the space. Rather than the bells of the templethet igsh of the crowd, the sounds of
advertisements and the voices of the “organizational committeethars that are foregrounded.
Yet the sequence does not lament the complete assimilation gp#lce by a homogenous
capitalism; both the sounds of advertisement and of committee nmeraberproduced as
indexing an open space where variegated processes are at wbkkjdkds around the lighting
abeedior a matchstick in the festival space, the performance depe&tseople involved in the
structures, highlighting the emergence of a new and more “dencdcedihos involved in
practices of consumpticil. The space is not the already defined space of the traditionetew
all the voices emerge from a pre-established position of authbutyt is an open space, where

variegated sounds enmeshed in power, sensually appeal to the listeners.

** Though, in the present context of US-centric ekpdrthe neo-liberalist rhetoric to the world, wakr all the
problems of the world seemingly can be dealt byt#tia rhetorical wars that has real effects (the waterror and
the war on tobacco), the injunction for not liglgtiabeediand its linkage to biopolitics, might sound omiapuam
reading it in a more open way. Also, | am holdimgto the significance dieedias an object used by a much wider
populace before it was strictly demarcated as g@condexing a categorical lower status in conmgaarito cigarette
in the period after the 1990s.
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The Materiality of the explosion

While | have so far highlighted the spectacle and the “adult” vaiceése soundscape
indexing capitalism and organization of theoram it is ironically the figure of the “child,”
presented in the performance sequence through the quick move from tre geeetacle to the
seemingly local interactions of two children in the space ofpth@ram which hones in the
spatiality as one constituted in consumption. It is precisely tmadee,” “curious” children as a
figuration that presents a “pure” and “untainted” perspective of cqosoum What is at stake is
not that they are, like probably the crowd of adults poaram enchanted by the multi-colors of
the fireworks. If one looks at the short interaction as a “reed#he, with realism as the frame,
their naivety and curiosity might make sense, and the final egplosan be seen as a
continuation of the threat of explosion on the ground, which | have examanker. Still, the
guestion as to why is it that the explosion in the face of thiel ¢melling” a firecracker
(revealing a more embodied/corporeal and a “local”’/*non-moderpérence of figuring out a
new or suspicious object by touching and smelling it) standing &%’ ‘father than as an
adversity or accident, a rupture in the spectacle, might need more explication.

Yet rather than raising the question as one of “realism,” if lonks at the part as a
figuration of “child,” it is not simply the explosion at the endttheeds explication. Instead it is
their naivety or confusion of the actual fact that firecrackeight explode in a tangible way,
and the ensuingtagingof curiosity, excitement, and a material engagement withirderdcker
itself that needs to be seen as striking. It is a stagirg mew relationship to the object of
firecracker. For, it indexes a disconnect of the figure of thel ¢cbithe materiality of the object
of firecracker, the enchanting object seemingly coming a@ndisent of the “child” only as it is

consumed, as a singular one that has fallen out from the full splefnitlashy fireworks on their
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(and “our”) behalf. The “explosion” at the end is not a scene frovorld of Tom and Jerryan
unmarked world of explosions after explosions not effecting in a ruptutbe “real,” or a
simple slapstick. Instead staging of the “disconnect,” and the enchamhtlatfiguration of the
child to a firecracker is a specific enactment of the regiore @eeds to keep in mind that the
time of the performance is the 1980s and child labor was one of thiedeloated phenomena
within the country, with the matchstick-making and firecracleatdries in Sivakasi in Tamil
Nadu in the neighboring state of Kerala, being earmarked akdhi site with the highest
density of industrial/urban child labdt.These are industries that cannot sustain themselves
without the cheap and hazardous economy of child-labor. It is therggerattained “freedom”
from child labor, a claim of Kerala to have achieved “exemplayels of eradicating child
labor through its long duree stress on education, political demarcedpda the state welfare
policies, and the state policy of providing free school lunches, whaltes possible to stage an
explosion of a firecracker right on the face of the “chfftilh making the figuration of child as
innocent, curious, and enchanted about the possibility of firecrackgisdang, and staging the
engagement with the materiality of the firecracker as @owerter, consumption is freed from
labor. The labor involved in staging the spectacle is only in therdremed is already part of
consumption. To paraphrase a (sensationalist) title of an anti-child labce priidished in 1983
that | have referenced, there seems to be no (our) blood onetradkerdeforeit explodes in

the space of thpooram It is pure consumption in this sense that makes the children survive with

%5 On the discourse around Sivakasi as the site twigthighest density of child labor, employing cHadbor in the
matchmaking and its extended firecracker makingsusee Kothari, S. “There's Blood on Those Matckst Child
Labour in Sivakasi.”"Economic and Political Weekly1983; Kulkarni, Manu N. “Match-Making Children in
Sivakasi.Economic and Political Week|yol. 18, No. 43 (Oct. 22, 1983) pp. 1855-1856.

“5 Though Kerala is marked out for such “exemplaritieis does not mean there was total eradicatiochdtl labor
from all the sectors in the state. For a less misure of the conditions in the state in the tipeziod, see Leela
Gulati's paper,Child Labor in Kerala’s Coir Industry Working Paper:42. Center for Development Studies,
Trivandrum, 1980.
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humor within the representational world without being dead. Consumption seemisgiynhé/e
enchantment at its heart and unfettered consumption might produce asi@xl While it
produces some accidents, it is a part of the experience of consantpélf, furthering rather

than impeding it—there is no trauma or loss in the soundscape of consumption.

*" The aspect of how the new emerging consumptiomegresented the engagement with the world anelctbj
around as an encounter, and how certain figuratadlosv this possibility is understudied in Indian terms of
Kerala, for instance, | stake the figuration of thhild"—as consumption freed from labor, basedtbe claim of
the state of its “success” in the educationalatites and eradicating child-labor—rather than asexoff case, as a
figuration with a much wider significance in the engence of the consumption regime. The vital aspécthis
figuration is that it allows a special possibilidf moving away from realism, and to “explore” thend of objects
without pre-established limits and ordering—a tioupof the “real” as given at the outset itself—edio (naughty)
curiosity, “naiveness,” and the capacity for imagion bestowed in children in such figuration. Aarm not
analyzing the figuration in detail in the dissddat | will just sign-post two films that were natial award winning
films made in Malayalam, and extremely successfi dffice grossers: the iconic first 3D film madelndia, My
Dear Kuttichathanoriginally made in Malayalam in 1984, that wenttorbecome one of the all time biggest box-
office grosser, later dubbed and remade in HindiBamil in different upgrades with scenes added,amiving for
the third time in Malayalam in digitized 3D avatar2011, and the (humorous) national award-winr@ingdren’s
film, but an extremely successful popular hit inr&la, Manu Uncle(1988). The first film is a more obvious one as
it, through the “child” figuration, stages techngjoitself and show the new 3D cinematic technoltadyng over of
the fantasy world of the pesky genies and blackicieags of the “traditional” world, and even morealebrate
“transformation” of the “adult” to “child” in the ery act of viewing the film in its promotion andafming of
wearing 3D specks to watch the film. Here | willesis the latteiManu Uncle as an iconic instance of such a
figuration as in the latter, the “other side” okthhild figuration, the laboring child, is markedt@nd expressly
overcome to establish the figuration as consumgtieed from labor. IrlMlanu Uncle the newly emerging modern
spatiality is phenomenologically explored by a groef children through the film’'s technique of cantously
staging and breaking the formal logic of realismthe film, the engagement of a group of childigrecially, the
engagement of smallest one in the group, Ikruh&“todern” space of the city, one constitutedram$national
movement of objects and ideas, is staged as aruetarp troubling fixed identity and established ejavith the
sensual engagement structured by pure enchantmenghty curiosity, and imagination. The world oteuanter
here includes: the world of Phantom and Lotham(fithe Mandrake comics); the (humorous) “Manu undkthe
kids, who has completed MA, Law, and Engineeringréde, but rather than working “wastes” his timeirsg to
become a scientist, sitting with a telescope logkiio the outer-space, terrified by a cockroaantdd by the kids
before the telescope lens as an extra-terrestrsa&ict that is coming to eat the earth, at the dimme ecstatic at
finally having a discovery in his name, sitting i self-made radio in his room, constantly listgrio and tuning
for unexpected sound waves, establishing Germawritegh alarms in his room; the modern space of theeum,
the museuological interface of which is broken bgrauggler of antiques (alias, “magic uncle”) wha oaly
commits murders and steals antiques, but cruciallyye ultimate imposter and the “villain” of thmsodern world as
he performs the “non-modern” theatricality of simphagic, melodrama, and keeps on showing off ltide'sin the
space of the modern (museum as well as the realifrm of cinema); a police inspector who keepsnung he is
the “terror,” but whose gun sprays water insteabudfets when required; a cameo appearance oftamlatar film
actor as himself, shown as clandestinely movingisdahe city only to be misidentified by the graagthe antique
thief; bicycles as the ultimate aid of spatial ntitygi cricket balls, torn away from its original prose, becoming in
their new use, objects defying logic of matter.
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Il. Emplotted in Mimics, or Body-virtual as Inter-Fetish Object Relation

The term “mimicry” has assumed a significant and contenticaageph philosophical and
scientific knowledge production. The term is at the heart of i@tmn of Darwinian
evolutionary logic based on the theory of natural selection, whargécry as a model makes
possible the rejection of notions of life as a symbolic mantiestaf the divine or ascribing a
“destiny” for the species apart from the “vitalism” involved inumal selection in evolutioff In
philosophical parlance, while the term has been seen sometimes/nasymous and
exchangeable with mimesis (Taussig, 1993), it is also invoked kdistinction to mimesis as
standing for an archaic character of mimesis that is reléwadrly stages of human civilization
(AdornoY* or as distinct from mimesis, denoting the physical, exteridgaiion of the model
with clear distinction between the model and the imitator (while in mimesigjithetic world is
itself symbolically constituted) (Gebauer;Wulf, 1995). In my asialyf the Mimics Parade, |
posit the act of mimicking as positing of relationality itsaid will draw on three theoretical
sources. First, the use of the trope of mimicry by Roger Cailloithe seminal essay by
“Mimicry and Legendary Psychasthenia,” where he posits minbicoffer a critique of Batesian
model of “vitalism,” and open up the phenomenon of mimicking as a spatialematic. In the

essay, positing a critique of the utilitarianism of DarwiniagidpCaillois deriving from Freud’s

8 |n Batesian mimicry model, the term refers to alvamtageous imitation by one species of the externa
characteristics of another in natural selectiorthwie prime objective of survival. The scientifliscussions deal
with phenomena such as the case of certain bugesliccessfully mimicking the external charactiessof another
with the object of fooling its enemy, or the imitat of the natural surroundings by a lizard to avioging attacked.
What is important in the scientific discussionghie non-relationship between the imitator and itdet, and the
non-intermingling of the worlds of the imitator attte model. The butterfly imitating another does eoter the
world of the model, and does not influence the bieliaof the model itself. Therefore, mimicry in entific
parlance is generally regarded as a phenomenactedtto the study of the mimic. The basic methodhese
studies has been a functional approach, conclutiagmimicking, as a process is primarily orientedards the
objective of self-preservation. A corollary of thigy of looking at mimicry is the imitation of adsilby children in
their process of learning and education. Here atsmicking is generally thought as advantageoud, tae mimic
seemingly does not in any way influence the synthoetirld of the adult.

“9 For an excellent analysis of Adorno’s perspeatimemimicry and mimesis, see Gebauer and Wulf, 1385293.
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concepts of pleasure principle and “death-drive” posits minasrgn “instinct of letting go,” an
“anti-utilitarian luxury” (Claudine Frank, 2003:89). While the cenwlect driving Caillois’
analysis, the “praying mantis” that held a special place mithe surrealist imaginary, is framed
within a masculinist perspective of the “castration complex,” aallas’ specific theoretical
extension of the phenomenon of mimicry and the idea of a luxuriouséasyond human to
insect world is a restaging of German Romantic notions of brgdkan binaries of human and
nature (ibid), Callois’ articulation of mimicry as a “veritablare of space” (Caillois,
[1935]2003:99) offers a starting point for analyzing Mimics Pardfelating mimicry to
spatiality, Caillois argues that the “the goal” of mimicrg indeed to become assimilated into
the environment” (ibid.:98), and with this conception, he offers a critafuedividualism as
well as collective sense of identity. Instead, he argues timicrg as resemblance involves a
“depersonalization through assimilation into space” (ibid.:100). Ykeerdahan Caillois’ position
of articulating an exterior reality of space, | take the probk of space itself constituted in the
historical emergence of new technologies and representational media.

In her analysis of the recordings of comic mimicrywiatamthrough gramophone at the
turn of the century in the colonial city of Madras, Amanda Weidnmgues that the commercial
sound recordings of mimicking through gramophones is intertwined with of thgemeerof the
new spatiality—the modern city-space—and the rise of the new enadss. Looking at the
sounds mimicked in these recordings, Weidman argues that langaagerecisely the
multilinguality and dialects play a crucial role in the cityousdscape and the
“miscommunication” or failure of the language of communicatioa tntral driving force of
the recordings. Analyzing how the fine distinctions in spoken layggpaovides a taxonomy of

bodies marked through caste, class, and gender, she argues thitythath the sonic elements
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of language” of thevikatamartists reveal for the listeners “how the effort to commuaieaross
social gulfs can result in the breakdown of the communicative dedenéial functions of
language altogether” (Weidman, 2010:303). Central to her arguntéetrislation she draws out
between realism, parody and mimicking, and the recordings of souadstagng of technology
itself. Looking at the range of voices mimicked, she arguesthigatecording of “voices of
beggars, the calls of hawkers at the railway station, the chasftiBgphmins doing their daily
prayers” as a claim to the “realistic presentation of lagg as pure sound” (ibid.:304). What is
critical in these recordings is that sounds isolated in sutlaramer (rather than the content of
what is spoken) in itself sets up a relational space wheleseamd makes sense in terms of the
other sounds isolated. As Weidaman points out, “the specific voices éewmugnizable,
culturally elaborated, aestheticized voice types, identified mpthdir sound than their content.
Continuing the process of objectification, recordings introduce the pdgsiof both
repeatability and intimacy, a dwelling on the sounds and qualititee ofoices through repeated
listening in the context of one’s own home” (ibid.:309).

The isolation of sounds in Mimics Parade such as that of festiwalsy being and
objects, popular forms, film personalities, and politicians, in thisn@g needs to be seen as
setting up a relational space where sound itself is objectdéi@eh sound vying for attraction
sensually because of its assumed uniqueness vis-a-vis the other Jdundbort sequences in
the performance where the performers mimic the film pers@saline after the othé?,plays
with the possibilities offered in mimicking body as a stagihgechnology. On the one hand,
these stagings makes no distinction between personalities beldagimg “old” and the “new”

in cinematic history, the distinction between the dead and livingheobinary of “stars” and

0 In the show the performers mimic the followingrfilpersonalities: Thikkurissi, M. S. Trippunithaf@abu
Namboodiri, Jayaram, Sankaradi, Jagathi, Kuthitawat Pappu, Prem Kumar, Alammoodan, Asis, Innocent,
Indrans, Balachandra Menon, Janardanan, Ummar.
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“minor” figures. On the other, while all the personalities ncked are aestheticized by showing
how their speaking is caught within marked performance of “ethtyt¢sssuch as Namboodiri
Brahmin, Muslim or Christian, further cut through the plethora of sgmnal regional
variations and dialects such Thiruvananthapuram, Thrissur, or Kottaykrot speaking, and
are caught in their overarching state of emotions such as “rhelgtic‘comic,” what is critical

is that Mimics mark these uniqueness with their specific voiodutation and gesticulations.
Isolated away from the narrative context of the films, thesetemmmts ask the spectators to
listen to them simply as sounds competing with each other, in thesgreelebrating cinema
itself as the ultimate “archive” of sounds and gestures thattraots these differences. The
differences and subtle distinctions of the varied base voices, tieel vasal ones, the varied
ways in which the air is let off, is presented as what ihatbase and what is most attractive
sensually appeals to the audience.

While Weidman’s work orvikatam provides an entry point into the study of Mimics
Parade, | will make two distinctions that need to be accounted farthwhanges the context of
the specific staging of the relationality. Since Weidman’skvaaals with the commercial sound
recordings of mimicking, she rightly points out that the perfotlsr®ady becomes “invisible” in
the gramophone recordings, thereldikatam “shifted attention away from the performer as
mimicry artist and toward the objects of his mimicry, which evapw brought within close
range and made repeatable” (ibid.: 307). In case of recordingpashis out that while the
mimicry as already-a-mediation objectifies and removes sounds fromytiay@ social contexts,
the technology of sounds recordings extend this process. It issimable remove whereby
gramophone could carefully arrange the sounds that can be heardrfromniscient subject

position of the middle class, the sounds of the city, isolated and madethreatening” for
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consumption in the safety of the home (Weidman, 2010:307). In the casenafsNParade, on
the contrary, what makes the performances significant, igsphedhe performer’s body on-
stage or in visual media, foregrounding the play between the disjanofuthe referent
mimicked and the performing body. Here as distinct from gramophecwdings, the self-
referentiality is already set up and is critical in thedoiction and the reception. Therefore while
cinema, or representational media of television that presenisotitieians, is presented as an
“archive” in Mimics Parade, the reproduction via bodies in ité-reérentiality reveals the
performative aspect of representational media as an “arclmatgér than an archive that simply
records and presents the “real,” an archive that constructs teeeddes. Its radical possibility
lies in the aspect that, as distinct from the mainstreanmeitie reception that centers itself on
“stars,” there are no already defined “stars” in these shéwobjectified sounds and gestures
competing with each other, or as fetish with no basis in reglyt drom the representational
world, the “real” bodies familiar to the audience through screensaown as nothing but
attractive and unique sounds and gesticulations with the distartee iesemblance of the actual
body mimicking to the virtual body providing a self-referentiabifdace. In case of the male
super-stars, the iconic moments of their performance of masguBnifjuoted now simply as a
particular variation of air column in competition with other “minaguires within the cinematic
hierarchy, thereby, undermining the authentic position of the stacohbverting them to a
“sound” rather than a “voice.” As in the joke where the Italian saddnon-responsive to their
commander shouting in a clear voice the order “Soldiers Attaoid’the third time of the call, a
“tiny” voice “appreciatively” saying “What a beautiful voice!the joke with which Mladen
Dolar starts his work on voice (Dolar, 2006), the moments of performapcthe stars

authenticating masculinity is isolated and revealed in its sirfg@sthetic” quality® That the

L As for instance, the expletive-ridden anglicizednmlogues of the superstar Suresh Gopi (the Endgfsstif
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mimicking bodies on stage to start with are mostly within the cinematisténarginal” or non-
ideal bodies, evidencing their “subalternity,” and in the act of oking revealing the “labor” of
mimicking—the extension and the strain on the neck, the contortion ofciera twitch of the
body, and the gaping mouth—and therefore unsuited for the spectaohasctlinity only
increases the disjuncture.

The body within Mimics Parade can be seen in relation to whatkimond has argued
about theater and the role of body within the representational wbrttieater, where the
objectified repeatability is not fully fixed, as the “the saptey — and the “Same” theory — can
be played not only again, but differently” (Diamond, 1989:70). Putting in dialtrigeray’s
perspective of mimicry-mimesis and Brechtian gestus, Diamowrdssts that “as praxis” the
repeated mimesis and its referencing of sign can becomes$&weeto itself, spilling into
mimicry that undermines referent’s authority” (ibid.:62), and thedgmunding of performer’s
body and its own gender provides a possibility of radical distantiatlendiGtinction in the case
of Mimics Parade from Diamond’s formulation is that while theagiBation and “spilling” of
mimicry-mimesis calls into question the truth claims of I'reamd “natural” of the apparatus of
realism, in Mimics Parade, the distantiation is achieved sgBcby the capacity to establish the
“natural” through a perfect staging, and simultaneously revedfagabor of producing the
“natural.” The more there is perfection or virtuosity in the penmce, the more it destabilizes
the naturalness of the original. Unlike the listenersikatamin their doubly removed space,
accepting the sounds as the real city, the more “real” is\aathieia virtuosity, the more the
body before the spectator stands out and comes to the fore inutectlise. The relationship so

established, and its staging of “machinic” and the “social,” carthberized as “inter-fetish

offering the star stature as compared to the ditrelinary” voices speaking in Malayalam) that alwagnds with
the word “shit” and the macho showing of the “fingwith his entire right-hand, in its extremely pdar mimic
version, is shown to be a “nasal,” high-pitche@ask of air.
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object relations,” following Sue-Ellen Case’s work on avatars becgpace. Case puts forward
the concept in the context of the corporate structuration and “promaotianigh cyberspace, to
point out how “data and functions congeal around an avatar” making it “adipairseductive
guality of a fetish” (Case, 2007:33). While in the context of heryaisathere is no actual body
on-stage, the concept in its stress of relationality between shjettie commodity regime, and
move away from subject-centric analysis, offers a way ofyama) the logic of Mimics Parade
as not located in specific spatial logic such as the emergénice city. Instead, the relationality
of the “machinic” and the “social’ as staged through bodies, makefestiine spatiality of
consumption regime itself, linking both the spectacle “on the groundi aspooramthat I
analyzed in the earlier section or “politics,” and the new emerging media.

It is also pertinent in this context that the relationality of the consumpigimeeso made
manifest is also a predominantly male world. It points to the geddstructure of the newly
emerging consumption regime, both in representational world of eiresmwell as “on-the-
ground” spaces of spectacle and politics. In terms of cinerpatiduction specifically, the
overbearing presence of male voices points to the specificittharfthvestment” in a gendering
process wherein, rather than simply the content and narrativaghtda a gendered discourse,
more pertinently, the gendering more strongly works at the levetreduality of sounds itself.
Cinema, with its possibility of splitting the image and the sound, &a instability of
“authentication” at its heart in the technological possibilitybodéaking down of the direct
relation between the bodseenand sounding or in other words, an instability/possibility of
breaking the logic of an authentic “voicing.” Yet the possibitifythe split has been used in a
gendered manner in Indian cinema in general, and Malayalamaimeparticular, as it has been

used to structure and present an “ideal” femininity. The emerggmdlarship on Hindi film
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songs, analyzing the codification of the “thin,” “falsetto” voiceLata Mangeshkar as standing
for the ideal Indian femininity as opposed to more tonal spread imale voices in cinematic
music world (and more tonal spread in female voices in performance traditicbgdrasubject
of earlier analysis (Srivastava, 2004; Sundar, 2008). In Malayatema, this possibility of the
split between the image and sound and construction of an ideal is dgaught extreme
gendering, not simply in terms of playback singing, but in sgitthe sound and the image of
the heroines, where only certain rare heroines, not metaphorivalige” themselves, but
literally “sound” themselves. While the split gave possibilitybceaking borders of language,
allowing actresses who do not speak Malayalam to becomerstaesindustry, the split and the
construction of an ideal woman’s voice (almost as a taboo for thenbsri speak in a different

tonality)>

as distinct to the heroes who have much greater spread ofraomes, yet ultimately
fixed to their own bodies, points to the gendered investments atvisleolesensuality in this
play between “machinic” and the “social” in the new emergiogsumption regim& The
contradiction can be presented as follows. While on-stage malesbentiibody the “machinic”
without any fixity, linking the body into the unlimited transfornoat and the transcendence

offered by the virtual, while in the virtual constructed via technplafgcinema, their voices are

authentically fixed to the unique body. The female body, on the otimel, Ira the virtual is,

*2 The logic of this practice in Malayalam cinema has been studied, and not being a film scholare ham not
offering the historical and discursive logic of thectice.

%3 The most significant event in which this split kecout, as a controversy, was when the actressa®abiion the
national award for best actress in her renditiothef“hysterical” character in the national awardning (for most
popular film) “psychological thriller” cum comedylrh Manichitrathazhu(1993), which has been remade into
Tamil and Hindi much later. While Sobhana, a stathie Malayalam film industry for a long time, wasided for
her overall acting and dancing in the film, ondlef most iconic moments of the film that stageshegnalysis as
fused with ritualistic tradition, was the transfation of her character in the moment when she speaaRamil,
embodying the (dangerous) spirit of a dead dar®iace this “voicing” of the hysterical and the tséormation of
her from the “normal” to a base voice in a compietifferent language was so central in the filim tontroversy
arose as to what is the contribution of the “dufbantist” who gave voice to Sobhana in the film.eBdhe award
for the best actress have to figure in the “voisehiich is so crucial, yet split from it and provitley a completely
different body that the audience never sees?
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using the best technology of split in cinematic apparatus, foxed ideal femininity irrespective
of the specificity of the body in display.

While Mimics Parade in no way challenges this structuratiortsifetishistic revealing
of sensuality of sounds in display, it participates and points to theeggroblematic of the
world of the referent. In the earlier section | linked MimRarade to the consumption regime
emerging from the outmigration to the Persian Gulf. The receigies on migration have
highlighted the gendered organization of this migration. Though more eduaateng the
migrants, women constituted only 9.3% in 1999 and 16.8% in 2004 of the totahtrarar,
one-third of this being in the sector of nursing (Percot and Rajan, 2087 gVv€n in the case
when women do not constitute a significant part of the migration, ashbéve argued how the
structural change in the economy has transformed the status of vgomwe in the region.
Irudaya Rajan has argued that the problems faced by “Gulf-wsesti as “loneliness” and
expanded “domestic duties” in this case has the “long term k&€nefnere opportunity has
arisen for these women to have higher decision making powershgithbsence of husband at
home, increase in economic resources available, as well abitity to communicate quickly
because of technological developments. In this perspective, thoughshareacceptance that
there is increased “domesticity” demarcated for women, the changes broumgigratyon can be
seen fundamentally to have transformed the “shy dependent gidsa self confident
autonomous managers with status that is equal to those of any themgighborhood” (Rajan,
112). Contrary to this perspective, more critical feminist schdlave highlighted how the large
scale changes in Kerala, both the earlier state driven wgifalicies in the post-independent
period and the changes escalating from the 1970s have reconfigursgatiee of the region

within a dominant patriarchal mode, where women have been incrgasetylto domesticity.
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Analyzing the lowering of women’s employment, “retreat frondpaanual or informal work”
in upward and mobile families and the choice of working restritbetrespectable” work,
“marriage as dominant framework shaping women'’s property rigatsgscalation in “modern
dowry,” and increasing gender violence, Praveena Kodoth has argued auglyirthat the
changing landscape was well ordered within the dominant patridrelnaéworks (Kodoth and
Eapen, 2005)* The absence of women as mimics partly is based on the taboodi§phey of
women’s body, as in the debates of entry of women into theatne &irn of 28 century, with
mimicry compared to theater having an increased value of “repeceability” (a debasement at
the level of the form itself) attached to it. More critigalMimics Parade as embodying the
consumption regime itself, though breaking the established cassefotssitions within the
region, also embodies in it the gendered hierarchies of the spaakessi for mimicking. So the
Mimics Parade, constituted solely by men, stages and paredezdiusive androcentrism of the
newly emerging public sphere.

To draw the specific contours of such a gendered relationality ofetherging
consumption regime, in the next section, | will analyze the new aaltlpasition staked by the

popular Mimics Parade in the region.

[ll. The authorial position of the mimic, or mimic as nativized body

While Mimics Parade shares its space (as entertainmemféstivals, celebrations,
marriages, colleges) with the older popular performances, istd&es a claim of bringing in a
new authorial position, a radical displacement of the earlieblestad conventions of authorial

positioning. In this section | analyze how such an authorial positioning posits & “new

> Also see J. Devika (2007), for a critique of tfanmation of women in the mainstream narrativesttas
productive agents and managers of development lasedclear family set-up and its centrality in tmnception
of the state identity with the concept of developtme
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In the sequence that follows the mimicking of Thrissur Poorammidsi Parade move to
a strategy that is more emblematic of the form, of parodye&aoess in mimicking. The object so
taken for mimicking is another icon of the language-scape, thgtedtimg performance form,
kathaprasangamthe space of which (as the narrator says in the reconstructs) pes been
(now) taken over by Mimics Parad€athaprasangan{lit: katha means story, andrasangam
means speech/discourse, as one that is given on a podium) wagesnebxipopular story-
telling form in the public space, where generally a singleys&dler, with the accompaniment of
instrumentalists, narrate a story interspersed with a lotonfss Possessing characteristics
constituting what Walter Benjamin theorized as the (now vanisheddrfiparable aura” of the
storyteller ([1955] 1968), the performative body kathaprasanganuses the techniques of
hyper-theatricality and melodrama, the direct address to wdesrece and varied practical
“‘counsel” to the listeners, unlimited divergences from the dentearative, relating or
contextualizing the big narrative with the “local” and contempgrand the long expanded
duration of the storytelling, almost epic in quality eschewingstdrese of purpose to isolate one
central “through-line” or action to the narrative. In the sequefceimicking kathaprasangam
Mimics Parade presents itself as a perfect parasiteatiisgl and foregrounding through
embodiment these formal characteristicskathaprasangamn extreme adherence to details,
while negating the very performance structure it embodies.

The sequence starts with the mimicking of the start of perfiecenan the “indigenous”
tradition—rather than the “beginning” of a modern performance—the natepa for the
performance in front of the audience. Interspersed with sounds oft‘ttleaaing,” the “tuning”
of a stringed instrument is heard. The notes are plucked in asceswdiley and as the notes

move up the scale, the “tuning” gains in rhythm and becomes progressively unraakbdiarill.
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The tuning, rather than setting up the base scale by ending ‘ihaitmony” of the three notes
(sa, pa, sathat Indian music uses as its base, ends abruptly on arsitallas the storytellers
starts speaking, indexing both the travesty and non-melody thatakotw, and simultaneously
highlighting the hierarchical precedence of voice over instrurheniaic in the Indian musical
hierarchy. The storyteller goes on to say, “Art-lovers, estdgmeple.” “Let us first introduce
to you, ourselves.” Pointing hands to the audience, he abruptly says,stigold] take care not
to waste current [electricity].” The sound of tuning of the gtiimstrument is once again heard.
“Art-lovers, Esteemed people; Esteemed people, Art-lovers. Weénapducing ourselves. We
are the world-famous story-tellers, Chingambazham brothers.” Sound of stflégmbals. The
storytellers, with the full accompaniment of the drums and timggtistrument break into a full
fledged song, sung in the Karnatienusic style, starting and ending at a high pitch, and using
the speedy rhythm of an invocation song: “Oh, painted towers dbtitkeless of beautiful arts,
let the beautiful music play... let the beautiful music playdJy&d of cymbals]. “Our story...
the story that we are presenting... is the story by the wontdfis literary figure, Michail
Sholokhov’s,Don is stuck on the waySound of cymbals]. Once again, they break into the two-
line invocation song, “Oh, the painted towers of the Goddess of beautguledrthe beautiful
music play... let the beautiful music play.”

In this travesty of Sholokhov'&nd Quiet Flows the Dgrthe mimicking isolates the
space of kathaprasangamas one based on hypertheatricality. This hypertheatricadity i
highlighted in the simplest formal strategies such as thelbidabe frame of the narrative and
direct address to the audience as in the case of the “coundbE sudience, a characteristic

Benjamin isolates as critical in a “storyteller.” Whilerf@minian storytellers’ counsel is related

% The South-Indian classical music.
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to activities of an agrarian community, here the advice to same€trielty, presents the
storytellers as giving such generic counsel from a patetrrsédite position. This humorous and
abrupt break from the narrative is played out not simply at the stdarcomes up again even as
the storytelling progresses. The popular conventions of melodransanatarly highlighted in
the strategy of striking of the cymbals to index a “dradiand “shocking” moment. Yet the
acts of mimicking the conventions of “dramatic” moments in popular geswenot adhere to
any logic of the action or narrative of the story. The momestrding of cymbals includes the
“sensational” introduction of the story-tellers as the “worlahdais” storytellers, the story being
one penned by the “world-famous” figure Michail Sholokhov, and the variousaticamoments
within the narrative itself. Later in the mimicking, as the a@re unfolds, the one in charge of
striking cymbals misses to strike them at a “dramatic” point in the stoheruhe “hero” places
his hands on the shoulder of the “heroine.” When the sound of the cymbalsan@wes, the
instrumentalist in charge is rebuked by the storyteller witlexgianation that “Haven’t | told
you that when shocking news comes, you should strike the cymbhés Stdry-tellers announce
that therefore, the assistant who has missed this crucial pdirttawve ten rupees cut from his
fees for the show. This news again provokes a striking of cymbalstheogxplanation from the
assistant striking the cymbals that this, indeed, is “shockimgn® him. This parody on the
non-fixities and open-ness, and the play of hierarchies in the perfoenspace does not stop
here, and is carried forward to a hyperbolic level, with an onden the story-teller to the
assistant instrumentalist to strike the cymbals once morethfndxplanation is given after the
sound that “now another ten rupees is cut from your fee.” RathelathaRomantic notions of a

community, the space of the local is shown as one that is investkd display of “ordinary”
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hierarchies, both that of cultural and economic power derived from t&odi between the
storyteller and the instrumentalists.

While | highlighted the characteristics kdithaprasanganas to be conceived within the
Benjaminian notion of aura, the parody can be seen as displacisgrasg of “aura” to that of a
“charm,” highlighting the “ordinariness” of the people. In shorheathan the auratic storyteller
exuding the intangible light, the space of the local is preseagezhe of “posing,” where the
“local” poses as the “international.” While the humor involved in #mesational introduction by
story-tellers of themselves as “world-famous” sets up the esafs “posing,” and the
transformation of the original titldnd quiet flows the Doto Don is Stuck on the Wamgakes it
into a travesty, the delineation of the performance space is akeleiin certain cases in extreme
fidelity to details to present the structure of feeling. Int fdbe introduction of story as one
written by the “world famous literary figure,” and hailing tble populace repetitiously as “Art
lovers, esteemed people,” thereby “upgrading” both the audiencéapetformers to the level
of high art categories, is strategy that is emblematkatifaprasangamand indexes the claim of
the latter in delivering the international or the “world” ke local®® Rather than a homogenous
space of popular seemingly remaining within the ambit of tradittmhréuals, to be jolted by
tourism in the mainstream narrative of globalization, the embadimigorously draws the

modern contours of the popular in post-independent space, only that its ofaine “political”

is erased, and the claims of being truly “international” is paditfiThe parody highlights the

% The performances of the most renowned and poemaonent okathaprasangamV. Sambasivan (1929-1997),
included apart from his own original stories, “c@s” of world literature (announced by him as satkhe start of
the performancefnna Karenina Othello, Romeo and JuligtAnisya(based on Tolstoy’s character), and different
works by Indian authors such as Bengali writergh8li Mitra’s Twentieth CenturySavitri Roy’'sHarvestSong,
Vallathol's KochuseethaCherukad'©evalokamtransformed into the unique story-telling form.

*" Kathaprasanganin the preceding decade of the 1970s, the timeirbiulent political unrest in India, specially
that of peasant unrests and the declaration oh#tmnal Emergency in 1975, was one of the mositigiabd
popular performances forms in the space of theoregé. Samabasivan himself, being an activist afgressive
Artists Association, was one of the significantisdst who was arrested during the Emergency forekisemely

55



posing of the “local” as international as ultimately a fagederprise, with the local structures
usurping at critical points. The invocation song precisely positspdrispective. It does not
simply highlight the breach of realism, a staking of differeoicéndian” as averse to realism;
instead, it specifically highlights the contradiction of moving infalefledged Sanskritized and
traditional invocation to the Goddess for the narration of a taleasenslly presented as an
international one. The critique is honed in the later parts ofming@cking when the “actual”
story starts, as one realizes that the story is simply oae”love story” with the strategies of
storytelling harking back to traditions of vivid descriptions of natwikage and the “pure”
beauty of the young heroine (all three in the same registko,isvin love with the lower class
hero. Imbued with the flavor of the local, the vivid descriptions, aétting up the break of the
dawn, present through lyrical songs the “sweet” walking and gé#eofieroine, kochammini, as
she ever so slowly trods to the temple in the morning with a efaflewers, and the sudden
move to vivid descriptions of a door opening at the same time in tmeysfchettakkudil in
southern side of the village, the home of the hero, Sajan. Withodudhgr narrative build-up
the mimicking cuts to the melodramatic moment of kochammini ‘ingssand to the rhythmic

chants the storytellers search for her all over the villageding with the moment of

popular telling of theHarvest Songan adaptation of the Bengali novel based on #asant struggle in Bengal in
the 1930s. The political appeal and the spectatlie form was not antithetical, and the space apypar as
conjoining the political and the spectacle neetiéaseen in the context of popularity of the pdditithemes in the
wider public space of the 1970s itself, as foranse, highlighted by an advertisement in the nepesp@anuary 15,
1975,Deshabhimanifor kathaprasangamrhe advertisement goes as follows:

“Narrator- Cherthala Sugunan

P.O Cherthala

The story that encapsulates the political ematiotie era:

Itu Poloru Nariya BharananfSuch a stinking Rule), By Ezhacheri Ramachandran
For festival occasions, another story

Satabdant
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kochammini’s state of utter confusion staged through a song whether she shaitld §ajan or
do as her father says.

Amidst this travesty of the claims of international of the popWamics Parade posits
its own space as a self-referential “transnational” in telated manner. First, at the level of
language, and second, by positing a different kind of excess dittirtbe excesses of the
existing popular. Let me analyze these one by one. At the levahgtiage, Mimics Parade
foreground a self-referential, an-already arrived transnalism through a rejection of
Sanskritized and indigenous structures shared both by high art and the popular. Thiggimdex
the use of an anglicized term Mimics Parade, a peculiar caocpbbr the form itself, rather
than an “indigenous” term such asukaranant® The anglicized usage indexes the colonial-
modern framework, with English working as the modern global langbeigg nativized in the
Kerala context. When highlighting the anglicized usage, | am ndtimggit as a stark existential
act of demarcating Malayalam and English, with the naming index lost purity of
indigeneity. In fact, it is precisely the opposite that istakes It is the mundane-ness of the

usage that is at stake, and what is being claimed. Malayateudge, with its base in Tamil and

*8 The Malayalam word for describing the act of mikiig is anukaranama direct derivation from Sanskrit word
anukarana The termanukaranais made up of two distinct termanu andkarana Karanalliterally means “activity”
and ‘anu’ refers to that which has been in accordance sitmething else. In the Sanskrit texts, the wondsisd
with a considerable openness in meaning, and thgpamtivist studies of Greek and Sanskrit textdlighyt the
term as one that is closer to “mimesis” or “repréagtion” (Poonam Trivedi, 2005). Significantly iadra wide scope
and is used for referring both to artistic/aesthetintext as well as to social phenomena. Forrigstan Natyasatra,
the word is used with prefixes that define the Hfmeaspect that is being mimicked such lasavanukarana
(anukaranaof bhavg, lokavrittanukarana(anukaranaof world matters), osaptadvipanukaranganukaranaof the
seven islands/worlds) along with other words sushraukriti or sankirtana Therefore Natyasastra scholar Bharat
Gupt argues that faanukaranato happen there must be an original that has tftollmved and the relationship to
the original is a point of consideration. In the@rent dominant Malayalam usage, the term is usekfer to a
simple “mimicry” of a model/original, both in artis/aesthetic practice as well as social sphereh avistress on the
derivative aspect involved in the act of mimickifidqough not maintaining any original or pure seoasage, the
term does belong to a family of ideas which givespacific frame of associations in its usage. WH#scribing
certain acts within or about the form, the teanukaranammight be used, the use of “Mimics Parade” instefan
“indigenous” term such asnukarana as a title, and act of naming can be seen asubatng a “new.” In the case
of the modern form “theatre,” arising in India etcolonial period, one sees a distinct nativizalig deploying the
term ‘natakany” associating it back to Sanskrit aesthetic paarand distinguishing it from other usages such as
kali, kootty tullal or attam
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Sanskrit, is known for its extensive use of loan words from variougiéges such as English,
Portuguese, Arabic, and Syriac. With English, it becomes more ermaplthe colonial history
and the power of English as the administrative language of #te, $is well as the claim of
English to globality in the present, frames the use of loan-worsisscholars have noted, the
widespread use of English loan words in Malayalam is based ndtiackaf lexical items,” but
is “conditioned by socio-linguistical factors” or what candadled a matter of “style” (Jiang,
2010:60). In many a context, it indexes “being modern,” with conservatielasship in
linguistics lamenting the absence of indigenous linguistic patrictistna complete surrender to
English?® While the aspect of indexing of “style” and modernity is centiatl is a factor not
limited to the Indian languages, the specific derivation in our catber than an indexing of
class, or a “civilizational” rupture, is more an emphaticneléo the ordinariness of an already
arrived distinct modernity, and the possibilities of transnational coions®® and identification

and mis-identification at the level of the mund&he.

