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Reframing the gaze: K-Pop, agency, and the skilled body in Lathi Khela 

Sumedha Bhattacharya 

Introduction  

In 2016, I embarked on a research journey that culminated in my Master’s dissertation, Lathi-
Khela: Art of Defending the Soul. The project examined the role of gender in sustaining a 
martial-arts dance tradition in Narail, a rural district of southwest Bangladesh. Lathi Khela1, 
translated as “stick play,” is a Bengali martial art historically performed by lathiyals as an 
embodied practice of anti-colonial resistance, structured around discipline, physical prowess, 
and communal protection.  

This work began my long-term engagement with Monalisa—one of the few women in her 
twenties, still practicing Lathi Khela—and now informs the ongoing short documentary film 
we are creating together. Narail is known for its folk performance traditions and dense kinship 
networks, and the socio-cultural setting in which Lathi Khela circulates. Within these kinship 
structures—where lineage and familial reputation shape who participates in cultural 
practices—Lathi Khela has historically been passed from fathers, uncles, and grandfathers to 
sons and nephews and so on, defining it as a male dominated practice. Because the form is 
so deeply tied to resistance, it invites us to reconsider where power resides: in the disciplined 
body, and in the social world that regulates who may embody such power. Women’s entry 
into the form therefore unsettles these inherited pathways, generating both tension and 
possibility. My notes and observations became a way to stay close to the textures of 
Monalisa’s practice—the pauses, repetitions, and quiet stories that rarely enter formal 
archives yet shape how female agency unfolds within martial traditions, offering a small 
counter-archive grounded in feminist ways of attending and listening. 

My Positionality 

As a dancer, ethnographer, and filmmaker, my engagement with Lathi Khela centres on 
understanding the “gender paradox”i embedded within the practice—how women’s 
participation in a male-dominated martial art simultaneously challenges and reproduces 
existing hierarchies within kinship and community. It challenges norms by enabling women to 
enter spaces of physical authority, mastery, and public performance that were historically 
denied to them. At the same time, their participation is often permitted only through male 

1 Publicly accessible videos of Lathi Khela demonstrate the form’s rural, community-based 
performance contexts. See, for example: Narail News. (2024, April 14). Lathi Khela in Narail [Video]. 
YouTube. https://www.youtube.com/watch?v=WGt-d3XkXKI ; Channel 24. (2024, December 21). Ň 
Ŧ ffi Ļ ć-  [Video]. YouTube. https://www.youtube.com/watch?v=Ww8NbqHj9nY 
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guardianship—an uncle, father, or teacher—and is shaped by expectations to preserve 
lineage, honour, and discipline, thereby reinscribing the very structures that circumscribe 
their agency.These questions guide my collaboration with Monalisa, where we explore 
presence, negotiation, and authorship within a form not historically designed for women. I 
return to these tensions throughout the article. 

This article offers a preliminary set of observations emerging from a short, ongoing 
documentary project2 and an initial interview with Monalisa. The reflections presented here 
are provisional: they respond closely to the specific moments, gestures, and conversations 
that surfaced during filming rather than attempting to provide a definitive account of 
Monalisa’s relationship to K-pop, martial arts, femininity, or self-image. I ask: How does 
screendance become a portal—a space in which alternative identities may be rehearsed, 
imagined, or negotiated—within the Bangladeshi context? By posing this question, I aim to 
situate Monalisa’s negotiations with the screen within the tension she inhabits: the 
performed masculinity required in Lathi Khela, the assumed association of men with 
discipline, physical prowess, and communal protection and the often concealed femininity 
she explores through her K-pop fandom. 

Camera and the Skilled Body: Reconfiguring Screen Presence 

In June 2024, Monalisa and I, together with her team members, began a collaborative 
filmmaking process in which the camera shifted from a device that records to a space of 
agency and re-framing. As part of this work, Monalisa started making intentional decisions 
about how she looked into, away from, or through the lens while moving, allowing her to 
shape the film’s point of view and the viewer’s experience of her performance. My 
relationship with Monalisa is one of both collaboration and co-creation. We are not merely 
subject and observer. The participatory research methods I facilitated, enabled us to enter 
into a dialogic space where storytelling, movement, and the camera are held in collective 
authorship in the process of documenting Monalisa and her relationship with the camera. We 
worked with participatory camera games, inviting Monalisa and her team players to pair up 
in duets, one as the performer, one as the cameraperson. The participants were required to 
respond to each prompt within a very short time frame, acting intuitively before transitioning 
to the next instruction. For example, I prompted them to change the mobile frame’s 
background as many times as possible within a short interval. This meant Monalisa had 
to make quick, intuitive framing decisions—either by adjusting the camera’s position or by 
moving herself in relation to it—so that each new background appeared on screen. The other 
prompt was to change light, write with the bamboo on the ground and on the screen which 
meant she had to decide in-the-moment the framing, timing, and rhythm of her movement. 
The prompts enabled her to choreograph the relationship between the bamboo, the spatial 
environment, and the bodies of the other participants. Through this method, she not only 
performs Lathi Khela but decides how the cameras should move with her lathi (bamboo stick) 
and find choreographic phrases which would be later used in the film. As one of the few 
women in Lathi Khela, Monalisa’s movement vocabulary emerges from the training she 

2 This film is a part of the Environmental Dance archive initiated by Company Christoph Winkler. 

http://environmental-dance.com/
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inherits through her uncle—a lineage that carries both the technical repertoire and the 
evolving choreographic innovations characteristic of the district Narail’s Lathi Khela tradition. 

Working with the screen introduced a significant shift—from performing within a 
predetermined repertoire to discovering choreographic possibilities that emerged in 
response to her own choices and direction. The screen space thus becomes a site where 
Monalisa emerges not just as a practitioner but as a choreographer, a screen artist, a warrior 
with agency. The camera gives her a persona beyond what she has inhabited in her 
environment (figure 1)  with the spirit of tradition and innovation.  

