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An Anatomy of Silence: M apping Female Psychein
Kavery Nambisan’s TheHillsof Angheri

AnaghaAgnes

Abstract

Inliterary discourse, thefemal e experiencewithinthe medical professionis
gtill seldom explored. Despitethe professionitsalf being fraught withtension,
emotional strain, and systemic pressures, the femal e experience of careand
caregivingisfar moredemanding. Thisarticdled ucidatesthefeminineimagination
of afemaledoctor’spsyche and affective experiencein Kavery Nambisan's
TheHillsof Angheri. Through aclosereading of the semi-autobiographical
narrative, it decodesthe fragmented femal e psycheand cartography of care.
Therefore, drawing attention to the causes of rupturein thefemale psyche
resulting as part of personal trauma, clinical duty, and emotional |abour.
Applying themethodol ogy of feminist psychoanaysisby Kristeva, affect theory
by Sara Ahmed and trauma studies by Herman, the analysis challenges
dominant tropesof theemotionally neutral hedler. It foregroundsthe gendered
and psychological costsof caregiving inapostcolonia rural landscape. This
articlethuspositions Nambisan'swork asan essentid interventioninfeminist
medical humanitiesand contemporary Indian literature by women.

K eywor ds: Affectivetheory; Feminism; Trauma; Caregiving; Abjection

Medical humanitiesisaninterdisciplinary study that allowstheidentification
andinterpretation of medicinethrough humanistic perspectivesinliterary fiction.
Analysisof female perspectivesin storytelling resonates with the broader
collective experiencesof women inthemedica domain. Thismethodological
approach strengthenscritical inquiry, articulating discourse on ethics, care,
and affect. Kavery Nambisan asadoctor and awriter showcasesadistinct
voiceacquired through professiona and personal experiences. SheisanIndian
medical professional educated inthe UK and hasworked extensively inrural
India. Her novel The Hills of Angheri is a semi-autobiographical work,
reflecting on aspectsof Nambisan’smedica journey through the protagonist
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Nali. Nali isavillagegirl raised in Indiawho aspiresto becomeasurgeon.
From atender age, Nalli gets curtailed by patriarchal norms and societal
expectations. Assheperiodicdly assertshersdlf despitetherestrictionsimposed,
she confrontsmomentswhere silence becomesher only response. The novel
tracesNali’sjourney through medical educationin England and her returnto
India, mapping ageographical trgjectory.

Nambisan'snove highlightstheslenced structurd tensionsof caregiving,
embodied by awoman navigating persond trauma. Thisarticlesituates The
Hills of Angheri at the convergence of feminist medical humanities and
postcolonid Indianliterature, arguing that Nambi san’ stextud account ddlinegtes
the fragmented psyche of afemaledoctor. Nalli’ sfractured consciousness
progressesthrough cumulativetrauma, theinvisibledrain of emotiona |abour,
and the haunting moral ambiguitiesthat define her medical profession. Her
lived experiencesreved thequiet Srugglesthat get unacknowledged for women
negotiating carewithin hierarchica sysems. Theact of healingimposespsychic
burdens, erasing theself. Therefore, smudging theboundary betweenresilience
and exhaustion.

JuliaKristevain her work Powersof Horror: An Essay on Abjection
(1982), featured in Classic Readings on Monster Theory (Mittman and
Hensel, 2018) articul atesthe theory of abjection. Kristevaestablishes her
theory in psychoanaytic discourse, intheworksof Sigmund Freud and Jacques
Lacan. She conceptualisesthe abject as an entity which violates existing
boundaries, transgressing fundamental rolesand destabilising systemsand
structures. Shesays,it “doesnot respect borders, positions, rules.... ... disturbs
identity, system, order” (37). Theabject possessesoneattribute of the object
andisopposedtothe“l.” Asadefensive measure, boundaries between self
and the other get constructed to preserve psychic coherence. Hence, abjection
isaprocess by which the subject negotiatesitsown stability infamiliar and
threatening circumstances.