% For instance, after recording the wide array oflish loanwords in Malayalam, and making the Ernmgliscented
compares (and it has to be women compers to makedhservative position more strong), as the fataw, the
author goes on to lament about the absence ofiditigyatriotism: “it is inevitable that, in a pastlonial era, there
should be strong reaction against continuing to tise language the former colonial power, and inofawof
promoting the indigenous languages... However, thisdt the case with the speakers of Malayalam, thad
speakers of Indian languages in general” (Girishhanguage In India.” VWolume 5:5 May 2005.
http://www.languageinindia.com).

% |t is not a coincidence that it is precisely tbisategy which is used by the first script-writefsthe Mimics
Parade in their later foray into the world of cirerifihe titles of all Siddique-Lal films, all of the“box-office hits”
and some of them breaking all established recofdscreening and box-office collections in Malayaldim
industry, use mixed languages, mainly English,hastitles for its films:Ramji Rao Speakindgn Harihar Nagar,
Godfather Vietnam Colony, HitlerKabooliwala While in some of the films, the external refereme worked to an
extent within the story such as naming of the cplohthe poor held together by goons to which thahinin
protagonist, hired by a the company who owns thd & the colony, arrives to evict/liberate the jplecas Vietnam
Colony, or Hitler as the teasing name given by o@mts to the main character for his “dictatorstdpér his sisters,
the global film reference such as Godfather stgodsrandom, bringing into play associations tfenot even
tangentially related to the film. Asked about whegtsuch anglicized titling of the films were deligk, Siddique
responds, “this style was adopted with the flRamji Rao Speakindt was not a deliberate attempt initially. But
later, | made many films with English titles. Anldose were deliberate attempts to make a pattert.bdnGod's
grace, all turned out to do well at the box offigattp://personalities.jeevan4u.com/siddique/dhatcaspx).

. While | have not gone in depth analyzing the lagg) | will just sign-post the instances within thinicking of
kathaprasangamwhere the humor is done through the strategiéangfuage mixing. For instance, in translation of

58



The mixed language as “real” spoken language stands in starlastaiatithe theatrical
experiments in the preceding decades articulating or searchmiagoost-colonial “rooted-ness.”
It is significant for our purpose that part of these experimentsived a complete eschewal of
the ordinary “hybridity” of the Malayalam language, though they loe seen as moving between
different extremes of either constructing an extremelysk@tized Malayalam language in the
plays such as that of Sreekanthan Nair (the proponentamdtunatakavedi® or less-
Sanskritized, and more “rural’/“folk” language in the plays ofNK.Panikkar. The latter has
been seen by scholars recently in theoretical terms of ithight as scholars have argued that
that they are done by urban practitioners for an urban audience (Mee, X008 the
characters do come in these plays in complex manner, eveamtalists” in such figuration as
such as that of a Portuguesyyant® in plays such a3eyyateyyamthe purified Malayalam
along with the stylized bodies on stage rather than indexingdiybrvidences a nostalgia for a

pure language of the “community” that has never existed. rittisase contexts of the search for

the place-name (traditional practice of names mgpth have a meaning) “Malabar” as meaning a lahchala
(mountain) and bars (Kerala is also famous foalt®hol consumption) or the word “tempo” is misitdéed by the
assistant as the vehicle tempo in which they haveecrather than the tempo of the music points ésdtplay with
the language. Yet these mis-identifications areimdahe register of marking out a “subaltern” whoed not know
the correct language, viewed from the vantage pafiret fully Anglicized and knowing position. Insteshe play
with the languages itself is part of the Malayalamguage’s popular way of using and mixing up aivihg new
nuances to the loan-words when they are used iaydkm.

%2 The termtanatuin Malayalammeans indigenous/native, andtakavedimeans theater. The term was first used by
Sreekanthan Nair in his clarion call in 1967 toveaachew theater that will be rooted in Malayalaadlitions.

% Teyyamis a North-Malabar ritual-healing form where therfpormer embodies the diety for the duration of the
performance. Teyyam performance is structured atatories that where “lower and upper caste persdns
infringed caste restrictions or notions of moraktyd were punished with death. To atone for thisessive and
‘unjust’ punishment they were deified. During afpemance, a lower caste performer is possessetidsetdeities
and may criticize upper castes for their misdeadiitings” (Menon, 1993:189). In Panikkar’s plagyyateyyam
(teyyam of teyyam), a contemporary lower caste deyyperformer embodies the teyyam of a d@adanki
(foreigner, specially Portuguese) who is a tradi¢éh & considerable military prowess, a referencehenarrival of
Vasco De Gama in Kappadu in Kerala in 1498. Thg plarks with a complex intertwining of “transgremsi as
the lower-caste performer in the contemporary timaes infringed the caste restriction in falling iové, and
“defending” his lover by murdering the landlord tlsipoised to be transformed omtarankiwho is a capitalist and
becomes Ravana “stealing” Sita within the storyttef teyyam performance. The play undertakes a siploical
probing of concepts such as “transformation,” daifion, caste taboos and crime as the teyyam peafwce of
paranki is placed in within a conflicted “community” thatebates on the transgressions and crime of the
performerparanki For more ofmeyyamsee Menon 1993.
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the pure “native” that mundane “reality” of modernity is ar@tat in language by a popular
form that traverses the length and breadth of the Malayalam languagedelagering a different
“modern” spoken language than one constructed at the turn of the century.

Second, Mimics provides a fundamental critique of the excesses giotbular as a
“waste” that cannot be “sustained” in the present moment. Thestsawf details of the
kathaprasanganas devoid of any logic of narrative is honed in and taken toxthenee towards
the end of the sequence, when the performance ends without anyfldge narrative itself.
After the dramatic point of heroine’s confusion that | dealt wittiiexa one hears sound of a
rooster crowing, indicating it is break of the dawn, and the sudig troubled that the story has
not been completed. A forced solution is quickly arrived at when thefathem suggests to the
storyteller that as of now you are holding a knife, and “just ralrough your heart and finish
the tale.” This rejection of the temporality kdthaprasanganas so expanded and a “waste”—a
rejection by positing it as an “older” mode of temporality tilsanhot in pace with the newer
modes—at the same time is a contradictory position. For, Mimicad@aejects the popular
form for its waste, and its non-adherence to conventions of realisitive, yet as an alternate
posits an even more visible form of temporality of excess antewAs a parasitic form, what it
posits is not a counter space of non-waste and professionalisnadinstaging the infinite
“present” of the consumption regime itself, and an ironic distammee the narrative, it gives a

distinctly “post-modern” distancing from the traditional.
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Chapter 2: Body, Visuality, and Gendered Space of Contemporary Capitalism: Play of

"Gestures" in Native Women of South India: Manners and Customs

Native Women of South India: Manners and Cust¢2@90-2004) is a collaborative
“photo-performance” project between Indian visual artist N. Pushfzaand Scottish-born and
Bangalore based photographer Clare Arni. Consisting of photograpbredriand tableaux
directed and enacted (primarily) by Pushpafifamnd photographed by Clare Arniative
Women of South India: Manners and Custoffilem now onNWS) circulates as curated
exhibitions of the photographs in (art) galleries, in photo-book foramat,in picture-postcard
format as cheap purchasable prfit¥he photo-performance selects a set of images drawn from
a lexicon of images that has traditionally constituted a reptasen of “India” and meticulously
reconstructs them through enactment. Using the strategy oigsiito motion a representational
world by inhabiting the official and traditional discourses througgcement, irony, and parody,
and as Geeta Kapur points out, by precisely creating before thersi¢he very object it takes
for enquiry and critique (Kapur, 2007), the photo-performance interodhte category of
“native.”

In the photo-book format the work is divided into the following four sections:

l. The Native Types: A Series of Photographs illustrating thexégeand
the Mode of Life of the Women of South India.
Il. Ethnographic Series: An Exhaustive Scientific Analysis and

Anthropometry of the Female Inhabitants.

[l The Popular Series: An Album of Picturesque Scenes of Native Beauties.

% Clare Arni herself, as well as other collaboratpesform in certain group sequences.
% Sinha, Gayatri. “Heroic or the mock heroiThe Hindu Friday, February 25, 2005.
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V. The Process Series: A Complete Record of the Procedures aethSys
used for the Study.

The above section-titles, rather than simply describing the subgtér, cite three inter-
related realms of representation in the colonies: anthropometry gedipiy and popular visual
culture, and place them in relation to each other. Anthropometry and ethhgga significant
part of the colonial apparatus of knowledge production, produce the notiorutbf ky
highlighting the “scientific” processes through which the “ctherclassified and presented as
the object of study. While anthropometry stresses the apparapiigring the biological and
“racial” aspects of the objects of study, where the objeetstapped to bare body, ethnography
produces the knowledge of the object through the study of “culture”ewtherobjects of study
are presented in their own “environment.” The representations in popsie culture, on the
other hand, are based on the trope of unmediated naturalness of the msadijec being
represented. As titles, the terms in the citations such asatiskive scientific analysis,”
“‘complete record,” “picturesque scenes of native beauties” condeesevider strategy of
iteration of the official discourses. This iteration of the ddfidliscourse also means that the
defining terms iMWSlare set up in English, rather than any Indian “regional” lageud@/hile
in Pushpamala's other works suchSamhare Sapne, Dar-e-Dibne comes across inhabiting of
the representational world through specific regional languageéfute” (Urdu) (that is also
intertwined with the structures of feeling created in thematee world), iInNWS] the frame
itself is set up in the official language of colonialism and post-independéntsdtainistration in
India, i.e., English. What does the interrogation of the cateddiyative” at the turn of the 21

century in India achieve?
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The use of the term in the title of the work is a citation ofdaeegorization from the
colonial discourse. Yet the production of native as a categooudhr enactment ilNWSI
revitalizes the term with a different set of charactessfrom the category in the colonial
discourse. While in the nationalist narrative, the category nasiveegated or loses its
significance as the native becomes fully “Indian” through politicdépendence or a successful
“voicing,” in NWSI, the category of the native is inhabited to simultaneously foregraund t
critigues of colonial-national framework. FirsNWSI inhabits the category showing the
continuities of the colonial taxonomy even in the contemporary pel@dSIthereby moves
away from the narrative of “freedom” from the condition of colon@ayeynmentality with the
attainment of political independence. Second, and more importantly, this continuitheviene
period is traced through enactment of diverse types that break the inherent imssutnat bring
into existence the unified category of the native-as-Indian imakienalist narrative in the first
place. Maintaining this double critiquBlWSI provides an interrogation of the category of the
native through the relation between nativized body and image. Lé&yrait this problematic
more closely.

In the photo-book format one is able to make a precise connectioedretive four
sections. The first section establishes ten base types of medbiveen. The native types of
women are reconstructed through enactment from actual images ftakn diverse realms of
“portraiture” in India over the span of a century, all of which have lreeirculation in the form
of prints. The images selected include an anthropometric photograpilT@fieawoman (an
“aboriginal tribe”) from the colonial archive, a photograph from a peywsr that shows two

women caught and photographed by the police for the crime of shatohing® in the

8 «Chain-snatching” literally refers to the act ¢éaling by snatching necklaces from the peoplesksie
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contemporary period, the oleographic prints issued by the Ravi Vargss Rr the early
twentieth century, a cover-page of magazine showing a “whip-cracKimgnlalithad and
certain free improvisations of contemporary votive imagéhe second sectiothnographic
Series,places the base types in anthropometric frames of scalingaasurement of the body
and diverse scenarios of ethnography. In the second section, thetied¢otgpes can be seen as
“migrating” from their base contexts and start enacting lfamand established scenarios of
ethnography. The third sectidtopular Seriesplayfully engages the representations in popular
visual culture scenarios. While some of the images in the sdumtak the logic of the typical
representation through witty and humorous juxtapositions, others develop eertheame
stereotypical representational framework to offer a multitudeeaf scenarios of enactment and
visualization. The fourth section claiming to record the “completegsses and systems of the
project,” are photographs of Pushpamala and her collaborators aaréheggaged in creating
the project. Here, the promised making visible of the back-stotlgeoproject is served in its
seductive attractiveness as images, as the viewer is mttonéhe logic of reification in
representation by providing more reified images of Pushpamala and her collabh@at@ven if
one follows the logic within the photo-book format, by the fourthigeaine realizes that there
iSs no progressive development such as that of “showing” us the taxonomseifindtion
involved in representation, leading to a counter-identificatory positignand finally a
category of “authentic native woman” emerging from and againsteified images of the

representations in colonial ethnography and popular culture.

67 Jayalalithaa is the erstwhile superstar of Taitmi,fwho later became the leader of the politicaitp All India
Dramida Munnetra Kazhakam, and is currently theeChfinister of Tamil Nadu.

% We will look at these images individually in détatier in the chapter.
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The absence of a development of the coherent narrative of registaineedom from the
world of representation is even more striking in the exhibition fomnere one does not follow
the order among the sections. In the exhibition format, even the twmtirbetween the base
types and the enactment of types in new imaginative conteets igslet off. The actual or
“historical” types, the imaginative scenarios of ethnographyPthiular Seriesand the record
of the process, all seek attention in a similar fashion. GeetaurKin her analysis of
Pushpamala’s work highlights that the phenomenology of Pushpamaldgierbidoes bring in
a specific aspect that complicates viewership, as she atigaiethe display while creating a
sense of overall “emptiness” through the iterative scenaridsedin points in the semiotic
grid... condenses into a reified image” (Kapur, 2007). It is this ennmgeshiidentification and
the sense of emptiness of space produced through enactment xhithidom space—as the
defining feature oNWSI—that needs our attentiowhat does such production of reified images
of native women through enactment perform? What is a categoryhafivee woman, if all of
them are visibly distinct, and placed in relation to each otheembbdied via a “singular’” body
of Pushpamala? Are these enactments of diverse scenarios wé*@atioss the century laying a
claim of transcendence or construction of an essence of a “Swli#imlwoman” in the manner
of construction of an essence of a “human” in the global exhibisoed as=amily of Man
(Barthes, 1957)?

In the present chapter | argue that by taking a sub-nationébri@ircategory such as
“South-India,” and tracing the long duree link between governmentédégnsnational flow of
images, and the production of the category of native through femalesdeW&Iopens out the
complex structure and contradictions within the identification ohtten. In the reconstruction

of the images through enactment and the imaginative “migratibrthe types from their
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original, NWSlreveals the category of native as constructed and stabilizmaejthicodification
and framing of “gestures.” The critical study of the photogrenaince, where corporeality and
gendered embodiment become the critical node of revealing thandraof the image,
necessitates a consideration of the relationship between imagestndeat the intersection of
three inter-related elements: the nationalist discourse, the @lbtoadern as emerging out of the
movement of transnational capital, and gendered embodiment. | will shoke rest of the
chapter howNWSI, by conceiving the nation and its constitutive heterogeneity a@eged
play of gestures, points to the ambiguous, arbitrary, and yet pelationship between image
and gesture. Rather than the body disappearing into the virtuad,vasrbody frozen in the
reified image, by precisely providing a surplus of the performing batiat | call a “corporeal
refraction” of the space-time, the work points to the wider pasdént of corporeality in the

image-centric world.

Il. Gesture, Virtuosic Body and the Nation

The term “gesture” is a significant theoretical categoryacademic thinking, and has
been used to serve different functions in various disciplines. Castandllin her “Introduction”
to the workMigrations of Gesturdéays down how in various disciplines the term gesture is used
in a general sense or in a very specific manner depending @ragisein which corporeality and
body movement is involved as the object of study. In dance studies, Nmard out that the
term is used to isolate “a body movement that occurs in the liadbslistinct from a “posture,
which is static, or ambulation, which involves traversing a space.leVdaince studies deploy
the term to stake a specific claim for corporeality by comaegigesture as a “nonverbal form of

communication that expresses specifically that which words cannoaft history due to the
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static aspect of the medium under study, the term gestuse@smost generically, rarely making
distinctions such as in dance studies. In performance and film sthdigsrm gesture is used to
highlight “gestural regimes,” “codes of expressive movement witparticular meaning in a
consistent and readable way.” Noland points out that this use of thegesture allows for
making distinction between “gestural regimes- everyday gestmaistrionics, styles of acting
such as melodrama and naturalism” (Noland, 2008:XVII). When | caregdhe photo-
performanc® in NWSlas a play of gestures, | am using the term for highlightieggestural
regimes as used in performance studies. In its enactment ofstoeidal images and playful
elaborations of the underlying cod®&8VSlbrings into view the gestural regimes that hold the
image/imagination “India.” Though it is images that are thatreé entry point ofNWS]| the
enactments highlight the static aspect and “postures” in theesnag gestural regimes. The
gestural regime brought into view becomes clear when seen cokext of the definition of an
“authentic” Indian-ness in representation based on theorization of eatippin the nationalist
discourse. While scholars have critically analyzed how the nasbdacourse on Indian art has
been based on the thematic of Orientalféor our purposes here, | will quickly move through
these debates with the specific intention of laying down how the is§icorporeality was
framed in it. It is such a framing of corporeality in represgom thatNWSIaddresses, and
destabilizes.

In the early half of the twentieth century, the centrality ofiited gestural-language
(angikabhinaya in Indian (or “Oriental”) performing and visual arts had dravemstderable

attention from the nationalists. The codified system of reprasamtand the stress on the

% pushpamala herself calls the work by the namettpperformance”. | am maintaining the term in thigpter as
| regard the work as highlighting the image-gestetationship that | elaborate through the chapter.

0 For realm of visual arts see Mitter, Partha, (12994), Guha-Thakurta, Tapati (2004).
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corporeality of the performer in Indian art was foregrounded as ctdral element
distinguishing the aesthetics of Indian art as distinct from ¥destern”. Natyasastra classifies
four different kinds of actingangikam (gesture),vacikam (voice), aharyam (costume) and
satvikam When Natyasastra was established, through translations amgratdgons, as a
“canonical” Indian text on Indian performance in the latter hathefnineteenth-century and the
early half of the twentieth century, the equal stress onrdifteaspects of performance was seen
in contradistinction to the dichotomous proposition of mind-body split in §lartehinking, as
also the effacement of the performance aspect in Aristahedsrization. The stress on
performance was also read against the Romantic philosophicalopssiti which body was
regarded as a site belonging to the realm of the “natundl™spontaneous” that can valorized or
disparaged in itself. What was highlighted as the charaiteaf Indian/Oriental art was the
skill of the trained performer performing the clear and smegi#stures drawn from the system
of representation in front of a knowledgeable audience, or the abatitg gestures in the iconic
images in the visual realm that makes manifest beautyisgitytdarsanin the knowledgeable,
imaginative, or a devoted spectatbBody, it was recognized, belongs to the realm of “culture”
than of “nature.”

Corporeality based on traditional systems of body training/praciug aesthetics
therefore offered a way for nationalists to reject naturalesmd to uphold “tradition” as a realm

untouched and to be preserved from the influences of the Western/modern.aAnand

"L Gesture, used in its evocative power, as agaatstalism and lyricism, became central in the "Be#&rhool" of
painting and was one of the central categoriesfmioration in the "pan-Asian" contact and intei@ctbetween
Okakura's student Taikan and Abanindranath Tagdbmnes inflection of Orientalism, where a pan-Asianisvas
envisioned, allowed to look at the frescoes sudhase Ajanta and Ellora as work of gesture.

"2 Here | am putting together both the "secular" amsthetic" debates as well as debates in the dooftegligion,

since that is how one encounters the debates gddhied. It is this conception of a homogenouggieti standing
for India — the "Hindu" religion — and its clubbingith debates of "aesthetics" that allowed the wialation of
discussions on "Indian" art as specifically thatef'Hindu" one, erasing the heterogeneous practiaésin

"Hinduism" and simultaneously Othering "Islamict.ar
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Coomaraswamy, one of the most significant theoreticians of Indtain #ne first half of the
twentieth century, for instance, points to the centrality of the ieadgestural-language system
and the place of corporeality in Indian performing artdntroductionto his translation of the
text Abhinaya DarpangMirror of Gesture), he writes,

Indian acting or dancing...is thus a deliberate act. Nothindtitolehance; the actor no

more yields to the impulse of the moment in gesture than in thespadrd. When the

curtain rises, indeed, it is too late to begin the making of awmw of art. Precisely as
the text of the play remains the same whoever the actor maydwtsely as the score of

a musical composition is not varied by whomsoever it may bermpeetl, so there is

no reason why an accepted gestural-languaggiKabhinaya should be varied with a

view to set off advantageously the actor's personality. liteigttion, not the actor which

Is essential to dramatic art... in fact the amateur doesexist in Oriental art.

(Coomaraswamy, 1917:3)

The thrust of the argument of Indian acting and dancing being édate art,” not
influenced by chance, and the visualization of an actor as ptiissil,” is a response to Gordon
Craig's argument for the eschewing of the physical body ftanstage due its proclivity for
natural, uncontrolled and spontaneous actions. In his famous postulation of
“Ubermarionette,” Craig, drawing on the fundamental distinctionsvdmt mind and body,
author and actor, argues that “nature in man will fight fordoe® and will revolt against being
made the slave or a medium for the expression of another's thq@ghty, 1911:60). Even if
the actor presents only the ideas that he himself composes,afgas that “his body would
have to become the slave of mind; and that...is what a healthy baudlly uéfuses to do”

(ibid:60-61). The conclusion from this proposition is therefore thaather's body is “by nature
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utterly useless as a material for art” (ibid.:61). Coomaraswa@sponding to this theorizatidh,
presents to Craig a scenario where in Indian art, body rather ibimg “accidental” and
therefore “inartistic” functions like an “automaton” (Lyons, 1964:267Rustom Bharucha, in
his critique of intercultural practices, analyzes the respons€ooimaraswamy to Craig’'s
theorization and rightly makes the connection between Craig's tloédopermarionette and
Coomaraswamy's classification of the Indian actor. He points outirthisict both propose
similar ideals—"an avoidance of personal emotions, a craving fggbien and absolute control,
an absence of ego” (Bharucha, 1990:17). Bharucha points out that infgpiése similar ideals,
there is one crucial difference between the conclusions thatdtiagy from such envisioning.
While Craig rejected the actor's body for achieving the idaalstage, Bharucha points out that
“the Indian theater accepted the body of the actor as the meatmeaifical expression”
(1990:17). While Bharucha's objective is the critique of “mythologiziofyindia by specific
Western theater practitioners, or what he calls “instanceslofral imperialism,” he seems to
easily disassociate or is disinterested in the Coomaraswamy’s Higorias a problematic based

on Orientalisnf> The corporeality of the Indian actor in the nationalist discorepeesented by

" The response of Coomaraswamy to Gordon Craig wsispfublished inThe Maskin October 1913. For the
influences of Coomaraswamy's critique on Craigisceptualization, and the latters' subsequent thatioh of a
“Durable Theater” that could provide a way thro@domaraswamy's critique, see Lyons:1964.

" Coomaraswamy, gives the following descriptionhef indian performer in control of her/his gesttiféhe perfect
actor has the same complete and calm control dtigethat the puppet showman has over the movenoéritis
puppets; the exhibition of his art is altogethatependent of his own emotional condition, and ifihvenoved by
what he represents, he is moved as a spectatonadrad an actor” (Coomaraswamy, 1917:4).

> A clarification is needed on my use of the termie®alism. In fact Bharucha's use of the term caltu
imperialism is a specific disassociation with thedrization of Orientalism by Edward Said. He vgjtd do not
believe that there is an overriding Western viewhef Indian theater that can be summarily categdri€ertainly, |
do not discern any pervasive "orientalism" (as rofi by Edward Said) in the attitudes of Westerratiiee
practitioners and theorists toward the Indian tlegato systematized cultural imperialism that undees the
philosophical premises of Indian culture and lif@984:2). Here | tend to agree with Bharucha in tre does not
need to view Orientalism as a pervasive attituda diVest' from time immemorial (from Greece to tiresent).
Critically, the narrative construction of a unifiadd homogenous 'West' from the Greek period tortbdern itself
has to be seen as a powerful modern constructatmteds to be critiqued. In fact, Coomaraswarhgeretization
of the "Oriental" plays with this historical consttion as he does not see a unitary history ofWest' opposing,
and always othering the 'Oriental’. For him, Ori¢lig one that is not based on 'modern’ senséslitirought in by
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Coomaraswamy, while involves an acceptance of the possibilitiesrpbreality in moving
away from psychological realism, is at the same timpegiBc negation or sublimation of the
materiality of body.

In her analysis of Euro-colonial reception of Sanskrit poetics;EHaa Case points to
the specific knowledge production surrounding the Sanskrit language, aedttbéNatyasastra
in particular, where the Sanskrit texts were elevated to tdtassof a “classic” based on an
inclusive-exclusionary logic. While the notion of the “classic’eofid “appropriate mental
constructs for imperialists” and trained “their imagination drmdight for administration” (Case,
1991:115), she demarcates the specific process in the comparativewhedelassimilation of
Sanskrit as a classic was precisely based on a changefrdrtieeof reference and the system of
meanings to a Euro-centric one. Therefore when Sanskrit waddigstd as a classic within the
new system of knowledge production, she argues that it came isteree as a “negative” and
a vacant “Other” (ibid.:111-121). For our purpose here, what is cestifst when Indian art is
constructed as a negative “Other,” as in Coomaraswamy's thewrjaats the materiality of the
performing body that gets excluded. Importantly, it is pregidkls specific denial of the
materiality of the performing body that allows the constructiora afategory of an authentic
India in the emerging nationalist discourse.

Central to the project of the construction of the category oaimdrt by Coomaraswamy
is the critique of naturalism and the rejection of aesthetic proeousats based on the model of
evolution of “human art practice” as a narrative of growth, fraastract in the early stages of
human history, to real as the most advanced. In opposition to the “reathittion of

observable reality, Coomaraswamy defines Indian art as bast draditional system that is

capitalism and scientific rationality, and theref@riental is in the same league as the “Chrigitalosophy of art.”
For more, see Coomaraswamy, Anar@aristian and Oriental Philosophy of Af1943]1956.
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not based on verisimilitude, and charts out a space for creathaiy#ation that is non-
subjective. Gestures, part of the trained actor's specialty, &ererot based on the real as in
mundane everyday gestures, nor are they instances that canhalpassibility of “exhibiting”
the self of the actor. Rather than privileging “innovation” aaddinality” of Romanticism, the
argument highlighted “tradition as practice,” the goal of arfdpmance being ultimately to
make manifestasa,and the spectator’s (inborn) capacity for imaginaieseemingly affording
the space for creativity. By envisioning the body as a vesamlgh a superbly trained and
disciplined vessel, which can make manifest the transcendental/Absoluti;ata the perfect
evocative gesture, the nationalists took the other extreme of thé@ydad it is in this context
of a shared epistemological lens between the two faction# ikatot surprising to see that the
“loop-hole” or “the way out” proposed by Craig for actors to “esdie# natural condition” is
also through gesture: “They must create for themselves a newofaating, consisting for the
main part of symbolic gesture” (Craig, 1911:61). | am not sugggestere that the varied
systems of artistic practices in India were in fact degythe place for the corporeal. Instead
what we need to pay attention to is that within the nationalisbalise on Indian art, which was
built on the thematic of Orientalism, the major tendency wasothdénial of the materiality of
the corporeal for making a case for the transcendental ando8wuée. Even if kinesthesis was
recognized as central, the materiality of body was adiedlas one that needed to be ultimately
transcended. It is this transcendental in conceptualizing perfoentaat allowed the shift to
another transcendental conception, the nation.

In the realm of visual arts, this problematic becomes evene nmmplex.
Coomaraswamy points to the need of eschewing the real asiomifar a different form of

practiced visualization:
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No manual dexterity or analytical knowledge can compensate foorthmal
deficiency of visualization. And it is precisely in the cultivatof this power- partly as
the result of the practice of drawing always from stored on&s rather than from still
life (the posed model, from this point of view, is but little superior tpldster cast, but
still more from the regular practice of visualization, alikethe private practice of
religion and in the artist's preparation for any work he may teider that the East, and
particularly India, has something of importance for Westerstartio put the idea very
simply, the true work of creation must be completed before ringhlor pen is put to
paper; and what is of most importance from every point of view igdhlity of the
original creation.” (Coomaraswamy, 1919:18-19. Italics mine)

Here our project does not necessitate detailed inquiry into the dotitas of this
theoretical construction. What is critical is the impact ofrtagonalist discourse on the realm of
visual representation that Pushpamala takes ohNWfSI, i.e., popular visual culture The
production of Indian art as the inverse category of “Western” glaopular visual culture in a
paradoxical position. Popular visual culture (as we will see iaildatthe next section) was the
product of the contact with the “western” practices of perspéctivawving and colonial
ethnography. Yet in its adaptation of the myths, legends and productitve eéanic using
“western” structures and techniques, popular culture became oneatfeitmate and hybrid sites
for the constitution of the national with a material, visible baBistinct from the skilled,
trained, virtuosic actors as imagined by the nationalists todeally filling the Indian
performance space, or ideal abstracted bodies making maragsstpopular visual culture,
through its strategy of presenting the gestures of “everygayhdane” and the iconic

simultaneously, provided the base for an alternate sensory nahid8ltakes on such sensory
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constitution of the national that the official nationalist discoullses not recognize, and
critically reactivates it by enacting the figure athtsart—the posed body of an “Indian woman,”
constructed, framed and naturalized to look familiar and identifiable.

NWSI eschews the division between the everyday/mundane gestures andothose
performance, and ways of categorization where only the lateregarded as capable of
abstraction. For, the images that constitute the nation are shqwecesely those that represent
bodies in their everyday, naturalized gestures, many a tinskimgathe frame, artifice and
staged aspects of such depictions. If identification through intatipel also has to be seen in its
sensory route, theNWSI highlights the image of India constituted by the mundane and the
banal. What is critical in the selection of typedNWSlis that the world taken as base are not
images that represent the virtuosic bodies, for instance the dammilles of Bharatanatyam or
Kathakali, or the iconic images dfataraja (dancing Siva) or Kali, the bodies that are often
deployed in nationalist discourse to chart out the essential difference (aath&gs”) of “Indian
culture.” What is “inspiring” the enactments MWSI, on the contrary, is the contradiction
between the mundane-ness of gestures and their iconic significamt@/Sithe simplicity and
everyday-ness of gestures such as thatashda mudra, the angels holding the garland, of a
Toda woman facing the camera with her arms stretched out toalee the whip-cracking type
of woman holding a whip in her hand, or the Ravi Varma plebeian womamg@@dgot on her
head, with the other hand placed on her forehead as if avoiding sumttangsher eyes, are all
opened out to their metonymical import and highlighted as most powalbtlactions in

themselves. Let us now turn to this world of the non-virtuosic.

lll. The Base Types, or the heterogeneous space of the colonial-modern
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In the first section in the photo-book format “The Native TypeSefies of Photographs
illustrating the Scenery and the Mode of Life of the Women aftl$ India,” the images are
accurately reconstructed as three dimensional (theatric¢al)rsa studio set-up with the use of
painted backdrops, props and costumes, and are photographed as friezeshqueddhey
Pushpamala. Two types are selections from the genre of portraitilvie the realm of the
colonial and post-independence Indian state in its disciplining fundierpHotographic image
within the matrix of knowledge/power. The typ&pdg is a reconstruction based on a
nineteenth-century British anthropometric photograph of an “Andaman déslarvdoman
standing in front of a rectangular grid composed of black and whitarss, her left arm
stretched out horizontally on to a wooden scale. While she stands nudegweaelry and a
belt around her hips, facing the camera, the photograph also reveatamas on either side
holding the scaling grid upright, the rest of the body cut offHeyftame of the photograph.
Criminals the other type, is a reconstruction of a police photograph publishée Ioewspaper
Times of Indiain 2001, and depicts two women arrested for the act of “dratching”. Both
hold up in front of them slates that have information about thentewrih chalk: name, w/o
(wife of), age (60 and 45 years), place and the date of the paptyg® The selections, one
from the colonial ethnographic archive and the other a reproductibe metvspaper in the post-
independence period, draw out continuities of representation in the colwdeln state
apparatus across the time periods.

The photographic base type “Andaman Islander” indexes the intrmateection
between the new technology of photography, emerging ethnographidekiy@production and

colonialism. The rise of the practice of photography is clossgated to the rise of colonialism,

" While Pushpamala plays the role of sixty year®tvramma gazing down in the shot, Sreelata Racd8qsays
the role of the second criminal with her eyes diose
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and photographs as documenting the exotic served both a commercial fasctiaell as the
function of disciplining the population through knowledge productioBy the 1850s
commercial photography was well established in British-Indid #he calls by scholars and
administrators were for a more specific use of photography sseatific medium that will
provide the much needed base for successful administration of the gopgR&ber than the
commercial “popular” and “picturesque” photographs delivering the Otientigh panoramic
frames of the monuments, land and the people, urgent calls weme foradpecific use of
photography that would help in scientifically recording the life emstom of the people. In the
post-1857 revolt scenario, and the rise of scientific classditan anthropology based on
virulent racism, this assumed a particular urgency. The photograpkents, could serve the
dual function of scientific study as well as giving the feebhgmperial presence and control by
the “truthful” representation of the situations on the ground topthulace in the imperial
center. In their display in international exhibitions and throughigatidns, it was argued, the
photographic image as “document,” while helping the objective of admaitig} the diverse
populace in the colony, would also serve the “democratic” functiatefering the “Other” to
the wider general audience in the empire who may not have the oppottemniselves of
“witnessing the life among the untutored races”. The large soalge-collection of “remarkable
tribes” of India starting from 1861 based on the direct request‘itanMajesty's Government”
with the intended objective of display in the forthcoming London Interndtiexiaibition of
1862 captures this historical urgency of colonialism (Manhais, 2000). teeehuge projects
undertaken such as the eight volumbe People of Indiaconsisting of 468 photographs

illustrating the “Races and Tribes of Hindusthan” published by tké I@ffice in London

" Seelndia Through the Lens: Photography 1840-1%4dl. Vidya Dehejia, Freer Gallery of Art; Arthur Ma&kler
Gallery, Pinney, Christopher.
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(1868-1875), though started with this objective, in the context of riseca@l ranthropology will
be therefore under critique for being more “popular” and “picturestiset giving a more direct
scientific base (Falconer, 2000:82). Pushpamala's enactmenttgpéh&€oda woman maintains
the tension between photography in its role of exoticization of thentgt” as commodity, and
the increasing racialization in scientific study.

From the base type “Andaman Island&Pushpamala's enactment takes the element of
the increasing racial typology brought through photography. Tdtarrgular uniform 2 inch grid
backdrop giving exact and proportionate measurements of the bodyrstvasl¥ocated in 1868
for “comparative study of different racé8’and soon became a common method in scientific
photography along with other scaling devices. The long robe that Poglgpaears is the most
common way in which the Toda population was represented in the phototftapdrsour
purposes here let us look at the specific “significance”, or intleedattraction” that the Toda
tribe held within the racial construction, and how Todas, a “primitive tribe”, bes@part of an
“originary” problematic in the spatial imagination South-India.his Preface to one of the
earliest anthropological studies on the Toda tribes, enticingly “aotistically” titled A

Phrenologist Amongst the Todas or The Study of a Primitive Tribe in Buwligh-History,

8 The connection between interest in the “vanishiAgtiaman tribes and post-1857 imperialist contasirot be
anymore direct. The documentation of Andaman triperansporting them to Indian metropolises susiCalcutta
and capturing them for eternal history through pbodphs, first started in 1857, assumed increasiegsity. For,
these tribes were “vanishing” precisely becausg tharted to “come into contact” with the “forcef the “superior
civilization” when Andaman Islands, for its advaggaof reclusiveness, was converted into the placerevthe
prisoners of British-India were now sent by the émal government (See Falconer, 2000).

® Falconer, 2000:83.

8 The long robe of the Todas though visually stugnivas also perceived in many quarters as a “himefafor
scholars. For it does not show clearly the “nakeakly from which the scientists could deduce his @anclusions
about the “beauty” of Todas. Marshall's illustragp which we will look in detail in the main-textise the
rectangular grid in certain cases behind peopleringahe long robes. But it also had photograptet there
commended for showing the bodies in the “nakedinfdfor more See Mahias, 2000:143.
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Character, Customs, Religion, Infanticide, Polyandrgnguage®™™ W. E. Marshall talks about
the attraction that the Todas held,

“I heard much of an aboriginal race living in the neighborhood; whichticfdal and

polyandrous, was said to be fast dying out...I had long been curious tstandethe

mysterious process by which, as appear inevitable, savagenrditeaway when forced

into prolonged contact with a superior civilization” (Marshall, 1873:v).

Lest this curiousness be misunderstood as just a happy coinciderae a$ yet
“‘unmelted” aboriginal race happening to live by in the neighborhood wherescientist, the
superior race, is roaming around, he contextualizes the singulaficeigoe of studying and
recording these “dying out” population of the Nilgiri hills. Hepkins to the readers what
“witnessing” this population and their practices really mears tbirealize “justly and without
exaggeration, what it really is, and—by analogy—what it rhase been in the pre-historic era,
long ere “Adam delved and Eve sputisefore man had developed much in manly qualities
(ibid:vii. Italics original). When one witnesses in this pre-histofyhuman civilization the
“primeval” qualities—“ultra-domesticity”, the absence of thar@inian logic of survival of the
fittest, not being “vigorous”, and a disregard for sensibilitie$gain” and “thrift"®-it seems
guestions just pop out, “...have we come on the tracks of an aboriggrabfeconscience? And

was man originally created virtuous as well as very simp{@?d:87). In the context of the

construction of the “race” of “Aryan,” the study of the “primévdloda tribes contributed

8 The following description by Marshall gives a gamterstanding of the “theoretical” assumptionsiefmethod
of phrenology: “Visit one of these very primitivadogamous tribes, and we at once find ourselvéiseipresence
of a crowd of individuals all of the same type, wademperaments are in their least complex formesgéneral size
and configuration of whose skulls is very uniformdeeasy to read, whose figure, voice, and carriage similar,
and whose circumstances of daily life, whether theythe cause or the effect, or the joint-cause effett
similarity, are throughout alike ; who in fact d@iffin outward appearance only in modifications—galhe slight—
of a few single organs” (Marshall, 1873:13).