Harmony Bench’s writing provides a productive theoretical frame for understanding how 
Monalisa’s engagement with the smartphone camera becomes a site of agency. Bench 
conceptualises digital movement practices as a “performative commons… a shared sphere 
produced through ongoing acts of circulation, participation, and relation”.ii 

Figure 1 : Screenshot from the ongoing dance film documentary- Monalisa showing her 
photos. 

Our participatory camera games echoes this dynamic: when Monalisa chooses the angle, 
shifts the background under timed prompts, writes her name with the lathi onto the lens, or 
decides how the frame should follow her, she is not simply being recorded—she is actively 
participating in the co-production of the visual choreography. Bench further notes that 
“digital dances move not because they are fixed choreographies but because they circulate—
as fragments, gestures, and traces of movement information passed along networks of 
users”iii. Monalisa’s improvised frames and gestures, even when shared only within her local 
community or our team, enter this broader logic of circulation. Moreover, Bench describes 
digital circulation as producing “distributed movement ecologies, in which dances accrue 
meaning through bodies moving together across distance, time, and media”iv. This is resonant 
with the way Monalisa’s screen presence extends beyond the Narail field: her filmed 
movements participate in a small but meaningful distributed ecology of viewers, 
collaborators, and digital frames. As Bench reminds us, “makers and audiences co-produce 
dance by sharing, modifying, and recontextualizing one another’s movement”v In this sense, 
the camera does more than document Monalisa’s Lathi Khela—it becomes a medium 
navigating a male-dominated social space as well as a diverse online sphere which allows her 
to claim authorship, agency, and an imaginative space as a young Bangladeshi woman. 
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Drawing from participatory visual ethnographyvi and feminist film praxis shaped by Global 
South traditions such as the Yugantar Collective’s co-created filmsvii and Trinh T. Minh-ha’s 
reflexive documentary style in Reassemblageviii we designed camera exercises that enabled 
Monalisa to choreograph with the camera rather than for it. The Yugantar Collective, founded 
by Deepa Dhanraj, Abha Bhaiya, Meera Rao, and Navroze Contractor, is widely recognized as 
India’s first feminist film collective. Their films such as Tambaku Chaakila Oob Ali (1982)—
were created through extended participatory collaboration with working-class women. 
Rather than imposing an external cinematic vision, the collective spent months living and 
working alongside tobacco factory workers in Nipani, Karnataka developing scripts, 
reenactments, and scenes based entirely on the women’s lived experiences and priorities. As 
Nicole Wolf notes, Yugantar’s method positioned the women not simply as subjects but as 
co-authors who shaped what was filmed, how it was filmed, and how they wished their 
movements and labor to enter the screen. This feminist approach to authorship provides a 
powerful precedent for the collaborative, co-created screendance practice in which Monalisa 
participates. As a filmmaker, instead of occupying the directorial eye, I positioned myself as a 
co-creator, facilitating her choices about framing, rhythm, spatial emphasis, and inscription. 
This redistributed the roles typical in documentary filmmaking, where the filmmaker’s vision 
tends to override the participants.  While the Yugantar Collective provides a foundational 
genealogy for feminist film practice in India, contemporary South Asian practitioners offer 
equally resonant points of connection for this project—though a fuller engagement with their 
works lies beyond the scope of this essay. Artists such as Nalini Malani, whose multi-layered 
video installations interrogate gendered memory and embodied violence; Surekha, whose 
lens-based works explore the politics of looking and the shifting boundaries between public 
and private space; and Madhusree Dutta, whose documentary and video-essay practices 
weave together labour, testimony, and socio-political critique, each model distinct feminist 
approaches to authorship and screen presence that may inform future analyses. 

In Bangladesh, the work of Rahi Hasan—a queer, community-based filmmaker whose practice 
centres women’s lived experience, intergenerational memory, and affective labour—offers 
another contemporary lineage for thinking about visual agency. Their short works such as 35: 
A Diary of Self-Discoveryix  exemplify an intimate, participant-centred documentary approach 
that resonates with the collaborative ethos of this project. Similarly, the documentary Bangla 
Surf Girlsx highlights how young Bangladeshi girls navigate bodily practice, aspiration, and 
social constraint through evolving screen cultures. While this essay does not undertake a 
detailed analytical engagement with these filmmakers, their work opens multiple avenues for 
future inquiry—particularly around how feminist screen practices in South Asia negotiate 
authorship, agency, and embodied self-making. Facilitating prompts—setting the tempo, 
initiating rapid shifts, and framing tasks—does place me in a position of authorial privilege, I 
also approach this as co-choreography rather than direction. My process involves guided 
improvisation in front of the camera rather than collaborative decision-making in the design, 
structuring, or authorship of the film. The form of participation I am working with is indeed 
different from the collective or community-led models associated with Yugantar, Bangla Surf 
Girls, or Rahi Hasan’s practice. The feminist lineage I draw on is not collective filmmaking in 
the strict sense, but feminist camera practice as a relational mode—one in which facilitation 
creates space for the performer to redirect the gaze, intervene in framing, and choreograph 
her screen presence.  My reference to Yugantar, for instance, is not to claim equivalence but 
to position this project in dialogue with a wider feminist sensibility. Through both staged and 
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vérité scenes, Yugantar’s films reveal women generating political consciousness through 
conversation and presenting on camera “ a slow erosion of autonomy within domestic life, 
but what animates these films is their attention to the radical potential of women’s sociality”. 
While our film operates through a different methodological configuration, this emphasis on 
relationality, authorship, and the everyday emergence of feminist agency offers conceptual 
and visual frameworks that may become increasingly relevant as Monalisa’s collaborative 
authorship within screendance continues to evolve. 

Through these exercises, Monalisa’s skilled movements—her grip of the lathi, her footwork, 
her breath—became part of a three-way conversation between body, camera and the space. 
The resulting screen presence is both documentary and dialogic: it documents her practice 
while also reflecting the shared, co-authored process through which the images emerge. This 
resonates with Sarah Whatley’s xi argument in “Born Digital: Dance in the Digital Age,” where 
she proposes that digital tools can “extend the choreographic” by enabling dancers to 
collaborate with cameras in ways that generate new spatial, temporal, and performative 
possibilities. In our context, this extension equalizes agency. The camera becomes a 
responsive partner rather than an external authority, allowing Monalisa to shape not only her 
movement but also the visual and narrative logic of how Lathi Khela enters the screen.  