Theabject isthat which traversesand transgresses, that which endangers
adructureandfindsitsalf onthewrong side of theboundary, often giving rise
totheprohibitions specified by thetaboo. Theboundary isin placeto safeguard
systemsand functionsand to separate and demarcate different states, such as
lifeand death, and the sacred and the profane (37).
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Motifs of bodily fluids, decay, and death exemplify the abject,
foregrounding determinantsthat society deliberately excludes. Reflecting
complexitieswithinthelifeof afemal e surgeon cons stently engagedin abject
routine. Also remaining coherent in confronting physica revulsonandemotiond
boundaries between self and patient. SaraAhmed' saffect theory arguesthat
emotionsextend beyond individualsbut circul ate between bodies. Ahmed's
concept of “ sticky emotions,” servesasspaceinwhich fedlingsadheretothe
subject over time. Theslence of the subject under radical circumstancesacts
asaresponseto oppression (125).

Thesebody fluids, thisdefilement, thisshit arewhet lifewithstands, hardly
and with difficulty, on the part of death. There, | am at the border of my
conditionasaliving being. My body extricatesitsalf, asbeing dive, fromthat
border. Suchwastesdrop sothat | might live, until, fromlosstoloss, nothing
remainsin meand my entirebody fallsbeyond thelimit—cadaver.

Inthenovel TheHillsof Angheri, the“laudable pus’ motif manifestsa
symbolic connotation. ‘Laudable Pus is a malignant infection that is
‘praiseworthy’ once removed from the body. This grotesque yet poetic
definitionformulatesNalli’ sevolving perception of medicine. The profession
of her choiceisnot limited to proceduresbut isaspace of ethical confrontation
and epiphanies. Theterm refersto viscera realitiesof surgical practice. On
closereading, it resonates with JuliaKristeva' stheory of abjection, where
bodily fluids, blood, and pus denote the boundary between self and other as
wdll aspurity and pollution.

Asawoman navigating the male-dominated sphere of medicine, by
ressting patriarcha congtraintsimposed by both professional hierarchiesand
tradition, shetrandatesasan* abject” figure. In environmentswheresheowns
agency, shebecomesan outsder disrupting established norms. Ndli’ spresence
asawoman becomesthelaudable pus, aninfection to betreated and cured.
Nalli metamorphosi sinto aninfection morethreatening thanthemalady. The
recurring medica imagery functionsasadevicefor symbolic cleansing. Nalli
redefinesthemeaning of caregivinginmedica practice. Through Nali, Nambisan
questionssocietal congtruction of emotionally neutral doctor, oblivioustothe
notion of care. Thetext actsasacounter-narrative to dominant biomedical
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discourses, asserting vulnerability and affect imperativeto the profession of
heding.

JuliaKrigevaarguesthat abjection of thesdlf originatesfromrecognition
of avoid. Inpsychoandytical criticism, theoristslike Freud and Lacan reduce
the concept of abjection to “object of lack.” On the other hand, Kristeva
assertsthat “ abjection” isnot aresult of lack but it comesfrom a sense of
absence between the subj ect and the object. In such circumstances, abjection
becomesthe solesignified of the absence of object. The confrontation of the
subject with the created instability becomesthe expression of ontol ogical
dislocation “ nourishment isnot an other for mewho amonly their desire, |
expel mysdlf, spit myself out, | abject mysdlf inthe samemovement by which
| clamstobeme.... | givebirthto meintheviolence of sobbingand vomit”
(43).

Nalli doesnot verbalize her heartbreak over Jai or articulatethe pain of
being estranged from her village. She channesher emotiond sufferinginto her
medical practice. Her silence, therefore, isnot indicative of passivity but of
resilience. Thevoid manifestsinto aform of resistance grounded in affective
agency. Kristevaarguesthat femal e characters negotiate identity through
repression. Nalli embodiesthisideaat thetime of her father’sdeath asshe
copeswiththelossin silence. Also, when she getsbetrayed by Jai, shehides
her affection and remainsnumb. Shechoosessilenceasher nonverba response
invulnerable situations.

Kavery Nambisan'srendering of Nali’sjourney isan anatomy of silence,
anexploration of inner turmoil of womenin medicine. Traditionally, scholars
and institutions have conceptualized medicine as adomain governed by
rationality and empirical detachment that privilege expertise, emotional
neutrality, and soicism. Suchinterpretationsmarginaisethe gendered, affective,
and subj ective experiences of healthcareworkers, particularly women. They
trandateasformsof invisbleslences. Nambisanfictionalised theintensity of
being awoman healer in acultural setting that neither accommodates nor
affirmsher aspirations. Silenceistheorised not as passive mutenessbut asan
affectiveresidue of systemic exclusion. It emergesasacondition produced
through repeated encounters. ThesubtletraumaNal li enduresislost inabsence
of amedium of conveyance. Nalli’sexperiencesof ethical compromiseare
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not narrative detours. They constitute theignored emotional cartography of
femaleexperiencein medicine. Silencein the novel emergesnot asabsence
but asan affective structure produced by ingtitutiona patriarchy. It accumulates
through repeated encounterswith gendered authority, shaping Ndli’spsyche.