82 Marshall, opct, 88.

78



directly. As Marie-Claude Mahias points out, Todas for Marshalbnged to a branch of
“Dravidian race which came from Western Asia,” and is aétdiving in India before the
arrival of the “Aryans.” In this account they are the “living @peens” of the “Turanian race in
its primitive stage close to Ethiopians to judge by their style of lifdy@é@éws and Chaldeans by
their appearance” (Mahias, 2000:142). Further, as they reside imtels of Nilgiris that are
difficult to access, the Todas and their “primitive” practit@msthese anthropologists became a
“godsend” gift, the comparative inaccessibility further proving theluherated condition of the
“race” (ibid:144). It is precisely this classification, basedtfion language classification, but
quickly morphing into a full-fledged racial classification tpabvides the base for categorization
of the “South-India” as Dravidial?.

The second typ&riminals similarly indexes the role of the image in capturing the
mysterious, and pertinently the “savage.” The act of “crimetigywomen after all is not any
kind of crime. It is one of direct attack by the “perpetratar snatching chains from people’s
necks, and the “violence” involves direct bodily confrontation. In Pushpanesatdment, the
dark Toda woman marked out in ethnography can be seen as sharimgildrespace with the
dark-skinned criminals who are outside the mainstream developniegtal of the post-
independent Indian state. While the presence of the scientifieldance cataloguing process—
the rectangular grids in the Toda type and the women holding threnation about themselves
on the slates—their “skin-color,” and the “submission” to the appatiataagh body indicates a
certain commonality in enactment, what is also highlighted byetiaetment is the function of
mediation and staging. The extraction of these bodies and an open sthgieg within the

scientific and disciplinary apparatus, rather than taking awagdinafdds to the truth value and

8 We will look more closely in the next section htive notion of Dravidian, derived from this probleinabut in a
different formulation becomes significant in thespondependent identity politics in India.
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force-effect of power-mechanism. Like the first part of Maitks title of his work A
Phrenologist Amongst the Todasis precisely the apparatus that is being staged in the bodies
being captured?

From the circulation of the images of the “native” from theugigoutes charted out by
the disciplining apparatus, three other typesNWSI present a different configuration of
visuality arising from the same historical juncture. Thrgesyare selections from the oeuvre of
popular Ravi Varma paintings and oleo-graphic prints, a significantponent of what
Christopher Pinney terms as “visual-print capitalism” in Indighe first half of nineteenth
century. The Ravi Varma paintings and the production of the nation throymttiaies of
women in his oeuvre has been often marked as the moment of the bimthasf inodernity in
the realm of visual representation. Ravi Varma [1848-1906], an “autodideas’ one of the
earliest painters to “master” the technique of the oil paintin India®® and attained
unprecedented fame in his life-time. The special awards andyméoos he received at

International Exhibitions shot him onto the national s®nand his patrons included the

8 Keeping in mind the need for the “democratic” fiiow of dispersal of “critical” information aboupscial human
history, and at the same time maintaining the nmysW#. E. Marshall, the scholar-scientist, afteyitegy down the
“significance” of the study of Todas in the prefateldenly transforms himself into BottomMfdsummer Night's
Dream(sans latter’s' context of humotje assures the readers and the viewers (of theesiphotographs in the
book), and the troubled Quinces' of the world betrée, that he has primed and toned down the corftemust say
that great and especial pains have been takemtieres large a portion of wods the subject permijtattractive
and, and suited for ladies' reading” (vii. Italicne). So the mystery is still there, for the hedlgory and the
object of study—"to use an analogy’—has to be stiledAMG (Aryan Male Guidance)

8 Geeta Kapur in her analysis of Ravi Varma's warikh a poetic flourish, refers to Ravi Varma's teag process
of the technique of oil painting and the “fact diadion” surrounding his struggle as a strugglet‘oaly ... of an

artist to gain a technique but also the struggla oétive to gain the source of the master's sopknowledge and
the struggle of the prodigy to steal the fire fig bwn people” (2000:148). While systematic instiae of British

art was available from the 1950s in Madras, shatpodut that the self-instruction Ravi Varma undekt for

learning the technique (being allowed the oppotyuto learn by watching the Dutch painter, Theoddeasen
paint) is a “mythology in making: ... a native, orfee has been initiated into western techniques,ges with the
redoubled pace of a prodigy and overcomes all kardiWhat is at stake is not only native talent tational

destiny” (2000:149).

8 The awards and recognitions that Ravi Varma gdExitibitions included the Governors' Gold medalttoé
Madras Fine Arts Society Exhibition in 1873 for Ipiginting 'A Nair lady at toilet’, the 'Certificatef Merit’ at the
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significant princely courts of the time such as Mysore, Barodayahcore and Maratha courts.
In the International Exhibition at Chicago in 1893, where another lakdeent for Indian
nationalism, the address of Swami Vivekananda to the Parliamentrbd Weligions occurred,
“ten of his finest, most sensitive figure studies were senepoesent India” (Guha-Thakurta,
1986:185f" Importantly this acceptance within the establishment of the ¢infly contributed to
his foray into a very different realm of visual culture in Indidne realm of the popular. Through
establishing the earliest lithographic press in India, and the produabd distribution of
oleographic prints of his paintings, and the widespread (many aptrated) imitations of his
paintings, particularly the depictions of deities, Ravi Vasna@sthetic played a central role in
the formation of urban popular art in India at the turn of the century.

From the representation of the deities suchLasshmi,the depiction of episodes and
nayikasfrom the epics anghuranassuch aSakuntala Nala Damayantj to the plain secular
themes mostly in the style of ethnographic realism sut¢teas Comes Papa, Galaxy of Women,
Lady in the Moonlight, Gypsy FamiliRavi Varma connected the seemingly distinct spheres in
the colony in a continuum in terms of the aesthetic by linkirtg the emerging processes of
commodification. Tapati Guha-Thakurta in her analysis of Ravi Varmarks points out that
his paintings of deities “directly paved the way for a new kingaygular, urban art- 'calendar

art’, of the kind that continues to flourish today in film posters, hagedand, most of all, in

International Exhibition at Vienna, the Gold Medalthe Madras Exhibition 1874 for the compositi@gnTamil lady
playing the sarabat’ (Thakurta:1986). | have dedh the special awards at the Chicago exhibitiothe main text.

87 The ten studies at Chicago exhibitions were allwoinen from different parts of the country and efiét
ethnicities. Patricia Uberoi highlights the waygtbegaintings served the Orientalist project ofwdeing India in its
opulent diversity and the narrative of India pragiag as a unity under the British occupation. Gikegtion for the
award, as Thakurta points out, rather than commemtn the “artistic excellence” of Ravi Varma's w&rhighlights

the double problematic of Orientalism. As the spkeaward puts it, the works are of high ethnographterest
because the “series of well-executed paintings givédea of the progress of instruction of artlfidia)...They are
true to nature in form and colour, and preserve tustumes, current fashions and social features.”
(Uberoi,1990:WS44; Thakurta, 1986).

81



religious prints and pictures” (1986:189). She highlights that theedddatures in Ravi Varma
oleo-graphic prints such as theatrical visualization, the “paimfrigackdrops, the loudness of
colours, and the crude, heavily shaded naturalism of the divine fighe¢sentered the popular
realm were critical as “potential, saleable ingredientstater calendar paintings (1986:189).
Ravi Varma's position therefore was controversial in nationaissory—where even though he
seems to have produced for the nation the first visual conception oétioa, his aesthetic was
decried and rejected within a decade after his death by the later natsoioalits continuation of
the principles of the colonizer as opposed to a truly indigenous, “awthant overtly political
aestheti®® His aesthetic, a hybrid based on pastfthéjerefore occupied a zone where
ethnography met with the commercial (both the emergent middie akssthetic as also a wider
popular demographic), “western” (naturalism, oil painting) met Wmthan classical and popular
structures and principles, the regional particularities i syith, contributing to, and seamlessly
moving to and fro from the national, to produce a modern national-pdfWad at the heart of
this early “literary imagination” of the territoriality ahe nation, as Arunima notes, stood “the
lovely, luminescent women reaching out to capture the viewer'gimagon” (Arunima,

2003:57).

% The popular "unrefined" aspect was also one ofabets that led to the decrying of Ravi Varmatsbgrthe later
nationalists who pushed for an authentic and podéah art. Yet as Tapati Guha-Thakurta points BRali Varma's
own effort was also derived from a sense of "refifiithe realm of the popular as these paintingsiior provided
"an alternative to the 'atrocious' 'Poona Picturédakurta points out that this refinement iroflicdlaid the
groundwork for another model of popular, urban tirdt was to be easily debased and cheapened oigbgraph
prints (as compared to the Ravi Varma originalggtpd in many multiple and distorted versions a@fvRVarma,
and repeated in similar prints and paintings byepotartists of the time, especially in Bombay andc@ia"
(1986:189).

8 The term pastiche here needs to be seen as distincthe use of pastiche in the post-modern seksérunima
argues, the term pastiche, in the formal sensejgaly constructs a world of authentic Indian.

% Apart from his inclination for realism and his éyuof the oil technique by watching Theodore Jansérat needs
to be noted is that Ravi Varma was inspired tcsitlate the gods not by following the miniature td@ghes prevalent
in Indian, but what attracted him were the illustnas of gods in Edward Moorelindu PantheonFor a detailed
analysis see Mitter opct. Thakurta opct. At the saime hailing from an aristocratic family, Travane court,

entrenched in Karnatak music and the “classicdb smch as Kathakali, his conceptualization ofthimtings differ

from the western technique that he is deploying.f&idher on this aspect of his work see Anurinagto
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For our purposes here what is significant is the linkage of theofisésual-print
capitalism in such complex manner in the establishment of a modgonatgopular through
unprecedented visualization, codification and popularization of genderedegeSthese images
of women visualized in varied poses/gestures derived from the “eyBrgdald travel across
varied realms, eliciting multiple responses and identifications. kpace with mass level
illiteracy and multiplicity of languages, for the emergimgtionalist identificatory project, the
power of the image to signify “across” the barriers of laggubecame extremely significant,
both as a possibility and as a threat. What was significantcim & scenario was to codify and
make a direct, one-to-one connection, or an established systergndication between the
bodies on display and the “ethos” of the nation. After the initial pbasxperimentation with
diverse ethnicities, Ravi Varma himself went on to abstract adilyca female type, a face of
the nation so to speak, which even within the diversities could statal Signify and make
manifest a unity. G. Arumina, pointing to the three kinds of womethenearly Ravi Varma
paintings—the generic Gujarati face-type, the Nair ladythedjeneric Maharashtrian face-type—
argues that “even these blend gently into one another in a grougitpldeer Galaxy, where the
lasting impression is one of eleven almost identical, and placid, waitrstinguished only by a
deliberate act of contrasting apparel” (2003:67).

Yet even this conception of the nation through image was not a fullyedie@ine laying
down a specific one-on-one “political” relationship between theonaind the virtual bodies.
The example of Ravi Varma's painting of Sakuntafay instance, will provide a glimpse of the
extent of traversing of realms made possible by image as oditynin mechanical reproduction

beyond the popular reception of his religious prints themselves:themternational Orientalist

1 Due to the huge demand for the paintings, befoeesstablishment of oleo-graphic press, Ravi Vange to re-
paint the images, and paintings such as Sakunsalalifferent versions.
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reception leading to the selection of Ravi Varma's paintiri§g&fintala Patra Lekhaly British
Orientalist scholar Monier Williams for reproduction as the fqmete for a later edition of the
latter's acclaimed translation of Kalidas@lsakoontalaor Lost Ringto English, toThe Birth of
Sakuntalaimage becoming a poster for advertisement of baby food and usednaschbox
label®® This floating of the images presented the issue of what waa fodithe emerging
nationalist discourse and at the heart of it were the “everygesfures that these women seem
to be making. In a passionate critique of Ravi Varma women, d$isvedita highlights the
denigration of the national in this aesthetic by pointing towardgribidematic of “woman as a
temptress” embodying the nation. About Ravi Varma's Sakuntala,asfse “n a country in
which that posture is held ill-bred [and nowhere is it decorous talstoetthe floor] every home
contains a picture of a young woman lying full-length on the floor arthg a letter on the
lotus leaf” (Mitter, 1994:258).

Pushpamala's selection of the images from Ravi Varma's oewdageis this complex
role played by visual-capitalism in constructing the popular-nati@salit highlights the
emergence of the hybrid popular-national by traversing bottsé¢lcellar' and the 'sacred' realms
of representation through the body of the women. In the secular mauef tiwe native types
are reconstructions of Ravi Varma oil paintings titleturning from the TanlandLady in the
Moonlight [1889]. The third typel.akshmj an oleo-graphic print from the Ravi Varma Press
released in the early twentieth century, depicts the deityospprity and wealth/Vhile all three
wear a uniform red saree, the difference in the class of éieapl womarReturning from the
Tankis marked through the texture of the saree. In the two paintirthe secular realm one can

see the common trope of an isolated woman in lonely surroundiRgisning from the Tantn

92 See Thakurta,1986:184 for Monier Williams' use] Bfitter, 1994:plate XX for the baby food poster.
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a lake-shore with a pot on her head, whitely in the Moonlighsitting on the rocks on a lake-
side. Sitting in profile, trying to adjust her falling drape, anovang her legs, the latter looks at
the viewer, directly indexing the eroticization involved in thegalty of the natiorff® Lakshmi
depicts the goddess Lakshmi with four hands, standing on a lotus inr,agegguringvarada
mudraand looking directly at the viewer in thdarsanicmode.

Continuing the linkage to the popular world of representation, two othes tgference
the world of popular films, the technological development on the visual-pwith a
foregrounding of the region/“local” within the national. The typ®hip-cracking is a
reconstruction of a Tamil film still reproduced as a cover pictfréndia Today magazine
(1998), depicting a young Jayalalithaa posing in an action role,ngestretch pants, shirt, belts
tucked with a set of knives, and holding a whip in her right hand. Jalgaklithe former
superstar of the Tamil film industry (from the late 1960s tol®®0), is the general secretary of
the regional political party AIADMK of Tamil Nadu, and twice €hiMinister of Tamil of
Nadu® In 1998, she was the opposition leader of Tamil Nadu and an influehtiaf #he then
ruling coalition at the centéf.The magazine uses the photograph of the playful crack whipping
Jayalalithaa from the world of films of the past to comment onpthweer and arm-twisting
tactics that Jayalalithaa of the present, is exercising tbeeruling coalition at the center. Here

the base type itself is a parody and presents the wayesnfhmpt in signification. What is

% pushpamala in an interview highlights the factti$ eroticization in the picture and refers tast one of the
moments that intrigued them and gave a directiandoe playful performances of the types. She s&yben | was
trying to pose as Ravi Varma's...“Lady in the Magini” we realized that it was a strange pictureerehthis woman
was sitting alone at a lakeside at night quite irdestly, with her drape falling off and her sarchid up to expose
her calves. It was an early “cheesecake” pictusingithe mythological story of Radha waiting foridtma as a
pretext to paint a sexy woman! So we collected esagom calendar pictures and advertisements fextma shoot,
where we had the Lady pose in a series of “glangjramages which formed the popular series of thsetzu”
(NWS] p 137).

% AIADMK — All India Anna Dravida Munnetra Kazhagam.

% The ruling coalition NDA — National Democratic flhce — was led by the Hindutva right-wing partiaBatiya
Janata Party.
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significant in the use of the image by Pushpamala is thathisterical/real referent of
Jayalalithaa involves another realm of irony as this plagrhér avatar of Jayalalithaa can be
read in relation to her present image in the world of politicénasia(mother) for her followers.
The disjunction is between the playful whip-cracking Jayalalitagaan image in special
costumes, and the strong political leader of the present but completely adornatem &£srtain
images in thd?opular Seriesthough not specific, do play with this connection, for instance the
images where Pushpamala dresses in a saree much like theJagalalithaa and is shown
seated on a kitschy golden throne. Yet the stress of Pushpansalas the non-individualized
possibility of citation of the image. As the base type stéstsnigrations to new contexts, the
initial reference of 'historical’/'real' Jayalalithaa doesmatter anymore, and one receives the
type in the same sense of seeing the familiar, but non-individdatigure from the world of
representation.

The other type from the film-worldlirting, is a reconstruction of a 1990s Kannada film
still depicting a man and a woman in the act of flirting. Tleenan shows the gesture marking
flirting, but at the same time being “modest” and “embarrasasdthe man offers her a rose.
Imbued with the familiarity of the “local” in gestures, costsnmand the painted architectural
backdrop of the room, the studio set-up highlights the artificitditg/ness of the frieze, and the
significance of the objects that constitute this world. Thel*relajects—a stool between the
couple that organizes the symmetry of the image with the cgséion on it taken by a bottle
of Kingfisher beer, flanked by two small bowls of chips—is juxtaposed againstitiiecplamps
and the painted backdrop of a more “traditional” door way. With thenumlity placed at the

center of the scenario, the image rather than highlightitigcal” in opposition to the modern
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capitalist processes, reveals the “feel” of local to be pecproduced at a specific instantiation
of the commodity.

From these realms of popular commodification, the last thresstgpve away in their
stress as they brings into view images that are less visibllee mainstream. Th¥ogini, a
reconstruction of a sixteenth century Deccani miniature paiptimged on the cover dslamic
Heritage of the DeccanMarg Publications andOur Lady of Velankanni based on
“contemporary votive images” collected by Clare Arni from a chuend the photographic
performance involving a free staging of the images in a eariet! set, add new segments to the
national in terms of religion. Diverging from the narrative ofidd" enactments having
performative possibilities, the Lady of Velankanni brings to lighe extremely popular
performative realm of the “minority.” The last typ@ircus based on Mary Ellen Mark's
photograph of circus children and Pushpamala's reconstruction, is furtieer dra Clare Arni's
photography of children in Rajkamal circus. These images otascance again return us to the
problematic of ethnography and the production of the native as imatlenalist discourse and
its conception of corporeality. Circus, a “global” entertainmentraated as an abject body
practice that does not figure anywhere in the narrative of thenndthile “Indian theater” was
conceptualized as practiced by a fully “trained body” (“ho amagésists”), and “traditional”
body practices such &alaripayattuwas deemed as presenting the Indian ethoskalaei and
other “Indian” physical body practices themselves are easibasdociated from their
contribution to the emergence of the “modern” circus in India. Pushpaneslactment of circus
adds another slice of “native” bodies emerging in transnationmataiam, ambiguous in its

citation of this “performing community.”
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The Performance “Score”

Except for certain reworking, the strategy involvedNiWSlis to embody these figures
and inhabit the world of the image with utmost verisimilitude. Rajestng in his analysis of
Pushpamala's work points to the “extreme fidelity” to the originakertain aspects. For
instance, pointing thady in Moonlight and the reconstruction of minute details, such as that of
the light source through filters in original Ravi Varma works, aasignificant art-historical
contribution in itself, and the fetishistic care for detail in gy and props in the work,
Rajadhyakshya points out thAfwWSI shows “fidelity” to the “physical circumstances of the
shootingof the work” NWSI83-84). In an interview when asked “if you are really interested
“types”, what is the point of being so faithful to the origipécture down to the smallest
detail?”, Pushpamala responds “its a kind of discipline. If onegieppy, the picture loses its
rigour” (NWSI136). Yet precisely with the act of enactment and embodiment, as dpjposay
a strategy of cutting and pasting her face on to alreadplissiad images, Pushpamala's work
draws a significantly different relation to the original. Whatsdore see in these enactments of
the types? Rather than a simple flattening, the enactmentngiemproduces/points towards a
“live.” In his analysis oNWSIAjay Sinha, developing Ashish Rajadhyaksha’s argument, argues
that NWSImakes visible what he calls the “unconscious” of the originagj@na small details,
such as shadows that are present in the original image but aréthrgodight in enactment in
NWSI(Sinha, 2011). Apart from these, what is also central is thatohtst ten base types have
a “live” moment of interaction at their heart—women whose livegitexts mostly unknown

acting as models who have been reified within the representatppalratus® Yet while

% In Ravi Varma paintings, one knows that the Naidy face is a version of his daughter who used adahfor
him, the generic Gujarati look is based on Maha€irimna Bai and Anjani Bai, a dancer from Bombhagugh one
lacks substantial evidence for who is supposedat® tbecome his model in 1903 who provides the basthe
Maharashtrian face (Arunima, opct. 63).
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pointing to this moment of original liveness, in Pushpamala's enactheelite moment is again
reified and captured once again, in the process producing an ironic andl@misurplus of the
performing body. What does this notion of “live” perform?

The enactments through the “singular” body of Pushpamala, whosekéaps on
changing from the “wheaten” ihady in Moonlight to the darkToda, the Criminal, and the
angel, to the blue colored faceYbgini brings into view the heterogeneous space of the nation
marked through representations of women's bodies. Rather than a moraaitktcuction of
nationalism of an “authentic’ and pure nation through the metonymigatation of a
homogenous woman's body and face, Pushpamala's selection and ena&ciragates the
archive of the nation to present a wide range of figures &gzeal bodies that point to the
constitutive heterogeneity of the nation. It is this constitutive heteedtyeand the establishment
of a relationality between these realms that are oftenaeeérscrete, which allows Pushpamala
to playfully destabilize the representational world and open nomplex questions of feminist
post-colonial practice. In following such a procad8ySldisplaces the nation as aea and
opens out the nation as a problematic afiedwork of practices. There is no single “native
woman” even as caught in an image; instead “native woman” ategoey is shown as brought
into existence through specific, shifting interlinking network of powed representational
apparatus.

In the last section, we looked at hd&NWSI stakes a claim of the nation by refusing to
accept the sublimation of materiality through transcendence inatenalist narrative. Let us
look at the historical typéakshmithat NWSIenacts to see how dpens the visual field and
resists this actor, gesture, action paradigm in the nationa=budse The original base for the

type, the oleo-graphakshmiissued by Ravi Varma Press in the early twentieth centsirgn i
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extremely popular, and importantly a familiar image in circafatilt depictsLakshmj the
goddess of prosperity and wealth, standing on a lotus in a river. While two of her four hands hol
lotuses, the second right hand in the front, with the palm facing downv&ols's thevarada
mudra(the gesture of granting boons) while the other left hand is reasgltkest height with the
palm facing the viewer. She is crowned and bejeweled, and \aeach red sari with golden
borders. It is also important to note that Lakshmi is a figure andea invoked in common
parlance to refer to women as “light and source of prosperity of the family/housetiotd’na

In her staging, Pushpamala takes position between the painted backdrepiwér, flora
and fauna and a lotus in the forefront, to give an effect oftaadisig on the lotus. The only
difference from the original in her enactment is the absentteedfvo arms holding the lotuses;
Pushpamala enactingakshmi with only the two hands showing thearada mudra. This
difference from the base need not be seen as one of anthropoceatrsmply scaling down
the non-human to human. For, in another base type, one comes across Pashpanangel,
with two visibly artificial wings and in one of the images in Bepular Seried akshmi sits on a
lotus with four hands. Clare Arni, who is not visible to the viewer, htidslotus in her two
hands that are joined to Pushpamala hands to give the effectfolitheands. Importantly, the
subtle change in the enactmentlatkshmican be analyzed in the context of what her base
reconstructions posit about “familiarity”. Rather than defama&tion due to the difference, the
difference from the original here can pass off, as the imag#ill recognized as ‘familiar’
Lakshmi. Much like the optical illusion games where one reads aevend when the spelling is
wrong, the all-too familiar aspect of the image seems t@dy/phe difference when the other
details of the landscape are present. Without wings, an angahably not an angel; but even

without those two arms holding lotuses, Lakshmi is identified as Lakshmi.
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The enactment INNWSI moves the image from the realm of “iconic,” and this
engagement has to be seen in relation to what has been atichascholars as “alternate”
sensibilities of the non-modern in India. In recent studies of Indian @opulture, the category
of the “non-modern sensibilities” is often posited as diverging fiteenmodern/western scheme
of representation. Analyzing the gaze of Indian nationalism amdaidrom the model of
“imagination” proposed by Anderson, Dipesh Chakrabarty gives a tihoreugh perspective on
the possibility of the “non-modern” sensibilities creeping in amdcturing even the modern.
Taking the visual practice afarsanand reading Tagores' poetry, he points out that “one does
not have to be a believer to hagtarshari (1999:202). Arguing that pre-modern practices are
part of the modern as habitually embodied practices, Chakrabanigsatttat when Tagore “sees
the lovely murati of Mother Bengal,” it is “his language that refers to Harsas almost an
unconscious matter of habit” (ibid.:202). So rather than needing to ‘®wategory of mind,” he
points out that the viewing practices in Indian (or peripheral)onalism can be seen in
Deleuzian terms of analysis, where the “moment of practieen®ment that bypasses—and not
just dissolves — the subject-object distinction” (ibid.:203). If, ask€arty argues, the nation is
not just imagined but “darshaned as well,” then Pushpamala's enaatleany stalls this
bypassing of subject-object distinction. Pushpamala raises theoguesthe body of Lakshmi
in its relation to the landscape it occupies, and the horizontal cdigmand differences with
other representations of women in discrete practices such as élhmography, and framing by
disciplinary state apparatus. Pushpamala's reconstruction andr fpldlyéul imaginations in
differing contexts points to what Geeta Kapur highlights asrakzihg of the iconic (Kapur,
2007). The reconstructions in these myriad contexts does not “lead to an icoraoscehdence

or a bypassing; instead they are a ways of neutralizatnah stalling. What Pushpamala's
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enacting of the Lakshmi highlights, as Geeta Kapur notes, ifathehat Lakshmi shares her
“score” with film actresses and the migrations are simpdy bf enacting the score rather than a
distinct crossing of the realms. We saw how Coomaraswamy'sptarcef the actor was also a
conceptualization of actor enacting a “score.” The body perforitiagscore ilNWSIwhile
connected to the nationalist conception of body performing the precise score is dssiinstthe
transcendence from the materiality of the body that Pushpareaisment resists. The “score,”
in other words, as revealed through the enactment rather ttzesa alarsan,or uncomplicated
nation, is precisely the gender constitution.

What is the materiality of body in the photo-performanc®&WSI?What is critical in
NWSilis that it takes the seemingly “static” category of p@dpase, which is “little more than
the plaster cast” in Coomaraswamy's terms, as the stging for the purpose of infusing it
with movement, only to be frozen once again. It is this “originaliye” moment of interaction
that gets bypassed, or reified tiNiVSItakes as the point of departure in photo-performance.
Peggy Phelan in her analysis of photography argues that “all ipoptnatography is
fundamentally performative.” Arguing against the logic that phaiolgy captures and presents
the authentic real, she analyzes the fraught relationship betweignaottie corporeal body that
is captured in portrait photography. She writes,

“Portrait photography tries to make an inner form, a (negativaji®v, expressive: a

developed image which renders the corporeal, a body-real, ag bodga Uncertain

about what this body looks like or how substantial it is, we perfarnmage of it by
imitating what we think we look like. We imagine what we migbé when we look at

people we believe we resemble—beggars, sultans, dog owners” (1993:36).
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Extending the logic of the ambiguity of the present within catfon in the present of photo-
performanceNWSIseems to make visible the ambiguity at the heart of the original abstractions
Pushpamala's photo-performance while can be read in such a light, also marksats pos
as different in its specific feminist post-colonial positioning. Hpasnala's reconstruction of
photographs of the colonial-modern state, both colonial and post-indepentedetized from
ethnographic practices provides a way to look at the issue. As schalar noted, the discourse
of colonialism in relation to the identity of the colonized has anhéme® at its heart. According
to the discursive logic of colonialism, the colonized do not have, araareilly formed Subjects
with a fixed, developed and essential interiotityit is therefore the outside/surface, the
“‘manners,” which is captured and framed into categories of fitadgin based on
ethnicity/class/gender. The apparatus of construction of theTigda woman in the colonial
archive is therefore not about expressing the interiority ofvtleisian as an individual. What
Pushpamala's work highlights through placing such colonial disciplinate giractices
alongside popular culture is the continuation of the very same logic when it tmoeggdoyment
of women's bodies in the imagination of the nation. G. Arunima inrreysis of Ravi Varma's
aesthetic highlighting the homogenous women-a homogenous femalgyfacaevearing a
unified costume saff lacking any form of individuality, and seemingly standing outside
history—in Ravi Varma's later paintings argues that the dtgamr of women in his aesthetic are

“paradoxical.” While in following the “post-Renaissance techniquegmfesenting the body in

" The central theoretical position in this contextput forward by Homi Bhabha in his theorizationnaiimicry
where he notes that colonized has only a "partiedgnce" and rather than a fully formed and fixdahtity, subject
constituted in the very matrix of power can onlyédidentity effects”. For more, see Bhabha, Hoh8i84).

% Ravi Varma's use of sari as a costume that standke Indian woman, as Arunima rightly notes, \agsrescient
conception on his part. Sari was not, and isstitla uniform dress in India.
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three dimensional ways” she is “real,” the figure is alsoé€&alirbecause “she has no autonomy,
or authentic individuality that was the hallmark of European portraiture” (Aryr6G8:71-72).
While one can reatllWSlalongside the performative aspects in portrait photography as
described by Phelan, and particularly aligned with the stegaged by Cindy Sherman whose
work Phelan analyzes in detail, their strategies are alsodv&rgct. Pushpamala's embodiment,
at the first instance, seems to return these familiar images backrtivie¢’ theatrical contexts.
Yet as distinct from the early feminist practice where #féort was to embody the
representations with the objective of infusing them with subjectivitie enactment of
Pushpamala does not look for a subject “Woman.” The selection of snmaly®VSIipoints to the
heterogeneity in the representation of women as they aresthénk ethnicity, race and class,
offering different possibilities and limits to these types.sébolars have argued, Pushpamala's
work does not share the perspective of violence of representation aeffioth¢o “go beyond
representation itself” by Sherman epitomized by the fragmesteckalist bodies in Sherman's
oeuvre (Kapur, opct). Moreover, rather than performance highlightingogence or “femininity
as masquerade,” and pointing to the non-visible as highlighted bynPReishpamala's enacting
gives stress to the visible aspect of performance and the temsidngossibilities offered by

such politics of visibility.

V. Bodily Gesture and the Refraction of Space-Time

For understanding the specific play of gestures MASI undertakes, let me quickly
move through the three sections where the base types are puylaptcn a wide array of

contexts. In the second sectid&thnographic Seriesa relationality between the ten base types
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are established as the figures migrate from their own contextghabit the scenarios set by
ethnography. Thé&eries a “scientific analysis” as the subtitle points out, brings pity the
tension between the “picturesque”/“popular” and the scientific, as aldonhres of “extracted”
and “natural” contexts. The section starts with a set of imagésthe 2 inch black and white
rectangular grid that provide the background for the “Toda” type. Altyees are individually
recorded and “scaled” and captured in black and white photographs gsotieein front of the
screen in frontal view and in profile, with their arms stretched out to sdaesclentific analysis
further moves to the exploration the anthropometric framing of theejle— the Toda woman,
the Woman returning from the tank, the Criminals, and the whip o@clayalalithaa perform
mundane and everyday gestures as captured by the scientifictapp@m@e encounters a series
with Toda woman posing with a sickle and branch—posing frontally; afilgyr posing as
“scared”; posing with a buffalo; Toda woman amidst “flora’/naturhe type Woman returning
from the tank is shown in the everyday gesture of cleaning sishasits with her leg folded in
front of the backdrop of theady in the MoonlightThis plebian woman being assimilated into
the modern is indexed through images of her with bicycles, the waraging with a camera,
the photographed “object” claiming the modern technology, readyt teobding a plastic cricket
bat in front of stumps improvised from bricks on a lonely pathway. Anathage shows the
woman resting on aharpoi embodying the famous figure from the painting by Amrita Sher-
Gil.* Two other images are of the woman posing as the matriarchrejagdict, her hands on

the shoulders of a submissive Clare Arni; woman sitting crosedegg the ground in an arid

% Amrita Sher-Gil (1913-1941) was one of the eatlssl most significant woman painters of India.tRaiture was

a significant aspect of her work, and in her paiydi of the women of different ethnicities, regi@ml class, and
self-portraiture she can be seen as drawing omalbatredeploying the ethnographic framing to markaospace for
“women”. For an excellent analysis of her work d@tsdfeminist positioning, see KapuNghen was Modernism
2000 In the analysis, Kapur places Sher-Gil's practiceelation to the latter's contemporary Frida Katdnd

contextualizes her deployment of the personal,etheographic in the Indian context as well as iterimational

modernism such as the self-portrait as a Gaugimesguan.
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landscape while Clare Arni stands beside her in an 'Anglo-Indi@ss. The indexing of
“modernity” and “liberation” brought about by modernization as represethirough images is
carried forward with regard to other types such as the ima@&iwiinals along-side a white
scooter. The other images in the “Ethnographic Series” consistxiet of images presented as
film stills (contact films) involving the type Cracking the wigipsing frontally, in three quarters
and in profile, posing with various props: the branch, the scale, a é&anime cricket bat.
Through this wide assortment of contexMWSI indexes multiple layers of discourse of
modernity through ethnographic representation—its claim to captusarens” as identity of
different ethnicities; the scooter, camera, indexing modern advamtdmthe developmental
state discourse; feminist art history itself and its contionatand subversion of the
ethnographical framing (enactment of Amrita Sher-Gil's painting).

The third section, “The Popular Series” promising to deliver thedmsque scenes of
Native Beauties,” brings in color literally and metaphorictédlypresent sets of pictures, at times
humorous and parodic in their juxtapositions, and at times simply diimiliar and clichéd
images. The series includes circus women photographed in tielPushpamala as a circus
artist wearing a grotesque maskioman returning from the Tardeated on a golden throne;
yogini showing simple dance moves; yogini in the gesture of reathngazin front of her
painted backdrop; in front of her painted backdrop, yogini wearing aoteced dark glass lying
on a sofa made in the design of elephant feet; Toda woman holding aaglanyvoman as an
“artist,” painting a realist female figure from art-worl@pda woman working with an “Usha”
sewing machine; Lady in the moonlight standing beside her scaatgy; standing beside the
rocks in her painting but the rocks now holding radio and cosmetics, aingeyellow and

black dark glass and holding a phone in her setting; the angeds tfadin holding garlands being
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garlanded before the Velankanni's image; Criminals riding tweter, their heads thrown
upwards indexing liberated “carefree joyousness”.

The fourth section,The Process Serieslaiming to be “a complete record of the
procedures and systems used for the study” pushes further the lamtbplay and excess. The
series shows a set of photographs of the work process, highdighgnpeople involved in the
process of arranging the sets, directing the shoots, theigbts)d and framing devices. Like
the “live” bodies that Pushpamala enacted from the originals, mgfulfe to the (often
unknown) original actresses/models only to be caught again inat&fic theProcess Series
raises the question of fetishization of the live-bodies of the ssctRushpamala, and her
collaborators in the present (of) photo-performance. The play involved iRapelar Series
where the lived body and the juxtapositions of the mundane gesturasdd costumes offer a
possibility of failing the norm, seemingly offering a way of fdentifying” with the norm, is
precisely what is problematized in tReocessSeries.

While we have highlighted the mundane/everyday-ness of the gesteres will look at
what materiality of bod\NWSIbring into view in these enactments. Let me look at one specific
image in theEthnographic Serieshere the series of contact film stills gets “playful.”olme of
the stills, the whip-cracking type is shown in a seriesxdesn contact film stills, divided into
four sections arranged in rows of four. The first row has twis stihere the type looks directly
at the camera, and in the next two she poses in three quaddfsh® is turning, the next row
records her back turned to the viewer and head in profile, and subsegoemages showing
her perfect profile. The third row breaks this logic of continuousesgmtation as one encounter,
the sudden appearance of a still of the whip-cracking type in ayhdging” posture from the

world of calendar art. The figure is in profile, standing ontteeof her left leg while her right
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leg is bent and raised, and both palms are held open parallel tal¢hef dier chest. Her face
gives out a wide smile. The next two images show the typeoiile holding the bow of Toda
type, and the last one in the row is a repetition of the stii lr back faced to the viewer in
profile. Three images of the last row are blacked out and therlage in the row once again has
the “happy dancing” pose. The “happy posture” breaks the repetdaf the logic of
representation, as it is a sudden break of a “filmy-ness” of popularre into the frame of
ethnography. How can one see this playful destabilization and bringiagention the body
within the reified image? It is not simply the problematic ohabiting differently, or
disidentifying, if the inhabiting is regarded as born out of a &fe@ce of the actor. What is
critical is that the body that is breaking the logic of espntation is precisely a reified one,
much like all other images in NWSI.