Monalisa’s relationship to the screen is also shaped by the contrasting modes of physicality 
she must inhabit. Within Lathi Khela she performs a form of disciplined toughness—what 
might be read as a borrowed masculinity because her legitimacy as one of the few women in 
a male-dominated martial tradition requires inhabiting strength in a culturally recognizable 
manner. Her movements must signal force, readiness, and technical control, aligning her with 
a lineage historically coded as masculine. Unlike dominant cinematic portrayals of martial 
arts—which render women powerful only when they mirror masculinized strength—our 
collaborative process highlights how Monalisa’s skilled body subtly reinterprets this inherited 
repertoire. Rather than fully escaping the patriarchal coding embedded in Lathi Khela, she 
experiments with alternative inflections of strength that coexist within it but are not fully 
determined by its masculine lineage. Instead, her screen presence demonstrates an ongoing 
negotiation: performing the inherited repertoire while also introducing variations, rhythms, 
and framings that open up alternative possibilities for how strength is expressed and 
perceived. 

Screen as a Site for Emerging Aspirations 

While Monalisa’s Lathi Khela practice requires her to embody a disciplined, culturally legible 
form of strength—one aligned with a masculine-coded lineage—her relationship with the 
screen gestures toward a different register of aspiration and self-imagination. On camera, 
influences from outside her immediate environment begin to surface, especially those shaped 
by global digital cultures such as K-pop that forms part of her visual and affective horizon: a 
digitally mediated space where she encounters alternative femininities, softness, aspirational 
visibility, and modes of self-imagination that stand in contrast to the disciplined, masculinised 
body she must perform within Lathi Khela. It shapes her internal sense of “what it feels like 
to be seen,” where K-pop is situated as an affective framework rather than a choreographic 
ingredient. 



IJSD Volume 16: Feminist Perspectives in Screendance 

96 

Bangladesh has witnessed a significant rise in K-pop culture over the past decade. Research 
on the popularity of Korean pop culture in Bangladeshxii notes that young people actively 
engage with K-pop music videos, choreography practices, and idol culture primarily through 
digital platforms and social media. This local enthusiasm is part of a larger global phenomenon 
known as Hallyu—the “Korean Wave”—a term used to describe the transnational spread of 
South Korean cultural products such as television dramas, pop music, fashion, and digital 
aestheticsxiii.. Rather than a single dance or group, Hallyu refers to a broad cultural movement 
that has reshaped how global youth imagine beauty, performance, and screen-based self-
expression. Monalisa’s own interest in BTS emerges from this wider circulation of Korean 
popular culture, which provides her with a visual and affective vocabulary beyond the 
contours of her local cultural environment. BTS, also known as Bangtan Sonyeondan, which 
translates to Bullet Proof Scout Boys, is a globally popular South Korean boy band formed 
in 2013 under BigHit Entertainment. The group consists of seven members—RM, Jin, Suga, J-
Hope, Jimin, V, and Jungkook—and is known for blending highly stylized choreography, 
emotionally resonant lyrics, and intense audiovisual production that has captivated 
international audiences. BTS has been at the forefront of Hallyu (the Korean Wave), shaping 
not only the global music scene but also aesthetics of masculinity, beauty, and vulnerability 
on screen.  

Beyond martial arts, Monalisa also loves stitching and drawing (Figure 2), often using these 
practices to recreate or reinterpret images from her surroundings. She stitches BTS logos into 
her textiles, sketches idol faces in her notebooks and invents fictional characters. In these 
moments, the page becomes another kind of screen—an imaginative surface on which she 
rehearses identities, translates desires, and experiments with visibility. As Douglas Rosenberg 
notes, a “page can operate like a screen: a material surface that receives, reflects, and 
projects images, allowing practice-led and research-led creativity to generate new forms of 
knowledge”xiv. In Monalisa’s case, drawing and stitching function as intimate, low-tech 
screens through which she explores image-making beyond the smartphone camera, crafting 
alternative visual selves in ways that feel safer and more private. 
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Figure 2: Screenshot of Monalisa’s sketches, stitches and BTS logo from the ongoing 
documentary film by author. 

In my conversations with Monalisa, I often encounter the performance of self she must 
inhabit as a female practitioner within a male-dominated martial arts world. But as she 
speaks about her desires, longings, fantasies, and dreams, a different image emerges—one 
less constrained by the expectations of her practice. These moments reveal an opening of 
personhood, a glimpse into the interior worlds that coexist alongside her public martial 
identity. 

Sumedha: What do you like about BTS? Show me a bit! You were showing me your 
drawings. You have a sketchbook, right? Start showing me, slowly! 

Monalisa: This was just a little part of one of their albums. That’s all I had. And this is 
one of their fingers. 

<Monalisa blushes> 

Sumedha: What was the earlier one? Why are you feeling shy? 

Monalisa: This is a cartoon version of BTS. Someone made a cartoon of all the 
members. We really enjoy watching cartoons and anime, so I drew their faces in a 
cartoon style. 
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Sumedha: All the names are here!3 

Monalisa mentions her desire to sketch K-pop stars in her personal sketch book. However, in-
between the conversations, there were pauses and laughter where she blushed and 
expressed a sense of shyness, which I never encountered when she was learning or 
performing Lathi Khela. There is also a certain outlook as a female she consciously or 
unconsciously embodies during this time. In her conversations she mentioned specifically 
how “cute” they look, each of these anime and BTS characters, the ‘cuteness’ a comment she 
makes on a group of males. An interest in K-pop can be deeply intertwined with self-image, 
particularly for young women in South Asia, not because they directly imitate idols, but 
because K-pop operates as a powerful visual–affective ecosystem. It offers a globalized 
vocabulary of gesture, expression, and presence that shapes how bodies are imagined, styled, 
and performed on screen. Through tightly choreographed performances, intimate camera 
angles, and curated emotional registers, K-pop trains viewers in how a body might look, move, 
or hold the gaze. For someone like Monalisa, who moves between the disciplined physicality 
of Lathi Khela and the visual worlds she encounters online, K-pop becomes a resource for 
imagining herself differently. Its aesthetics—softness, vulnerability, fierceness, poise—
provide alternative modes of self-presentation that are not readily available in her everyday 
environment. Rather than straightforward imitation, what emerges is a quiet internal archive: 
a set of visual cues, fantasies, and affective textures that influence how she inhabits the 
screen, how she feels about being seen, and how she negotiates visibility in a male-dominated 
practice. In this sense, K-pop forms part of the broader visual ecology through which she 
experiments with identity, aspiration, and authorship. 