Judith Herman’'s discourse on traumaarguesthat periodic traumatic
experienceslead to fragmentation of the self. Nalli’sdistressisnot solitary,
instead itisanincremental condition tailored by systemic oppression and
patriarchy. Asachild, Nali getssubjected to scepticismwithin her ownfamily.
Her grandmother Ajji’scutting remark that “ If God wanted you to beadoctor,
you would have been a boy,” marks the inception of her psychological
wounding. “But Ajji did not ask. Worried about Nalli’s health, Ammasaid
Nalli should do somethinglessdifficult” (10). Thismoment solidifiestheband,
habitua dismissa of femaeambitionin patriarchd settings. Community rejection
andfamilia dishelief leave persistent voidsin her senseof salf, exacerbating
emotiona strainon her aspirations.

Thenovel subverts dominant tropes of the emotionally dispassionate
healer by foregrounding caregiving asasite of profound vulnerability and
affectiveengagement. AsNalli reflects, “Why do we become surgeonsat al
whenwe haveto die so many deathsinasinglelife?’ (11). This sentiment
articulatesthe strain that comeswith medical responsbility. Kavery Nambisan
subvertsthe elevated image of the heroic doctor, animage constructed around
masculineidea sof invincibility and control. Thevulnerabilitiesof thefemae
subject facilitate the necessary competence of the profession instead of
diminishing facetsof the caregiving professon. Her strength liesinthecourage
to acknowl edge weakness, which redefines heroismin terms of emotional
honesty. Her journey isavivid exampleof epistemic disobedience, aconscious
refusal to conform to patriarchal knowledge structureswithin masculinised
spaces.

The Hills of Angheri probesinto the nuances of silence, tracing the
methodsin which femal e aspirationsare redirected. Since childhood, spatial
environmentshaveactively shaped Ndli’sdesires. She“would St ononeof its
branches, look at the hillsand dream her impossibledreams,” reflecting that
hope of becoming adoctor isnot an abstract impul se but afeeling produced
within and isconnected to thelandscape (11). Through thelensof Ahmed's
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affect theory thehillsfromthenovel emergeasasteof belonging. Thehillsas
aspaceallow the protagonist to escaperoles. The repressed dream becomes
avehicleto transport oneself to aprohibited future. Nalli’ssense of hopeis
repeatedly reoriented by agendered affective economy that associatesfemae
fulfilment with marriagerather than professona autonomy. Inher conversation
with Jai, Nalli’s objectivesarenot loudly rejected but silently gendered. “ All
for adegreethat’ || be an ornament around your neck” rejecting education as
decorative, realigning valuetowards materia objects(23). Silence operates
asasdtructure within established gender paradigms. Ahmed’ sargument that
happi nessispromised through confident normativelifechoicesisindicativein
Jai’ sremarks, “you will soon besomeone’ swife’ (23). Ndli traversesthetext
asthe normative woman whose ambitionsare stifled by the constraintsof a
gendered society.

During her undergraduate education, her discovery of freedomispoliced
by thesdf. “Thereweremovies, picnicsandflirtations, achangein senstivity”
(79). Ndli’ stransformation from acl oseted femaleto aliberal modern woman
is accompanied by anticipatory restraint. She says, “Jai and family will
disapproveof it” (79). Nalli becomesthe archetypefor self-policingwomen
guilty of pleasures asthey provoke external censure. This affective self-
aurvelllanceextendsinto her professiond life, wheresheisrepeatedly required
to prove competence. Sheis coerced to suppress confusion, to advocatefor
patientsto seebeyond gender. Theact of caregivingisfeminised, but emotiond
restraint becomes a professiona requirement while authority remains
measculinised. It becomesobligatory for Nalli togainlegitimacy fromthecydica
process of society.