Is the strategy iNWSIone that of “mimesis” as Elin Diamond deploys the term, where
rather than representational, mimesis can also refer toode'rof reading that transforms an
object into agestusor a dialectical image” (Diamond, 1998:v)? With this broader usthef
concept of mimesis, Diamond puts in dialogue Irigaray's concept oficrghmimesis
(mimetismgwith the concepts of “social gestus” of Bertolt Brecht, andWadter Benjaminian
concept of a dialectical image, “to lay out a female body presentation that resists
fetishization” and offers “a viable position for the female spgectd988:83). In a Benjaminian
conception of dialectical image, by bringing the dialectics siaad-still, and opening out a
temporality where the linearity of past, present and future ayetghilated, the image opens an
unmediated temporal moment of truth. Placing it in relation to rligs conception that if
“‘women were such good mimics” then it is because “they als@ireetsewherg Diamond

points to the potential ofnbn-identical similarity to the other" (1998:173). In some of the
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enactments of Pushpamala, the play of temporality and a productiels@fifhere” even within
the fetish/cliché is recognizable. The best example is therratirious image that stands out in
the Ethnographic Series its quotation of the familiar where the plebian woman returfrmmg
the tank is “playing” cricket on a lonely pathway. The crickat does come in a number of
contact stills as one of the props alongside others objects suidklaswooden stick, gun and
whip. In this image we see the bat not simply as a prop but irotitext of an “actual” cricket
playing plebian type. While we have seen tR&¥Slworks with the “non-virtuosic body,” this
image also points to the wayWsSl deploys the non-virtuosic in the sense of “non-identical
similarity to the other” in the very conception of the new imageld produced. While cricket
passion has become synonymous with “India” with the rise of techinalamppitalisn® in the
present moment of globalization, cricket alongside Bollywood hasbalsome one of “cultural
peculiarities” that seemingly provide an identity, “India”, in tiebalized world. IlNWSIwhat
one encounters is not simply the strategy of selecting andingsarbody that is usually outside
the mainstream to the existing realm of representation. Thetneeat, in other words, does not
simply represent the plebian woman—a figure doubly marginalizélgeimctual context of the
masculine space of cricket for being a subaltern woman—amg@leagicket. It eschews the twin
possibilities of such a narrative. First, of expressing oneseliosically, where the actor is
bestowed with individuality. As different from the usual representations ikethNVSldoes not
show the woman as playing a “great shot”. caught in the “actaod’ expressing oneself

virtuosically. Second, where rather than the individual, a “communitygoisstituted through

190 Here | agree with Madhava Prasad in his argunteitthere is nothing specifically “Indian” aboutoket where
by the Indian “mythical structures” find a conjoiant in cricket (Ashis Nandy, 1989) nor is it andigenization”
of a “Western” game (Appadurai, 1995). Cricket imdie is much closer related to the rise of techgiokd
capitalism and the case of cricket rather thanrioifea difference to a “West”, points to the complsays of
constitution of modernity. As Madhava Prasad arga#iser that modernity being “something Indians evererely
consuming,” it offers a “dynamic with far-reachimdfects, in which Indians as well as others (like tSouth
Africans) are active participants” (Prasad, 19981)0
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cricket. In the image even at the level of desire for reptasen, it does not involve a
“community.” The plebian woman is “playing” cricket as she posib the cheap plastic bat
usually given to toddlers; yet there is no-one standing behinduhmgs as a wicket-keeper or
any other fielders. And in fact even the cricket ball is abs&me is “playing,” much like her
original referent, in a lonely path-way. It is as if the ootlyer person is the viewer of the image,
who assumes the position of the bowler who can kick-start a plapebwiéwing. This is
specifically a play within the representational apparatussiegtthe viewer into the temporality,
almost eliciting the viewer to throw the ball for any form attion” at all. In short, being not an
imagination of an actual cricket playing plebian woman evethetevel of desire, it is non-
identical to the image of a “Plebian woman playing cricket” aassuccessful event of
representation of modernity or a “free” space-time. In itsél image creates a temporal
“elsewhere”; but one that is very definitely within the problemafimediation. Rather than the
negation of mediation, a temporal “elsewhere” in such cases, is pobquecisely through
highlighting and playing on the aspect of mediation.

The Brechtian concept of social gestus offers another productVeftcomparing some
of the strategies iNWSI.For Brecht, not any gest or gesticulation is a social gestateald
Brecht defines a social gestus as a gest that is “reldeasbciety, the gest that allows
conclusions to be drawn about the social circumstances” (Brecht, 1964:104M28)is critical
for Brecht is that a phenomenon or gesticulation should not be letsédir uncritically; but the
art work needs to take a definite position vis-a-vis the depictidmeiriorm of “criticism, irony,
parody... propaganda” (ibid.:105). Some of the imagebl\WiSIdo in fact seem to directly
employ such a strategy. When in th@pular Series one encounters tiéoginisitting in front of

her backdrop on a sofa with her legs resting on leg-rests mable design of elephant legs, or
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when one sees tHeady in the Moonlighstanding in front of her background wearing a dark
glass and holding a telephone, the irony and parody can be seen dermnrags a
gesture/gesticulation into a social gest. The transparentiofdguthentic” “traditional” Indian
woman, which metonymically produces the pure Indian nation uncontaminatied twestern,”

is broken through these gendered enactments of modernization/“westernization.”

Yet what is significant in the overall display biWSIis that these gestures are also
derived from the world of fetishistic/cliché representationsh&athan the gest as social gest
providing the definite critique, the reified images ambiguously drawback to the world of
representation and away from any “real” outside that can ougrightique this ‘false'/fake
world. For instance, how is one to view the many images ffopular Seriesvhere one sees
the actors create varied tableaus: the image shoviaggni facing the viewer in the pose of
readingnamazin front of her Deccani background, Pushpamala and three othersgffi@raz
before the background of thgini or six people, three men and three women, standing in front
of the camera, their faces covered with black plastic coversepiet the spot of the eyes. Or the
tableaus of the Circus, where one encounters Pushpamala and her dollalstaading in a line
as in a tableau, posing to the camera with their arms stdetchieas if at the end of their act, or
the circus figures caught in their “acts” such as posing orcle,clyanging from the rope etc.
Bringing to mind the widely popular marriage photographs whergioh is created of the bride
and the groom standing and sitting on lotuses and being transporteatitolaxds, the images
such as Pushpamala and Claire Arni sitting and standing on the lotust dove a definitive
critical position vis-a-vis the type and the representatiorahifig. Rather they stand for
themselves, ambivalent in the “fun” of performance before the rearibey do not lay down a

clear position as to whether one needs to read the original eatatsnal scheme of fetishism
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and oppressiveness into these 'repetitions with a differenceéaremus to see them as echoing
the "freedom" of popular culture, a desire for representation gli@adted before our eyes. In
her analysis oNWS| Susie Tharu touches upon this particular problematic in relationeto t
Process SeriesAnalyzingProcess Serigeshe points out how it involves a mystification rather
than a Brechtian defamiliarization. Showing how BrecessSeriessignifies “obscure labour
and technologies of repetition/citation and meaning making more widdlg points out that
“there is a heightened drama to the process as it is documartted show.” What does such
mystification and “heightened drama” mean and how should one approach theobnsttuted

in ambivalent surplus by the representational apparafNgg?

Since it is the visual realm that is our primary concern,hexher than mimesis as
defamiliarizing, one can best describe the overall procedBAiSland the role of body in its
relation to space-time as “refraction.” Just as when pasBmoggh a medium with a different
optical intensity, the light wave or sound wave changes its ahglédady of Pushpamala seems
to refract as it moves through these different representatieabths/mediums. It is in fact the
body in its enactment that can point to the structuration of theumedr the representational
schema. If one looks at singular images, and make a seribgsa images, in fact one can
follow a narrative of embodiment as en-framed in each genraimediet in the overall work,
one sees the profusion of images in juxtapositions, contradictiongrimiff mediums of
embodiment, highlighting the frame and possibilities of each, and iwlloée oeuvre we are
given a possible world of typical embodiment that is ambivalenttanrelation to the
stereotypical.

Let us investigate the specific space-time bodies as aatetement of refraction and

what it makes possible. What is the space-timE\WSI?Is the insistent enactment of the iconic
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and familiar images iNWSIla performance of the past, where a clear demarcation caade m
with the present of globalization? Why cite and enact thetignesof “native” and the logic of
colonial anthropology in the present moment of globalization? What tth@especification of a
geographical region such as South-India offer in the age of glabah? Is it a
regionalist/parochial imagination of space-time of the present?

“South-India” is a significant, though undefined part of the regioasibnal problematic
in India. India is sometimes seen as divided on a North-South'®ax®outh-India as a
geographical conception involves the four recognized states Karndtakal Nadu, Andhra
Pradesh and Kerala, with their distinct languages and didfécthe different states were
formed after independence in the nation-wide linguistic re-orgaaiz of states in 1956 as a
result of contestations and assertion of their own unique languages]l a&s wiemands on the
basis of economic and cultural inequalities in the pre-independencaeisitative structure®>
Susie Tharu, placing the category somewhere between the “abosait endorsed ‘India’ or
'Karnataka” and the “academic/political category “South AsfaArea Studies in USA,” points
out that the territoriality of South-India is a “soft one” tratpolitical and imaginative.” While
the states themselves are officially recognized as indepeedgii¢s and are involved in long-
standing disputes among théffi,what gives this geographical space a seeming unity in the

national imagination is a distinction drawn from the “North.” Sdattha as distinct from the

101 The East-West axis is less invoked in imaginaiiorindia. While anything over Karnataka and Andlisa
therefore 'North', one sees the specification oftiNEast' in the case of east.

192 ppart from the five languages of the states, tlageealso languages such as Tulu and diverse talec

193 This process of assertion and contestation imiway a complete or ‘finished' project in India. flstates such
as Chattisgarh were given recognition after 1956 mmany claims such as the burning issue of thencfar a
separate Telengana state in Andhra Pradesh in -Budith the assertions for Bundelkhand etc malstilita lively
issue. And these claims are apart and distinct fltemdemands of secession from the Indian natiate-stiself.

194 For instance, the endless river water sharingutiispver Kaveri river water between Karnataka, Tatadu and
Kerala.
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“North” has been often regarded as “Dravidian” or non-Brahmin whileNitr¢h is sweepingly
marked as “Aryan.” This distinction is derived from both categdions of language clusters in
study of languages started by the Indologists and is alsd basa sweeping characterization of
a racial typology which we saw when analyzing the case anfaTtype. In her interview,
Pushpamala provides typology and the norm of beauty in the nationalnahagj and the
guestion of native, as the reason for choosing the geographical $iouth India. Pushpamala
says,

While we were tossing around ideas, she [Clare Arni] said $ihad earlier worked on

images of Indian women, why not work on South Indian women? | loved it. For one

thing, most typical images of Indian women are from the North, thhNs the norm.

And then we were both South Indian women. | am a Kannadiga from Bamgatal

Clare is British but has spent most of her life in South INd\&$1135).

The types of women, as we have seen earlier, are all takepresent different regions
and cultures within this seemingly non-normative South : the national marproduced by the
Ravi Varma who hailed from Travancore; the film industriesTamil Nadu and Karnataka
drawing distinctions to Hindi-film/Bollywood; or even a different pio&l culture as in the early
letting go of national politics by the regional partieste South, bargaining and aligning with

the national parties for their own 'parochial/regional interé3ts.

195 The regional peculiarities of the political cukn the South-India, and its divergence from tagomal wave, is
often highlighted as significant. Among other cludeaistics, the early emergence of Dravidian paditin Tamil
Nadu and the articulation of critique and differerio Brahminical dominance, as also the phenomeh@opular
political leaders emerging from film world in mogarts of South-India is regarded as typical of Bduotlian
politics. The early displacement of the CongresdyPa South India by regional parties (Communisttl in the
case of Kerala) and the periodic significant diesrge from the ‘national wave', epitomized by theecaf re-
election and 'consent’ to Indira Gandhi's emergeegime by all the South-Indian states in the 18l&¢tions when
Indira Congress was defeated elsewhere, highlgghtee of this complex problematic of region-nation.
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Susie Tharu argues thatiNWSlIthe category seems to pass-off as an “official geography,
on par with the typology it purports to documenVWSI13). What is significant in such a
passing-off is that it is not a construction of an imaginativagggohy that can stand independent
and self-contained. While very much entrenched in the complegittbe national in India, it is
not a simple continuation of the very same logic of nationalismrinst®f the formulation that
India is a nation “with different nationalities,” with the regiomgving autonomous claim to
sovereignty. Though the North is set up as the hegemonic other, the momeestarts an
interrogation of the sanctity of the south, nothing—the history, Egguculture, or even non-
visibility in the national—seems to provide the region with anyntdaior its own independent
status as against a common hegemonic order. In fact\NWN&i puts forward, even as it makes
visible non-normative bodies, is the particular significance of “nativpost-independent India,
where fundamentalism, along with its construction of Islam as QOtherqually invested in
regional articulations of authenticity. What unites the category of the -Saidithamidst all these
specificities is investment on gendered visualization of identity.

Here one need to also take into account the suggestioN\#i&tmakes to enactment as
a social practice in contemporary India. About the process of her work Pushpayeala sa

You know, when | was working on the project, and borrowing things fronoeh sf

people, old family friends said this reminds them exactly pfinmother. There was one

story by an uncle who said that when he was newly married wé#sisn 1950s — there

was a knock on the door and when his young wife opened it, she found a holy man

standing in the dusk. He barked at her that she was insulting him by not greetingrhim

proper rituals. When she went back with all thga things, she found him laughing

uproariously — it was my mother in a yogi's costume! Sheanaen amateur actress and
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we grew up doing “Great Women of India” and “Costumes of India” g@ge— this

project is a bit like that.” (135)

In looking at enactment as a social practice within the spalcwliaf, Pushpamala gives a
different stress to the theatrical. It is not only the “litl@datrical as in the case of the posed
body at the heart of the image that she seems infusing withnneoneThe process as a whole
and specifically thePopular Seriespoints to enactment as a social practice in constituting
identities. The ambivalence dfWSlis in not sign-posting these practices as belonging to the
past and “lost.” It is through marking the creeping in of thesecgclpractices in the heart of
modern, and a corporeal engagement with themNN#EI raises the question of the complex
space-time of contemporary capitalism.

The collaborative effort in the process of reconstruction moves beymndlitector-
actress Pushpamala and photographer Clare Arni to include a whalé @anetworks involved
in the contemporary popular industfj. The aspect of the network of the popular industry is
something that needs to be analyzed closely. It could be sega intéer-related ways. First, the
work provides a documentation of the improvisatory and collaborative radttire project. The
project points towards the process of improvisations, with the olijettg loaned from people
the artists know personally, and as a gesture of the artisgsdalrthe “invisible labor” involved
in the art work. Rather than the “genius” artist with the ideagad in opposition to manual work

of artisans, the very act of recording and documenting the labuoultible people and nexus of

1% The work documents and archives in detail in tgeof each of the reconstructions the names afttines from
which the materials have been bought, the artistelved in the process such as backdrop paintarpeoters,
costume designers, make-up and light artists. Aexample, | am citing here the recorded detail®rd of the
types, “Lady in the Moonlight” as provided in thietpre-book: “Set painted by G Ealamalai, Rajartayesinagar;
Painted thermocol rocks, painted tarpaulin floatit] sundry props from Gandhi Bazaar market; Stligids from
Prakash Movietome; Make up: Ramakrishna; Shoot &stkha; Studio asst: Manjunath; Costume: Mysilke
sari borrowed from Ashwini Rao, Basavangudi; BlouB& Dress Makers, Basavangudi; Jewellery hirednfro
Prabhat Stores.” (Pushpamala N., Arni, CI&&/Sl.p 38).
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practices critique the notion of art-practice as a solitarywiddal vocation. Second, beyond this
immediate politics of making visible the “invisible labor” in amgking, the documentation of
the network of practices constituting the popular culture industry irpitheent also makes a
specific claim to spatiality in the contemporary moment of gliabtion. It points to the
continuity as well as the break in the popular industry in the rise of capitalism.

Popular industry in India is often conceived as “traditional” and ousyofc with
contemporary moments—both the period of modernization as well the conéeynpmment of
globalization. Critiquing such a conceptualizatibiVSIhighlights the nexus of the artists who
work across popular culture traversing religious representatiom, dihd advertisements, and
that marks that aesthetics and actual practices of thesetdisealms that are often regarded as
distinct and competing are often more connected. Pushpamala in iewmtealks about her
first painter and how he worked across the entire gamut of poputarecahd this has resulted
in his use of eclectic aesthetic as he moves between these realms. She says

Cinema hoarding painters, who are Tamilians who have moved here [@&hdeom

the film industry in Chennai painted the tableaus. My first pai@teEalamalai does the

set design for... a Kannada film company, but he is also geplby the painted

Madurai-style Rajarajeswari temple nearby, where he hasnall studio to create

festival tableaus and decorations. His work ranges from aaBgart, film sets, and

hoardings to popular architecture...he designed the kitsch architdotaneng the
entrance to my suburb. The ideas are a strange mix taken frentraditional
iconography to comic bookBIWSI1139-140).

As different from a teleological narrative where a “traditibrthat is “authentic” is

produced by the modern only to be relegated to the past, the \eslgisrof religion, mass
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culture, and politics, co-mingle to produce the “experiencehefcontemporary organization of
space. Partha Chatterjee, drawing on Guha Thakurta's anaflystpular culture, point to the
fact of how Indian popular culture as a category has becomelaaritra contemporary times in
global discourse because of its assumed divergence. In these/esriatlian popular culture is
read as providing a space of “freedom” in its distinction to thb mgdernist aesthetic as also
from the “prison-house of realism” (Chatterjee, 2008). As ag#is marking of the popular, he
argues that when one deals with popular culture what is signifgantritical position-taking
rather than an assumed stance of neutrality. In his work Chattarjalyses popular culture
through its own tensions in the practice rather than a pre-codogivergence from the history
of ideas. INNWS| where one sees an engagement withpthaetice of popular culture, but with
the entry point being the gendered space-time, allows a distinct ngwral” critical
engagement. IINWSI, performance in its potential of reiterating as well aing the norm,
opens out the space-time of the contemporary India as a genderedf gagtures, thereby
opening the field of popular-national to a critical non-subject meptsitionality that do not fall

into the binary constructs of colonial discourse analysis.
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Chapter 3 : Superflat Aesthetic and Brand-experience : Performance of Hapmidé/hite

Palace Ad-film in/as “Brand-India”

Emerging scholarship on the cultural aspect of liberalizatioheofridian economy since
the 1980s has highlighted the sudden expansion of the spread of commatlitids &itherto
unseen representational possibilities and consumption practicedudestriglobally by the
transnational media. One central element that has been under alsidsrutiny in such
studies is the role of national identity as the primary category of idexitdh in these systems of
representations. Scholars have argued that rather than the naticatagory facing dissolution
or disintegration in the face of a homogenizing globalism, the @ateyf the nation itself is
seminally re-constituted through the transnational practicea@Bpal, 1999;2001, Mazzarella,
2003; Mankekar, 2004). The nation is in fact constituted through the flow ofl glap#al. In
this chapter, | will analyze one significant facet of this psecef identification tied directly to
commodities and branded images designed specifically for the | gioheketplace: the
deployment of what | demarcate as “nativized” bodies that peréovirtual “brand-India” at the
instantiation of the commodity. In earlier chapters, | have aedlyke category of nativized
bodies in relation to the emergence of a consumption regime, Weereew emerging space is
not conceived as a homogeneous one based on the nationalist constructlimomarganizing
capitalist system. In the present chapter | will analyzerimatl bodies as enabling the flow of
transnational capital and argue that the nation so produced wneleelséen as “Superflat.” The
specific cultural artifact that will focus the chapter is itappydent White Palacad-film (2007)

for the global chewing-gum brand Happydent White.
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|. The Virtual Nation and commodities

In the present context of Indian liberalization, scholars hayeedrthat the processes of
branding and advertising practices play a central role in résting the inter-related domains of
erotics, pleasure, politics, and national identification. A new adésslvertising specialists who
work for transnational corporations has emerged to construct a Vvimtaatl of “India” that
creates a new image of the Indian and constitutes a new “Indigmmeus in the process
(Mazzarella, 2003). A new gendered “subject of consumption” is comestittin transnational
media and commodities by reconstituting the “disparate structuriesérotic longing” and
“nationalist belonging” (Mankekar, 2004). One might even argue tlealotiic of branding has
played a crucial role in connecting politics and market, and playirgueial role in the
emergence of a chauvinistic, and violent Hindu nationalism (Rajagb@24;1999;2001). This
chapter will demonstrate one facet of the relationship betwe@mretd branding processes,
focusing on the emergent practice of deploying images and mesgatf nativized “Indian”
bodies. Before moving on to a detailed analysis, | will note tleathapter is isolating only one
tendency within the wide field of branding within the nation. The chdpkes for analysis what
can be seen as “national” advertising, and does not attempt to imclitslescope the “regional”
language advertising industry, even though part of the arguments meaglemight fit into

latter 0’

197 The ad-films that | analyze in the chapter arenprily geared towards Hindi and English televis@mannels,
and usually come up in regional television chanimelslubbed form. But the use of language, and &iation
between the national and the regional, as | witllgx later in the chapter, is complex within tfiedd of advertising
as their effort is to make manifest the nationablgying on difference. The language itself, adll argue, comes
in as already marked. The regional advertising stries themselves have an alternate existencecialipdor the
products that have a greater regional demand. istarice, in the regional industry that | am familidth, the
Malayalam advertisement industry, one can see fiped-films for products such as gold jewelry, ueilas, and
silk sarees that have much larger demand thanemétional scenario. By distinguishing the regiolaaiguage
advertising industry, one is not suggesting thaytare either secondary in terms of strong brandwa that they
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The use of strategies of “humor” and hyperbole has emerged ar Kay increasingly
visualized vocabulary of contemporary global advertising strategied the twin strategies in
combination have been particularly significant in the Indian advegtisidustry to represent
bodies that are marked as standing outside of the paradigm of a miidemsubject. The use
of the twin strategies can be seen in the recent image cdimsteusuch as that of thgatt"
(farmer from Punjab) displaying rural machismo in the ad-GinCocaCola, or the thadrasi (a

male dressed in mundy*®®

and speaking with a stereotypical Tamilian accent) in thekinekv
ad-film, or the dark servile bodies chewing gum and flashing up @kl \around them in the
HappydentWhite chewing gum ad-films. All such bodies are marked througterdifce—
whether of ethnicity, class, or culture—against a modern subjduat W critical in this new
strategy of marking bodies through difference is that theseebatie presented as perfectly
entrenched within the world of commodities. So in the Coca Coldmagdihile young urban
girls driving through the country-side in Punjab come asking for ywateait they encounter is a
youngjatt playfully showing off his machismo and flirting with the giré)d drawing out Coke
stored in the depths of the well in the place of water, or #reaypical Tamilian in Fewikwik
ads, in contrast to the modern urban old man who is fishing, who is shaingasy along to a
Carnatic musit?® tune, breaking all established conventions of the “art” of fishindpea puts

Fevikwik on to a rod and simply catches the fishes that get stuitle rod. In these cases, the

heterogeneity and the “non-modern” status of the figures dcema as a strategy to mark them

are local, and not transnational. The gold jeweirgnded shops that traverse from Kerala to varitarssnational
sites such as UAE, Dubai etc is a case in poingiddal valences also do not preclude the functigmifinational
politics with a regional intensity. For instance tHindutva communal rhetoric of “Love Jihad” angl ftarticular
manifestation in advertising of Kalyan gold jewelsya case in point. For more, see, Agasthyan, Avigvasam
Atalle Ellam”. Dillipost. January 15, 2011.

198 A one piece garment worn around the waist in pafr@outh-India.

109 5guth-Indian classical music.
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as abject bodies, against which a modern subject of consumer enmesgesd, it is precisely
these bodies, what | call nativized bodies, as distinct from the maxgzen-subject that
channel the identification.

The representations of these bodies as already well-entrennohdékde world of
commodities indicate a specific change in the claim of thegammation brought in by
commodities within the country. The recent advertisement campaifyIDEA Cellular are an
excellent case to look at the specificity of this claim.W\ite popular tag line, “What an Idea,
Sirji!,” the series of IDEA campaigns included the ad-filswch as “Walk When You Talk,”
“Championing a world without caste,” “Championing a world in which no oneeisufrom the
disability to communicate,” “Education for All,” “Participativ@overnance,” “Use Mobile, Save
Paper,” and the recent IDEA 3G campaign for “Controlling the Papal&xplosion.” “Sirji” is
a combination of “sir” derived from the honorific in English (coloriemiguage), andji” the
honorific in Hindi (the “national” language), and the term is usedommon parlance in Hindi
as a slang indexing an informal relation to authority. In the canpathe “Sirji” played by the
Bollywood superstar Abhishek Bachchan identifies what can be sé@ilraents” that India is
suffering from—the absence of health (consciousness), caste divipmmgation explosion,
illiteracy etc—and offers an “idea” involving the use of thdutar connection that will “solve”
the problems.

How can a cellular connection have such fascinating and fantasffeets? By walking
while talking on the phone, and making everybody else around do the samafitheproposes
that one can build a health regime and a healthy country where tioe @wbo provided the idea
as “Sirji” becomes jobless. Following the global narratives ofeliggment made possible by

technological advance, the ad-filBducation for Allpresents that the issue of illiteracy and
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difficulties in the access to education can be solved by using E2Hular as an extension from
an urban class room to the rural “school” space under a banyan itiee.c8ste issues and
violence are supposedly springing up due to people having specstie-r@mes, the issue
seemingly can be solved by taking away the caste-based rdnpe®ple, and rechristening
people with phone numbers. The framing and the “solving” of the problem of ghapul
explosion is more elaborate: the absence of electricity and pitesibior entertainment has
seemingly created a condition where people get bored, and can do rathi@nghan have sex.
IDEA 3G provides entertainment as television, ability to video gddly games etc, thereby
getting people engaged in other entertaining prospects than haxjmgitbeone of the last shots
of the ad-film showing a vasectomy clinic being declared asdared since the “control” has
been arrived at.

Receiving the “Best Celebrity Endorsement of the Year” atffitse edition of NDTV
Tech Life Awards (2009), the IDEA brand ambassador Bachchan sadh Happy to associate
with a brand which is young, humane and is a Champion in its catéD&#'s communication
is simple, effective and appealing to the masses and clédiskas. given me an opportunity to
connect with my countrymen and offer simple solutions to complex sisgtevalent in our
society. It is encouraging to see that my role in this commumichts inspired people, and is
recognized by the industry?® IDEA Cellular chief marketing officer Shrivastava adds, “This
recognition reflects the success of our campaign with our Bramok8sador, which is aimed at
demonstrating the power of an idea by looking at mobile telephony atditican do, in a way
that's fresh, imaginative and elevating®.Even though these comments and the campaign lines

may indicate a presentation of “responsible corporate” intervergemting to the development

10 hitp:/itelecomtalk.info/ideas-abhishek-bachchamoaign/3382/. Accessed: September 17, 2011.
Hlipid.
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or “elevation” of the country and its people, when one analysesrttegst of construction of
this virtual-India closely, one realizes that the issue ighmattdirect. For, these representations
do not simply articulate a (competitive) take-over of the respditgiof the nation-state by the
corporates, or what can be seen as an articulation of corporate gewgatityl in liberalization.
Instead, the representational practice involves a “playful” or iror@gation of the very
structures that provided the base for state-intervention in the post-independent India

The strategy of these ad-films of constructing a virtual ndtjopresenting “ailments” of
the society and a solution which cures the ailments needs to be contrasted withméson has
demarcated as the “utopian program.” Jameson, doing a closegreddBioch’s analysis of
utopia, points out that while the negativity of the utopian impulse—a radizagon of the
utopian—is one way to look at the imagination, there is also aehfferegativity at the heart of
the content of the imagination itself. Jameson argues that evenrujmugrams that base
themselves on totality and closure do not provide a fully establish@d/@agorld. Instead they
in fact isolate an issue, a problem that is deemed as constdtitive present world, the removal
of which will provide the fundamental change (Jameson, 2005:xi-22). ThB& dampaigns, in a
generic manner, seem to index such utopian programs. In eachtiseyiesolate one issue of the
body politic—caste divisions, population explosion, absence of health cossess, illiteracy,
uneven development etc—and present IDEA products as the solution to rdmeospetific
ailment, resulting in the new changed “India.” Yet rather tharsexidus” take-over of the
nation-state’s project, the ad-films in fact offer a critigfi¢he authoritarian tendencies involved
in utopian programs by providing hyperbolic solutions, and trivializing them.

The seemingly bizarre and hyperbolic presentation of “population esploand the

solving of the ailment with new entertainment best capture tpiescasf critique of the utopian
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program of the Indian state. The issue isolated—population explosion+rvfast one of the
central planks of the most authoritarian regimes in the historindin state, the national
emergency of 1975-77. One of the central agendas taken up under tlopmevealist vision by
Indira Gandhi’s dictatorship regime was “family planning,” with ttesectomy clinics serving
as the symbols of a new “purposeful” India. As Emma Tarlo, in hiiabt ethnographic study
has shown, family planning under the national emergency was itetscabout birth control
than a reorganization of power and property relations. As staoliiato be performed were
assigned to varied governmental institutions as goals to be aghfeveevaluating their
efficiency, sterilization became a requirement for people tenesetain and gain housing
allocation and property rights (Tarlo, 1995:2921-2928). The penultimate shot cbthege of
the vasectomy clinic in the ad-film is pertinent in this cont&ke scene shows a room full of
chairs, and the chairs vanishing one by one. The shot moves to tlie aditthe building, and
one sees on the building a huge board with “Vasectomy” written ghidn Two Sikh teenage
boys point to this board and perform a short celebratory Bhangra d@sterally declaring it to
be closed. Rather than the issue of population explosion being curedhothlerings back the
symbolism of the ruthless moment in Indian history that set upgiieda of population control
in the first place. The declaration being made by two Sikinage boys only amplifies the
critique because of the Indira regimes’ relation with the commuag Indira Gandhi’'s army
entered the Golden Temple in Amristar breaking down the Khalistanmamieand the riots
against Sikhs in Delhi undertaken by Congress workers after the death ofGadithi**?

While | have highlighted the ad-films as providing a critiqueéhef “serious” utopian

programs, they also simultaneously create a virtual nation. Letaberate on the virtual nation

12 One of the guards who shot Indira Gandhi is befieto be a Sikh, and this was taken to be theeimeint for the
riots in Delhi by Congress workers against the Sikh1984. The people who led the riots still hiedy positions in
Congress, contesting and winning elections, anguitieial system has still not ruled against theppérators.
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created through these hyperbolic solutions to highlight how the viguhstinct from a simple
articulation of a corporate governmentality. As distinct from tlopiah programs, the ad-films
do not posit an “authentic” or “real” nation that is made manifestiugh representation. Instead
it constructs a virtual that does not stake a claim to authgntaid is fleetingly materialized
only in commodities. What is critical to note in the ad-flmg tha discussed is the disjunction
the solutions create between the actual uses of the productiseandtual nation that is made
manifest. One can see an element of the actual use-value obthetsrsuch as in the case of
cellular network, the wide connectivity even in the rural areadD&A 3G providing new
applications on the mobile phones. Yet the thrust of these ad-filmakmg manifest a virtual
India is not on the direct uses or the use-value that the products prGuidkeary to the direct
one-on-one link established between the use of the product and the idéntifioathe virtual
India, what the campaigns highlights is the non-commonsensidab™iarrived at by the
“Sirji"—almost an epiphany—that can momentarily, fleetingly\visage a new India. The
hyperbole and humor of the solutions do not provide a sense of “realdty’sariousness” to the
claims as in usual advertisements.

The joke on the “Sirji” as a “visionary” who produces these igeagurns out to be the
one who seemingly “loses” or is ambivalently placed at the englation to the idea that he has
come up with and followed by the populace, plays on this “in-authentidit the case of the
Walking and Talkingad-film, the “idea” that people should talk as they are on the phone
transforms the mass into a panopticon, as the populace starts dimpbt “walk while they
talk,” but in fact make everyone they meet around them talking ophbee also follow the
dictum. Yet the ad-film ends with showing the “Sirji” as a doétgsing his job since everyone is

seemingly fit and healthy now, reminding one of the bizarrenesiseoéxpectation of such a
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drastic change. In the last shot of the “population control” lad-the ambivalence is taken to
the extreme by playing on the awareness on the part of theneedi¢ Abhishek Bachchan’s
status in the “real” life as one who has just recently becarfaher, with the much publicized
pregnancy of superstar actress Aishwarya Rai. The frienchéonw/Sirji” had originally given
the idea of population control asks in the end, “and what about your chald@, Abhishek
Bachchan, with his head down, not looking at the camera, sheepishly akly gesponds with
a wave of hands—“before 3G.” As the hybrid concoction “Sirji” in HDEA tag line indexes, it
is a “self-conscious” play that does not stake a claim toutteeatic. It is not a coincidence that
all the products that | have discussed so far—cola, cellular coongctidhesive, and chewing
gum—belong to the category of “mass” products in India, cheap psothat are used by a
wider segment of population, where turnover in terms of number isaGraoore than for the
high end consumption products such as cars, or even the high-end produicigheit‘mass”
category such as Nike shoes. It is the “mass” as the congantssth the “masses and classes”
as Bachchan puts it) which allow these representations to mékayainto the space of the
nation-state, providing a commentary on the post-independent Indian nates kistory, and
staking a claim for commodities in organizing the new worldbafrélized India. Yet the virtual
nation so fleetingly envisaged while linked to the post-independent “devefdaihraesthetic”
established in the period of the national emergency (Prasad, 1998nhalossnply stage a
transfer of the responsibility/possibility of the transformatiothef nation from the nation-state
to the corporates.

In stressing the “in-authenticity” and “play” in representatibthe heterogeneous body |
am not suggesting that in the Indian advertising industry teeme investment in the use of the

strategy of the homogenous modern subject in the construction oftitweahan fact, the latter
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strategy of representation can also be seen as widely usetisAhiéical to note, however, is
that the category of the homogeneous modern subject is not the onlgfwhanneling the
nation in the moment of liberalization. In fact, the nativized bodiesaamore seminal way of
constituting the national in the age of liberalization. Let méagkte the point by analyzing

113 and Coca

responses in the way of ad-films of two multi-nationals—Tata“(f@adian” MNC)
Cola**—against critiques of their actual practices that emerged irintfian context. These
responses present starkly the distinction between the homogenous mdijech and nativized
bodies as two distinct modalities of constructing the virtual natibe. distinction between the
two approaches also highlights the aspect that the virtual nation envisaged theosigatégy of
nativized bodies is also a gendered problematic, where the remtyamithrough nativized
bodies in liberalization is presented as a problematic of masculinities.

Tata had been in the midst of controversy for the last favsyas the proposed starting
of their factory for the neviNano car (a “hundred thousand rupee car” for the lower middle

classes) in Singur in West Bengal became the site of &ragd confrontation. The communist

government that took over the land for the project for Tata cameesewerder critique for its

13 Tata was started in 1868 in India and is one ef ldrgest corporate groups in India in terms of ke@r
capitalization and revenue. Named after its fourddensetji Tata, the group is to a large exteritcgiittrolled by the
family. Currently “the Tata group comprises over @perating companies in seven business sectors:
communications and information technology, engimegr materials, services, energy, consumer prodeot
chemicals. The group has operations in more tharmdMtries across six continents, and its compagigmrt
products and services to 85 countries.” The taaénue of Tata companies, officially, was “$83.Hids in 2010-
11...with 57.8 per cent of this coming from businessside India...Tata companies employ over 425,00@lpeo
worldwide.” The major Tata companies include Tat@eS5(tenth largest in the world), Tata Motors (agahe top
five commercial vehicle manufacturers in the warldata Consultancy Services (a leading global sariéw
company), Tata Power, Tata Chemicals, Tata GlolealeBages (second-largest player in tea in the Woltdliian
Hotels and Tata Communications. (http://www.tatenfaboutus/sub_index.aspx?sectid=8hOk5Qq3#fQ

114 Coca Cola , which was operating in India as a dhidrom early 1950s wound up its operations indridi 1977
when it decided not to accept the requirementh@fthen Foreign Exchange Regulation Act (FERA)nafid. The
FERA required the foreign equity share to be lichite 40% in the case of consumer goods. Ratherdbeepting
the regulation, Coca Cola decided to wind up it®rapons and this became a symbolic statement sof it
“foreignness.” The re-entry of Coca Cola to IndialB93 was part of the liberalization policy adablbg the Indian
government. Now Coca Cola operates in India asctiiepany Hindustan Coca-Cola Beverages Private ednit
See, Subramanian, K., 2002.
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neo-liberal policies, “land-grabbing,” and authoritarian actiorSimgur, and lost power after 34
years in the recent elections (2011) in the state of West Bemipe the factory itself moved
into the state of Gujarat, where greater concessions werne tgitbe corporate, Tata has started
a new campaign for re-instating its brand. As it was the-take of the land from the
marginalized that was at the center of the controversy, the cagmpaign works with the
emancipatory potential offered by Tata as an employer fom#érginalized in India. With the
tagline “This is not advertisement, This is Life,” thata Steebhds present the new “Tejaswini
Project” started by Tata as empowering and ushering in “lighthe lives of 23 marginalized
and tribal women. Showing how Tata has employed the women as openatbdrivers of
heavy-duty machinery and vehicles, these ad-films follow thkesstyf socialist realism or
utopian programs, telling the sad tale of poverty of the women, andatiefarmation brought
about by their new employment. The marginalized, in this mannehrasght into the
mainstream as a fully emerged modern subject.

Coca Cola, on the other hand, had been under fire inthdmtests conducted by an
environmental NGO, Centre for Science and Technology, showed thatsti@deecontent in
Coke distributed in India is much higher than the limit set out, artdthieeefore Coca Cola

follows discriminatory practices in the space of the “thirddid*'® In response to the wide

5 The Coca Cola factories have also been sitesdgie and confrontation, for instance the longnaratruggle

in Plachimada in Kerala. But this has not grabledriational attention like the issue of pesticidetent. For more
on struggles against Coca Cola on the issue oflfpmii and ground water loss, see Aiyer,2007; RaamBn
2005;2007. For a collection of news report on thgitations, see Campaign to Stop Killer Coke,
http:/killercoke.org/crimes_india.php

116 The controversy over the presence of unacceptabids of pesticide content in aerated drinks canrtefirst in
the nation-wide study of 12 brands, and the corictudeport presented by Centre for Science andrBnment
(CSE), an environmental NGO based in New Delhthkir study CSE shows that aerated drinks in lindige four
kinds of pesticides in them, and the Report gaeefdfiowing conclusion: “Total pesticide residuesthe 36 soft
drink samples manufactured in India was...34 time<ERE limit for total pesticides. Total pesticidesidues in all
brands of PepsiCo products (India) were 0.0180 mgHich is 36 times the total pesticide limit andail brands of
Coca - Cola Co (India) were 0.0150mg/L which is tBfes the total EEC limit for pesticides” (“CSE Rep
Analysis of Pesticide Residues in soft drinks”. 203. Electronic document. Accessed from,
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spread critique that grabbed national attention, Coca Cola brougah @at-film which tried to
“argue” its case out. The ad-film works with the trope of tBerigali babu” and shows the
effeminatebabu telling his wife and kids that you cannot drink Coke, because€‘tisesome
problem with it” or in fact more aptly “there is something fistbout it” kucchgadbad haip
The wife argues with him, representing the case for Cokecdinhes clear quickly that theabu
does not know beyond some hearsay: an undefined “they have told,” tedrefooncludes that
it has some problem. The wife rebukes him by asking whetherlhdomivhatever “they” say,
and goes on to present the global consumption of Coke as the jusfifidat Indian
consumption. “Use your head, it is a 100 year old company, and people in 150esodiritrk
it...from Netherlands to India.” Thieabuis irritated and decides to “test” it himself, and gulps
down all the four Coke bottles that have been brought for the familys Happy, and says the
tagline for Coke “it isthandd (thandaliterally means cold). He springs into a dance, showing
his happiness and love for his wife, with the last words of the somglguhim sitting in her lap

and holding on to her. While one thought the trope oBtregali babuas effeminate constructed

http://www.cseindia.org/node/523 09/25/11). With a comparison of standards ¥edld by the brands in US and
India, the report also highlighted the discrimimgitpractices and “dual standards” adopted by tl@albrands in
following the health and environment standards heirt operation in the “third world”. The study cdmded,
“Comparison of Indian soft drink samples with USngdes, The Indian Coca-Cola had pesticide residGeimes
higher than the EEC norms, while no pesticides wletected in the same product procured from theSiiSilarly,
the Indian Pepsi had pesticide residues 37 timgisehithan EEC norms while its US counterpart wabout any
pesticide residues” (ibid.). The conclusion of teport grabbed national attention, and highlightesl fact that in
India aerated drinks is totally unregulated by dmalth standards. This led to the establishmena dioint
Parliamentary Committee (JPC) to study the issnd,racommend health standards and regulation. PRealter
confirming the presence of unacceptable levels asftipide content banned aerated drinks in the exddst and
canteens of the State. In the international scanénathaKrishnan Aiyer points out, the issue gaicerbated with
John Vidal publishing the journalistic piece “Thangrow better with Coke” itsuardian (Aiyer,2007:644). In the
article Vidal provides interviews with farmers iméhra Pradesh and Chhattisgarh in India where farieciaimed
that Coca Cola and other aerated drinks are “irald@i to them because they are used as pesticidieir farms
for growing cotton and chilli (http://www.guardiae.uk/world/2004/nov/02/india.johnvidal. Accesse@/Zb/11).
The farmers claim that “their cola sprays...are safeandle, do not need to be diluted and, mainby,clieap. One
litre of highly concentrated Avant, Tracer and Nenan, three popular Indian pesticides, costs arduh@00 rupees
(£120), but one-and-a-half litres of locally madec&-Cola is 30 rupees. To spray an acre would bere 270
rupees” (ibid.).
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in the colonial discours€’ is dead, dusted, and has been “thrown into the Arabian sea” to use an
agitational slogan in the Indian context, in the ad-film, one geesgeturn of the trope (as with
other things thrown into the sea) as it is deployed by an MNC in its “vulnerableéent.