In our conversations, when she spoke about BTS, a different register appeared: she smiled 
shyly, her tone softened, and she briefly became a young woman expressing pleasure, 
admiration, and a kind of sensitive playfulness that rarely surfaces in her martial presence. 
This moment revealed that her desires are not confined to the figure she performs in Lathi 
Khela. K-pop opens a separate imaginative space—one that is affectively rich, emotionally 
expressive, and non-masculine. While the full implications of this contrast remain beyond the 
scope of this short article and require deeper ethnographic engagement, these glimpses show 
how Monalisa negotiates multiple embodied identities through screen culture, revealing 
possibilities for agency that exceed the frame of the martial body alone. 

“Bhalo lage” “feeling good” is what she mentions as she sketches, stitches and creates new 
imaginations with their K-pop imagery. For her Kpop came via youtube and her sister editing 
videos on K-Pop music. For her, this screendance mediates feminine longingxv and self-
fashioning in the life of Monalisa, a Lathi Khela martial arts practitioners, and one of the few 
women who are enabled to practice in Bangladesh. While Lathi Khela demands strength, 
restraint, and masculine-coded discipline, K-pop choreography offers an alternative soft yet 
stylized movement vocabulary.  

She also mentioned how she does not appreciate characters from fiction and superhero films 
that are ‘nyaka’ or ones where the women are overtly feminine. 

3 The conversation was filmed in the house of Monalisa by the author, in Narail Bangladesh as a part 
of the ongoing short dance documentary film project in June 2024. 
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Monalisa:  Power bolte bojhay je mane dui ekjon ase nah dhoren ami ekta movie 
dekhtesi ba kono cinema dekhtesi ba kono natok dekhtesi tar bhitore oije nyaka nyaka 
thake nah amar oi mohila-der nyaka nyaka vabta bhalo lage na. Mohila hoile nyaka 
hoite hobe emon to kono kotha nei. Purusher cheye beshi mohila-ra strong. Nyaka 
character amar beshi bhalo lage na. Jegula powerful jar kauke lage na. Mane ekai jar 
kono nayok lage na, jar kono hero lage na. Ekai hero ekai heroine orokom character 
amar beshi bhalo lage. Ei je eitate dui hate gun niye fighter-e jachhe. 

Monalisa: Power means — suppose I am watching a movie or show — and there are 
these overly delicate, fragile women characters — I don’t like that. Just because 
someone’s a woman doesn’t mean she has to act weak. Women are stronger than 
men. I don’t like the overly dainty types. I like the ones who don’t need a hero — 
they’re their own hero. Like this one — she’s going to a fight with guns in both hands! 

Monalisa often gravitates toward screen characters where women take up space without 
relying on a ‘nayak’ or hero figure. This preference is shaped by and shaped her own viewing 
practices—including South Asian serials, Bangladeshi music videos, and K-pop performance 
aesthetics. As scholars such as Suk-Young Kim and Dong-Yeon Kohxvi note, K-pop relies on a 
highly systematized performance economy in which movement, lighting, camera angles, 
costume, and even emotional tone are meticulously pre-designed. In tightly controlled 
contexts such as BTS’s choreography videos, performative agency is limited not because the 
performers lack skill, but because the camera, editing, and production system pre-determine 
the terms of expressivity. What appears spontaneous or intimate—soft vulnerability, the 
“beautiful boy,” the slow-motion glance—is carefully engineered to conform to an imagined 
global gaze. 

Monalisa’s own screen presence operates differently, though it does not disregard aesthetic 
concerns and desires. Her movements in Lathi Khela arise from predetermined martial 
sequences, inherited gestures from her uncle. At the same time, she is deeply influenced by 
the screen cultures she consumes, which inevitably shape how she sees men in different 
ways. Rather than excluding aesthetic aspiration—something neither she nor I can claim—we 
can see her practice as occurring within a grey zone where desire for beauty, desire for 
authorship, and desire for visibility coexist. She inhabits the screen as both a martial artist 
who decides how her story is told beyond pre-designed movements or stylistic cuts, and as a 
woman- who  expresses her aspirations and her desire to look at men differently. 

Her choices are also shaped by the social worlds she moves through. As a young woman in a 
rural Bangladeshi martial arts community, she is invited into the practice through kinship 
structures. It was because her uncle made the decision of including women and was 
acceptable to the larger community as a man of privilege. The camera becomes a space where 
she can experiment with forms of self-presentation that she must conceal in the courtyard or 
family home. Her shyness, playfulness, her desire to be seen is as important as what she 
shows during her performance in Lathi Khela. The feminist possibility here lies not in 
producing an image free of aesthetic influence, but in Monalisa’s ongoing negotiation of 
visibility, desire, and safety— an aesthetic she can live with, that represents her more 
truthfully.  
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Conclusion 

Screendance as an aesthetic and a process invites us to see a feminist space precisely because 
it allows for the choreographing of gaze, camera, and body in dialogue. The gaze in 
screendance, when reframed by the performer, has the potential to unsettle patriarchal 
hierarchies embedded in traditional film grammar. Conventional film language often 
positions the dancer at a distance—visually controlled by the filmmaker through fixed 
framing, external direction, and an objectifying point of view. When the performer actively 
engages the camera, this distance is replaced by a relational exchange, allowing the performer 
to shape how she is seen. 