During her practicein Royal Collegeof Medicine, Ndli refusestotreat a
British patient ashesays, “1 won't let abloody immigrant treat me”’ (240). The
remark of “bloody immigrant” reducesher professional identity asadoctor to
aracid body, demongrating Fanon’sargument that colonia perception precedes
competence. Asshe approaches Dr Hammer, the hospital administration acts
asasteof colonised spacethat hasingtitutiondisedracia silence. Theinsultis
normalised withinthe space, and itisrgjected asatrivia matter. TheHospital
and itsstaff demand that the subjugated standardiseto aprerequisitelevel of
emotiona endurance. Fanonian colonid dienationisfurther revealed through
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Nalli’sviscera rejection of England “ Damnthewesather. Thesamenessof life
annoyed me... | wanted noise and abuse, colour and chaos’ (253). Fanonian
convictiononlived did ocation convergeswith Ahmed'sins stence asserting
that belongingisfelt beforeitisarticulated. Thelndian emotional register is
perceived improper, asit issubordinate to the dominant register. Nalli isleft
with the sense of estrangement from col onized regi stersre ecting the naivety
of theorient.

Nalli’s enduring attachment to Angheri, despite its repeated acts of
rejection and humiliation, reflectsthe adhesive nature of emotiona investments.
Her returntothevillagefrom the UK isan act of reclamation, reasserting her
identity and politicsof carewithinthepostcolonia framework. Thevillageis
not idealised but reimagined as a contested yet reparative space where
caregiving, memory, and resistanceintersect. Inthissense, thespatia politics
of The Hills of Angheri become deeply entwined with feminist ethics.
L andscapes become affective terrains embedded with gendered struggle.
Nambisan craftsaliterary intervention that bridgesthemedica, theemotiond,
and the political, offering a powerful vision of feminist reclamation and
postcolonid heding.

Nalli’sreturnto the hillsof Coorg isaconsciousand deliberate act of
caregiving towardsher ailing mother, her village, and community. By choosing
toserveinarural setting despite being trained in Western medicine, Nalli
assertsher agency and reclaimsher rightful roleasacaregiver. She performs
surgery on Makkan Singh’sreproductive organ, ataboo for awoman doctor
inthevillage. Despiteinitial resistance, he expresses heartfelt gratitude with
teary eyes, saying, “1 will never forget the sevayou have donefor me’ (338).
Hefoldshishandsto form agesture of namaste. Through such acts, Nalli
breaks gender norms and earns recognition as acompetent and respected
physician. Nalli treatsawoman suffering from elephantiasis of thevulva.
Though doubtful of appropriatetreatment, she performsduty asacaregiver to
thevillage. InNalli, Kavery Nambisan portraysacharacter who redefines
methodsof healing through empathy, humility, and unwavering commitment.
Her practice is not an entity of reward but compassion that exceeds the
boundaries of recognition. Thus, Nambisan reconfiguresthe concept of care
not asaclinical duty or professional achievement, but asan act shaped by
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intersecting histories of caste, class, gender, and memory. Therigid doctor-
patient binary collgpsesinto alabyrinth of relationd ethics, wherevulnerability
ismutua and healing becomesatransformative process.

In The Hillsof Angheri, Kavery Nambisan offersapowerful literary
intervention intofeminist medica humanities. Theoretica frameworksof Frantz
Fanon, SaraAhmed, and JuliaKristevatrace thetrauma, affect, and silence
shaping Nali’sfractured psyche. Ininterviews, Nambisan has mentioned the
systemic neglect of rurad hedthcare, thelack of emotiona support for doctors,
and theurgent need for compassoninmedicd training. Professiond legitimacy
often mediated through gendered and hierarchica power structures. Sheblends
memory and fiction to construct avoicetwicemarginalised. Through Nalli’s
narrative, thenove dissectstheslenceof ayoung femaelndian doctor within
patriarchd structures. Thediscourseof SouthAsianfemininevoicesinmedical
fictiondtill remainslimited. Thetext gathersva ueasasoleinterpreter of subdued
femalevoicesinthefield of medicine. Futureresearch possibilitiesinclude
psychoandytic readingsof femininemedica experience, analysesof Gothiciam
inhedthcarefiction, and studiesof postcolonia power structuresand systemic
discrimination within contemporary Indian English and vernacular literary
traditions.
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Between Panelsand Representation: Visualizing
Gendered Experiencethrough DrawingtheLine;
| ndian Women Fight Back