The distinction between the two modalities of constructing the naéionot be starker.
Tata was critiqued for its corporate structure of “land-grabd answers it by highlighting the
logic for its practice: in return for displacement, the eshbient of factories will generate
employment, and Tata is a “concerned” and “good” employer. Cocg Golthe other hand, is
under fire for its product quality in the space of the “third workd¢ritique that goes against the
very logic of brand—"Coke is a Coke is a Coke,” whether it be Lagefes, Hong Kong,
Chhattisgarh or the moon! If the test results get acceptarmgess against the global narratives
where Coke is regarded by the first world travelers as tmiyrsolace and hope in the turbulent,
bacteria and pesticide filled waters of the “Third world.islprecisely this point that makes the
response even more striking. The “test” conducted bBémgali babus a test of drinking, with
the happy conclusion that “it taandd (cold).*® It does not try to address the critique by giving
actual test results from a laboratory; instead, with the tropBeafali babu the critique is
displaced as a problematic of masculinities, a specificith®f‘Indian” psyche. To critique or
challenge the brand, it seems, is to show that the “old” Indiairsman India of reticence to
consumption. It is therefore for nothing that Bengali babus brought back for “testing” Coke.
On the one hand thieabu’s “hysterical” and seemingly “baseless” nationalist worrgdzhon
only “hearsay” about this global or foreign product being “fishy” disgriminating, indexes the

post-independent history of (nationalist) action against Coca Qalaléd to Coca Cola

17 Sinha, Mrnalini, 1995.

18 1 will analyze the campaign ofhanda matlab Coca Coldit: Cold means Coca Cola) in detail later in the
chapter, and what this takeover of a generic temidold” in Hindi by Coke involves.
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withdrawing and winding up its operation in India in 1977, only to re-anté993 with the
deregulation in the liberalization procés3.0n the other hand, ultimately, even with all the
shackles, th&engali babus indeed effeminate, and can be coerced (or one can sagatedti
or even duped) by his wife to consume. Once the effeminate starsuming, all reticence and
“ideas” are let off: he will happily gulp down four Cokes at a stretch, and wilkbinto a dance.

To recapitulate my isolation of the tendency of nativized bodiegrogtag the virtual
nation, | have argued in this section that it is three intateélcharacteristics of the practice that
produces the virtual nation-India:

a. With a conception of “mass” as the consumer, the strategydpsow critique of
Indian nation-state interventions in the past and stakes a claicorfanodities in reorganizing
the present.

b. The nation so produced is not a “real” nation; instead it ist@aVination fleetingly
produced, and materialized only in commodities.

c. The transformation in liberalization is presented as a pratie of masculinities.
With these broad characteristics | have delineated, | will now move tpé¢kdis case study, the
Happydent-White Palacad-film, to hone in the arguments, and to lay out how the pracite c

be seen in the wider context of branding and globalization.

19 And, it will not be way off the mark if one givesiother layer to thBengali babuin the post-independent period,
with the change of Bengal from being the centercabnial India and therefore the literati and treionalist
movement, to the margins of the “national” by beouamthe bastion of the left from the 1977. The iearleft
position on anti-imperialism and sovereignty of thetion makes Bengal a symbol of nationalist rasist (or
reticence within the narrative of the ad-film) etmoment of liberalization.
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Il. Happily Denting “Nativized” Body and “Somatic” Nationalism

TheHappydent White Palat® (from now onPalac ad-film of the chewing gum brand
Happydent White created a furor when it went on air on Indiavise@ in April 2007, and has
won national and international acclaim in the form of advertisingrds:** In addition to the
wide appreciation of the creative aspect of the comméféitie ad-film also had a phenomenal
impact on the sales of the client. The director of the ad+fdtes thaPalacethat was “released
over two weekends had to be taken off-air because the product was sbihduhe client had
to install a new factory?® The success provides an opportunity to see just how the images
worked and how they created a consumer. The ad-film is sigmificddappydent Whitdrand
history in India because the film was geared towards altehia brand from the segment of
children, to that of teenagers, or “youth.” It is in this shiftingéh consumer to the “youth” that
the ad-film takes a move towards a new virtual-India, which pkace itself in the new
liberalized context.

Let us look at the ad-film closely. The one and a half minute $ilarts by setting up a

“dark” figure, in an arid, bushy, rural landscape. The first shotctie@ turban-clad figure

120The brand Happydent was launched by Perfetti in018i@ng with Alpenliebe and Big Babdrhe Happydent
White right now holds the second spot in terms wdrqum of sales of chewing gum in India, next te ¢obal

brand Orbit. While analyzing the brand, and spealify one of its ad-flms at such length and magkiits

significance, | am not making any claims for thérigint success of its brand construction in India.

121 The awards won bfalaceinclude the award of Grandprix in Advertising Agees Association of India, the
London Awards 2007 TV Cinematography Gold, the Lamdwards 2007 TV confectionery/ Snack, Silver, Gun
Report 2007, Cannes Lions 2007 Film Silver.

122 Responses to the advertisements in cyberspaitedsviith expressions such as the “best ad eveotoe out of
India,” or “The Palace campaign by McCann-Ericksmas truly the first creative from India that tooket
international ad fraternity by storm. What makeppidDent Palace ad’s international success trulyigls is that it
was entirely an ad by the Indians, for the Indians.

(http://www.indianexpress.com/pictureStory.php2da868&pg=1&view=1) or “Palace ad is one of the best
television ads I've ever seen. It's been runningesia long time, with svelte music and an awesoomeept, it's
seems hard to ever get tired of watching this aiittp://www.conetrees.com/2008/11/linkblog/a-famtite:creative-
the-happy-dent-palace-tv-ad/

123 hitp://www.boardsmag.com/articles/magazine/200109@dhvani.html.
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wearing adhoti, his upper body covered by a shawl furiously riding a bicyctaéendusk to the

124 the next shot shows him riding

background of a glowing red sun. To the rhythm ofdhelak
the bicycle over a long bridge. He loses his balance half-way through the britigeframt tyres
of the cycle break, the tyre rolling into the river eluding hisrefto catch it. A close-up shot
shows his face for the first time, and we see him slappindpheshead in disgust. While his
body is covered by the shawl, his curly hair and thick golden colomnegldsaget highlighted.
These long and medium shots of the figure in the landscape ridirgy@ebiand the cut to a
close up of the figure slapping his fore-head resembles a catiagetiing of a typical scene,
much reminiscent of illustrations of rural India such as those &. Rlarayan'sVlalgudi Days
The bicycle indexing modernity in the rural setting and eversdnse of urgency (has anything
happened in the village, for which he is a messenger?) fitshatechema of the typical scene.
Yet even with the first close-up a tension is set up precisellga body of the dark figure: the
darkness and the “subalternity” of the figure, the aridness datiuscape, stand in contrast to
the shine of the hair, and the glow of the ornaments and clothes adorning the body.

Leaving the bicycle, the figure starts sprinting. The shottougsgreen Rolls Royce car
coming from the rear. He moves to the side of the un-taoad, giving way to the car even
while attempting to hitch a ride. With the shot of the car, thedoaieal characteristic of the
figuration gets crystallized. One realizes that in place oh#agllights of the car are positioned
two figures similar to the figure we have been watchingreBbodied, wearing only green
turbans and patta around their backs, and positioned as the headlights of the Rolls, Rogce

of them turns his head without losing the posture to give a scornfaltstéhe central figure as

the car passes. To the repetition of the wotdsa“dil roshan tera mann roshaiwhen your

124 A popular double ended percussion instrument.
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heart is bright your soul is bright) by the chorus, a succession of shots setslthmlabited by
these figures as he continues his run to assume his own posit@nseasant’- in a Rajasthani
city of the early twentieth century. He runs by the side aha of pillars, acknowledged by
similar figures who have stationed themselvemailakhamb® poses on the top of the pillars,
holding the perfect posture in the air of being parallel to the grouaddad on to the top of the
pillars with their hands. He reaches the central gate, but itlpstsd, as we get a glimpse of two
figures doingnamasteyerched on the spot of lamp-posts on both sides of the gate. After jumping
the wall careful not to draw any attention to himself, he passeagh the side of a tennis court
that has figures positioned in pillars while a young aristacvatiman leisurely plays tennis. The
exterior of the palace is complete with a shot of him passimgghrthe side of a swimming
pool into which an old aristocratic woman is diving, while dark leglgofes with thick metal
anklets protrude out from the water.

A succession of shots sets the interior of the palace. Contintlnendnighlighting of
leisure of the class the figure seems to be servingajaes presented as an old man, bejeweled,
and dozing on his throne in front of a register. The raja is wakedny a servant ringing a bell.
As theraja walks slowly, the central figure reaches the top of thesshaiving crossed a series
of jharokawith a line of figures holding dance poses wearing lamgeshan their heads, and a
man bejeweled and wearing a red turban perched on the lower ghd sfairs showing his
displeasure to the late arrival of the central figure. Justagiag to beat theaja, the figure
throws away his shawl, revealing the thick glass necklace ogvkis chest, and jumps down a
chandelier to take his place at its tip, as other similar rineady positioned on it watch him. He

falls down on to the center of the chandelier, arching his back, anttivgjan it with his hands

125 Mallakhambis a North-Indian body practice, a form of “gymties yoga.” | will elaborate the form and what its
use in the ad-film involves in much detail shotiklow.
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and feet, and pops something into his mouth and chews in an exaggeratedgtgracé. He
opens his mouth throwing light to the plate of thg@. To the angry stare of thiaja, as he fails
initially to throw the light on the perfect spot, the figure adjissshead, moving it in different
angles, and finally gets the perfect angle by jutting his neckfosticcession of shots shows the
lit up chandelier, as all others positioned in the chandelier havewtadl this procedure of
lighting up. The “event” of the chandelier lighting up is “deified,”ngsia camera angle that
visual studies scholars have called the “Darsanic”. the camlaced lower, and looking
upwards capturing the chandelier through the frame of two whieelGcupids acting as
dvarapalakaon each side—their arms stretched and pointing towards the lit up chaffdelier.
Let us stop here and analyze this lighting-up with respect to the body prdepioyed in
the ad-film. Rolls Royce, Greek cupids, “dark” servants peifagnmexotic mallakhambon
chandeliers and pillars, their darkness even more pronounced in tieglight theraja andrani
involved in their “leisure” activities...is it the colonial gazd®eTrame of colonial discourse as a
colonial taxonomy of bodies seems to be there. While there aractmtis between the
aristocracy and the servants, the staging of the space of a Rajasthemiatitys a staging of the
‘natives’ as a whole. How different is this from the notion ofe@tal India as the land of
Maharajas snake-charmers, and bare-bodied magicians performing rope?'tfickst it is not
the colonial gaze, the all-powerful gaze that stands outside, amésfrthe whole scenario,

which gives the structure for these bodies. Let us look at theifispbody practice of

126 For the “Hindu” concept of “darsana,” a conceptadking where the power lies in the image rathemtthe
onlooker, and how popular Indian cinema uses anstitated “Darsanic,” see Vasudevan, Ravi S. (2000)

27 The colonial discourse comes up as a significaference in popular responses to the ad-film. éséhcases, the
representation is seen as a continuation of theeseptation of India over the years. For instance, respondent
asks pertinently how the representatiorPalaceis different from the “Indiana Jones and Templédobm movie
where they showed Indians eating monkey brains anceyes in soup?”
http://shalinjain.com/index.php/2006/08/14/happyeehite-india-ad-brilliant-executionAnd pertinently the world
captured by the latter film is also that of the (Raijaristocracy, which thealacestages.
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mallakhamb and what this arguably “unique” “Indian” body practice contributesthe
hyperbolic world.

The postures that the figures are performing on the poles, thes pillathe walls, and the
chandelier are postures from the popular North-Indian body praadygengstic yoga),
mallakhamb.Mainstream history tells us thatallakhambas a body practice originated as a
complementary practice to Indian wrestling, but at present hadviézl into a sport in itself”
(McDonald, 1999). Like wrestling, the references foallakhambare available in medieval
Sanskrit teximanasollasThe sport assumed a centrality the colonial period, and was revived
in late nineteenth centufy® Malla means wrestler, andhamb means pole, and the body
practice is a kind of pole gymnastics, a competitive version lothwis part of the Indian
National Gymnastics Championship from the 1950s onwards. The sporisgess to physical
training and balance, as performers perform yoga poses balantmtheir hands and feet on a
fixed, or a hanging pole, or a hanging rope. Like Indian wrestinagjakhamhs pre-dominantly
male-centered, and of the three central typasalfakhamb,n the competitive version, women
perform the ropemallakhamb.Performed both individually, as well as in groups, the different
versions ofmallakhambare also part of popular circus acts. In Badace the postures that the
figures perform—Dbeing perpendicular to the ground on the pole, achshgton the chandelier
hanging upside down, are familiaallakhambpostures. Yet what is significant Ralaceis that
the body practice is invoked not in the familiar manner of displagkitis. Instead, the bodies
skillfully performing mallakhambpractices are transformed into servile and productive bodies,
lighting up the world at the instantiation of the commodity chewingr.gWwhat does such a

transformation ofmallakhambperformers as embodying the condition of objectification under

128 One of the central figures for the revival wasaabhatta Dada Deodhar, the physical instructohéoKing
Bajirao Peshwa Il.
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capitalism itself signify? And critically, whynallakhaml? To understand the valence of the
revised deployment of the body practice, we need to conteze¢utiln relation between physical
culture and the conceptualization of the Indian nation. It is preaeyfacet of imagination of
an Indian nation, what scholar J.S. Alter has termed as “sonttanalism,” whichPalace
invokes and deploys, only to displace it, and to be brought under the problehratton under
liberalization.

In recent years, a great deal of scholarship has come out on d@henstip between
physical culture and nationalism in the Indian contékfThese studies have highlighted the
contradictory production of the colonized (male) in the colonial diseolnsth as “effeminate”
with no physical prowess, and also its opposite, as “savages,” whameontrollable. Modern
nationalisms in the colonized space such as in India therefore pegjeat at their hearts of
inventing, and re-inventing physical cultures—athletics, mantta] aports—that could embody,
and create the national “spirit” and the essence of the nationingrghat physical cultures and
corporeality should not be “seen simple reflective mirrors of hegemouiture” (Alter,
1994:558) or a by-product of ideology, J. S. Alter's analysis of Indi@stimg as “somatic
nationalism” argues that the corporeality in Indian wrestling @oiss an “utopian” possibility
of the nation, a process standing in contrast to the European-basechlpbyures such as
imbibed by the Hindu-right wing Rashtriya Swayamsevak S4R@8). InPalace the use of
mallakhamb(though the practice also has an independent status from wrestimdpe seen as
setting into motion, though in a paradox, similar conceptions of Indiastlugeas affording an

alternate possibility.

129 gee, Sinha, MrinaliniColonial Masculinity: The ‘Manly’ Englishman andetiEffeminate’ Bengali in the Late
Nineteenth Centuryl995; "Britishness, Clubbability, and the Coldiablic Sphere: The Genealogy of an Imperial
Institution in Colonial India"The Journal of British Studig¥ol. 40, No. 4, At Home in the Empire (Oct., 2001
pp.489-521.
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Contrasting Indian wrestling to the Hindu right-wing physical celtof Rashtriya
Swayamsevak Sangh (RSS), Alter argues that both share philosopbstanptions to a
considerable degree as they base Indian nationalism on “Hindu” ggitipsYet he points out
that one need to make a subtle distinction, a distinction that nfakésdian wrestling a critique
of Hindu fundamentalism from within the framework of Hinduism. The R&&r argues,
basing its philosophy on an “action-oriented” interpretation of Bhddawa, derives its training
and organization isakhasfrom a “western” form of physical training (PT drills aegercises),
where there is a “loose connection between body discipline and idéologgontrast, Indian
wrestling, “is a somatic ideology in its own right,” and geared towards the holistic
“psychosomatic” development. Therefore, for Alter, wrestling offarsutopian vision of
nationalistic reform that takes the body as a primary objedisaipline and reform, rather than
as a simple tool for the organization of a militant ideology” (Ali€©94:558-559). Rather than
simply being a sport, Alter argues that the somatic pecionrestling is a “way of life,’and
“creates an icon of the individual self.” In analyzidglaceone needs to precisely hold on to this
discourse of “discipline” and “reform,” and a regimentation thatwviinestling bodies undergo
and embody as something beyond the familiar notions of a sporagaisst the backdrop of the
alternate “utopian” nation, brought about through “regimentation” and ifdiise” that the
mallakhamlperformers performing yoga poses in contradiction—a simultaneous utoptan(jig
up), and dystopia (servile labor)—proposes a displacement in libéalizd the lived body and
the conception of transformation of the individual self into an iconukdbok at this alternate
construction of self involved in Indian wrestling to hone in the pop philosaptisplacement

Palaceundertakes.
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Alter's central argument of wrestling being a “way of’likebased on the conception of a
totality, and the direct connection between somaticity and ideologyréstling. Every act
involved in the life of the wrestler—eating, exercising, playsmprting, sexuality, leisure (or its
absence, such as in the case of watching television, and cinerttaj-aigues, is linked to, and
is directed by a wider philosophy of discipline and reform théaised on an “ethical” position.
In wrestling, “the body is developed for moral and ethical ends, lenanbral enemy is every
man’s inner susceptibility to “sensual seduction.”” The primaganizing practice that allows
for such totality and direct relationship is the practicdrathmacarya(disciplined celibacy), a
practice that supposedly allows one to control the “inner susceptiltdit'sensual seduction,”
and helps one control consumption and “lust” thrown open by modern sogcfetet me quote
from Alter at length to hone in this argument of celibacy—wtiiek at its heart a strategy of
control of consumption—that wrestlers seemingly involve in their life petilter writes,

“the first step of any exercise begins with the question: Who am |, and whatuamon this earth

for? It proceeds along a direct path of regimentation to a subjesiparience of self as whole
and healthy. Far from being clones in the growing ranks of theelynghysically fit,
wrestlers develop their ability to translate a bethak, adda glass of milk into self-
realization, and this into the subjective reform of moralbfgms. Such a fit person, as
described by Atreya, is “free from egoism, desire, angenfywand attachment. Everything is

under his control—the body, mind and speech. All his selfishesiierget merged with the

130 Alter argues thabrahmcaryainvolves taking on "specific attributes of the tmeachari, or adolescent disciple in
the classical four-stage Hindu life cycle schentesodute devotion to one's guru, respect for orlderg a serious
attitude toward learning and knowledge, devotionGod, and keeping company with like-minded youthe T
brahmachari wrestler must not go to cinema haltswaatch films, he should not loiter on the stremtpromenade
in public, he should not snack on salty and spimdE sold by street-side vendors, and he shouldmoke, drink,
or chew tobacco. The idea behind these injuncti®tisat all young boys, but the young wrestler émtjgular, must
be protected from the seduction of modern life whesnsumption, sensuality and lust threaten [dravih¢s for
above issue] to undermine discipline. A film withxsally suggestive scenes, taken in conjunctioh ié 'mental
tension' created by caffeine, nicotine or alcohtxication, is thought to have a powerful deletesi effect” (Alter,
1994:573-574).
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social interest. He is engaged in bringing about social welfitreout any selfishness. He is
really a model of ideal and pure behavior. He is not governezhylyody, but his very nature

is ethical. Right actions are performed naturally by hif&lter, 1992:258).

While such a full-fledged claim of “naturalness,” and “utopian” ovaiism based on
moralism is problematit® what is critical for our purposes here is that the figureBalace
invoke through embodiment precisely this position; only that it is doeparadoxical fashion.
The figures chewing the gums and lighting up the world, and moréisply the last shot of
Palacewhere an individual figure is perched up on the lamp post in the dar&heght, jutting
his neck out, and lighting up the world around him while insects fly a@rbisface, seems to be
strictly playing with the following ideas in Alter's propositionoait making icon of individual
self in wrestling: a clear perspective of regimented body, tramglatinsumption (chewing gum)
and body practice into “self-realization,” and a (hyperbolic) pestve of “social welfare
without any selfishness.” The second part of the ad-film steeghe effect of such individual
construction in the “collective” in its presentation of a celyaproduction of a “collective”
world as the camera shots revisit the spaces that oneaskev @ the dusk- the tennis court, the

jharoka, the line of pillars, the swimming pool, and a new space mdradal All of them are

131 |n Alter's analysis, one can notice an empiricimat limits, and precludes a critique of the rolecrs
constructions of masculinities undertake. As MiimaBinha argues, such method takes for grantedlaeady
“found” masculinity in a defined space or “cultuethos” as “what one comes across manifestatiomsastulinity
(and femininity) can always already be found in ‘theame’, ‘the workplace,’ ‘the neighbourhood’, asd on. While
providing illustrations of a certain masculinitynha certain femininity), such an approach may exdtaust the
political efficacy or ideological significance ofawculinity. It risks assuming an underlying contiyof real
women [and real men], above whose constant bodiesiging aerial descriptions dance™ (Sinha, Mrinili
1999:453). The limit moralism involved in definitige “social ills” as set out by the “cultural ethdakes over as
the limit of the critical analysis itself, as farstance, when Alter talks about the imaginatiowiiastling ideology of
starting ‘goshala$ (cowsheds) in the nation in places of templessques and churches. He writes, “To be sure,
this is a very Hindu solution to the problem of coanal disharmony; but it is, nevertheless, a Hindtique of
Hindu chauvinism, which iperhaps as much as can be expected for the tinng.t&ince thegoshalais a metaphor
for both the nation and the akhara it is possiblede how wrestling is envisaged as an altern&iveationalistic
Hindu dogma; as a return to something more baaic thauvinistic 'Hindu sentiments.' Less of a magjypoint than
a remedy for social ills, the akhara/goshala camrae wrestler put, 'build up a tower of natiorie¢rsgth' that will
not insulate itself against the modern world, biit vestructure that world in somatic terms by gigirise to a
generation of Gandhian wrestlers” (Alter, 1994:58dlics mine).
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now fully lit up by people throwing light by opening their mouth. Thesim has fully moved
into the celebratory tone with the chorus singiragfnaga de muskura’l€light it up, shine it
up, smile!). The entire city is lit up by the figures in theipms of lamps, and as the music ends
with the shot of thgpandal in the silence of the night one sees the solitary man perchedaip on
lamp we discussed above. A voice in a high pitch says “Happydete wafewing gum for
sparkling teeth” with an image of the city and the palace lit up in the night in the'ffa

Yet the alternate world of somatic practice is brought abotheainstantiation of the
commodity, and the Television and the brand image guide the pleasuatécbfng such bodies.
Rather than the structure of individual self setting an “exanipéefing to a collective change in
Gandhian philosophy (Akeel Bilgrami, 2003) or the self-contained psychatsoiotality in
wrestling, the regimentation and assumed control seems to beicablt linked to an even
more powerful disciplinary apparatus. The urgency of the cengraefiis presented as a run to
be on time, the failure of which is scorned by the others fronclass. Further, the “utopian”
nation where self-realization meets the social—a lit up Re&ascity as “India’—is more than
anything a direct play and spoof on the political vision of libeedl India in the mainstream: the
construction of brand-India with the terms “India-Shining” in theahetof the economic right-
wing. The term “India Shining” was initially a coinage creatgdtiie advertising firm Grey
Worldwide (India) for a 60 second video campaign highlighting the aahients of the then
Indian government led by the Hindu right-wing party, Bharatiya tdaRarty (BJPJ* It later
became the central catch-word for the election campaign foBiRein the national assembly

polls of 2003-2004. The campaign was controversial both for its clainthdadea of “India-

132 The scenes were filmed in Panvel, near MumbaRam Madhvani via Equinox Films, the entire set|uding
the bridge, was created artificially with the twelef the twenty actors doing the martial art posasing from
Kerala, while the rest were from Mumbai.

133 http://www.rediff.com/money/2004/apr/02shining.htm
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shining” primarily based on the IT boom, GDP growth figures, and timaf India's “arrival

on the world-stage,” as well as for the blatant use of public ynfamgoolitical campaign. In the
polls, in spite of (or in fact, possibly due to) the immense medipaigm, and use of the term in
interventions such as the “India Shininggtra (procession/journey) across the country by the
BJP leader L. K. Advani, the alliance, National DemocratitiaAte, led by BJP, was
spectacularly defeatéd® How can a global brand base its brand-experience on what sebes to
a paradoxical use of the “Indian” body practice, as well gsoafon the claims of liberalized
"India-Shining"? How can such a paradoxical embodiment elicit ideatidn without rupturing

the virtual imagination of the liberalized nation?

lll. The event of brand and the Super-flat nation

Naomi Klein in her seminal worklo Logosets up the historical context of change from
commodity-based organization to one based on brand-making within ¢hef gpitalism, and
the large scale changes the latter brought about in organizing poogwtnsumption and the
distribution of products. Noting the centrality of branding as providied‘tbre meaning of the
modern corporation,” and the practice of advertising “as one vehs@el to convey that
meaning to the world,” she highlights that in the context of “manufadtsameness” with the
rise of mechanical age, branding became a fundamental part ofatergommercial survival.
With the sense of same-ness of mass produced products in the $adteri€eompanies along
with producing products, simultaneously manufactured an autonomous “lraagd-difference”

(Klein, 2000:26). The critical shift with the rise of branding, Klargues, is therefore a shift

134 The phrase is still in circulation, and is oftesed in the positive sense by the proponents oflihecal reforms
to represent the “resurgence” and the “feel goadtdr in the mythology of India's arrival on thelghl stage. Much
like the infamous coinage “shock and awe,” the tésnmvoked in the critiques of Indian neo-liberagime to
highlight everything wrong in the vision of the lad ruling class.
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from the centrality of commodities to that of brands “as experience, agléfe000:42).

The centrality of brands as experience brings in a shift irfaime of advertising, what
Maurice Lazzarato in his articl&truggle, Media, Evenforegrounds as the “event” in
advertising. Lazzarato argues that rather than the established nbt'representation” that is
based on “subject-work” paradigm where “images, signs and staterave the function of
representing the object, the world” one needs to posit brand as an “ed@reby the “images,
signs and the statements contribute to allow a world to happen’aflad@az2003:1). Critiquing
the production-centered paradigms of analysis of commodity and thmegsotion of passivity
of consumption in such frame-works, he argues that “consumption iseedated to acts of
buying and carrying out a service or a product... but instead mi@sh®f all, belonging to a
world or a universe” (ibid.:3). The sign regime in contemporary degtaloes not represent the
world, but is a “prompt, command, representing per-se a valuation, judganerdgw of the
world, of themselves and others” (ibid.). What he highlights through dtticulation is the
distinction of this condition from what is theorized in classiMarxism through the concept of
commodity, and the illusory effects of ideology. As different frastassical Marxian
formulations, the sign regime rather than having the real woritd asferent is “an incentive, a
prompt to assume a form of living, i.e. a way of dressing, eatognmunicating, residing,
moving, having a gender, speaking etc” (ibid.).

The conception of branding as an event involves a change in the conceptihe
relationship between the corporeal and the incorporeal- the liveddmatithe body as an ideal.
It is an “event,” Lazzarato drawing on Delueze’s notion of an eveat “first distributes modes
of perception in order to prompt ways of living; it actualizes maafeaffecting and being

affected in souls, in order to realize them in bodies” (Lazaara®03:3). Rather than the

134



corporeal consumption of the products, it is the incorporeal thatpficstuces a “change in
sensibility” and a “change in our way of making value judgmentsah&ing therefore involves
a process of double consumption: first, the consumption of a virtual wfotle “possible”- the
incorporeal- and second, the actualization of this world through theiahatensumption of the
product. As different from the surplus produced by labor forcesassidal Marxist analysis, the
fetishistic/metaphysical is the manufactured virtual world @nbrexperience already made
manifest through advertising. Following the Deluezian argument Lazzartds,

“...advertising represents the spiritual dimension of the “éyemliich the enterprise and the
advertising agencies invent using images, signs and statements, and whibhmeaigzed in
bodies The material dimension of the eveit$ realization, is completed when the ways of
living, ways of eating, of having a body, dressing, residing etinaernated in bodiesone
lives materially among goods and services that one buyse imduses, among furniture, with
the goods and services one has seized as “possible”, in the @ibwnformation and
communication, in which we have submerged ourselMgsizzarato, 2003:3. ltalics
mine).

The *“spiritual” aspect of the event of advertising and more ifspedty the broader
process of branding which it is part of, has also been noted byiNdeim and Sue-Ellen Case
in the context of the practices of corporate take-over of public spateyber space, and a de-
centering of production from factories as they have been comtraotd sub-contracted to the

“third world”.**® The radical change brought about by this perspective of brand miaking

135 Naomi Klein discusses the spiritual dimensionhe tistory of corporate practice highlighting thmatt only
brands were produced around the comforting preseht®unt Jemima”, but the notion of spiritual wasiculated
and theorized in corporate practice in more cledrteligious manner. Klein notes that Bruce Bartarho
constructed General Motors brand to one of “Ameritamily”, in 1923 conceptualized the role of adising as
one that helps “corporations find their soul” arrdwing on his religious upbringing theorized, 'kdito think of
advertising as something big, something splendithething which goes deep down into an institutiod gets hold
of the soul of it.... Institutions have souls, jastmen and nations have souls" (Klein, 2000:28).
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change the old paradigm of marketing as selling a product tovanoelel where the “product
always takes a back seat to the real product, the brand, and thg skethe brand acquired an
extra component that can only be described as spiritual” (Klein, 200E#ganding on the

lines of the “corporate transcendence” in brand-making, Sue-Ellee G@tes two strategies-
production of the virtual and ‘avatar'—where following the corporake-taver of what were

once public domains of the social and the cyber sphere, the sigmsyso longer refer to a
social “real” (Case, 2007:200).

Happydent White being one of the sixteen brands of Perfetti Vane Médalers in
confectioneries who started their operations in India in 1994 witingdesbrand, presents an
interesting case. As we discussed earlier, with the introductiblappydent White the company
was moving from its traditional market of children younger than éaurtyears towards a new
market of teenagers and youth, highlighting the “teeth-whitening” gualthe product. Prasoon
Joshi, the executive creative director of the Happydent White Hilghlights the challenge
involved in advertising the product: “Frankly the world is not waifimga new chewing gum.
We had to make an impact with the product and not sound too preachy whiettimisame™*°
In this shift from children to the adult world, the branding raiseqthestion of what happens
when this “possible world” or transcendence effected is not emsesof community based on
notions such as freedom, comfort, or security and other emancipatwgsthat one usually

associates with brand experience. What territorial imagination is thusiMbased on?

Superflat nation

138 http://www.ndtv.com/news/videos/video_player.phjs2i085337
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The critical issue in the imaginations surrounding the teraiityiof India, like in the
case of many other territorial imaginations, has been how toedéfie multiplicities and
diversities marked by different languages and cultures wittl@mational territory. This question
of multiplicities of the nation is also the key concern for ad megakelndia. Prasoon Joshi points
out that the significant challenge in ad-making is to createeathetic that can move across the
cultural and linguistic boundaries of this “layered country” witinyndifferent temporalities and
spaces. The challenge becomes even more central in the caassgbnoducts such as chewing
gum that are based on high turn-over sales. What territorial matagn and market does the
Rajasthani city in the Palace ad-film conjure up for the messuct chewing gum and how does
this get marked as ‘India’? Happydent White Palace while ngmistg a Rajasthani city in its
specificity—the palace architecture, the dressing of peopleatidscape—can be seen as
constructing a nation in the present, which can be sensed and perogivled viewers as
different from the colonial/western. The director of the adsfilMadhvani presents this
construction of the distinct non-western nation in a direct manner \wbhesays that while
conceiving the film they decided that it “should be rooted in India, amdheuld do it like it's
ours. Why should we borrow when we can borrow from ourselV&seét us probe this
articulation of the virtual world of a “non-colonial” India and howist imagination is
constructed.

Mazzarella in his study of advertising in India during the diabion process points
towards the phenomenon of post-1990s India, where a narrative of globalibas been
constructed in terms of “cultural revival.” Pointing to the falof the initial efforts of MNCs in

achieving their sales projections, the narrative of globalizatidndia projected the “resilience”

137 \www.boardsmag.com/articles/magazine/20070901/Maitivtml.
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of Indian consumers, where as Mazzarella argues, the lagamof Indian advertisers of their
own roles led to a redefinition of the process of “consumerist ghati@n” as one instead of
“bringing cultural imperialism- was being figured as the opputy for a comprehensive
revitalization of “Indian-ness™ (Mazzarella, 2003:247). Yet thasitalization of Indian-ness in
the ad-world is not simply a direct one. In Madhvani’s termsp#repective they have tried to
achieve through the ad-film is one he calls “ethnic/exetitthnic” standing for being Indian
and exotic suggesting an approach to this ethnic from a “foreiggerd® This articulation of a
national as opposed to the colonial through an exoticization of the ethnisela °
exoticization'—stands in contrast to positions that Indian art movenmamis modernisms
assumed over the last century and is different specificaliy theatrical modernisms that gave
the call to “back to the roots” in the late 1960s. In Indian tleshtmodernisms, the turn to
incorporate tradition and find “roots” was a maneuver of finding ¢he fthat could signify a
way of life that has been “lost” or displaced/marginalized a@u¢hé¢ colonial encounter. This
assumed different tendencies. While some tried to construct the tmaet away from the
aesthetic of the proscenium space and redffémthers expressly invoked the multiple spatio-
temporalities of the nation to bring to the fore the heterogemnéitye nation and political
identifications that could be marked through their distinct culetfzos. The ‘self-exoticization’
involved in the process of branding while linked to, and making use of thpsesentational
histories of “ethnicity” and “tradition” can be seen as followiagdifferent process. Self-
exoticization links the question of “ethnicity” and “tradition” toet representational matrix of
commodification in the present moment of globalization. As diffefeornh the questions of

authenticity of tradition, and an effort to foreground the “re#féraate experiences associated

138 \mww.boardsmag.com/articles/magazine/20070901/Maitivtml.
139 See Dharwadker, Aparna, 2005.
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with the heterogeneties, the central reference that the dd-warks with is the received

representations of tradition and ethnic, and the process of self-exoticits¢lbrRather than the

nation in its depth/deep structure and heterogeneity, the world of biaméie ceen as deploying
what has been theorized as the aesthetic of “superflat,” whiamoling through diversities can
construct the sense of the national without allowing them to create a rupturemaghneation.

As an aesthetic, the term super-flat signifies a litetatiehing visual aesthetic, where
three-dimensionality is converted into two-dimensionality. A promimsaimple of such literal
flattening and a glossed up surface is the anime productionstgébeJapanese exports to global
economy- which is derived from the Japanese popular visual caftaranga As a concept, the
term was first posited by Takashi Murakami to highlight a gkaim the national aesthetic of
industrial Japan in the contemporary moment. As different from hiteiaibility of any sense
of Japanese-ness in the earlier commercial exports by Jagan-the electronics and hardware
that bases itself on ‘neutrality’/ ‘universal'—the exports fortuw@l capital accumulation in
recent times has seen a shift to an aesthetic that highlights,makes visible cultural
specificities of Japan. The shift signified by the term sugern# therefore a shift from
invisibility of any specificity of the national in the glob&b, one which is based on an aesthetic
of hybridity: the hybridity of the aesthetic capturing and eetfhg the dialectic and current
valence of Japan in its historical encounter with the US. Foregmyrttie centrality of
“reflexive cross-cultural negotiation” and “intercultural hybridis in the conception of
superflat, Dean Chan notes that Murakami “harnesses the par$stal/global dialectic as a
marketing strategy for Japanese cultural production” (Chan, 2007:786).t i8Vleantral in
superflat is therefore an awareness of the hybridity and @iocossplay with perceived different

worlds. Similar to what Murakami argues about superflat in Jafians] a flattened, self-
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mocking culture” (quoted in Chan, 2007:783), the ethnic/exotic in the caswliahlad-films
points towards this conscious play involved in the construction of a natestietic for the
commercial market. Let us look at process of ethnic/exotic constructianalosely.

The “ethnic” side of the construction of the nation as “non-coloniakidee through
production of a “performati¢*® of the non-colonial that even in such a small time- span as that
of advertisements (in our case 90 seconds) identify itself asdiedpto the specific ethnic, and
thereby becoming part of the nation. Here the term “ethniobtsreferring strictly to ethnicity,
though categories such gatt,” “ hyderabadi’ “ madrasi comes up again and again in the ad-
world. The term refers specifically to identifiable worlds afmiliar: spatialities, including the
Hindi rural, the urban, thenuffasil or small towns, the old cities within the mega cities; the
spaces such as buses in the rural crowded with people and artimatdomestic, the joint
family, the nuclear family, the market place. All these spax® structures of feeling become
“ethnically” marked through language, region, class, gender, anu@sty already established
in popular imaginations as stereotypes. For the advertisementasghieg to the national, it is
these familiar ethnic worlds as opposed to the limitations of ihdalilanguages that become
the central component providing the experience of the virtual worldeohation. The ethnic, as
different from language, is constructed by creating a sengbeofwvorld through visuality
(costumes, gestures), music (as soundscapes within the ethric agodlso extra-diegetic) and
commonly shared and familiar structures of “myths,” world of ciaeand the ad-world itself.
When language comes in, it also comes in as part of the ethnicreaslyalmarked and

exoticized. In the case of Happydent White there is almosbnaplete absence of spoken

1401 am using the term performatic as used by DiaagldF to highlight a difference of stress from tteem
performativity as used by Judith Butler. While perhativity in Butler's analysis is an effect of thescourse itself,
Diana Taylor with the term performatic points duatt while linked to discourse the term signifiesf@enance in its
“adjectival” form, offering a site of agency inéi§ for performance (Taylor, 2003).
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language except the song in Hindi and the final statement of “Happydent Whitaglgeim...”