Our ongoing documentary film uses these insights and repositions them within a South Asian 
martial arts context. Rather than treating the screen as a passive frame, the filming process 
becomes a space of negotiation in which Monalisa determines which movements are 
foregrounded and which remain at the edges. Through her decisions about framing and 
timing, she shapes what the screen ultimately reveals.The reversal of the gaze is in the sense 
that she directs the lens and thereby directs the viewer’s attention. This conversation 
between Monalisa and her screen presence, makes a case for Monalisa’s everyday practices 
and how she forms a quiet choreography of longing—where the screen becomes a portal to 
rehearse, dwell in, and materialize alternate feminine selves. These acts emerge in contrast 
to the disciplined, masculine-coded body she is required to perform in martial arts. 
Positioning this film within feminist screendance scholarship shifts the focus from the screen 
as an object to the relational field produced through camera, choreography, and embodied 
decision-making. This field enables expressions that exceed straightforward presentation or 
re-presentation of identity. It allows for the emergence of subtle, often concealed registers 
of feminine longing and aspiration—registers that are frequently marginalised in dominant 
visual cultures. Within this expanded relational space, screendance operates as a mode of 
critique, challenging normative gendered aesthetics and opening space for self-making 
through bodily nuance, experimentation, and refusal. Here, longing is not a lack, but a 
generative space which is felt, crafted, and embodied. 

These observations will be developed further in future fieldwork in Bangladesh, where I plan 
to engage in a more sustained set of conversations with Monalisa about her viewing practices, 
her evolving sense of self on screen, and how she negotiates the gap between performing a 
masculine-coded martial repertoire and inhabiting more private, feminized registers shaped 
by K-pop and other media. As the project moves from rough cuts toward a short film and 
eventually a feature-length film, we plan to screen each iteration within Monalisa’s 
community in Narail. These screenings are an essential part of the collaborative ethos of the 
project. Although my method differs from collective filmmaking models such as those of 
Yugantar or Bangla Surf Girls—where authorship is shared from the outset—our process aims 
to build collaboration over time by inviting multiple layers of participation, response, and co-
interpretation. The community sharings are therefore not merely feedback sessions: they are 
part of an intentional shift toward a more communal shaping of the film, where meaning-
making is negotiated with those who inhabit the world the film emerges from. 

In these conversations we will refine the questions that matter to Monalisa and her peers: 
How does she imagine the audience for this film? Does she want it to circulate primarily within 
her practitioner circle, within Narail, or more publicly beyond Bangladesh? How does her 



IJSD Volume 16: Feminist Perspectives in Screendance 

101 

engagement with K-pop shape the sense she has of herself as a woman working within a 
deeply gendered martial arts tradition? And what are her aspirations for her lathi 
khela team—the group of young practitioners she trains with daily and who participated in 
the prompt-based camera exercises during filming? 

By returning each stage of the project to the community, the film gradually moves from being 
directed by my facilitation toward becoming a co-authored space—an unfolding process in 
which Monalisa, her team, and her wider community participate in shaping how their stories 
will appear and circulate on screen. At this stage, these remain open and emergent lines of 
inquiry rather than conclusions. The current essay offers preliminary reflections, while the 
next phase of fieldwork will allow for deeper ethnographic engagement with the community 
reception of the film, Monalisa’s aspirations for the project, and the evolving intersections 
between martial practice, fandom, and self-representation on screen. 
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Interview Transcript and English translation: 

Sumedha: Bolchhiles na je tui BTS-er gaan deklam. Ekhon tui bol je tor jibone BTS kobe ashe? 
Ekdom opposite ekta jinis. Eita amra jiboneo bhabte pari nai! K-pop-e tumi dhukbe ar tomar 
eto bhalobasha je... 

Monalisa: Chhobi aki! 

Sumedha: Chhobi aka! 

Monalisa: Chhobi collect kori. Oder bag ache amar kachhe. Oder shob jinis ektu ektu kore 
ache. Phoner gallery-te oder chhobio rakha ache. To eita kivabe hoy? Ami 2019 shale prothom 
prothom... amar boner kachhe class two theke phone. Amar kachhe tokhon phone chhilo na. 
Amar bhai amar kachhe phone dey nai age or kachhe phone dise. To phone-e YouTube 
dekhto. Or edit korar beshi shokh. To o edit-er bhitore jokhon jaito dekhe je BTS niye onek 
edit ache jara edit tidit kore. To ota dekhar pore o oder niye research kore je ora kara. O oder 
niye video banabe. Setar pore video-gulo or pochhondo hoy. Tarpor aste aste o oder gaan 
shunte thake video edit korar jonne gaan shunte thake. O dekhar pore or ar amar shomporko 
erokom je o chhoto holao jaei krook na keno o amake bole, amar shob kichu o jane. Emonki 
amar Facebook-er password, phoner password sobi o jane. To amake bole dekh apu dekh 
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ekhane erokom ekta ye esheche oder video amra dekhi. Tarpor dekhte dekhte sobar naam 
shob kichu jana hoye geshe. Tarpor theke oder bhalo lage. 

Sumedha: BTS-er ki jinista bhalo lage? Ektu dekha to! Emne-o akao tui dekhachhilis. Ekta 
drawing book ache. Dekhano shuru kor! Aste aste! 

Monalisa: Eita holo oder ekta album-er iya chhilo etotuku shudhu. Eita diye ar eita hochhe 
ekjoner angul. 

Sumedha: Ager-ta ki? Keno lojja kisher? 

Monalisa: Eita holo oder niye ekta cartoon toiri hoise BTS to oitate character-gula eibhabe 
cartoon-er moto kora. Amader cartoon dekhte anime dekhte khub bhalo lage. To sei jonne 
oder face-gulo cartoon-er moto kore aka. 

Sumedha: Sobar naam ache! 