DinishaNayak and Punyashree Panda

Abstract

Women, as per Helene Cixous, “ have been driven away asviolently asfrom
their bodies,” asfromwriting (875). Whilefeminist writings, asCixousrefers
to as Ecritureféminine, have been growing sincethe 1970s, weliveinwhat
W.JT. Mitchdll referstoit asthe” pictorid turn,” wherein humansengagewith
thevisua mediumintheir everyday functionality (11). It becomescrucial to
understand feminist visud representationswhereinwomen exercisetheir agency
to sharetheir distinct embodied experiencesthrough visua iconography. This
articleanayzesthe comicsanthology DrawingtheLine: Indian\Women Fight
Back (2015) by PriyaKuriyan, whichreflectstheintersectiondlitiesof being
an Indianwoman. Thearticle shall utilize Hillary Chute’s perspectiveon
embodied feminist expressionin comicsfrom her book Graphic Women:
Life Narrative and Contemporary Comics (2010) to analyze the comics
anthology. A comprehension of these narrativeswoul d shed light on how Indian
women usevisud stylisticsto visuaizether experiencesof beingwomenin
modern-day India. This article aims to investigate how comics convey
experiences of gendered oppression and status of Indian women, asthey
clamtheir bodiesviatheiconto exercisetheir agency of being.

Keywor ds. Indian Women; Comics, Visua ; Embodiment; Gender

I ntroduction

Widely referred to asthe Nirbhaya case, the case of the gang rape and death
of Jyoti Singh, a22-year-old physiotherapy intern, inamoving buson 16"
December 2012in Delhi, led to theonset of asignificant women’smovement
in contemporary India. Thisact of crimeignited wide-scale public protests
across|ndia, especialy in metropolitan centers such as Delhi, Bangalore,
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Kolkata, Chennai, and more. TinaLapsia, in her study of Singh’s death,
observesthat “ rape becameatopic of daily conversationinIndia,” whichwas
needed to “reversethe patriarchal, sexist, and troubling views on women,
men, and gender roles, and to eradi cate the culture of modesty and shamefor
women” (47).

Drawing the Line: Indian Women Fight Back (2015), a graphic
anthol ogy published by theindependent feminist publishing house, Zubaan,
comprisesfourteen short graphic narrativesby variousIndian femaeartists
that center on a plethora of feminineissues, isareaction to the Nirbhaya
Case. Thetextiscrucia for itsvisuaization of ‘daily conversations’ onthe
status of Indian womenin post-Nirbhayalndia(Lapsia47). Edited by Priya
Kuriyan, LarissaBertonasco, and LudmillaBartscht, thetext, asper Nisha
Susan, fallsunder theumbrellaterm of “feminist visud art” (Kuriyanetd. 2).
These embodied visualizations hold meanings, as Thapan states that
embodiment is“experiencedinour everyday livesaslived and communicative
bodies’ and can be expressed through bodily senses(3). Hillary Chute (2010)
exploresthe concept of embodied feminine expression through theworks of
AlisonBechdd, Marjane Satrapi, and Aline Kominsky Crumb, examining the
gendered visua renderingsof thesecomic artists. While Chute' sdiscussionis
fixated ontheaforementioned popular artists, thisarticleemploysthetheorist’s
concept of embodied feminine expression and aimsto bring into discussion
thevisual narrativesand diversity of embodiment used by Indianfemdeartists
inDrawingtheLine.

Resear ch Paradigm

In the 1970s and 1980s, the concept of gendered language and the
devel opment of Ecritureféminine (femininewriting) emerged among French
feminist theorigts, including HE ene Cixousand Luce Irigaray. Thisstream of
thought called for anew language of women'swriting that * becomesaca culated
responseto alienation and censorship, an evasion of materia threat” (Lanser
11). Cixous contendswomen’sbodiesare“driven away asviolently” from
writing, underscoring the necessity for them to claim presence by putting
themselvesbothintext and also intheworld (875). Thewoman’sbody has
been asite of exploration by prominent thinkers, including Judith Butler,
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Elizabeth Grosz, and ChandraTa pade Mohanty, among others. Butler states
that thebody is“amateriality that bears meaning, if nothing else, and the
manner of thisbearingisfundamentally dramatic,” (Butler, “ PerformativeActs
and Gender Constitution,” 521) whichreferstotheir ideaof performativity,

where the nature of this performativity and the meaning can be socially
contextudized. Further, as Grosz Sates, women'sbodiesare not purdly neutral

or natural, but are* marked, engraved, by socia pressuresexternal to them”

(X). Therepresentation of thesemarked bodiesand their subjective experiences
iscaptured by the concept of embodiment. Eve Shapiro definesembodiment
as" A state of beinginwhichthebody isthe site of meaning, experience, and
expression of individualsintheworld” (3). Thisstresson plurality isalsoa
marker in postcolonial or third world feminism in its emphasis on
intersectionalities. Asper Mohanty, women of thethird world “ embody and
personify theintersection of sexual, class, andracid ideologies’ (72). Inthe
I ndian context, where society isgoverned by familid systems, religions, castes,
class, including gender, there is a need to rethink the existing ideas of
embodiment.