What is crucial in recent times in the strategies in produttiegflavor of the ethnic is
that the world of the ethnic is produced at the instantiation of timel onéhere the event of brand
prompts and brings into existence the ethnic. The Coke campaign “Thaildd Coca Cola”
(thandaliterally meaning cold in Hindi, and the campaign says “coldnma&2oke”) that stakes
claim for a generic term for something cold to one that of bexpeérience is an epitome of the
production of the ethnic at the command and prompt of the brand, vileegéobal intrudes and
takes over the local by instantiatind‘it.In the series of campaigns the superstar Hindi film actor
Aamir Khan, the brand ambassador of Coke, staged the nation in tiplenathnicities as he
came one after the other asHytierabadi, as a ‘Jatt”, as a Pahadi” etc, and in thande ka
tadkd campaign as dapanil*’ the latest one being an animated avatar of himself ridistgm
bike through the virtual world of video-games. As Appadurai, in his stfidgok-books in India
(Appadurai, 1988) has shown the construction of the national is achievedelyreébi®ugh
invoking regions in stereotypes, these staging of the ‘ethnic’istenly work through the
production of stereotypes that are already in circulation.

What makes these productions of ethnic in the contemporary ad-wordediffis the
process of exoticization as a process of de-familiarizatibargvthe cultural eye of the public
that can decode the ethnic is also failed (mainly through humor aretbog), and made to
experience a de-familiarization or a “possible” ethnic thaiotssimply the received stereotype.

While not undermining the power of the stereotypes in these depictrmhgsairban, Hindi and

111t seems after such a takeover, one may needettecia new word in Hindi if one has to use a gerierim
thandaas different from Coke!

1“2 Here he comes into a restaurant holding a carbeing the stereotypical “Japanese” for the restausarkers,
who in at the end of the ad turns out to be Indgienfirming the fact with his machismo that he oldgked like a
Japanese because his face was bitten by mosquitees, (the trust) in the national boundaries,valtbe global
brand such as Coke to present outright racism.
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English speaking assumptions, and its outright racism in some edsssseems to distinguish
these staging of the ethnic from constructions of diversitghkynation-state such as cultural
festivals and national parades is the notion of exoticization ssf-proclaimed aesthetic that
disavows any link to a representation of the authentic or real fr@mmoutset. The self-
proclaimed aesthetic therefore is an aesthetic that flathes® diversities by highlighting the
mediated aspect of the representations in the forefront, theneking the creative part of
mediation a value of the experience itself. The creative medi#ttus becomes the value of
brand experience.

While looking at the “national” aesthetic of superflat as producelemialectic of local
and global, Tadashi Uchino posits how social, economic, and politicalliaesuaf neo-
liberalism has to be seen as the context and driving force onhde aesthetic. In this
articulation, Uchino seems to be foregrounding two inter-relatec@sparst, expanding on the
arguments of death of originality and “unstoppable proliferationmafilsicra in post-modernity,”
Uchino foregrounds the tremendous change that has been introduced wipnotless of
commodification in embodying, and visualization of the body. Second, thoughvaekiging
the fact that analyzing the new aesthetic in relation to tbeall provides an accurate
description of part of this aesthetics, by contextualization tipEeeesses in it terms of
globalization, neo-liberalism and commodification, one can move &waythe discourse and
imagination of a national “uniqueness.” The ethnic/exotic of brandingctretructs a superflat
India needs to be seen in the context of such a dialectic of the local and the global.

In the case of Happydent White Palace one can see a play oantherality of the
present, by deploying the different worlds derived from diss®wf colonization, and India’s

present position—“India Shining"—in the global where apparently the adlbrstory has been
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shaken off. What would give us an entry into understanding the simualzealkcter of the virtual
world of Happydent White Palace is the technique of collapsing ahtligple temporalities of
past, present and a “possible” (“made manifest” in Lazzard&ins)—the commodity of
chewing gum with its logo (en)light(e)ning a “past’—a sceeffiction in reverse. The bodies
doing themallakhambposes are actual; but this actual is deployed as a seductbiamsm for
the possibility of the virtual experience mediated through the technology and etverfiess.
In analyzing the production of experience in heritage industry aace Disnified world of
Plimoth Plantation, Barbara Kirshenblatt-Gimblett argues thatich heritage sites distinct from
conceptions associated with museums, the ethnographic object isammdfras the object
bestowed with authenticity. Instead she argues that the actuakththegraphic object, is
displayed along with the virtual to create truth effects for tiniali What is central in such
experiential world is that it is the mediation that is done thidhg “process” whereby it is the
process—‘the methods by which they are made and in a way of dowlgch is
“simultaneously a way of knowing"—which creates authenticity rgR@nblatt-Gimblett,
1998:195-196). Performance in Plimoth Plantation, for Kirshenblatt-Gimh$ethot one of
finding the “surrogate” for a lost original, but a simultaneousniteaance of the actual and
virtual, and the different temporalities through the performancheotite. Rather than looking
for perfect substitutions where one gets lost in the pilgrim wothé, Isighlights that in
experiences such as Plimoth Plantation, it is precisely ifathees of “perfect time machines”
and cross-overs epitomized by the gift shops, and canteens that gw@ogicsl interface comes
to the fore offering pleasure, education and experience. In Happydutat Palace, this process
of holding on to, and deployment of the actual for transcendence to tite dxperience seems

to be critical. The use of music in the commercial in factesgly works with this philosophy as

143



Prasoon Joshi notes that the music used in the ad-Bofistyle—has been specifically used
because of its association to the “spiritual”, the “fantastical naturethwibr Joshi “suspends all
logic and makes you lost in thdf:®

As different from ethnographic objects in Kirshenblatt-Gimbletimigation, the actual
itself in these cases are also simultaneously enmeshed irotlte off representation that have
converted notions of “tradition” and “India” into experiences—the histbfitas, received
visual images of “native” body, and modernism’s deployment of “nosteme.” With the
explosion of commercial period films based on Mughal, Rajput and the abjpmriod, and the
conversion of palaces into museums in the heritage industry, the gplfeaaition” has been
moved to that of visual consumption of various aspects. This includes themguim of wealth
and glamour associated with the erstwhile aristocracy, the indigentiugal tradition of music,
and alternate body practices suchyagg kalaripayattu,and akhadabasedwrestling. In the
Happydent White Palacad-film all these representational apparatuses are invoked, wi
Rajasthan serving as the ultimate metaphor of Indian-ness bewaiisecentrality within the
heritage industry. YePalacealso provides a new experience- an exotic one- as it conlkess
different experiences into one image highlighting the aspect omecalification and visual
consumption of wealth in all of these. We see dheti and turban clad dark men wearing
necklaces, the aristocracy’s leisure and wealth, the subalternsbpelitormingmallakhamb
poses. Yet when all of these are converted into one image of thes lolmiligy themallakhamb
poses on the chandelier to light up the palace, it calls into iattetite invisible lure of
consumption that one is involved in, calling attention to the very systeapresentation within

the commodification regime itself. The paradoxical nature of thedbexperience th&alace

143 hitp://www.ndtv.com/news/videos/video_player.phjs2i085337
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constructs is that one is not outside the world of objectificati@ntasrist who can consume this
wealth and glamour. It is precisely through the objectified bodigbeofservants” of the past
perched up on lamp posts lighting up the world around that one becomes past brand

experience.

V. Body, Technology, and “Brand-India

To make sense of event, Delueze notes, “it would be necessdhe fmdividual to
grasp herself as event; and that she grasp the event actusiiben her as another individual
grafted onto her** The male bodies iPalace who position themselves on the lamp-posts
lighting up and the world around them can be seen as undertakingabddenter-actualization
of the event of commodification. Yet what is striking about this vieli@abunter-actualization is
that in this grasping of the event as self and its actuiaizas another individual grafted onto
self, the violence involved in the grafting is the moment of celelrathe ad-film in this sense,
almost seems to parody the conception of event and its counterzattaalithrough a literal
depiction. Here one does not encounter simply a “coolness” or “feel gdaiie hybrid that
denies the disjunction between lived body and body as simulacra bynaateltranscendence to
the virtual. Instead, the disjunction, and the forceful and violent réahzaf the lived body in
simulacra is the central moment of euphoria and brand experiencecotimger-actualization,
not merely in the virtual world of advertisement, but also reved&lgdthe intensity of
consumption of the product of chewing gum in actual, has to be seenheopetspective of
“labor” of making manifest and counter-actualizing the event omroodification and

globalization in an ex-colony.

144 Quoted in MacKenzie, lan, “What is a Political Btfe

145



Chewing gum, like its “other” such as cigarette and betaddethe traces of which it
tries to clear, mask, and cover-up, shares an ontology with thentohsamption of these take
a visible form of action, gesture—a performance—that is construed diffenewlifferent places
and times: it is a performance that is marked through gendss alad age. Apart from the
notions of utility of chewing gums such as breath freshening, whdemind helping one to be
“alert” and “concentrate,” the performance of chewing gumssplath the symbolic in the form
of seemingly appearing “raw,” “masculin&® and being involved in unproductive indulgence
and a potential for “anti-sociat® The physical actions of the male bodie®alace chewing
vigorously and furiously, framed through the narrative of the aksgrvant trying to avoid
being late to assume his position, can be seen as effort toysgiiange in identification
surrounding chewing gums from the domain of masculinity, indulgence amgksa to that of
labor under capitalist production. As different from the lazy meangleof cricketers with
chewing gum in their mouth in a five day cricket match, therdedt thatPalacemarks is the
need to conceive the product as that which one has to pop into the mouthastiast as
possible and, forcefully, to produce the new lit up world. In this senhs@asimoved from the
sphere of personal identification and subjectivity to that of aatolée production of a world—

the world of globalized “India Shining"—where one finds one’s own dlfied, but successful

15 As a humorous blog commenting on the “absencetagculinity in Indian cricketers puts it categoliigd'Some

will point out that Sachin's [Tendulkar] brutaligat of Shoaib [Akhtar] at the 2003 World Cup wasnascho as it
gets. No. You don't get it. Sachin may be the gstdbatsman since Bradman, but he is no Viv [Viachards].

No chest hair, no chewing gum.” (http://www.cricnfom/page2/content/story/444066.Htnh the conversion of
Indian cricket team into “Team India” as a brandtia recent times, one can see at its heart a faasdag of the

team.

14810 an extreme articulation of this, one can seelthnning of chewing gum in Singapore to preveetpitiaging
of property.
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position. Shining, as a quality—both as value of “fairness” vis-a-viy,b8dand the nation as
shining—as already established and made possible.

In the discussions earlier in this chapter we looked at the context of branoloegges in
relation to the invisibility of labor in factories in the Wess, the actual production of the
commodities has been dispersed to the third world. H&lace with its targeted market of
middle and lower class adults in India seems to work with theem&as among people of the
actuality of production in the present moment of globalization and ¢heirassumed place in
the system. Rather than following the mythology of a future “usatémworld in apocalypse of
destruction, where technology has replaced human bodies, or complefgligced manual
labor}*® what we encounter iRalaceis a perspective that foregrounds the “human” labor that
contributes to the present moment of globalization. It is not animat@gn of a world where
technological advancement seems to create the distinction belweeans and robots, where
the former have been released from the line of production biatiiee (with the allied fear of
ultimate take-over by robots), and the enmeshing of their worldsaaéxgy substituting bodies.
On the contrary, ifPalace,bodies take the place of or substitute for technology. This penspecti
of highlighting laboring bodies in globalization is similar to twaception of the production in
the futuristic movieSleep DealelDir: Alex Rivera, 2008) where one encounters the image of
labor as “human veins connected to the global economy”. In the mbeiduture world is
constituted by robots doing construction in the US, but their movememig 8ene by actual
human bodies connected to the circuit, standing in the line of produatibatin America,

performing their actions in thin air and resulting in absolute phygixhaustion. The fact that

147 The impact of beauty products such as “Fair andelyd and its tapping of both the non-colonial ‘Idin
obsession with color (as evidenced by tetamna (color) to distinguish the four fundamental castitegories) and
the complexity of race brought in colonial encouritas been studied by scholars.

148 Just to name a popular filmic representatidll-E.
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there is not a single shot of the product itself, the chewimg, g@xcept the last shot of the cover
of product with the name Happydent White taking all the space, fodlscénighlights this
transformation of the product. While initially the strategy of stfmdwing the chewing gum sets
up the suspense, the complete invisibility of the product in favor ofthiens of popping
“something” into the mouth, chewing forcefully, and an open mouth throlighg transfers all
the attention to the laboring body. While it might be “strange” igerthe “realist” question of
what happens to the chewing gum after it is so chewed by peoislestitking how distant this
“possible” world where the chewing gum seems to have becomewithethe body of the
laborer, becoming the light emanating from the “soul” with nothifigoleits materiality, is from
the perspective of chewing gum as performance through making bubbles potential for
pranks after chewing it. This scenario of labor indeed is naaviary from the present actuality
of the call centers where one is connected to the global throalghotegy, incorporating the
immaterial event of the “first world,” yet feeling the disgtion of the reality of the third world
India outside the “souls of institutions.”

In Palacethe divisions that scholars have articulated between creatiaatenal labor,
and material labor can be seen as projected and fused withgarie image. The paradox of
objectification as brand experience, one could argue, is this paratiox aftual made possible
through bringing together both these aspects of labor. The creabioe df imagining a lit up
world (brand experience as creative mediation that we noted ieaHier section) and the
material labor (physical labor of being in the line of productionyk& simultaneously rather
than one negating the other. It is not an imagination derived frerhdmogeneous march of the
capital demolishing feudalism, and producing nomads in a complete ieddized, post-

gendered, and post national world. On the contrary, it is based on @ cemrgpitalism
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functioning precisely through the established boundaries, and creatirmnaewn the process of
accumulation. The colonial-time, the time of theaharajas aristocratic leisure, and their
servants has certainly passed. The non-productive aristocracyngwgrm wealth—the critique
placed forcefully inPalacein the form of the figures of aristocracy missing to conneeténnis
ball, maharajadozing with the pen in his hand in front of a register, the wormaping into the
pool wearing gems on her forehead—has moved to the realm afyhiahd therefore of visual
consumption for the middle classes in the new sign regime of capitalism. To the oladdl that
has been freed from the “abstinence” philosophy of a national (epédrbig Gandhi), and to
which vistas of wealth consumption of the new Indian rich has been openedeositnall mass
product chewing gum offers the possibility of the world as globtideascale of the body and the
present. The aspiring middle class already having a glimpe gfossible wealth they can have
and have the hope of belonging triggered with the mundane everydaybpastsof chewing
gum.

In making an assertion of the awareness of the systemic raydmnd objectification as
brand experience, | am not suggesting that the ad-film is cdogtite grand notions of
perception in the “Indian” context such as “karma” philosophy at wek:acceptance of fate
and the stress @hagvat Gitaon the philosophy of doing what is required without thinking of
results, and the notions of karmic philosophy allowing people to hold amctoexperience of
objectification. Even if it played upon, it is certainly not in thgiseer of the action of the hero
Arjuna, an all understanding action, which is undertaken after he leas dbown the full
paradox of all the worlds by Krishna. If it plays with the pafrttraditional temporality, it is

probably from that part of tradition that has totally normalized ggwa as noted succinctly by
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Avanthi Meduri in her trenchant critique of a liberal perception afliton!*® When the
identification is channeled through the subaltern figures, whakiisg made visible is this
continuation of the chain of oppression and its normalization in the Ipdyche—both in the
“tradition”/history of the colonial time, as well as the presekie-over of these by corporate
logic.

While we looked at technology and bodies in a more general manneowill the
analysis of the specificity of the technology and the body chosdhebgd-film gives a more
clear sense of the experience of objectification as matkemigh class and gender. The
technology is that of electricity. Like fire in the narraivef “man,” electricity presents a
definite point that signifies modernity as ushering a complet&gehan lives world over.
Electricity with its direct reach to the masses is atddme time the most qualitatively priced
technology due to its absence or restricted reach in marg/gfdridia. The lower middle class
that is watching these performance of lighting up in their iddia or collective televisions is
part of this successful technological march having been more m@bileast in the present
moment though probably they may have got electricity after mantestation and still has to
suffer the absence periodically) than those in darkness. Witmtimelane object of chewing
gum, this class can visualize a qualitative transformation ofvtrlel of the present. And while
imagining this qualitative transformation through a mundane commatigyreality of non-

accessibility of electricity and basic resources is digglatirough a fantastic virtual of self-

149 Arguing against the liberal assumptions in certaitique of intercultural contacts Avanthi Medwriites, “The
truth is that in India, especially in artistic eaders, the end is all that matters. It does justifigry means. We in
India have very clear distinctions between meamkends. | remember sitting at the feet of my daeeeher one
quiet evening, accusing him, in my Western wayhwfiking, of being less than human when he couldehasen
more. He patted me benevolently on the head ardi 8&ly child, you are youthful and therefore focam
irrelevancies. Every sorrow, every unhappiness extichere in the rehearsal process, in our ingiitsti is
transcended, even negated, in the artistic exmessi rasa, or creativity." | was chilled to thenles at this
deafening truth of human reality and art. | fled tountry and made a pact with the big fish of\est, but could
not forget that quiet evening of deep fear and quoél insight.”"Meduri, Avanthi, Phillip Zarrilli, Deborah Neff,
1988:14-19.
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sufficiency.

In Palace the possible world actualized is also at the same time e wald. Barring
the two aristocratic women, one young and one old, the world of odified tradition is
inhabited by males, and not just as bodies but also as voices. |lav¢hef the product chewing
gum, this points to a specific moment. The eroticization of maleebaslith the entry of visual
culture of movies and television has been commented upon by scholarse@dbeaan, 2005).
The commodification ifPalaceas different from the dominant “fair” models for consumption is
a specific deployment of subaltern male bodies in the world otitradthe ornamented, dark,
“native,” skilled bodies performingnallakhambposes. It might be coming from the effort to
induce the male audience that is conceived in the dominant nationaliches the field of
abstinence: as different from men, women being always alréadg “dangerously” for
Indian/Hindu cultural ethos) in the grasp of commodifyAnd the call for male consumption of
chewing gums through labor (consumption itself as labor) works onldhet as a call to
national subaltern masculinities to shake off its reticentieetmew change. Therefore, while the
product itself is moved away from the domain of personal ideatific and possibility of
indulgence, and the male bodies themselves comes across as ‘smulimed’ the underlying
philosophy of consumption is one of constructing a specific masculmityei present. With the
trope of tradition, this also highlights the way in which capmalend commodification work
within the nation, taking over tradition and its assumptions: feedingéheosypes, rather than
breaking them. Would representation of women daivadlakhambor similar postures create a

rupture in this ironic play of humor and objectification as brangeegnce? Would it break the

150 While not denying the generic lure of commodityaekar has shown how the dominant discourse afigm
culture” in the moment of commodification relegatdssire for commodities as specifically a femalendm.
(Mankekar, Purnima, 2004:403-431).
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already naturalizetarmic in not just challenging the received representations of traditrah, a
the place of women in such tradition, but even more so pointing towardexbalized nature of
labor both in colonial as well as present capitalist “brand-Indidi@ trope of tradition, as
scholars have commented about the dominant discourse of technology twé&had-world, in
this manner, follows a simultaneous process of making invisible womlabar. And,
importantly, it reflects the gendered nature of assumptions of tihatimarconstruction of the

transformation of India from colonized to post-independent liberalized brand-India.
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Chapter 4 : To be or not to be an Elephant...That's not the Questigiooesis and “Becoming

with” in India

Sahyande Makan: The Elephant Projécdm now onThe Elephant Projetis a “cross-
cultural” adaptation of the Malayalam poedahyante Makdn' in Malayalam, Japanese, and
English by the Kerala based group Theatre Roots and Wing®ct&ir by Sankar
Venkateswaran, the performance involves the established Japaness kiikari from the (now
dispersed) Ku Na'uka Theater Company, embodying an elephanth&drsome reviews have
called a “sweeping sold> The performance premiered in Thiruvananthapuram (2008), and has
been performed in different parts of India and abroad as part atethestivals>® The poem
Sahyante Makaif1944) constructs the figure of a tusker that holds the deity dradis in the
temple ritual-festival space@oran) running amok in the state of musthin the actual festival
space, as in its fantasy state it sees itself in the. Wilhe poem ends in pathos as the tusker is

shot dead at dawn after the carnage. The figure of the tuskénefppem, at a basic level, is an

31 |n the chapter, | am using distinct spelling fbe tpoem and the performance. The poem is more coigmo
spelled in English aSahyante Makawith a “t.” But the performance, in its title, djseit asSahyande Makawith

a “d.” The former will be generally regarded as a correntlering, and the references for the poem in Engiill
commonly come up with this spelling. The latter ani¢gh a “d,” instead of the stress “t,” is a spedjibased on
common oral stress of saying the word in contemydvéalayalam. | am maintaining the “t” for the pogand “d”
for the performance to help the reader locate éferences easily.

152 Majumder, Rishi, “Elephant WomanCulture and SociefyTehelka Magazinevol 6, Issue 46, November 21,
2009. _http://www.tehelka.com/story_main43.asp?élee=hub211109elephant women.asmressed. 10/01/2011.

153 Apart from the premiere, the performance was stagéhe following venues within the nation:

NINASAM Theatre Institute (Dec 2008) Heggodu, Kataka; Meghdoot open air theatre (January 2009)
New Delhi; Rai Umanath Bali Auditorium (January 200.ukhnow; Wloppilli Samskriti Bhavan, (March 29p
Thiruvananthapuram; Prithvi Theatre Festival, Boynljdovember 2009); and International Theatre fedtiof
Kerala, Kerala Sangeetha Nataka Akademi (Decenf®9). The one international show was staged inh@en
South Korea in April 2009.

% |n Asian elephants, musth is a physiological aptiavioral condition that primarily male elephantsiergo
periodically. During musth, the elephant seem®$e Icontrol of its state, and shows heightenedeaggm and has
more successful chance of mating. | will expanduwbiat musth as a factor achieves as a problematreipoem in
detail later.
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exploration of the state of enslavement of the animal withinnti@@pocentric world of human
and human gods. In the present chapter, | analyze the adaptation thrologingrese as an
instance of “zooésis,” a term proposed by Una Chaudhuri, “to refeetavay culture makes art
and meaning with the figure and body of the animal” (Chaudhuri, 2006:2),ngo#iat the

embodiment of the elephant needs to be seen as a problematic ofivimechdiody in the

present moment of globalization.

In the previous chapters, | deployed the category of nativized basliesmeshed in the
emergence of a consumption regime and enabling the flow of cagstalell as a critical
category deployed for a gender critique of the national-popular iphtb®-performance of N.
Pushpamala. While constructing and playing with nativized bodies, andghigid how they
work within the contours of objectification in representation, in theeeks, the field of
identification, though not humanist, was still in the sphere of wésatoe seen more broadly as
the domain of “human” bodies. In the present chapter, | analyze thes issugved in
embodying the “animal” body, or precisely the male Asian elepfelephas maximjys-the
tusker™>® Looking at the “figure” of the elephant as an instance of nativizody, | argue that
the performance, and the embodiment of the elephant by the Japetiess Mikari necessitates
a reading at the intersection of three critical perspectipesforming animal, gendered
discourse, and intercultural practice in the space of India. llyipléicing the question of
performing animal as intersectional that the performanceletiyggs the human(ist)-centric

discourse, and its assumed binary of human/animal. By providing atésitnass” in the figure

155 The elephant population has broadly been categpbiiiz two species, African elephantoxodonto Africani
and Asian elephantEljphas Maximugs While in the case of African elephants, both enahd females have
developed tusks, in the case of Asian elephantg ordle elephants have tusks. In the chapter, | taaira
distinction between the terms elephant and tuskerighlight the masculinity discourse that framks practices
surrounding a tusker.
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of the elephant, and exploring the question of “becoming with,” the peaftre posits what

Donna Haraway has articulated as a practice of “alterglobalization.”

Z00ésis in the space of India: Situated-ness of “companion-species”

Let me start with a description of a scene from the pedoo®. The performance space
consists of a raised platform in the center with percussionistgging the space surrounding
the platform. Traditional lamps are lit on the rear, and the ssageninimalist one, with the only
properties onstage being two raised tusks at the back of therplatfm a stool in the center. A
figure, whose body totally vanishes behind kiraonqg as thekimonois lifted over the head with
both hands that are horizontally stretched out, is standing still, batigfto the audience. On
the back of th&kimonois a glittering golden caparison. With the human body invisible, the
kimono geometrically indexes an “elephant,” with the stretched out hamsitde thekimono
indexing the stationary elephant ears on both sides. The figuestarty moving and stretches
from side to side, arching the spine without losing the geometrigrpaithe music from the live
wind instrument gives a feel of “wild,” as it is played wittora air than required for a clean
note, breaking the “coherent” note usually used in ritual music. Agdhi@ spine and moving
slowly from one side to the other, the figure slowly (takingediturns and faces the audience
with thekimonostill covering the face. Breaking the slowness of the movetilethiis point, in
an abrupt movement, th@monois separated from the face, and a white painted face of Mikari
her eyebrows highlighted by black color, comes to fore. Her atrakched outward, she looks
the audience with a sense of vulnerability and pathos. As a shouthfeooutside space is heard,
relinquishing the stylization and slowness of the previous indexingeaélephant, she violently

tries, and eventually succeeds in pulling out the caparison from Her\W#h arms stretched
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out, she moves dynamically in fast circles, throwing awayct#parison in one of the circular
movements, even as she has reached one corner of the stage. & e ddigkened as she stands
looking outwards to the rear in one corner of the stage. Slevhiye spots of lighting come on
to the stage. The tusker is in the “wild.”

As sound of “breeze” is heard, she sits on the ground, swaying lboettee, smelling the
breeze. With the absence of a visible trunk, with the whole bodyisgvashe takes in, and gives
in to the smell. She gives a full stretch with hands extended dpwas if one (human) is
stretching after waking up in the morning. She stands up and holding ¢lestoaped, hand
held parallel and facing down, fists rolled, and starts to move slewdying her whole body.
She has what can be called the “charm” of the elephant (derimedtfie common Malayalam
word, aanachandamlit. “elephant charm” to suggest a leisurely swaying)gdn an abrupt
instant, her hand becomes the “trunk,” plucking out a branch or a fruit, stimttéhe flowers
with the trunk. Something bites her in the neck, and her neck and femetosted. But quickly,
she frees from the contortion to move again with the “charm” okl&ehant described above.
She plucks a coconut leaf (?) stretching her “trunk” up in the airhigmdhe leaf with her trunk
on to her forehead forcefully as a clear movement. With the dgrnaowvement of her left hand
as trunk (while the rest of the body maintains a static posehighéhe “coconut leaf’ on the
ground. Arms stretched out, she moves into a “free” movement, maviagcircle, and sits
down. She is feeling “cold”; she tries to get a fly away figen body. With more free movement
she moves in a fast pace in a circle around the stage antditsool at the center over her head
and forcefully places it in the middle. She climbs on the stool, tamdlieg straight moves into a
full gestural mode of acting derived from Kutiyattam. Someugestcan be identified—she is

swirling things, smelling things, with one moment coming acrossd@sar gesture where she is
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holding a “bow” and “arrow.” Once again, suddenly something bites redt, aed she tries to
take it off. In the process, she takes a hand out déithenq and suddenly her right hand moves
into a gesture of holding a dear one in her arms. After seemgdeng her lips with no sound,
we hear a sound emanating from her mouths—a “lullaby” in JapasEsating things to the
“dear one,” plucking things from trees and feeding the “dear onednlrabrupt move she
collapses from the stool onto the floor. The live percussion rhythtneoKerala temple ritual
(pancharimelan) is at its loudest and crescendo. She moves on the floor in paredstier
neck strained she again dynamically moves in circles arounstage and falls onto the stool.
She climbs the stool, facing the audience with the back creatieg again the geometric
pattern. The ears are waving, and the rhythipaoichari melams in full blast.

The temple elephant adorned with a glittering caparison, the ealfe@saan icon
metonymically presented in a caparisoned geometric pattexkiwionq the sense of smell as a
distinct ontology of relating to the world, corporeal writings raggifrom fully codified
Kutiyattam gestures that seems illegible to the “un-educatiedthe familiar indexing of
elephant through elephant charm, to a contorted body in pain moving amatyrcircular
movements, and the elephant singing lullabies... While | will aeallyese aspects individually
in detail in the later sections, here | will highlight the fundatal question that the juxtaposition
of these diverse strands in combination raises—what does it en@anldody an animal within
the perspective of what Donna Haraway has termed as an sSpgeres communication” or
“companion species”? How can one embody an “ontological” other)emmant, without the
process being a “well meaning” but effectively “imperialistitode of claiming to represent the
other (Haraway, 2008:21)? How does embodiment provide a materialibhurafin-animal

interaction in the space of India, taking into account the spegifafitthe heterogeneous
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cleavage¥® not simply of human-animal, but also the intertwined ones of wom#erusord-

embodiment, Kerala-India-Japan?

Encounter as “Becoming with? The “figure” of the elephant

In her analysis, Una Chaudhuri posits the specific challenge eméontdiand the
mechanism of theater need to address when it involves in the critical pod@®ésis. Drawing
on the Deluzian concept of “becoming animal’ to think through zooésis,agiees that
“becoming” as a process resists “metaphor and mimesis.’athstiee posits that the process of
becoming *“courts fleeting synecdoches, momentary metonymiedtinghiinterstices”
(Chaudhuri, 2006:5). In the sequence | described in detail, one can seet distils of body
movement. One, indexing the tusker through certain recognizabke dtaith as movement of
body parts (a hand becoming a trunk plucking things in the aindetwers and fruits, driving
away irritating flies), and a specific gait. Here the tuskethe “wild” is demarcated from the
tusker in thepooram space through body movements signifying a more “freer’ sefise
movement, what | have isolated as the “elephant charm.” Even irasieeof sequences where
the “wild” is not simply a nostalgic space of total comfort atehsure, like something biting on
the neck, or insects flying around and irritating, the embodimengrmuads the “charm.”
Second, a series of movement that | have described as “dyreanditfreer,” where the stress is
not on the indexing of the elephant through recognizable traits, buiddif movements that
involve fast circular movements around the stage. Third, movemenhtghdy a body in pain,
the body and neck strained, and face contorted; moments of collapsgigrifg a break in the

unity of fantasy. Fourth, a series of movements that are dirdetiyed from Kutiyattam, where

15¢ Derrida, 2002.
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the gestural language is an extremely codified alternateudgegin itself. Fifth, a series of
movements those are “anthropomorphic” like stretching after waking sipging lullabies like

a human, which are not recognizable elephant characteristiceelihbae that can be ascribed to
and “seen” on an elephant. All these different categories angepble ones, anthe Elephant
Project uses them in differing combinations. The embodiment of the elephantimshifting
manner allows open-endedness in the ways one can interpret thegseaithin the limit of
above categories. There are momentary changes, “synecdodae&hatonymies” that bring
into view a relationality between these distinct segments wittodlotving one ideal model (of
animal/elephant) of which it is a mimetic practice (by a fixed positidruafan other).

So what is the elephant that is embodiedl'ire Elephant Proje@t The embodiment,
using Donna Haraway'’s concept, can be seen as enacting whas skeneed afigure. Positing
that “figures are at the same time creatures of imaginesiiidy and creatures of fierce and
ordinary reality,” she brings both “flesh” and semiotic meaningintatogether. Figures, she
notes, are “not representations or didactic illustrations, but ratléerial-semiotic nodes or
knots in which diverse bodies and meanings coshape one another...figueeallways been
where the biological and literary or artistic come togetign all of the force of lived reality”
(Harraway, 2008:4). It is precisely the co-existence oenwltand semiotic, ever-changing and
shifting “nodes” that characterize the embodiment of the elephaMikari. Let me elaborate
how the relationality or nodes is critical from the specific erthfrom which the performance
explores zooésis.

The question of zooésis, as scholars have argued, assumes agpautigehcy in the
contemporary moment due to the unprecedented change in the intensity am-&nimal

interaction in the last two centuries, prompting philosophers to thesfiguestion of animal” as
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the most central question that we are “living through” in thegued’ The analysis of zooé&sis
engages in twin critiques. First, to question the ontological cateddhuman,” studying how
the category of human rather than having any inherent and nauaéties/properties, is
constructed in a process of positing a category of Other in hritaige the critique is that of the
theological doctrines that articulate a fundamental superiagity/of humans over animals (as
in the Genesis myth), and the philosophical assumptions based ortegatalefinition of the
human as fundamentally distinct from animals as the former is upigndowed with language,
making it move from the sphere of zoe to that of BiBdn his seminal theorization on the
guestion of man and animal, Agamben moves further by pointing out thaiwenit is not
based on theological binary or notion of language as the sole propédynans, the category of
human itself is held in an inclusive-exclusive relation to thegoayeof animal. The question of
human Agamben argues is always caught in the realization obssn@e at the center. The
binary for him has not been conceived as one that makes the objectibetween the two
where human has been recognized as a “clearly defined speciasharing a “substance”;
instead, the category of human emerges in ever shifting (faféat}s to make a clean cut with
animal, continuously drawing and redrawing the boundaries. Positingrthéasthropological
machine” to describe the process of “producing the recognition” oahuhre notes thaHomo

is a constitutively “anthropomorphous” animal, who must recognize Hinms@ non-man in

order to be human” (Agamben, 2004:26-27).

3" The changes that have brought in unprecedentedsity include the development of scientific knaige and
genetic experiments, emergence of species studtbsracial assumptions, the establishment of modetonial-
scientific institution of study and exhibition ofiaals through zoos, and capitalist hyper-indulizagion of meat
production. (Derrida, 2002).

158 For more on deconstruction of the category of“thenan” within the theological binary of human-arimthe
problem posed by that of naming, logocentrism aag involved in the binary construct, see Derridatop
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Second, zooésis posited as a question of “encounter” of human and. dderalthe
analysis is not limited to interrogation of the production of taegory of human. Instead the
human-animal encounter is explored in relation to how it has ctlahgematerial life oboth
humans and animals, historically contextualizing the encounter Witts aliolence as well as
what new possibilities of togetherness the encounter offetbidrvein, Donna Haraway starts
her seminal study on human-animal encounter with the seemingbyesguestion, “Whom and
what do we touch when we touch this dog?” (Haraway, 2008:5). The questelatafnality of
human-animal encounter in the form of a touch, a contact of flesbs posadical challenge as
Haraway moves away from a simple relation based on anthropoceritre&g presumes the
human as the only significant partner in the encounter or touchingde \Afiguing the need for
critiquing the construction of human, she poses an even more significatioquéhow does
this touch make us more worldly, in alliance with all the beings whdk and play for an
alterglobalization that can endure more than one season? (Haraw8y5)2@0dong with the
guestions of registering the absolute otherness of the gaze adfithal, her question highlights
other categories such as “work” and “play” that humans and anenglge in together in being
worldly. In starting with the ordinariness of human-animal intesa¢c what she calls a
“grappling” with the ordinary, Haraway moves away from treatimg “western” philosophical
and theological basis, derived mostly from the textual sourcetieasverdetermining factor
framing the encounter. The question of animal, for her, is signifcantnaterialistic question
that needs to be looked at for the multiple axes of identification, rp@nd possibilities that it
conjoins.

In the Indian context, Haraway's theoretical maneuver is deasrat allows for two

distinct differences within a generic theorization of the binarnstruct of human-animal. First,
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as Neel Ahuja has argued, the colonial taxonomy and the modermepalg it was based on,
had at its heart what he calls a “speciated reason,” the taxopanadigm that emerged with the
rise of “animal-centered evolutionary biology” from early nieetd century. The speciated
reason that conflated race and species, he argues, alsalinatu “biological difference,
legitimizing the definition of racial groups as subspeciedefaition that justified colonization
and extermination) and reinforcing heterosexual reproduction agrithkeged site of species
definition for multicellular organisms” (Ahuja, 2009:557). When Harawalyques the racism
that “flourishes, lethally, in the entrails of humanism,” by magphe “discursive tie between
the colonized, the enslaved, the noncitizen, and the animal—all reducquetaallyOthers to
rational man, and all essential to his bright constitution” (Haya®@08:18), she figures in the
transnational aspect of modernity, marking the “animal” also withe network of relation in
the modernity project. The “encounter” of the human-animal therdéwegrounds the question
of both “inter” and “intra” species, and the question of new pod#gsilthrown open by the
encounter is not simply that of “becoming,” but a “becoming witld ‘be one,” Haraway
writes, “is always tdoecome withmany.” (Haraway, ibid.:4). In critically adapting the human-
animal figuration in the poem written in 1944 in the colonial spddée Elephant Project
foregrounds the transnational aspect of colonial modernity whilecatsmally interrogating the
transnational aspect of globalization in the present moment. Undaheytakicross-cultural
adaptation,The Elephant Projecplaces the question of “speciated reason” specifically within
the ways in which mainstream intercultural theorization frahme display of bodies. The
interrogation of performing animal ithe Elephant Projeaindertakes a simultaneous critique of

framing of the mainstream intercultural theorization in glaagion where nativized bodies that
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are framed and taxonomized through theater move across the boundtriasnetwork of
power to create meaning.

Second, while colonialism and modernity is one axis, the anthropomorphic and
zoomorphic practices’ widely popular in India (mostly based on the polytheistic practitats
for want of a better word what has been called as “Hinduism”), tha@mgheshed with
modernity, posit a different relation between animals and humans weothekethey inhabit. Both
possibilities of “becoming animal” and the encounter between husnananimal in these
anthropomorphic and zoomorphic practices have a different set of assusnpiat is gendered.
The embodiment of Mikari, as a woman, in front of the two tusks thate the embodiment,
puts into motion the specificity of this gendered human-animal pralienAs | will elaborate
in detail in later sections, the strategy splits the elephamh fthe masculinity discourse
surrounding tusker in Kerala. While Una Chaudhuri in her analysis hdgzeshahow the
strategy of returning the goat to the scapegoat in EdwarckeAlbbe Goat: Or Who is Sylvia?
destabilizes anthropocentric conventions of tragedy, making zooésis emogation of
conventions of theater and performance (Chaudhuri, 2007:11Fh@8) Elephant Projecin its
interrogation of interculturalism and gendered discourse through pénfipanimal explores the
conventions of theater and performance from “another side.” The mnaly$he Elephant
Project therefore necessitates a simultaneously holding on to thesectitres layers as a
relationality—the question of animal, gender discourse and intercigtaralVhile | highlighted
the relation itself till this point, in the rest of the chaptewjll disentangle its nodes highlighting

each one of them as prominent at one point with the others providing layers of critique.