Monalisa: Hya hya! Sobar naam ache. Amar anime dekhte bhalo lage. Ami onek anime dekhi. 
Eita hochhe Naruto prothom prothom jokhon dekhshilam. Eita onek ager. Eita oije Joker-er 
ekta movie ber hoichhilo. Mane ami movie, anime jaai dekhi na keno je character-ta amar 
bhalo lage se character-ta ami akar chesta kori. 

Camera woman: Eitar mane ki? 

Monalisa: Eitar mane holo V er haat, BTS-er duita member. Ekjoner naam holo Kim Seok Jin 
ar ekjoner naam holo Jimin. To oder dujoner holo angul-er bhitore ektu tofat ache. Ekjoner-
ta ektu lomba ar ar ekjoner-ta ektu short. Ora dujon best friend to ora dekhay je er angul-ta 
boro er angul-ta chhoto. To eita beshi cute lage ei jonno ami ei moment-ta enke rakshi. Ar 
eita holo BTS-er ekta member ache Suga or notun ekta album ber hoichhilo rapping ese to ei 
costume-ta porchhilo. Oder traditional je dress-ta to eita dekhe amar khub bhalo lagchhilo to 
eita ami akchi. Eita holo Kim Taehyung. 

Eitao ekta anime-r character. E villain thake. Villain-ta eto powerful thake amar eto bhalo lage. 
Tarpor ami villain-tar chhobi aki. 

Sumedha: Shob jaigay signature-ta Mona diyechhis! 

Monalisa: Hya! Amar naamta dewa. Ami prothom prothom jokhon chhobi aktam kothao 
kothao ditam sobai bolto je tor aka na. Tarpor jokhon-i ami chhobi aki amar naamta ami likhe 
rakhi jate sobai bujhe je eita amar aka. Ei je ekta. Eita to sobai chine! 

Sumedha: Venom! 

Monalisa: Hya! Eita emnei akchhilam arki. 

Sumedha: Tor phuler shathe eto fascination dekhchhi kire? 

Monalisa: Hya phool-tool akte to bhalo lag-ei! 
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Sumedha: Kono favorite phool ache tor? 

Monalisa: Hya! Eita ekta anime. Bhuter ekta anime chhilo sekhane bhuter character-ta amar 
khub beshi bhalo lage. 

Sumedha: Keno? 

Monalisa: Mane khub-i bhoyonkor chhilo ota dekhte. Jaderke dekhte sobar theke alada lage 
tader-ke ami ye kore rakhi. 

Sumedha: Toro shobshomoy onnorokom… 

Monalisa: Hya amar-o ichchha kore ami doshjoner theke ektu alada hobo jate manush amake 
notice kore. Eita holo Namjoon. BTS-er leader! Tar chhobi ami akchi. Eita bari asar porporei 
akchi. Dui tin din age aka ei chhobita. Eitao ekta villain. Amar villain beshi bhalo lage. Amar 
kachhe villain-er beshi collection! Eitao oije ekta movie ber hoichhilo nah er naam ki jeno 
chhilo mone aste na! 

Camera: Maleficent? 

Monalisa: Hya! Eitao ekta villain! Spider-man! Ar eita to Catboy ar Ladybug! 

Sumedha: Kono shomoy hoy nah je jinista amra aki seta amader paarchai hoy! 

Monalisa: Hya! Ar ekhane holo BTS ra jokhon airport-e jaay tokhon oder fashion ektu alada 
hoy. Tokhon ora je dress pore jaay jeta bhalo lagse seita ami enke rakshi. Ei je ekta chhobi. 
Eita holo ora fun kore jar bhagye je character-ta uthbe se sei character-ta korbe. Ekhane Min 
Yoongi-er ekta meyer character uthhe to wig lagaiye ekta meye saje. Eita khub bhalo lage tai 
chhobi-ta aki. Eita emnei akchhilam ratre bela korte korte. Eita holo Jimin airport-er look-ta. 

Sumedha: Shade-o diyechhis tui! 

Monalisa: Eita emnei akchhilam ami. Try kori. 

Sumedha: Ektu ektu dekhi eita! Hoom! 

Monalisa: Eita asole…..! Eitao ekta cute character. Eitao anime-r ekta cute character ore bole 
Anaya. Eita holo anime-r naamta jeno ki? Hoom... Spy Family! Spy Family-r bhitore e holo 
mone mone ki kotha bole se bujhte pare. Shob kichu jante pare arki. To ei jonno arki aka. 
Eitao ekta. 

Sumedha: Eigula shob fighting type-er! 

Monalisa: Hya ei je haate ekta chhuri-r moto ache! 

Sumedha: Shob kintu character tor fighting related ami dekchhi! 
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Monalisa: Hya! Eikhane! Amar biral khub pochhondo. Eikhane ekekta biral ekek dhoroner 
movement kore. Ei je eita amar eikhane aka. Anime-r chokhgula! Amar ichchha ache jibone 
ami erokom hair style-gulo korbo sei hair style-gulo aki ami jegulo korte chai. 

Sumedha: Dekhi ektu! Eitar ektu short nis! 

Monalisa: Eikhan theke eita amar kora ache. Ar ekhono eigulo amar kora hoy ni. Ekhon 
ichchha ache eigulo korar. 

Sumedha: Chultae shob kichu amader! 

Monalisa: Hya! Eita holo Doraemon. Amar eitar bhitore shob holo anime character-gulo. 
Doraemon, Shinchan, Pokémon, Tom and Jerry. 

Sumedha: Pikachu-r Pika Pika awazta bol? 

Monalisa: Pikachu! Ar eita mane emnei chhoto ekta bachchar paa ekjon haate dhore ache 
eita akchhilam. 

Sumedha: Eita ektu zoom kor! 

Monalisa: Eita ekta! 

Sumedha: Abar pata mane ekta oddbhut rokomer tor dekchhi ami pata shorirer bhitore... 

Sumedha: Abar pata mane ekta oddbhut rokomer tor dekchhi ami pata sharirer bhitor.. 