Thelndian woman’sbody, inthe post-British era, hashistoricaly beena
symbolic site of national identity through theimage of Bharat Mataandin
Vedic times, through the mythical character of Sitafrom the Ramayana,
whereby their bodiesare seen ascarriersof purity, maternal feelings, and as
the embodiment of ideal Indian women. However, this perspective hasbeen
subjected to active cultura and religiousmemorization of femaebodies, and
has shifted in contemporary India. Thapan states, “ Social class, status, and
education, among other factors, are sgnificant markersin the construction of
theembodiedidentity of the* modern’ Indianwoman” (20). Thesgnificance of
these markers extends beyond thewritten word, asMitchell states, “modern
thought hasre-oriented itsalf around visual paradigms,” suggestingagrowing
recognition wherein images shape understanding (9). Theideaof feminist
embodiment, which has been explored through oral and written feminist
narratives, findsexpressoninthevisual languageaswell, as Chatterjee Sates,
“feminists have opened up avisible and audible space for asserting gender
justiceand agreater rolefor womeninpubliclife’ (382). Inthefield of comics
studies, Chute states that embodiment isinherent to comics“initsprocesses
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of production—in which the hand-drawn mark indexes the body of the
maker— helpsto instantiate theform, whatever thegenreis, asonethat is
deeply embodied on severd different levels’ (Chute,” Feminist GraphicArt”
157). Her concept of embodiment introduces adial ogue that addressesthe
representation of and by womenin comics, serving asacrucia lensfor this
aticle

Analytical Framework

Thisarticleintendsaclosereading of the sel ected visual iconsand thetextual
materia of Drawing theLine. Theseiconswill be analyzed in the context of
embodied feminist expressionin comics, asused by Chutein her book Graphic
Wbmen. McCloud posits, “We seeoursel vesin everything. Weassignidentities
and emotionswhere none exist. Moreover, we make theworld over in our
image’ (33). Suchthat inthe comicsanthol ogy, thefemal e characters, through
their fictionality and the abstractioninherent intheir illustrated forms, connect
with readersthrough the materidity of comics. Chute statesthat the medium
of graphic narratives, withits" complex visuaizing,” suggeststhat “weneedto
rethink thedominant tropesof ungpeakability, invisbility, and inaudibility” (3).
Thisprocessof rethinking, through theillustrationsfrom Drawing the Line,
shdl bedoneviaan author-reader interaction, asNikkildand VVuorinneargue
that graphic narrativesfoster the“reader’s capacity to imaginethelives of
others, but also to invitethem to attend to the experiences of others, through
affect, embodiment, andreflection” (4). Theandysisshdl includethereflections
of theresearcher asan embodied reader who, through * the shuttling back and
forth between reading andlooking at comics,” (Chute, “ Feminist GraphicArt”
157) engageswith“waystord aeto the Other intermsother thanidentification”
(Szeip8).

ComicsasCounter spacefor Indian Women’sExperiences

Compared with goddesses such as Durgaand K ali, the divine embodiments
of grength and bravery, SamidhaGunja’s* Someday” utilizestheicon of Kdi
toreflect onitsassociationwith Indianwomen (Kuriyan et d. 147). Thestory
centersaround adestructive ending to eve-teasing (public sexud harassment),