159 Zoomorphism refers to ascribing animal charadiesigo humans and deities.
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The Elephant as Nativized Body

The first few stanzas of the poesahyante Makagsets up the figure of a temple elephant
in the pooram (temple ritual-festival) space. The poem starts with tisergation of the tusker
from the perspective of the narrator (poet) as onlooker, and a fewausifrom the people in
the crowd. Adorning glittering golden-colored caparisons, stretchsdpack legs, thrusting
forward its fore-head, the tusker is the tallest one standitigeicenter and leading the fifteen
dark elephants. With its physical characteristics, it is indbed‘best” tusker on show, and
rightly “entitled” to hold up the deity on its back. But the locakgerts” in the crowd, sitting
around chewingpan, discuss among themselves that the one in the center is “naulghtié
forehead that holds up the deity, also “whisper demons/devils.” For, tker fgsstill not fully
out of its state of musth, and it is standing in the centtheofestival space with musth fluid not
yet fully dried from its forehead. As the festival goes on, amidle noise of the ritual,
percussion, and the crowd, the elephant moves into the space of famdsge-members his
time out of captivity. The smell of the fluid draining from floeeehead merges with the smell of
the sahyadri (Western Ghats), the earth, the flowers, the trees, the therdmell of mate—a
nostalgic smell of “freedom.” In this state of fantasy, he mm®k in the real space, dispersing
the crowd, trampling and swirling with his trunk the fleeing people who had assemfikzdha
carnage, the tusker, still in its fantasy world and confused, isdshat by a bullet of a former
soldier at the break of dawn.

Through this short narration of the figuration of the temple elephavishl to highlight
the complexity that the seemingly “local” figuration of a temglephant assumes. The
figuration is infused with a regional cultural ethos with thesstien the significance of elephants

in temple festivals of Kerala as well as the metapbanyadri (Western Ghats). | will
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contextualize the first element of regional ethos, the teniefhant in this section. Elephant is
regarded as the “State Animal” of Kerala with the emblenthef state, a derivation of the
armorial of the erstwhile Princely State Travancore, showuagtuskers in profile, facing each
other with their trunks raised “guarding” and deifying the cegsthe bottom, with &ankhu
(conch) in the center, and an Asoka pillar on the'tfhe two tusks that frame Mikari's
embodiment on-stage are therefore not simply metonymically stiggetusker; but they
simultaneously index the state and its taxonomic project. Withimiythological works in
Malayalam, in one of the significant “origin” tales of Kerakeeralolpatti each chapter ends
with a tale of an elephant. Apart from these generic strefiseimegion for elephants, temple
elephant as a category itself is of extreme significandale/the poem was written in 1944,
after independence and modernization processes, the intensity ahetaphor has only
increased because of the increasing popularity of the tempieafestind elephants being the
main attraction of the festivals. Rather than modernization and glatiah wiping out “ritual”
and traditional spaces, the ritual spaces parading elephants hascoedged in spectacle. In the
context of globalization process, the “gentle,” decorated elephantsidpalgi the deity on its
back assume a central place in the tourist package of brand-KeratataK ourism'’s influential
coinage of Kerala as “Gods’ Own Country.” In the small linguistgion of Kerala, there are at
present 600 captive elephants, out of which 500 are tuskers (bull elep{zZimgran et al,

2002:219). While elephants are used for moving timber, the majority ofldheesticated

180 Kerala, before independence, consisted of thregrgehical areas, two Princely States of TravanaaceKochi,
and the third region Malabar directly under thesraf the British. Conch in the emblem is one of byta of Lord
Padmanabha (Vishnu) under whose name Travancorarsfak ruled. For more on how British administrativ
policies thrust the notion of armorials on Princ8hates, creating much confusion about their symbovestment
among Princely States, and the later enthusiastheoPrincely States to get the armorials certibgdhe British,
see Dick Kooiman, 2005.
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elephants are used for the temple rituals. Adorned with golden calapedisonsallavattam®®*
venchamarami®® and multi-colored umbrellas held by people atop the elephare|epkants in
the pooramstand for hours carrying the deity on its back. This spedit gf the ritual space is
gendered not just in the realm of the “human” as the musicwbrks, the mahouts and other
ritual attendants of the elephants, is an all-male ré&imyt significantly, even the realm of the
animal is marked as an all-male realm. In the ritual @m%ioes, only tuskers are used, the
inordinately high number of tuskers in the state resulting frbim preference. While the
entertainment within the ritual consists of the musical expositim,change of colors of the
umbrellas, and the elaborate fire-works, critically, the ‘festgts” or qualitiesléksang of the
elephants, and the show of wealth with the capability of gettingabkebrity” elephants and
more number of elephants for the ritual is a big highftght.

While thelaksanas(qualities of elephants) are described in the Sanskrit téx$salso a
widely disseminated “aesthetic,” with the stress on color, heigimg tusks, and trunk lying on
the ground as the most significafitlt is these “qualities,” clearly positing a form of masculinity

on to the elephants—the classification supposedly highlighting both “geamke strength—

181 A circular shield made of peacock feather usedawe the idol of the deity. People atop the elephatd two of
them on each side of the elephant deifying theydeit

162 Consist of a wooden plank with cotton or jute falattached to it, people atop the elephant “féne’ deity.

183 The mahouts are also all male, making the recealifggation of a woman, Nibha Namboodiri, as a mathan
event of significant magnitude within the discuesdomain.

184 For instance, the most famopsoramin Kerala is the Thrissur pooram, known for presen100 elephants, and
for the flashy fireworks.

185 The laksanasare described in the Sanskrit texts on elephafésangalila of Nilakantha. The following, taken
from the categorization given ithe Elephant Museuithrissur, Kerala, an institution run by scientii@mmunity,
are the general traits demarcated as constitutirigaal” elephant:

1. The color of coal. 2. The trunk that lies oa tiround 3. Higher head hone 4. Thesthakhat is pushed
forward. 5. The white tusks that fall and then rized that are separated and raised. 6. Clear7ey®®ad ears 8.
Small neck 9. Strong legs 10. Eighteen nails ofsdume color 11. Lengthy body 12.the tail that rgthy but not
touching the ground, and filled with hair.
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which make the elephants “superstars” in the Sfit8ince “the festival season and the musth
season often coincide” (Cheeran et al, 2002:220), in this “local” strerefore, the scene of the
temple elephant running amok rather than an “exotic” experiencenés of a familiar
occurrenc®’—an occurrence around which “tradition” in globalization, anthropomorphizing
practices, and governmentality (scientific discourse of medieatment, tranquilization, and
management of domestic elephant population) meet and contest.

By recording these regional engagements with the elephants, Hoamositing any
uniqueness or a singular “locality” to the practice. Many ofe¢haspects, the mythological
symbolism, anthropomorphism, and governmentality has a long (transnationééstational
history with regard to engagements with animals in gen&ahd elephants in particular. Suijith
Sivasundaram, in his rich study on the transnational crossing of kahgevfeom the colonies to
the metropole and vice-versa, takes up elephants as a site/body ardochdwhat he calls
“trading of knowledges” occurred. Eschewing a narrative of “ptmsst disappearance of
“knowledges from colonized lands” in the “face of conquest,” Sivasundargues that the
knowledges in the space of the colony were “appropriated and reinvef@e@isundaram,

2005:30). Analyzing in detail the colonial and popular literature, Sivasaimdaritiques the

binary classification of British stress on “utilitarianisng’ @pposed to Indian stress on spectacle,

1% Even a cursory glance at the popular culture thitbw up the wide popularity of anthropomorphizilgphants:
the “stars”/“celebrities” are known by their nam#sgir huge cut outs hung on the streets advegtigie festivals,
and “stories” widely disseminated through oral grdt and media. In the media for instance the cimeeidenced
by the television program4Elephanttelecasted primetime Sunday 12 pm in one ofédlgéonal television channels
(Kairali TV), crossing over 300 episodes. The pawgrtells the tale of elephant celebrities (eachtelat generally
“biographically documented” in 1-3 episodes), cedting the “heroics,” “haughtiness” including “rung amok,”
“murders” of mahouts, and taking a sympathetic viewards elephants by critiquing the mistreatmérlephants
in the state. For a short report BAElephantsee, Manmadhan, Prema. “Trunk full of jumbo téldhe Hindu,
Metro Plus Thiruvananthapuraraturday, Jul 01, 2006.

187 During the two decades till January 2001, 418 éuskunder musth have been tranquilized and tramsidc
(Cheeran opct:219).

1% For more on the relationship between zoophilialadéan nationalism, see Leela Gandkffective Communities
2006:67-114.
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“aesthetics” and “moral” qualities. By analyzing the anthropomargiigagements by British
both in Indid®® and in the metropole (through display of elephant in Lond@rje argues that
“[British] anthropomorphic gaze shares much with Eastern religaores Mughal practice...
however, because of the new science's association with Chriséitamal theology, the
anthropomorphism that was shared by Britons and Indians became iil@udenwith scientific
claims about nature” (Sivasundaram, opct.:30). What is criticahasframing by colonial
discourse of these imaginations and practices, whereby even thailBritish took from the
knowledges of the colonies on how to capture elephants, or control musthscbarse was
built by setting up how the British method of catching elephants'mase benevolent” than the
ones used by the colonized (ibid.). By highlighting the regional cgntexsh to highlight the
situated-ness and the intensity of the convergence of distsutulses and practices around the

body of the elephant, the tusker, much like human “others,” indeed as a “nativized” body.

Tusker and Indian/Asian Performer: Corporeality and Spectacle in Intertwhlism

The performance offhe Elephant Projectn various parts of the country has been
received well for its “inter-culturality” or “multi-cultur@m,” and the reception of the
performance, or precisely, the tensions in the reception ofefiermance, opens out issues of
intercultural practice in India in the period of globalization. Soevews continue to deploy the
narrative of the Orientalist and Indian nationalist strategyclafming that the ultimate

significance of the production is the successful usHaiffasastran a modern production. In

189 practices include anthropomorphic naming the elafshunder the Company, ascribing masculinity imats in
hunt, and popular literature stressing the neétisten” to the elephants.

19 He analyzes the display, running amok and shoatfrelephant Chuny, the consequent take over obtuy of
Chuny for phrenology, as well as popular sympaitwythe elephant in the literature of the time, vahdirectly
points to a lot of issues that | am stressing hetke chapter.
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such narratives of nationalist construction of identitye only difference in the present
performance, a positive one for the reviewers, is projected dadiom of Indian and Japanese
elements, whereby inThe Elephant Projectthe performance techniques discussed in
Natyasastraare seemingly “incorporated” with “Japanese performancenigges.*’* Other
reviews have gone to the extreme of articulating the emergeintee “third world,” the
performance for the reviewers being a paradigmatic case‘tbfrd-world” supposedly finally
arriving at the world-stage. In this vein, one comes aadssulations such as that of eminent
Malayalam playwright and activist Civic Chandran contextualizimg performance with the
following lines about the young director, “here is a representafitke bold young generation
of theatre personalities who, from the third world, is facing thddwvith confidence*’? Both
these positions, the Indian nationalist construction and the extendedtWibrild” facing the
world narrative, rather than providing any criticality about intdtucal practice in the
contemporary moment, belie the syndrome best expressed by thgaMah popular usageny
granddad ‘ad an elepharit’® Let us probe the articulation of “interculturalism” in more detail.
The group Theatre Roots and Wings, established in 2007, in fact, déBalsby
highlighting its “inter-cultural” orientation. The group articulateslf as “a collective of theatre
artists from various parts of the world, who come together to rteetiork, to create new,
innovative, purposeful, relevant and original pieces of theatre in axtah#t bridges tradition

and modernity, local and the global, and the individual and the widestgsti® Though the

1 Majumder, Rishi. “Elephant WomanCulture and SocietyJehelka Magazineyol 6, Issue 46, November 21,
20009.

72 Quoted in Raveendran, Aabha. “Denouement of hisfpe stage”The Hindu September 29, 2010.

173 «“My granddad ‘ad an Elephant” is the title of anfaus story by Vaikkom Muhammed Basheer presenting a
humorous and forceful critique of harking back tadition. The expression has become an extremebulpo
proverbial usage.

174 hitp://lwww.theatreraw.hyperphp.com/aboutus.htm
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group has come into existence only recently, the selection of feaxéxlaptation from diverse
historical and cultural contexts highlight the aspect of a “tsamgt of boundaries. The
productions by the group includ@uick Death(2007) a play written by the Australian playwright
Richard Murphet in 1981The Elephant Projec2008), an adaptation of a Malayalam poem
written in 1944, Urubhangam(Broken Thighs2009), a play by one of the early Sanskrit
playwrights Bhasa [&c BCE-8"c AD?] and the latest performance being an adaptatidtizf
no Eki (Water Station 2010) written by the Japanese playwright Ota Shogo in 1981. Moving
away from the canonical tradition of performing Greek or Shakespedgnlays for establishing a
(formal) identity of a peripheral space within the global, théstéxat are chosen for adaptation
are not ones that carry a great deal of cultural capital,r@rat “universally known” in
themselves!® About the logic of collaboration, the group highlights that rathan focusing on
construction of a “consistent form or style”, it stresses itself on the “unjtyrgosefulness:*®
When | highlight the adaptation of texts from diverse contexts,eddn®e make a
gualification that the group is not unique in selecting and adaptioig-fndian” texts. There is a
long, vibrant, and continuing history of theatrical engagement in bfdgalapting “non-Indian”

texts in the various regional languages whether it is ificitme of direct translation, drawing on

5 Though, in the Indian case, belonging to the Sainsanon, Bhasa’s plays can be regarded as havicgytain
amount of cultural capital. Yet the discourse sunding Bhasa’s plays assumes a complexity becdsgadys are
not regarded as the best representative of that'ghadian Sanskrit aesthetic tradition as congeddy the early
Indologists. Bhasa's plays were discovered in 18¢2Ganapathi Sastri from the repertoire of extaahsErit
performance tradition, Kutiyattam, in Kerala. Witlant of clear evidence, the authorship and datinese plays
are still highly debated. Regarded as earlier op@temporary to the time of compilation Natyasastra critics
argue that Bhasa’s plays (consisting of only ort¢-@a not follow the “aesthetics” afsa In fact, two of his plays,
the one performed by the grolgroken Thighsand Karnabharamare tragic, an exception within the Sanskrit
tradition, and his plays also show death on-stagpractice counter to the prescriptionsNatyasatra Plays of
Bhasa have been performed post-independence tsighificant theater practitioners such as K. N.iKar and
Ratan Thiyyam. A Bhasa festival was also startedenala in 1989. For more on Bhasa festival, seehiRond,
1989:68-76. For more on performance of Bhasa fgys. N. Panikkar and Thiyyam in post-independepegod,
and the production of cultural capital through perfance, see Dharwadker, Aparna, 2005, speciadychapter,
“Myth, Ambivalence and Evil.” Pp 165-185.

178 hitp://www.theatreraw.hyperphp.com/aboutus.htrcessed 10/01/2011.
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or building on the story lines of the plays, or a complete “Indiagilsifi the play-text.”” What
makes the reception dhe Elephant Projecpecifically one that invites an intercultural frame is
the form of the presentation that posits collaboration betweentjmaets trained in different
styles and the performance bringing together styles that ym@ethe national borders. Is the
preoccupation with the much-maligned terms within the recemjueg of interculturalism such
as “collaboration,” “unity of purpose,” and “moving across” boundariessn@le re-deployment
and reversal of the western/euro-centric base of intercustorab highlight “collaboration”
between “non-western” cultures? As distinct from the first avbeing the privileged space/site
that can foster hybridit}/® does the process simply involve a reversal by articulatintyied*
world” space, and that too Kerala, a marginal space in “Indianettieas offering the space for
hybridity?

In The Elephant Projecthe intercultural frame is crystallized in the first seqeeoicthe
performance, when different elements are introduced, and the r@siealist frame of the
performance is set up. Let me quote from a review by an emtheater scholar, Shanta
Gokhale, of the performance ©heElephant Projecin Bombay to hone in the tensions that an
intercultural narrative frame can provide within a space suchdss. Il am quoting the review at
length as this favorable review condenses the issues of intertsituthat | will interrogate,
while providing a useful first-hand description of the opening scene.wBibes about the
performance:

“Micari began as a shadowy bundle at one end of the stage, while an actor... sat in

Y7 The most significant part of theatrical practicelindia constitutes the adaptation of play-textshia various
regional languages ranging from those of Greek@makespearean plays, Ibsen, Chekhov, to BertotthBréranca
Rame, Dario Fo, Samuel Beckett, Harold Pinter, Edwidbee and Helen Cixous, to just sign-post a $gwificant

playwrights and styles that are engaged with. Tieatrical practice of drawing from these “outsitexXts has been
so prevalent that sometimes the critique is préciagainst the Indianizing of the texts, calling fdirectors to

perform the text directly. For more see, Bandyopagthl971.

178 Bharucha:2000; Chaudhuri:2002.
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Veerasana at the other, reciting the poem. Veerasana ihalsay the Japanese sit on
their tatami mats, hands relaxed on knees. The recitatiovevgdong. The actor was
good-looking. He had a rich voice that was mostly quiet, yet sm@etxploded on the
consonants. His diction was so sharp and clear that you got a feeling yostaouler
some parts, at least of the poem. Of course you did not, becaus@sitin
Malayalam...Meanwhile, you were waiting in suspense for thdosha bundle at the
other end to move. When it did, it unfolded into a woman, who raised hesl@sty and
moved her hand almost imperceptibly in the sleeve of her costuragdud&ly, she
became an elephant, using her wide kimono to suggest ears. Sineawyaecession. She
broke the chain around her neck. She ran amok, fell and woke upngla.jThere she
tasted several kinds of fruit and smelt flowers. At some pointjbskame the temple
elephant again. Eventually, she fell to the bullet of a guard. That is as miehstdry as
| gathered. There was no point straining to gather more. lewasgh to sit and marvel
at the face and body of this petite actor, who could conjure up argmtions through
sheer muscle controt® (Shanta Gokhaléumbai MirrorByte$
The framing narratives of mainstream interculturalism géMaave at its heart narratives that
foreground “collaboration” through a listing of performance tegh@s and practices from
different cultures as presented in the same performing spdesoaomic theater” (Chaudhuri,
2000). In the case dtheElephant Projectone gets the following broad highlights: kimono-clad
Japanese woman and Kerataundu clad, upper torso bare-bodied male, traditional Kerala
percussionchenda played along with Egyptian darbooka, African djembe, and Australian

didgeridoo, the Japanese seiza postures resonating with Veeftasangga practice. In such

179 Gokhale, Shanta. “Makan of myriad emotiordtimbai Mirror Bytes
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listings of different techniques, one comes across an immediate othering diédutidian” part
of the collaboration, which is supposedly or at least supposed to beafaaslalso the “foreign”
tradition, the Japanese techniques. MuchTike Mahabharatan Avignon or the US, in the case
of The Elephant Projecthe text itself, the Malayalam poem, is unfamiliar to theience. The
unfamiliarity is accentuated with the use of Malayalam tlog recital of the poem (with
supertitles in English). The Indian part of collaboration for the emgdi in Bombay is
distantiated due to the language barrier and the non-awarenésstextt and its significance in
the cultural milieu, with the elephant in the space of Keratgke festivals being an “exotic”
experience that even Kerala tourism deploys to woo both Indiafoegign tourists to the state.
In such a scenario, the only response to the first section of thg pedtal in Malayalam seems
to be the lasting impression, yet broad categorizations suchtasehactor “is good-looking,”
his voice is “rich,” “quiet,” and “exploding on consonants,” and his “dicttlear.” And for the
rest of show one simply relish in the equally “unfamiliar’ butcsgeular “muscle memory”
acting of Mikari.

The blind-spots and the tensions that one comes across in the receggtbrio be
contextualized in terms of what Rustom Bharucha has pointed dut aslévance of holding on
to nation as a conflictual category in analysis of performanaetice. While one do not need to
subscribe to certain essentialization in Bharucha’s conception of Bagt’“and West, what his
critique of intercultural theorization brings to fore is the itlest neither is nation as a category
as irrelevant nor is it as monolithic as framed by intercallttireorization. For him, the more
challenging part of any contemporary intercultural practice uegh confrontation between the

distinct and conflicting cultures within the space of nation, a corstiont that the divide and
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rule policy of colonialism has not allowé®. In Elephant Projectone needs to look at the
presence elements from diverse contexts as encounters, som&gmbsant precisely for the
mis/non-communication, and the not so easy translations they affonthaByaining the stark
distinctions of Malayalam and Japanese and the English supast(ssiper)mediation, and the
distinct kinds of acting modes including gestural codes from Kuaiyathat | highlighted in the
earlier sectionThe Elephant Projedbregrounds the everyday acts of translation necessitated in
the multilingualism characteristic of India or any urban foromst of the present. Rather than
avoiding the use of the language the audience might not be famitlar or presenting one
language as an “Other” from a unified position, or creating a notion of “smdiversity” slogan

of the Indian state, the strategy used by the performanceesd@ audience to actively engage
in multiple translations, and yet still having to encounter blind-spots.

In his recent writing on the emergence of “Asia” as a sighiwvthe emergence of new
global capital, Bharucha argues that in India, vexed with issuasraflti-lingual nation cut by
intersecting caste, gender, and class boundaries, the siga’ i8si1ot a category that is well-
entrenched in imagination. Or in other words, he notes that in Indim™As sign has not yet
been realized as an object that can be, or has a potential for bemdedr(Bharucha,
2001;2004). So it is not coincidental that in the reception of the perfoeniatedia, even in the
mainstream narratives, one does see a difference from the global naméivterculturalism. In
Indian reception, Japanese is hamed in its “national” status, witthvehfusion is achieved,
rather than deployment of a “nebulous” category of “Asia” withawvn essence. Yet with the
overpowering force of the narratives of interculturalism wherens®al to posit the work as an

“Other” to “western” when the practice is happening in a sitsidetthe “West,” the national

180 By positing the term “intra-cultural” against “ercultural” as precisely encounters and set of tiatjions
between cultures within the nation, the performaspace for Bharucha, becomes a site where heterogsn
aspects of different cultures meet in conflictuedHion.
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gets even more essentialized. It is this overpowering presertbe fame of the “West” that
allows the critiques to slide over the outright critique of the coatst of “nation,” “Asian-ness,”
and the presence of a lot of “Western,” “not-so-Asian,” and “not-sst&ie’ elements in the
performance. In fact, the critique of intercultural frame isk&drout strongly in the very first
physical embodiment of the tusker by Mikari, the scene wherehagé&Gokhale puts it Mikari
gradually becomes an elephant. In the opening scene, rather thamaneand stylized acting
coming across as parading of techniques or a taxonomic theatedjstimet stylization is
deployed to make a critique.

After the actor doing the recital leaves the stage, the peafoze goes on to construct the
materiality of a contemporagooramspace: tall traditional lamps, emitting smoke and light are
lit one-by-one by bare-bodied men, traditional percussion instrunoérite regionchenda®
andkombd®® sets up the rhythm afyambakaand fire crackers go off. Once theoramis thus
set up through light, smell, and noise, the bundled up figure of Mitaats20 move to embody
the tusker.

The stage for embodiment of the tusker is a bare stage, alméstmgty space.” The
only props on stage aretidambu(the idol of the deity) in the central position towards the back
of the stage, and two tusks placed parallel to each other, the@sgoointing inwards and oval
shaped mirror with the wooden frame at the center of the tusks ifigdire emblem of the
Kerala state). Mikari, her face painted white, is adorned iangneith the inner dress as well as
the outerkimonocolored green, and the material of the cloth reflecting light.l&\thie green
indexes “nature”/ecological aspect, she wears a chain arountetler and th&imonois also

adorned with small brass circular reflecting patterns, ang \waes made of coir. Sitting on her

181 A traditional Kerala percussion instrument.

182 A traditional Kerala wind instrument.
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knees on the rear side of the stage, she holds a sdaaiibu (idol of the deity) in her hand,
feeling it, and waving it to both sides with her right hand thdtald at the level of the chest.
After this short sequence, still on her knees, she pushes forwardremsithg her both arms on
the ground she thrusts her forehead to give a moment of the “besté€fy elephant on the
show. While there is no mask to index the elephant, and the paintedfadeitef Mikari in fact
accentuates the difference of the human face and the dark eleffhanglmost “literal”
rendering of body postures of the elephanpaoramsignals to the use of abstractions in the
embodiment of the elephant. The “imitation” of postures of the elepbamtickly let-off as
Mikari moves on to assume a posture that is a more recognpestiere of warrior oveera
(heroic). In this mode, she sits on one knee, with her legs sepandtedl# leg thrusts forward
to the side and with her hands placed on her knees. The furthertioniitaf the elephant is
performed through body movements that are slowed down, and stylizeshoShkse towards the
tidambuin stylized manner, with her spine held straight and fist foldeas held parallel to
each other. With her right leg on the stool and leg stretched backw#odeng the kimono to
flow, she holds théidambuwith her one hand while moving her left-hand within the kimono
slowly to and fro parallel to the ground—waving of ears of the elephant. She look$oweh &t
thetidambuhighlighting a form of investment in her performance before the gathe crowd,
and internality within the matrix of power, and moves her fingeosind it. She lifts thedambu
with her right-hand chest-high, and slowly starts moving frofntte the right, showing the
tidambu to everyone assembled. Moving away from the stretched position, skeogo®
perform stylized poses with thi@lambuwithout ever losing the spine position or the sense of

“restraint.” This indeed is a “virtuosic” act for the gaze of the crowd.
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In a striking moment of such abstraction, Mikari turns around withidlaenby showing
her back to the audience. One realizes that she is wearinlgl-@aparison on her back. She
slowly moves towards the tusks on the back of the stage and pladegathbu between the
tusks. While she performs this task what audience sees is theveenback adorned with
caparison (definitely not an example of the “Indian”/*Asian”thecs). As the movement is
slow she maintains this position for a while. Apart from the ssmpiconventionality of the
“back” suddenly becoming the “front,” certain disorientations of whabaying a four-footed
elephant by a two footed human entails, or even an “anality” ofparisaned buttock, this
change of perspective is a critical moment in heighteningabis¢raction. What it does is to
expose the incorporation practices that constitute the body withsp#wacle, both that of the
elephant in thggooram and the “ideal” Indian actor—both as a particular virtuosic bbdy t
gets negated or “sublimated”—in nationalist theorizations. It highlighes categories of
codification that constitute a body without a “face,” a constitubéran ideal body through
different ideal parts enframed by the gaze. Standing strafightthis reversal of the frontality,
Mikari moves on to perform a short movement in the air with her hafdsst like catching the
rhythm with hands, and draws attention to the kimono as the constipatrthgSlightly bending
down, she gives a slight push to the kimono with her hands, allowiogiget up and fall back
on her while she moves to a straightened stance. Aldrtfemofalls back, it is lifted above her
head, with both sides extended with hands to suggest ears (a suggsstitished earlier), so as
to completely make the “human” body of the performer disappear behenctaparisoned
kimona The kimono is the perfect, ideal, abstracted elephant, a splendidtgeqmagéern. A
“performance art” moment, as the body of the performer disappéadss,this non-moving

kimone—caparisoned, and with wide ears that stay still—*hung” straghtan object that the

177



audience sees for a while. The ultimate ideal and “virtuosic” mdybody without flesh, a non-
corporeal object.

What does such an abstracted acting mode mean? Is it anotebiz&tibn making
manifest an “Asia” or a “successful” incorporation atyasatrawith Japanese techniques?
Rather than standing for itself, the spectacle of non-rigaisting through abstraction indexes
the “given space” of body within the space of spectacle. Whawv¢ called the “performance
art” moment, where one sees only an object, a “beautiful”’ one, igpeHect calling into
attention of abstractions one sees in the first Indian nationalistations almost a century
before in the aesthetics of the “Bengal School.” Creating a aesthetics from the encounter
with, and influence of “Japanese” aesthetics (through Okakura Tenshen)early Indian
nationalists tried to construct, in the visual realm, a politicastreetic that counters
“western”/realism with an aesthetic of gesttffeAs | have dealt with in detail the theorization
of corporeality within Indian nationalist thought in the chafy of Gesturehere | am not
going in detail about this construction. | will just reiterateeatral argument that | make in the
chapter that within the nationalist discourse on Indian art, whichbwigtson the thematic of
Orientalism, the dominant tendency was that of negation or “sublimiatf the materiality of
the corporeal for making a case for the transcendental andogute. Even if kinesthesis was
recognized as central in such theorization, the materialityodfy was articulated as one that
needed to be ultimately transcended. And it is this transcendental in conzeygymrformance
that allowed the nationalists thinkers to link performance to antitti@scendental conception,
the nation.

In the scene we just analyzed, the “vanishing” of corporeality perfeckimononeeds

18| have dealt with the nationalist rejection of moreality by closely analyzing the theorization Avianda
Coomaraswamy elsewhere in the dissertation. Forenmor the early nationalist construction of a “pcét’
aesthetic based on transcendental conceptionhsadapter on “Play of Gestures.”
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to be read as precisely as a strategy of irony and atsqae of spectacle. Rather than the use of
“Indian”/*Asian” aesthetic for construction of an “Asian” identityith an essence based on
notions of “beauty,” the form is invoked to make the wider critique ohtgation/sublimation
of the corporeal within the theorization of Indian nationalism and ittegans of “inter-Asian”
derived from Orientalism. The silence with the absence of musicthee extended duration of
the hung-ugkimonowhile presenting the perfect abstraction simultaneously aslaithence to
re-member what has vanished behind klhmone—the tusker and the woman’s body—and to
conceive what transpired before as process of achieving virtuagititing on of a virtuosic and
“masculine” act.

The critique of scopic regime in this manner is not resttitdetheatrical practices, but is
extended to that of organization of “traditional” Indian ritual spatilee critique of the
performance at the level of the animal highlights the spegrctice of the ritual, an “Indian”
practice, where as distinct from the supposed “western” practihere is a space for other
senses apart from sight. It is ironic to note that the ritualespafact tries to provide a “total”
sensory experience, stressing the aural (music, fireworks), | v(i$ioe-works, decorated
elephants, multi-colored umbrellas and the white fans) and olfa¢songll of burning oil,
smoke, dung, and of course the peopld)e Elephant Projecindexes this “total” sensory
experience ofpooram in its performance by having real lamps lit in the back and live
percussionists dressed up as in a ritual on the sides. Yet th&d” “sensory experience,
sometimes lauded as the distinctness of “Indian civilization,” ig famlthe “human.” Ironically
the tusker amidst the space, a creature that is hailed fortiacdislfactory sensibility, is
transformed into a visual abstraction. That one can read the stilhédse “ears” of the elephant

in the abstracted stationekymono as a foreboding metaphor for aggression, as in popular
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literature, elephant is supposed to keep its ears still whefnibisappy,” adds another layer to

the critique.

Antinomies of being worldly: Musth and colonial modernity

Sahyante Makatiterally means the son &ahyadri(Western Ghatsf* and the poem
was written in 1944 by Vailoppilli Sreedhara Menon, a significaguré in Malayalam poetry
canon'® A schoolteacher of science and a rationaffswailoppilli is regarded by critics as a
central figure in Kerala modern poetry playing a crucial role inrusipén change from romantic

poetry to realism®” or occupying a critical role in the transitional phase in tise of

modernisnt®® Known for constructing and foregrounding a “Kerala-ness” in poetsypéiivre

184 \Western Ghats is the mountain range that runsiffiréhe Western side of India, ranging from boraérGujarat
and Maharashtra to Kanyakumari in the southernRip.Kerala, the Arabian Sea and Western Ghats, tuwining
for the entire stretch of Kerala on eastern andtevessides respectively is regarded as providingatural
geographical boundary.

185 Vailoppilli Sreedhara Menon (1911-1988) was a ifimpoet, and published during his life-time teolumes of
selected works. Rather than using the last nameolen the chapter, | am using the name Vailoppiflihe was
popularly known and identified in Kerala. Over tyears, Vailoppilli has been bestowed with the awandluding
Kerala Sahitya Academy Award, Kalyani Krishna Men@rize, Kendra Sahitya Academy Award, Soviet Land
Nehru Award, and Odakkuzhal Award. He was the fitetsident of Progressive Arts & Literary Orgariat
Kerala. The complete collection of poems as wethasplays, and a memoir, has been published invielomes by
Current Books. For more on biography, see the ceramollected worksyailoppilli — Sampoorna Kritikal, Volume
1, 2 Ed. M. N. Vijayan. Current Books: Thrissur, [202Q10.

18 viailoppilli taught science in secondary schoold &is first publication, in fact, as Raveendrarhkights, is not
poetry, but a work on human physiology. (Raveend0(01:58; Vailoppilli, 2010 [1956]:724). Recordirige
significant influence of scientific knowledge toshpoetic practice, Vailoppilli's writes, “The scidit truth-
sensibility in me doesn’t allow me to follow beké&antasies uncontrollably, however splendid théghinbe. Take
the case of nature itself. There are nature-wopshippoets who see in nature the beating of a wuoektt or the
face of the Absolute. | have lost that vision/pbdphy larsanan). In that heart and face, | see boundless affectio
and blind cruelty. | cannot help seeing the tigehibd the deer, and small pox bacteria in the gpbreeze.”
(Vailoppilli, 2010 [1956]: 724. Translation minéjor more, see Raveendran, P. P. 2001, 57-58; R&ha&n, E. V.,
2001:72.

187 vijayan, M. N. Foreword toKannikkoythu [1952], republished inVailoppilli — Sampoorna Kritikal
[2001]2010:567-581.

18 Raveendran, 2001. In the article, Raveendranqugs the tendency of classifying Third-world/Indidterala
poetry into neat categories derived from Europeawements such as the shift from romanticism toigegland
later realism to modernism, and post-modernismitti@ncontrary he argues that even as the ideologlohial
modernity provided the basis for the poets, thearks while following the ideological framework sep by
colonialism, also offers resistance through thereatictions and ambivalences they present.
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deploys “Kerala's little traditions, regional myths and mu&i¢And presents an “ambivalent”
perspective on the developmental logic of modernity. While some soextremely popular
poems have been received as a call for modern development and vegref®rms, presenting
even a utopian dimension of change, scholars have highlighted how Hkis sumultaneously
present a deep seated suspicion about the authoritarian order andtidestishered in by
modernity*®® Written on the cusp of Indian independence, and when debates aboutdHeme
formation of a distinct state based on Malayalam languagga Keralam(United Kerala), had
started to assume significan@ghyante Makareflects the ambivalence perfectly, as it offers a
critique of modernity* through the “local” figuration of a temple elephant in the populacsp
of pooram (temple ritual-festival). To locate how the elephant is an elam problematic of
“modernity” within the poem, | will turn attention to the specific ppgenon of musth in the
elephant.

As distinct from any generalization in the sense of “aninaal’a category distinct from
“human,” what gives a specific thrust to the production of knowledge andeptualization
around elephant, its “running amok,” or dissidence/“naughtiness” ig#uafis characteristic of
musth. It is precisely this “fluid,” a smell that is at theart of the problematic surrounding the
figuration of the elephant. Musth is a physiological and behaworadition that (primarily) bull
elephant§’? go through once in a year. The physiological condition, which cmufato sixteen

weeks, has attracted attention in various knowledge systems aggs$ loup the categorical

189 Ramakrishnan, 2001:72. His poems on Kerala’s iestDnam has been particularly significant. Bnam
celebration, the figure from mythology Bali, whostamped down to underworld by Vishnu’s vamana aayas
interpreted as Kerala’s just emperor (called witefig Maha great, Mahabali), who visits his erstwhile subgefor
one day (the day of Onam) every year.

190 Ramakrishnan, E. V, 2001; Devika, J,. 2007.
191 Jothikumari, 2010.

192 |n the case of African elephants, both male anthfe elephants go through musth, a possible fadtarh led to
the identification of phenomenon of musth itselAfinican elephants only recently.
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distinction of an elephant. Scientific studies point out that in tee o&bull elephant in musth
“the temporal glands secrete a pungent fluid”, and “the animal shewghtened aggression
towards other bulls, and it has a better chance of succesdingingsukumar, 2006:3). The
condition of musth, therefore, in the case of domesticated bullalepmecessitates elephant-
keepers to develop a careful method to read the symptoms and keepamtiaeéitiee heightened
aggression and sexuality of the animal. In the poem, the tuskercrsbeesas one that has been
rushed back into the space of the ritual even though it has not complatedyout of its musth
state, as the poem says, the musth fluid has not yet dried Thiiyefore the poem starts with
offering a critique of the economic structures underlying theotiséephants. At this level, what
is constructed is a clear split between the “human” and the “animal” with disjpégisiology.

Yet what is critical is that the physiological charadigei also stands conceptually to
think through the state of existence in “freedom”/“happiness” iaticel to the structures of
subjugation and norms in the mundane real world. The etymology of rthemasth, in fact,
gives an indication of the conception of musth as a problematic fiirlgi through a different
state of “being worldly.” The term musth is derived from thersRn wordmast meaning
intoxicated state (of a lover), and as a concept is specifieadlgl in Islamic mystical traditions
such as Sufi to refer to the state of a dervish as a lover totally intakioaiélah (Sakata, 1997).

It is a state in whiclagl (reason) is held in abeyance.nrastwhile bodily or sensual experience
and the “excesses” of bodily engagement such as drinking and vigadysnovements might
be critical both in realization, and simultaneously as the extéwdily manifestation of the

state, the state is conceptualized as one where there is ff@rémtie and therefore annihilation
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of the existing order of reality and norms itséff.Unlike Haraway’s materialism, therefore
musth conceptualizes a different way of being worldly. The psithtat in this conceptualization
there is no binary between intoxicated state of one possessed and the real worldpihstead
mastis regarded as a reality or a state of being worldly, buohibtis world, the reality itself is

of a different order constituted by sense and affect. The Sawskdtfor phenomenon of musth

is mada(or matf) and scholars point out that the wonddg as used in the significant treatise on
elephants Matangalila refers to “excess of joy” (Nilakantha Sastri, transl. éttn,
1985[1931]:32-33)Madais connected to the reality of the present—it arises “out of good health,
vigor, and a happy life, attended by well-balanced humors of litd¢"the state itself is of a
different order where the ecstatic state is all thatesd, and all that matterdlatangalila
therefore notes “joy, rapture, exhilaration...so the state of mudiid.:32-33)}** Musth as
rapture/intoxication highlights the singular state of the one gthirmugh musth, and since it
involves only a temporality of the “present” of the sensuousness of the heightectdeaffate,

it is indifferent to “history.” The poem tries to figure inghtonception of an alternate state of
being worldly in love or rapture but places it simultaneouslydsrretation to its effect on the
system and order of reality in a temple space. It is this detsiten that produces the figure of

the elephant in the poem as “enslaved” rather than the figuweeasho is simply in rapture or

possessed and intoxicated by love.

193 For a useful description ahastas a mystical practice written from the perspecti¥ a mystical group, see
William Donkin The wayfarersan account of the work of meher bafth the god-intoxicated and also with
advanced souls, sadhus, and the pdlemednagar, Indig1988;2002] 2011.