Monalisa: Eita ami kivabe anchhilam mathay! Eita holo dekhben amader purono barite gachh, 
pata, lata jorokom hoy nah! To ami bhabchhilam oita onek beshi shundor lage. Oita jodi 
mukhe eshe erokom hoy aro beshi shundor lagbe. Sei hisebe ami eita korchhilam je deyal-er 
moto kore. Eita mukh ar tar ashe pashe chul thakle jorokom gachh jonmo ney eita serokomi. 
Eita holo Chinese ekta baccha. Bacchata ke TikTok-e dekhe onek beshi cute lage! Chocolate 
khachhe! To seita ami aaki. Eita holo Pinocchio. Ar eita holo Mishor-er je rani. Unar chhobi 
akaar cheshta kori. Uni naki onek sundori. Uni onek powerful nari amar bhalo lage! Eitao! 
Sumedha: Tui jokhon nari banas tokhon power dekhis! 

Monalisa: Hya! Je powerful amar se character-e bhalo lage! 

Sumedha: Power bolte ki bujhish? 

Monalisa: Power bolte bojhay je mane dui ekjon ase nah dhoren ami ekta movie dekhtesi ba 
kono cinema dekhtesi ba kono natok dekhtesi tar bhitore oije nyaka nyaka thake nah amar oi 
mohila-der nyaka nyaka vabta bhalo lage na. Mohila hoile nyaka hoite hobe emon to kono 
kotha nei. Purusher cheye beshi mohila-ra strong. Nyaka character amar beshi bhalo lage na. 
Jegula powerful jar kauke lage na. Mane ekai jar kono nayok lage na, jar kono hero lage na. 
Ekai hero ekai heroine orokom character amar beshi bhalo lage. Ei je eitate dui hate gun niye 
fighter-e jachhe. 
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Sumedha: Dekhi dekhi ke eita? 

Monalisa: Eita ekta spy-er movie dekhchhilam. Movie-te ekta meye chhilo je ei bhabe thash 
thash kore guli kore shobai ke ekdom. Eita anime ekta character. Eita scary ekta.. 

Sumedha: Duto side! 

Monalisa: Hya! Duto side! Ekta holo bhalo side ekta holo kharap side. Eitao ekta powerful 
character. Ar eke to shobai chene! Keno? Medusa! Chule oije shap-er iya thake je abishapto. 
Er dike je takay se pathorer hoye jay. Eitao anime-r ekta character. Eita ekta bachchar chhobi 
ami akaar try korchhilam. 

Sumedha: Ekekta stroke tui eto bhalo korechhis shed-er! 

Monalisa: Eita ekta doggy, pencha. Eita amar ar Taniya-r chhobi. Aankhchilam or ar amar 
erokom chhobi tola chhilo phone-e. Tarpor ei rokom kore aankhchilam eita. Eikhane lekhao 
ache Best Friend. Amar moneo nai eita amar aaka chhilo. Eita Jungkook. Eita holo arekta K-
pop idol arki. Eita SUGA-r ekta Agust name album ber hoichhilo jekhane o nije ekta villain-er 
part kortechhilo nijei ekta rajar part kortechhilo. To sekhane ami ekta chhuri dei, diye churir 
e pithe raja ar o pithe villain. Eita holo arekta anime ache sekhane or nam thake Duruking. 
Japanese bhasha jekhane er mane holo dragon. Ei character-ke bhalo lage se character-er iya. 
Eita SUGA. Eitao ekta character. Eikhane chhoto ekta baccha jolpori type-er arki. Porir baccha 
ar pori. Eita Moana chhotobelar. Eita to R.D. JR. Try korchi akaar! 

Sumedha: Ke eita? 

Meye: Iron Man! Robert Downey Junior! 

Sumedha: Khub bhalo hoyeche! 

Monalisa: Eita holo panir bhitore ekjon hat dichhe to etotukute mangsho ache etotukute 
haddhi. Jototukute hat dise mangsho gole haddhi ber hoye geshe se rokom ekta jinis akchhi. 

Sumedha: Tor eita dekchhi je half eita half oita. Duto-i nature dekhano cheshta korish. 

Monalisa: Hya amar duto-i vallage! 

Sumedha: Ei je character-ta! Banali machher ekta! 

Monalisa: Eita oije ekta game ache nah coin collect korte hoy. Sei game-er character-ta! Amar 
ei hair style-ta khub bhalo lage! Eita ami ei jonno aakchhi eikhane. Ar kichu bodh hoy nei 
shesh! 

Sumedha: Khoris to aka ekhono? 

Monalisa: Hya! Ei je jerokom ei akata ami last korchi. Aro ekta ache jeta half hoiche half hoy 
nai. Amar chhobi aaktteo beshi time lage nah. Mane eita shuru korle 20 minute 30 minute-r 
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modhhe ekta chhobi aka hoye jay. Shudhu bhaplei je ami erokom ekta chhobi aakte chai or 
porei hoye jay aka. 

Sumedha: Ekdin aka dekhte chai tor. Ache kono sketch pen? 

Monalisa: Eikhane to nei. Onno room-e ache. 

Sumedha: Thik ache. 

Meye: Amar kachhe ekta kichu ache. 

Sumedha: Taile ekta shot nei jekhane tui akchhis khali page-e. Kichu aak! 

Monalisa: Amar ekta chhobi ache half aaka oita ki niye ashbo? Amar bon-ke ektu dak den 
tahole o ene dibe chhobita. 

Sumedha: You were saying you just watched BTS’s songs. Now tell me — when did BTS come 
into your life? It’s something totally opposite! We could’ve never imagined this in life! 
That you would get into K-pop and love them so much that… 

Monalisa: I draw their pictures! 

Sumedha: You draw their pictures! 