whichtheauthor calls“adaily redlity for most womeninIndia’ and hasbeen
aseriousconcernand“ nationd problem” inIndia(Ranal). Themultiplicity of
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images drawn emphasizesthe materiality of themalegazeon“thegirl,” an
everyday affair inthelivesof Indianwomen (Kuriyan et a. 151). When the
girl walkson the street, thefemal e body is stripped of dignity asthe reader
witnessesthat theroundness of watermelons, through apersistent malegaze,
isreimagined, withexplicit sexua connotation, asafemaebody part, highlighting
the problematic analogy of women and their body partsasobjects, underlining
the sexudization of thefemaegender. Themenareillustrated with their explicit
gesturesof waving, pointing, showing tongues, pouting for akiss, smirking,
laughing, and catcdling, through the suggestive onomatopoeiainther respective
speech balloons. The poster of Murder 3 on the background wall, with a
dlhouettelineart of awomaninalicentiouspostion, hintsat the sexualization
of thefemalebody for entertainment. The men’sbodiesare comfortableand
expand vethroughout the page, suggestive of the gendered spatia entitlement
in both the page and Indian society. On the other hand, the girl’s physical
posture, clutching her bag tightly, and the absence of amouth, suggest asense
of threat and sllenceand/or lack of voice. Thegirl’sembodied presencereflects
thetens on between the desireto be unseen and thethreat of being seen. This
bodily regtrictive postureof thegirl isalsoreflectedin Kaveri Gopaakrishnan's
“Basic Space,” that is, the personal bodily space of an individual (119).
Gopaakrishnanillustratesanidea posture (blank/stern face, straight back,
stiff arms, battle stance, and bag over chest) and gesturesthat she adoptsto
“tell peoplewhere[my] space begins,” keeping her safefrom the men and
their side-eyed gazeson her inalocal train (121). Thisbodily regulationis
reflectedin her visudizedinterviewswith different Indian women. For example,
theangry, sternlooksin public contrast with theresting eyes, the need to keep
safety pins in bangles and dupattas while traveling, or being alert in
uncomfortable situations (122). These drawn bodies with subjective
corporeality embody aconstant strugglefor space. Returning to Gunjal’s
“Someday,” thegirl’s shrinking body reflects her embodied fear, whichis
centrally placed within the pand trangitions, contrasting with the overpowering
monstrous morphed men, suggesting aloss of bodily autonomy against the
collective embodiment of oppression (152). Asmetamorphosed men splash
the pages suggesting their dominance over the space and mohility of thegirl,
crepuscular rayserupt through them (153-154). Thefina explosive splash
page depictsdistorted bodies of the surreal monstersflying acrossthe page,
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and thegirl hasmetamorphosed into Kali, with four arms, naked, and sporting
arolling tongue and white eye sockets, yet without any visibleweapons. The
multiplicity andidentical surreal monsterscan also bereplicative of theclones
of asuraRaktabijas, defeated by Kali. Thishand-drawn visual icon of Kali
embodiesresistance grounded in the lived experiences of Indian women,
reinstating the necessity and relevance of Kali in contemporary India
Reimagined asafeminist symboal, thisKali, through theradiating linesand the
fragmentation of the assailants, embodies strength, wherein thefemal e body
becomesasite of resistance, protest, and myth.

In the case of Gopal akrishnan’s narrative, the protagonist’s corporeal
act of erasing the drawn dotted line and stepping into the borderless space
actsasareclamation of embodied freedom, mobility, and space—avisua
and ideol ogicd shift from containment to expression (128). Through various
vignettes of embodied freedom, her narrative also visualizesan alternative
imaginary “worldwithout boundaries’ from theinterviews, such asspreading
legs, going braless, scratching publicly, eatingice cream naked in Delhi, and
playing Holi inwhites(127). It reflectsthe heightened visibility of women's
bodily gestures, which aretypicaly policed. Thiscomic makesonefeel how
gender isnot internalized but somatically experienced (the heat of summer, the
discomfort of bras, thetaboo of scratching), al felt through the skin, nerves,
posture, and presence. Thesevignettesreflect the desirefor bodily autonomy
of various contemporary | ndianwomen and rupturing “ repeated stylizations”
(suchascovering up, crossing legs, being modest) that society expectsfrom
them (Butler 43).

Multiplicity in Embodied Actsof Gendered Resistance

Chute asserts, “ graphic narrativesthat bear witnessto authors' traumasand
those of othersmaterially retraceinscriptional effacement; they reconstruct
and repeat in order to counteract” (173). Hemavathy Guha's* Asha, now”
depicts such reconstruction. Asha's body is resurrected on the page as
vulnerable and violated, naked in the shower and exposed to her brother’s
andthereader’sgaze (Kuriyan et al. 113). Guhaillustratesthe* not entirely
fictional” account of Asha, who undergoes sexua abuse by her brother within
the domesti cated space of home since childhood (110). Asher characters
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