19 Here the Sanskrit text assumes a perfect knowledighe state of joy and rapture of an elephanmirsth.
Wendy Doniger highlights the same strain of assionpbf perfect knowledge about the feelings of aalsnin
certain Sanskrit texts. The perfect access to ther @resented here mirrors with the mythology [Genianalyzes
where fish presents to Indian mythology an alterrsdite of consciousness. While in the Daoist ringim which
the Sanskrit tale takes the story, the statemettttie fish is happy raises the question of intéllel isolation and
interrogation of from what place or position caredmow that the fish is happy, the Sanskrit tesuases that the
fish is happy, but the “understanding” leading tdifierent kind of “problem of human involvementDgniger,
2005:18-19).
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It is significant to note that historically the practice ofdalieag of Asian elephants has
been negligible both for the difficulty in structuring the breedaigelephants in captivity
(Sukumar et al., 1997:264) as well as economic investment involved imgrais elephant that
cannot involve in any productive work till it is about 15 years old. Tephants that one sees
are therefore mostly elephants captured from the wild, anddtam@ subjection. In this sense
the domesticated elephant, with its recognized powerful merpoegent a “primal” event of
subjugation, a violent enslavement and control via training, with (thattbf memory of the
pre-captive days always in tensitn But with musth as an uncontrollable letting go, the central
guestion that arises is where does the elephant slide to intisya Is it to the pre-captive days
with an awareness of the present discipline/norm and ordinartyrealis it an absolute fantasy,
a forgetting of the “primal” moment and the “history” of disciphigiitself, a state omas®? If
one conceives the state to be an absolute other, how can language access?his stat

It is precisely setting out this connection that makes thedtgpn of tusker in the poem a
wider critique of modernity and its assumed project of liberatamyadrj here is deployed as
“nature”/“wild” to which the tusker “naturally” and *“rightfully” Hengs before it was
domesticated. The last lines of the poem ends in pathos, with theonaeacribing the soldier
with the wordnaran (lit: “man,” but having an incriminatory sense to the wottind declaring
at the death of the tusker, that even though the shriek of the dygker twas not heard by the

gods of humans within the temples, the cry struck right at theé be#ne Sahyadri(Western

19 The Sanskrit textManasollasa before laying down the ailments suffered by eteyib, records: “Captivity,
lashing, ailments, memories of the happiness oédioen enjoyed in the forest, staying in the captivnly
physically with heart elsewhere, incompatible fooaligestion, exertion, and lack of sleep are baaigses of the
diseases of the elephants. Those should be propedied by medicines procured from forests or lmased from
the shops.” Verses 628-629. Transl. Nalini Sadhalé Y L Nene. 2004:116. The text presumes thathelepis an
animal with tremendous intelligence and memory, #r& memory of the wild is therefore a constantsitem,
causing along with other factors diseases to tephants. And pertinently for discussions in thistise, musth is
not a disease of the elephant within this concepttas.simply another (joyful) state of existence.

19 Jothikumari, Opct.
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Ghats). From the enthralls of feudalism and the world of Mahavnd)de the humans seems to
move on to the “liberation” promised by modernity, where does the elegla—back to the
“wild,” which exists in fantasy?®’ Crucially, if there is violence at heart of the taming, and one
learns to discipline oneself, and even assume a place and dete&sare within structures of
power, how can one imagine liberation—will the liberation be an atesdétting go of the
history of discipline itself? If the process of disciplining,ingdeed as performance theory has
shown, constituted through bodily practices rather than through'{8e@efinitely more
emphatically in the case of domesticated elephants), how wiidtg sense its surroundings in

the state of musth?

1971 highlighted earlier the significance of elephamtthe actual space of Kerala, but elephant asfithee of
“enslaved” in the modernity project has an add#iofayer if one looks at the place of elephant adeaply
entrenched but a passive agent within the histongaative of modernity in Kerala. Even thoughsiag) a question
such as “when Malayalees accepted the nuclearyfasyiitem, and stepped into modernity at the turthef2d'
century, what happened to the animal kingdom?” ibighdeemed off-tangent, the question seems tatbeesting
in case of elephants. What happened to elephargs whclear families came up? To lay down this motaltic,
ironically one need to turn not to the conventiohatories populated by humans, but to the pophlatory
produced by Kerala tourism designed to presenexatic, where elephants invite you to Kerala toegazthem as
exemplary figures who hawived throughthe structural transformations in Kerala societyhie 28' century. It is a
story of “becoming,” but becoming of the “State Aail.” The Kerala tourism’s official site says, “pleants have
been an integral part of cultural Kerala from tilmememorial. These huge mammals have always beesd)ov
revered, groomed and given a prestigious placéeénstate's culturescape. Most joint families in past owned
elephants and their increasing number was consldei®ymbol of the family's status. But today onlyaadful of
families own an elephant. The rest have entrusteset treasured possessions to the Devaswoms otetemp
managements owing to the degeneration of the famtly system and the rising cost of maintainingpélants.**’
This short seemingly passé description connecgshals in Kerala to the destruction of joint familystem, a
moment that is regarded as the critical one evidgnthe structural transformation of the regiond gutaces the
elephant, as a body apart from people who are taffedeeply by the structural transformation brouighby
modernity. From enthralls and structures of feiwghalijoint family set-up and the time of Maharajaslgphants
moved to a specific part of “public,” not to theasoor to the wild. Elephants and Malayalees areefbee within
modern Kerala historical narratives “companion s&t elephants standing side by side with humatelédees in
their transformation and as they entered moderaity nuclear families, only that the radical poditi¢hrust of
Haraway's expression is absent. After providingadetof the legends of the most famous elephariKenala,
Guruvayoor Kesavan, the site goes on to say thevfilg, “In its natural habitat (the jungles), mand tigers are
the enemies of wild elephant herds, but once theycaptured and tamed, they become the gentled&ientheir
human owners. Their attitude, life and habits cleaidephants are at first slow in grasping the camis taught to
them but once they do, they remember it for decat?éThe only blip in the history of the “gentle” frida is the
glossing over the iron hookofti) that is kept on the side of the tamed elephart,the phenomenon of musth: the
iron hook assuring obedience and control even wihenmahout is physically absent, and musth staé ith
unpreventable as a state of existence with no abntr

19 More generically theorization developed from Fauts conception of body, and specifically in perfance
theory Paul Connerton’s (1989) theorization of hodiemory.
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An(im)ality, Lanquage and Gender

In his seminal study of Vailoppilli's works, the eminent Malayalliterary critic M. N.
Vijayan subjects the works of the poet who is regarded asianalist, and the champion of
“utopian” socialism in Malayalam poetry to a Freudian psychigdnareading. Closely
analyzing the deployment of the sense of smell in his workayafj makes a forceful claim that
it is the overpowering sense of smell through which the poet selaténe world outside, so far
as to say that “smell never sleeps/rests in Vailoppilli's poems” y&ija2010[1970]:673. Transl.
mine). Keeping in mind that Freud isolates precisely the demgfdiminution of the olfactory
sense as critical in the construction of the category of “hunthe,tleployment of the sense of
smell presents a particular challenge to the centralitthefscopic® After establishing the
centrality of smell, Vijayan further shows how other elemestsh as smoke and humor are
critical in Vailoppilli's oeuvre. Basing his analysis on Freud’s p&p®aracter and Anal Erotism
(1908) where Freud isolates three inter-related charactes thibrderliness, parsimony, and
obstinacy, and the further investigations on anal erotism by Joaége!S and K. Abrahaff’
Vijayan reads the metaphors of smell, smoke and the function of horwailoppilli’'s works as
related to “anal erotism.” As a “sublimation” of anal erotishe metaphors, specifically that of
smell as deployed in Vailoppilli poems, for Vijayan, is whdow the olfactory sense to

simultaneously become an “erotic” engagement with the world. prasisely the anal-erotic

199 Una Chaudhuri points out, “the "diminution of tbiéactory stimuli," says Freud, makes what was oseeually
stimulating—blood, feces, earth—disgusting, prodgcia cultural trend towards cleanliness," oneuieabf which
is sexual repression. Repression eventually lesads Freud, to "the founding of the family and @ahie threshold
of human civilization"” (Chaudhuri, 2004:77-78).

20 For more, see Jones, Ernest. “Anal Erotic Charaiés”, “Hate and Anal Erotism in the Obsessiodaurosis”
in Papers on Psychoanalysislew York: William Wood and Company, 1918; Sadgkr,’A Contribution to the
understanding of Sado-masochisrmternational Journal of Psychoanalysi$926, volume 7:484-491; Abraham,
Karl. “Contributions to the Theory of the Anal Chater” (1921). InSelectedPapers on Psychoanalysis
NW:Karnac Books Limited, 1979.
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character so isolated that gives the classic psychoanaiicture of “ambivalence” in
Vailoppilli's works, where the “most fallen” is at the same time “the robstished.”

Sahyante Makann this framework, is (predictably) for Vijayan, a paradigmatic work
that “condenses” the anal-erotic elements in Vailoppilli's oeuasethe “anal her6™ in the
poem is an (embodiment of) olfactory sense itSéhe trunk of the tusker, an extension of the
nose, and one with which the elephant experiences the world is presented in it$eamdieaen
at the start of the poem. The initial presentation of the tukkeugh description of its physical
traits, in the case of trunk, involves the narrator describingrtin& that is constantly touching
and moving through the ground even as he stands still upright (an olmsehighlighting the
“perfection” of the elepharft}® as a foreboding metaphor of whose graves he might be digging.
But what provides the fundamental ambivalence is the driving force usthnfluid in his
forehead: musth as the “magical fluid that erases truth and as/d&etasy/dream” (Vijayan,
opct.:687. Transl. mine). It is an “anal sublimation,” according tayéin, as through this smell
one encounters the scenario of the equal force with which both emofiaggression and
sexuality fills its head.

This characterization of “erotic” as related to the elephaetptfactory sensibility as an

erotic engagement, assumes significance when one readsnstagai anthropomorphizing and

21 \while | will analyze in detail below the distineti between the narrator and the elephant, herd Just point
out the ambivalence in Vijayan's analysis as he esofrom psychoanalytic critic of poetic practicehere the
categories of psychoanalysis is central for the dnuract of “art-making,” to the abrupt move where tiephant
itself becomes framed by psychoanalytic problematibile Vijayan's analysis is of Vailoppilli's usef metaphors
of smell, the analysis abruptly presents the elepitaelf as “anal-hero” (the term is not my traign, but is
exactly “anal-hero” in the Malayalam text of Vijaya

292 Here | am not going into the detail elaboratiorVidyan’s argument. He presents poetic verses filisparate
works across Vailoppilli's oeuvre, from the mostilshg example of Vailoppilli giving smell to goldo poet’s
metaphor of dividing good and evil into distinctedtg, to the passing metaphorical use of the atzae three
elements: smell, smoke, and humor.

23 The reference of trunk lying on the ground buibttsthe codificationléksang of the ideal elephants | discussed
earlier.
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symbolic practices within the canonical tradition of “Hinduism.” Im steidySexual Metaphors
and Animal Symbols in Indian Mytholggwendy Doniger O’Flaherty, analyzing the use of
animals to “symbolize men and women with various sexual dimension&masutra argues
that elephant, though part of the “equal union” between stallion (raatkklephant (female),
does not have a “sexual significance,” and is not “erotic” in Indw@rthology (Doniger,
1980:257-258). While the white elephant derives its significanceyraba of “royalty, as a
symbol of Buddha, and as an animal churned from the ocean” (ibid:258), Gareestephant
god, is symbolized as “chaste” and his broken tusk, a “phallic emblemdetiaghability of
which denotes a certain ambivalence about Ganesha’ sexual natured@mes across as “virile
and potent” in some contexts, but standing for “effeminate eunuch’hier ebntexts (Leach,
1962:82).

Vijayan takes the ascription of “erotic” forward by analyzing how “amatism” is also a
sadomasochistic affair, where sadism involved in the carnage ieedfe solace by the
masochisnf®* In the initial moments of fantasy for the protagonist, in facteti®ea moment of
awareness to the “real” space of the ritual, the poem thenebssing that fantasy is not
something that is totally involuntary. The fantasy is achieved thrtaifihg oneself move into

the space of fantasy, a passive letting go to the fantastical.

204 Here again, | am not going into the details ofy#n’s analysis. The analysis of sadomasochismrigtex, and
Vijayan presents examples from disparate worksaiogpilli's oeuvre. What makes the reading intéresis the
unconventionality and play with which Vijayan readiii® metaphors, even as he opens himself to theyela
“over-reading.” One instance suffices to recorduheonventionality and play involved in the readihgone of the
poems, again a human-animal scene, Vailoppilligmesthe narrator feeding grass to a little calbwgexcited and
“jlumping around” while eating the grass from hisxtie. To describe the calf Vailoppilli uses the Malam word
tullichatuka literally “jumping around,” used for describingrest childish excited state. This seemingly pass#
“romantic” imagery of a lovely relation of the nator with the animal, for Vijayan, is an instandesadism, as
Vijayan asks why the calf is excited and “jumpirrgund.” He concludes that the poet is taking astguleasure in
giving the hungry calf one blade of grass eachpthasure coming from feeding it ever so slowhegag it hungry
and unsatisfied, and seeing it jump around atitjt& sf grass.
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The psycho-analytical reading through metaphors of anal-erotigss forceful and
politically destabilizing for the mainstream criticism irs itharge of sadomasochism on a
“utopian” poet seemingly representing and taking a clear side tlve “marginalized” or
“subaltern.” And distinct from the early psychoanalytic conceptusbzs, rather than
presenting it simply as a “neurotic’ phenomenon, or critiquingsitaa absence of politics,
Vijayan celebrates Vailoppilli for the sadomasochism. Yet gsgcho-analytic maneuver is a
limiting perspective as it allows an easy resolution betweemnligtmctness of ontology of the
elephant as an “other,” and the deployment of the animal as stamdinfpr the
marginalized/“subaltern” in the colonial discourse. Rather thanrploin to the tensions in the
deployment of the metaphor of the nativized elephant breaking chaimmusth, and
interrogating the displacements in such a staging of a ‘mubgdlwhose voice is taken over by a
voice of reason, Vijayan visualizes the scene as the stagitige afnconscious. In fact, in this
move, he is close to Vailoppilli himself, who gives the logic of psyagy, a visualization of
externality of power in opposition to the “natural” impulse, and wdzat be seen as a semi-
Aristotelian logic of tragic hero, to contextualize his work. |¥apilli writes about the poem,
“Living under the artificial conditions of a sophisticated life,mmaay, at times find himself
ruled by the strong urges of a natural impulse; he may defgitlized ways of life and try to
live as the flesh dictates. Taking fright at this, sensing daageralso in a spirit of vengeance,
society may thrash him out to death. The poem gives a suggestios.of ltki Sahya forests,
perhaps, represent the subconscious mind which is the seat of vgilonga3 hat man may be a
source of danger of society; but his downfall deserves our pityilaMalli, Quoted in

Jothikumari:98).
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For Vijayan, it is the corollary characteristic of aeabtism, what Jones and Abraham
have highlighted as “omnipotence of thought,” which allows a move fiioenrealm of
“involuntary”/“unstable” unconscious to “creativity” and “freedom,” whiey the distinct
ontology of an elephant is displaced to that of the realm of “humagination/creativity.” With
the basic assumption that unconscious is driven by the sense of firéadigayan notes that
“freedom is the flagstaff of his (tusker's/poet’'s unconscio|¥)jayan, Opct:686). And when
this notion of freedom of the unconscious is linked to the belief of “ommpetef thought” in
anal eroticism, Vijayan squarely makes a divide between the hutlynénd, and presents a
perspective where it is ultimately the poet’s “omnipotence ofghtiuhat sets up and defines
the fantasy. In this manner Vijayan concludes 8ettyanis therefore the “nostalgia of the poet
who hasbecomehe elephant” (ibid.:687. emphasis mine), and that the untamable stiakds
for the poet’s “obstinate resistance to the world that tries to tame him” (ibid.)

In reading the tusker’s peregrinations through the fantastit@¢mess as the staging of
the unconscious (of the creative poet), the a-historical readmgegs of metaphors do not
address the discursive domain that configures the metaphors, tiieinmgetaphors the specific
force and natural-ness. As Butler, in her different critiqupsyichoanalytic manouevre shows,
while the unconscious itself is here presented as an incoherent arableinkirce—a
destabilization of the humanistic discourse of the subject—the inaradtpsychoanalysis itself
gives an essentializing perspective (Butler, 1990). What Vijayardd/sis does not expand on is
precisely the colonial discursive context that sets up “ambiv@leas one of the central
identificatory strategies for the colonized. By not interrogatifambivalence” as an
identificatory structure, as one that is framed within a @algr historical juncture, the analysis

also leaves un-interrogated the specific masculinity discadinsteallows the ambivalence to
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sustain itself. In his study on the recurring images and metsmfiaoo and its variations in
Malayalam poetry, E. V. Ramakrishnan argues that the “obsgs®wecupation with a locus of
images signifying enclosure, control, isolation, subjugation, suames...suggests an under-
world of tension relating to sexuality, power and identity” (Ranshkan, 2001:66). In the
work, though sensitive in his depiction of the elephant, and what for sohwars is a “bio-
centric” perspective, it is precisely the colonial discursi@ent that provides the ambivalence
and contradictions, making the “best” tusker also the standing asxeamplkary case of
“subjugated” masculinity of the colonized/marginalized: the mastythat is dominated by an
“external” power, but having the potential of carnage and savagery.

Let us look at the performance as to how it destabilizes the kach@osition of the
narrator. The performance spaceThe Elephant Projectvhich is an outdoor space in National
School of Drama, consists of an empty platform in the center wibepal tree providing the
backdrop?® The sides of the platform are extended backwards, with talitiomal lamps
occupying the short extending space in the rear. While theoptatis used as the space of
embodying the elephant, the rest of the space enveloping the plaébrthe context of the
pooram (ritual-festival) and is occupied by the live percussionists. The organization cieates
distinction between the space of theoram and a performance space witlpporamthat is
centered and elevated. The “inner” space of fantasy of the elejphtéms way is externalized
and brought “on-stage” as another space within, well-demarcated gagiren with thgpooram
space. While in the earlier section, | looked at the descriptidgheottart of the performance,
here | specifically analyze the recital of the poem theg not dealt with in detail in the review,

and what it means to split word and embodiment.Elaphant Project a preference for

205 The performance on which | am basing my analysi® loccurred in the Meghdoot Open Theater in Nation
School of Drama in 2009.
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physicality’® can be seen in the stark distinction made between the recithk gfoem in
Malayalam at one go in the first part, and the physical remglerovided by Mikari during the
rest of the performance with only intermittent Japanese.

The split (to add to the listing of formal techniques that icquréd in earlier section) does
have resonances with the performance traditions of both India and Japd@&.iMWJapanese
performance tradition one comes across a split between speaidngmbodying in forms such
as noh andbunraky the split is also visible in Indian “classical” performam@alitions such as
Kathakali, Kutiyattam, or the popular ritual performance traditainTeyyam. But more
centrally, Ku Na'uka Theater Company, where Mikari has played a sigmifpart, makes use of
a distinct, signature style split between words and embodimi#nthve theorization of “movers”
and “speakers.” In the performances of Ku Na'uka suclMedea and Othello while the
“speakers” (a chorus on stage) follow a techniquéwiraku style chanting, the “movers”
(actors) “engage iningyo-buri a kabuki technique of having humans imitate bunraku puppets”
(Anan, 2006:407). In an interview the director of Ku Na’'uka, Miyagi Sat@shints out that it
was his aspiration to go beyond language barriers that prompted dnknwith the specific
method and that the effort was to “to divide speech and movement anttahsfiorm speech
into a type of music... [and] to create a theatre in which the acelizvas able to appreciate
images or movements without lines or sounds, and vice versa” (Imefzginton, 2011:237).
As scholars have shown, this experimental use of technique in Ku Ndivages from the
traditional by presenting the “movers” as “self-motivated,” a#i a& involving both male and

female performers play across gender (Anan, 2006:407), and bringsm@nd “exposes” the

2% This split and a stress on physicality in the attcommunication can be seen as what stands owt as
commonality in the seemingly arbitrary selectiorteofts by the group. Whil®uick Deathinvolves 51 scenes using
voice over, but having only one instance of actisd of words by an actdVater Stationwith no actual dialogues
and consisting of slowed-down movements, works thith“power of passivity... of being” (Ota Shog890:153).
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“metacritical” and “metatheatrical” (Eglinton, 2011:234). Through fpscific technique, where
the voice and action of a character is “split between two or axiogs and on occasion united
again,” Eglinton argues that Ku Na'uka splits the “logos” and “pathos” redasl&inherent in a
character by the classical texts,” and that the “divisionpcidion, restriction, refinement, and
reunion in the relationship between words and bodies created[s]sianithion dynamic”
(Eglinton, 2011:234).

In The Elephant Projectthe split is much more categorical as there are no “spéakers
who continuously or throughout the play narrate the words for the “mowse€ like the split
in ritual traditions such as Teyyam, the poem is recitedn@ go (around 13 minutes), and
Mikari does a full physical elaboration after the recitddo{@ an hour). Once the physical
elaboration by Mikari starts, the only words one hears as audiem¢base of random one-off
shouts of people from outside indexing the recognition of “mad” elepbaning in the real
space and Mikari's sparse singing and speaking as an elephamsplithe Elephant Projecis
therefore a contextualization and setting up of the narratorial woite poem, which once set,
can be interrogated with the distinct possibilities of embodiment offerpdigrmance.

As lights come in on-stage, the aéf8rcomes up to the front of the platform and seats
himself in the traditional Japanese seiza posture—sitting on dtmdyby folding legs behind
the thighs, and resting the buttocks on feet and ankles, whitetits are placed on the knees—
and recites the complete poem in Malayalam. The recital, lzeuggbatim recital of the poem,
means he takes the perspective of the narrator of the poemnfiileepeem is recited at length
“seriously” and “emotionally” with the actor keeping eyes ethsthe upright seiza posture

maintained, almost every word stressed, and a non-visible groumgealiting certain lines. As

27 The part is played by director of the performar®amkar Venkateswaran.
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the tusker slides into fantasy, and starts roaming around the gldyercussion aids him in
setting the emotional heights. At the climax of the poem, one hears the noise of a guthshet a
actor stands up and recites the last verses, this time maigtdire uprightness of the spine
while standing. The poem moves through varying emotions, with themtest of the tusker in
thepooram his foray and smelling of the wild/nature/herd/mate, anditfa funning amok and
killing, and the narrator showing the real effects of tuskersragin the fantasy. In the poem the
pathos is not created on the “fact” of the death of the peoptmdded nor is it reside in the
moment of the death of the tusker. Instead the pathos is estdbfisihe condition of the tusker
after the carnage, where it is confused in a fundamentalbgvteen (heightened) senses—the
vision/imagination and sense of smell and touch. While the vision ofisker shows trees, herd
and mate with whom who he engages with, the powerful sense of condlises him as he
cannot identify why his trunk smells of blood, which he is trying uosssfully to take off. It is
precisely this pathetic confused state of figure, not one in abgoluta simply taken over by
anger and aggressivenesnaf) that is shot dead. The only one seeing with clarity is the
narrator. The narrator, and through him the reader, are clear objduts sensed by the tusker
both in its imagination and in actuality and therefore the confusiorusthrstate. The shooting
of the elephant in the end therefore shows the absence of fasmaernity. In the recital in
the performance, yet, these different emotions get neutralizgdasense of a “restrained” and
“self-conscious” masculinity. It is as if the poem is reciteddensing the restrained, but visible
masculinity of the enslaved elephant standing in the ritual sgaetching its back leg, and
thrusting forward the forehead. The voice of reason that triesetahe whole system, but can
only register pathos in the absence of reason in the sysitemdrrator’'s “consciousness”)

seemingly blended into that of the tusker. In the recital, witrspieeific use of seiza postures,
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and maintaining the uprightness of the posture even while standinglintta,crather being
pathos is played out as a strong declardfidithe “long” almost monotonous recitation, tough
to be “affected” by even the people who know Malayalam, adds to the sense ofritéstrai
Along with word-embodiment binary, the other major distinction thasgii highlights
is the reversal of gender. Once again comparisons can be mstdategies used in Ku Nau'ka
Theater company’s plays where the “gender identities vatjmand across plays” as “women
can play men or vice versa” (Anan, 2006:407)The Elephant Projecyet Mikari playing the
tusker makes a specific breach within the strategies of “be&gpranimal” within the
mythological imagination in Sanskrit texts. Doniger in her amslgszoomorphism prevalent in
Sanskrit texts draws attention to the different relation betwaeguage and animal-human
relation based on misogyny. Building her analysis on the mythrdi bf poetic language
through the firsshlokauttered by poet Valmiki (“author” of Ramayana) in a momergasfow
(sokg when he sees a hunter killing the “male of two mating crareesj” moving through
multiple instances where (mis)identification of humans as animbhén they are engaged in
sexual act lead to their death, Doniger makes the connection bekilleen of the animal,
sexual act, and birth of specific human language (poetry) (Doniger).2Z00biger convincingly
shows that the texts posit a position where the “the possession ahlgp®ech is a prerogative
that may deprive humans of their sexuality but may deprive &hiafaheir lives” (Doniger,
2005:25). But there is an additional caveat within this linkage betweenan language and
animals that makes “becomimgth” of Haraway'’s theoretical maneuver even more significant in

the Indian context. Analyzing the distinction between transformatmnsanimals and talking

%8 This “restrained masculinity” can be seen as aueged if one places it in relation to the “emotitirpoetry
recitals that are much popular in Kerala. While Buer poetry recitals generically tries to takeeahrough the
emotional travails, and ends up presenting thedibéras a nostalgia with the accompanying instrutsesuch a
udukku,and heightening the “existential” stature of thmefp here the recital, presents a direct challd@ngthe
audience.
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with animals, Doniger concludes that talking with animals oraecess to the language of
animals within Sanskrit texts was regarded as a prerogativeatd domain. So while “all
hypersexualized women are represented as talking animals,tdtheg without “talking with
animals” (Doniger, 2005:25). By embodying the elephant Mikari cati® iattention,
accentuates, and parses open the gendered structural links, and tenkogsiage, animality
and the process of talking with.

The embodiment does so by specific departures from the textuaésouaking it open-
ended, and destabilizing the narrative in the process. First, tfogrpance eschews the binary
of the narrator versus the tusker, where the narrator presents tbe€ugality of the tusker lost
in its fantasy. In the performance, the “reality” is presettetls” and to the “tusker” not by a
voice of reason, but often a contorted body, a body registereditodzen. It is precisely the
heightened state of sensuality, of a corporeal relation to e ¥hat indexes possible breaches
within the fantasy world. Second, the performance eschews theologity sense of linearity. In
the poem, though the temporality is not strictly linear as theetuslides into the fantasy and
explores the wild with an extended/expanded temporality, the “braakhe real space is
achieved in the moment of his move towards the herd and mate. dieibithe “real” space of
the pooramis a clear moment, from which there is no possibility of retulre performance,
through visualizing the peregrinations, negates this logic of brealk,ane posits a “real” space
of thepooramover which the fantastical is happening then there are multipfesegecarnage,
and multiple deaths, not just of the “people” in the ritual space,|ldwtoh the tusker. As a loop
structure, closer to structures of trauma, the carnage andcéia@es’ of subjugation loops;
returning again and again in different ways. While there aarainoments of “awareness”

within the performance such as a pained and contorted body on the dooknty at the
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audience in shock as the hands (while body moves on the ground in paisjugk between the
chain around neck, or the confused state of the elephant trying to offashbiood” from
hands?® the following of loop structure breaks these moments as finalftgr the awareness,
one sees the tusker again continuing peregrination and sensual eaggaim surroundings.
And amidst the peregrinations one also sees without any ruptareyaover with a difference of
the “virtuosic” body movements of the disciplined body of a tusker. p&ifrmance structure
also goes against the finality of “death,” as even the deatbubyshot, a definite death as
opposed the frequent collapses, is played out twice in the climaxaceath on-stage from an
invisible gun indexed by the sound of a gun-shot hitting the tuskersasinning, and yet again,
when Mikari steps out of the “role” and the stage, and is shot fronmdeisi she stands in the
midst of the audience with a visible gun-man in the center oftidge. In this manner, the
performance also moves away from the defining moment of sexaalit mating as linked to
death in the poem, a figuration having resonances with the “ongyth of poetic practice in
India. Awareness of subjugation, death, sexuality, disciplined body and ipewild all criss-
cross, with no structural logic of Indian mythology.

To hone in on the argument, | will now closely analyze two sceossthe performance.
where rather than the fragmented corporeal writings of becorthiege is a heightening of
differences between the gendered human body and the animal througitratezy of
anthropomorphism. While first is the twin death sequences at the ehd pérformance, as a
counterpart to this death one sees a sequence absent in the poerrogom@arphic sequence

of an “life” of the elephant in an alternate spaceadram apooramor carnival of the elephant.

209 Here the scene plays on the possibilities ranffimgy simply a confused state of the tusker to exerotion of
guilt from the awareness much like a scene of Uddgbeth.
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Between Animal and Human: The guestion of Anthropomorphism

In the first death sequence, coming right after a full-fledgegdrapomorphic enactment
of the elephant (which I will discuss shortly), the tusker is omgeenarudely awakened to the
“reality” of subjugation. With contorted face signifying pain, stears thekimonoand climbs
onto the stool. She tries to balance herself on one leg stretching her hands to one beléeahd t
to the other. Not able to balance, she gets down. While one hearsfaiigs from outside, as
also sounds of fireworks and rhythm of the drums in a crescendo, shes thway thekimono
and walks slowly towards thtelambu(deity) kept on one side of the stage. She looks intensely
at thetidamby moves her hand across it, and removes its top while the largengfaits down.
After a moment of pathos, she moves in quick paces to the front tothiardadience, “fleeing.”
In this abrupt fleeing, one hears the sound of the gunshot and shesesli&he tries to get up,
pulls herself through the ground towards the twin tusks at the deateiniscent of Kerala the
emblem) and crashes on to the mirror in the center of the emBkerie mirror is a rotating
one, her upper torso vanishes behind the mirror. The mirror startsingvaind she pushes it
with her hands making it revolve fast with the only part of her hagliple to the audience being
her separated legs lifting and falling down, suggesting rdtian a simple death, but more a
rape. After maintaining the movement for a short duration, she vanistrasye aptly, giving an
impression of being sucked behind the emblem.

This sequence is followed by another “death” sequence, where a leareé'self,” not
one that is trying to frame in the state-emblem, is porttalikari comes out onto the stage,
now dressed in a complete white attire, a costume that resentitdbe traditional female attire
of Kerala womenmundu veshtfan upper caste attire) much popularized by the tourism industry

as the educated hospitable, but “authentic” Malayali woman. Ske tae audience directly,
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addressing them with questions in Japanese, looking at audience naémtdresely and slowly
exiting through the midst of the audience. On the stage one seesemwtake out the tusks of
the emblem, and one sees two bare-bodied males, one with a gun and attertigant with a
stick. Slowly the gunman takes aim, and fires the shot. Mikargstrtiie audience turns around
hurt, and lights black out.

As a work adapting a Malayalam poet who stages ambivalendethe performance
taking the masculine space of ritual as its central métgriand ending with bringing back the
“self” of the actor in a regional code, the scene can be asam complex but indirect gender
critigue within the space of Kerala. The scene assumesisanué if one contextualizes the
discourse surrounding gender in Kerala, and significantly what a ispgeiider discourse
performs as a force of stabilization for Kerala identititsrrelation to the “outside.” Kerala, as a
region, enters the global academic discourse on three counts: ith{e)stmatrilineal systerfi-°
communisnt and development. It is the third one, development that is signifioansfhere.
Hailed into a “model,” the “Kerala Model,” highlighted by the NbBeize winning economist,
Amartya Sen, foregrounds that even with low per capita income randhglevels, Kerala has
very high ratios of Human Development Index that have not been achieved elsewhdi&, or
in other “Third-world” nations. In this vein, Amartya Sen points out, féspect of certain
variables like average levels of literacy, life expectantgnt mortality etc. conditions in India
are enormously adverse compared with China, and yet in all tespects, Kerala does
significantly better than China” (quoted in Kurien, 1995:70). It therefoezomes an

“indigenous” model that can be, and needs to be emulated at the niva@hglthere are a great

210 For the debates around matrilineal system andsidpeificance and the transformation of matrilinegstem
through “reforms” at the turn of the century, skejnima, G., 2003.

21 Kerala has one of the first elected Communist guwents in the world as in the first election aftex formation
of the state in 1957 a communist government canpeeer.
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many things we can learn from within the country by using thersity of our experiences,
particularly in the use of public action-involving the public itsef well as the
government...The Indian government should try to emulate the Keralaenger(Sen. Quoted
in Kurien, 1995:70%

The constitutive part of this model is the discourse around gendée aarrative of well
being is also regarded as a narrative of gender equality aityl &ar for the proponents of the
model, the narrative is framed highlighting that Kerala hasti@rosex ratio where there are
more females per men, greater female life expectancy, imfartality being lower for girls, and
higher access for women to education, and that the figures arestiieof the “greater access
that women have to food, education, and health care in the Stalée critiques of the model
on the other hand point out that rather than being any rosy haven ei gamdy, there are low
rates of employment, low property holding and property rights foremmsing dowry, higher
levels of suicide rates, low visibility of women in public spacel politics, and among the
highest rates of sexual harassment cases against women in¥Hitakthis critique that almost

“spontaneously” transforms the metaphor of the “best” tusker in tlseuiiae public space an

%2 The fact that it is Communist Party that has baemajor force in post-independence Kerala that syiae
particular thrust to the developmental model—malkiregparadox and critique—as it goes against taengf more
orthodox Marxist categorizations of economic depeient leading welfare in other realms of life.this vein,
Marxist economist Patnaik points out, “This modebyides a contrast to the traditional view whichese
development as a sequel to growth, which postylatesther words, that economies should give tighdst priority
to growth of per capita output; and if growth occtimien human development would follow. The Keratadeh, by
contrast, shows that the elimination, or at ang the alleviation, of the miserable conditionsifi Which the bulk
of the population in the third world faces, does Inave to await that distant day when growth haenalace to a
sufficient extent for its ‘trickle down’ to make ampact upon the people” (Patnaik 1995:37).

23 The figures of 1991 census found that while tiveeee about 929 women per 1,000 men in India (tfemious

“fifty million women missing” in India because oérhale foeticide), in Kerala, the number was 1,040nen. The
female life expectancy in Kerala, as in the devetbpvorld, exceeds that of the male. More figurest thre

significant for the model include the male-femabgpgn literacy rates for Kerala in 1981-82, whichsw/5-66
percent, as against 47-25 percent for India; deeetancy for males (in 1981-82) lower than for d¢am (64 years
for males vs. 68 for females) while the correspogdiumbers for the rest of India are 57 and 56syeathigher
number of female college students compared to nf@leramangalam, 1998:24).

214 Sreekumar points the figures published in a reglimewspaper from 1997 that Kerala leads all osftates in
sexual harassment, with the figures for the previgaar alone showing a 30% increase (Sreekumat,:.@gjc
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embodiment of phallus, rather than an embodiment of the olfactory 3&hde.it is not my
project to analyze the highly controversial Kerala model, whaigsificant is, as Sharmila
Sreekumar points out, that in these forceful narratives of idemtgtction, where Kerala is
posited as a paradox—an utopia and a dystopia simultaneously—

“gender gets collapsed onto women...so that the term ‘gender paraztmthbs a way

of talking about the situation @fomen or even the position of women in contemporary

Kerala. In fact ‘gender paradox’ is the overwhelming conteximafgining women in

Kerala today, whether in everyday conversations, media reportaderac and activist

articulations. Far from being the esoteric preoccupation of alé&wlopmental theorists

it has come to be the very stuff of commonsense about women in coraeyniderala”

(Sreekumar, 2007:35).

It is precisely the overarching presence of the framingesfder paradox that both
proponents and critiques share that Sreekumar points out hampers ithist faativism as the
paradox constructs a homogenous subject of “woman”, and “sedimentingdtal inequalities
along the lines of gender” whereby it “becomes a site frdnclwto misread, misrecognize and
ignore other axes of subjection” (ibid.:53J.In the last scene of the performance, due to the
intercultural frame, when Mikari after the rape sucked into thelem with a revolving mirror,
but also emerging out of it dressed in white resonating with the ifdoni “free” Malayalee
woman, popularized by the state and tourism, the working of the paradox is evoked.

Yet the performance also performs an unsettling of the boundariesffarsl stronger

215 greekumar argues that rather than serving ae dasitradical critique, therefore, “discourses afarlox often
become occasions for conservative re-telling. tedrines that discontent and protest get articdlatdy by using
the leverage of the prevaricating ‘but’. Paradoustibecomes the very condition of possibility ofulagjon and
control.” She articulates that it is precisely thisce of the paradox that makes the feminist &ativhot engage
with emerging politics from diverse groups suchckems made by women from Dalit and fishing comntiesij

sex-workers, or wide number of cases of lesbiathdaaot becoming an issue that feminists engade wit

201



critique of masculinity, most palpable ironically in a sequence of full-8ddmthropomorphism,
a scene or image absent in the poem. In one of the sequences caftapse by the tusker, three
males, bare bodied, enter the stage wearing masks of boar, twenofcarrying drums and
another, a string instrument. Slowly starting to play the insgnig) one of them gives Mikari an
elephant mask, and the traditional multi-colored umbrellas (uspdaran). The paper mache
masks, both of the boar and the elephant are not ornate, and give tlodé peglular and
unfinished masks as they show the curves and fissures on them. Tl matm@r than the
pooramone, is that of flamenco, with more popular amateur drum rhythmdlaya boar on-
stage. The males start dancing, what seems to be a banalirtnosic dance, with short
swaying of their arms and feet to the sides. Their facesred\by the masks, draws even more
attention to their non-muscular bodies swaying in such banabfadtikari wears the elephant
mask and takes a green umbrella, stands in the center rollimdhérihands, while two boars
“fan” the elephant wittvenchamaramThe male dancers also move on to roll and play with the
umbrellas, and continue the banal/base dancing. The short sequerttbeyfited” space, or an
alternate “carnival” of the animals, is striking in that iedks whatever frames for acting mode
that are set up through the performance: it is the only “groeqlience; it breaks away from
indexing of elephants to do full-fledged anthropomorphism; it movey &wan the kind of
acting mode used in other sequences with its relinquishing cfurezhand “virtuosic” acting.
As John Berger has highlighted how anthropomorphism as a strategy affehallenge to
modernity (1980), here the anthropomorphism does something complex: itadgdest the
elephant from the discourse of masculinity, resisting the overndieied and spontaneous
ascription of masculinity onto the elephants. While scholars hakedtabout returning the goat

in the scapegoat as a radical gesture, here the reversemoting the elephant from the
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masculinity discourse becomes the most significant gestunetralg while providing this

216 it does

imaginative space of an alternate carnival of the animalsthstiprops of th@ooram
not posit a full-fledged Bakhtinian usurpation, and alternate upside-gewond world. Only
that against the crescendos and heights optlwram whether it be the music, the fireworks,
and the over-determined masculinity, the alternate carnivabis-&éy affair, time to have some
“fun” with the umbrellas and dance to flamenco, but not a completdlddjed and “self-
conscious” break from the representational violence. In this s#resepateriality of bodies in
this sequence, specially, the banality of the dances, worksasstigaon the entire materiality of

pooramthat the performance re-creates. It is precisely thiagitic quality of the sequence that

provides the most fundamental critique of the masculinity practice at the sénsary
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