Monalisa: I collect their pictures. I have their bag. I have a little bit of all their stuff. I’ve even 
got their photos saved in my phone gallery. How did that happen? In 2019, my younger sister 
had a phone from Class 2. I didn’t have one back then. My brother didn’t give me a phone, 
gave it to her instead. So she used to watch YouTube. She really liked editing. While editing, 
she came across lots of BTS fan edits. After watching those, she did some research on who 
they were. She decided to make videos about them. Then she started liking their songs — first 
for her edits, then just listening. And even though she’s younger than me, she tells me 
everything. She even knows my Facebook password, phone password — everything. So she 
said, “Apu, look! Look what I found!” And we started watching BTS videos together. Slowly, 
we learned all their names and started really liking them. 

Sumedha: What do you like about BTS? Show me a bit! You were showing me your drawings. 
You have a sketchbook, right? Start showing me, slowly! 

Monalisa: This was just a little part of one of their albums. That’s all I had. And this is one of 
their fingers. 

Sumedha: What was the earlier one? Why are you feeling shy? 

Monalisa: This is a cartoon version of BTS. Someone made a cartoon of all the members. We 
really enjoy watching cartoons and anime, so I drew their faces in a cartoon style. 

Sumedha: All the names are here! 

Monalisa: Yeah, yeah! All their names are written. I love watching anime. I watch a lot of it. 
This one is from Naruto — back when I first started watching it. It’s really old. And this is from 
the Joker movie that came out. Basically, whenever I watch a movie or anime, if I like a 
character, I try to draw them. 
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Camera woman: What does this mean? 

Monalisa: This shows V’s hand. Two BTS members — one is Kim Seok-Jin and the other is 
Jimin. There’s a slight difference between their fingers — one’s is longer, one’s shorter. They 
are best friends and show this gesture, and I found it really cute, so I drew that moment. And 
this one is from SUGA’s new album — he was rapping in a traditional outfit. I loved that look 
so I drew it. This is Kim Taehyung. This too is an anime character — a villain. I like villains who 
are very powerful. So I drew this villain. 

Sumedha: You’ve signed every one of your drawings with “Mona”! 

Monalisa: Yeah! I started putting my name because earlier when I used to draw, people would 
say it wasn’t mine. Now I write my name so people know I drew it. See this one — everyone 
knows who it is! 

Sumedha: Venom! 

Monalisa: Yeah! I just felt like drawing it. 

Sumedha: You seem to have a fascination with flowers too? 

Monalisa: Yeah, I enjoy drawing flowers! 

Sumedha: Do you have a favorite flower? 

Monalisa: Yeah! This one is from an anime — a ghost anime. The ghost character really stuck 
with me. 

Sumedha: Why? 

Monalisa: It looked so scary — different from the rest. I like characters who stand out. 

Sumedha: You always like the unusual ones... 

Monalisa: Yeah, I want to be a little different from others — so people notice me. This one’s 
Namjoon — BTS’s leader! I drew this right after coming home, just two or three days ago. 
Another villain. I have more villain sketches than heroes. This one is from that movie — what 
was it called? 

Camera: Maleficent? 

Monalisa: Yeah! That’s one. Then there’s Spider-Man! And this is Catboy and Ladybug! 

Sumedha: Don’t you ever feel like the things we draw reflect who we are? 

Monalisa: Yeah! And this one — BTS at the airport. Their fashion is so unique. I drew outfits 
that I liked. This one’s them having fun — there was a game to pick a random character and 
roleplay. Min Yoongi got a girl character, so he wore a wig and acted like a girl. I loved it and 
drew it. Just something I was doing late at night. This is Jimin’s airport look. 

Sumedha: You’ve even done shading! 

Monalisa: I was just trying it out. 

Sumedha: Let me see this one too! Hoom! 
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Monalisa: This is…! A cute anime character called Anya. From Spy Family! She can read 
people’s thoughts. That’s why I drew her. Another one here. 

Sumedha: These are all fighting-type characters! 

Monalisa: Yeah, look — holding a knife! 

Sumedha: All your characters are fight-related, I notice! 

Monalisa: Yeah! And I love cats. Here’s a drawing of cats in different movements. These are 
anime eyes! I want to try out hairstyles from anime — I draw the ones I want to do someday. 

Sumedha: Show me! This one looks short? 

Monalisa: Yeah, this one’s mine. Haven’t done all of them yet. But I want to. 
This one’s Doraemon. All anime characters — Doraemon, Shinchan, Pokémon, Tom and Jerry. 

Sumedha: Say Pikachu’s Pika Pika sound? 

Monalisa: Pikachu! 
This one’s just a little baby’s foot being held. I drew it. 

Sumedha: Zoom in on this one! 

Monalisa: This one! 

Sumedha: Again, I see a strange leaf-body kind of thing... 

Monalisa: I don’t know what I was thinking! In our old house, we had plants and creepers — 
they were so pretty. I imagined how it would look if those leaves grew on a face — would be 
even more beautiful. I drew it like a wall — a face surrounded by hair that looks like a growing 
plant. This one’s a Chinese baby I saw on TikTok. It was eating chocolate — so cute, I had to 
draw it. This is Pinocchio. And this is the Queen of Egypt. I tried to draw her — she’s supposed 
to be very beautiful and powerful. I love powerful women characters! 

Sumedha: So when you draw women, you show power! 

Monalisa: Yeah! I love powerful characters! 

Sumedha: What do you mean by power? 

Monalisa: Power means — suppose I am watching a movie or show — and there are these 
overly delicate, fragile women characters — I don’t like that. Just because someone’s a 
woman doesn’t mean she has to act weak. Women are stronger than men. I don’t like the 
overly dainty types. I like the ones who don’t need a hero — they’re their own hero. 
Like this one — she’s going to a fight with guns in both hands! 

Sumedha: Let me see — who’s this? 

Monalisa: It’s from a spy movie I saw. There was a woman who shot down everyone — thash 
thash! This one’s a scary anime character... 

Sumedha: Two sides! 

Monalisa: Yeah! One good, one evil. Also a powerful character. And everyone knows this one! 

Sumedha: Who? 
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Monalisa: Medusa! With snakes in her hair. Whoever looks at her turns to stone. This one’s 
from anime too. And this one is a kid’s character I tried drawing. 

Sumedha: You’ve done the strokes and shading so well! 

Monalisa: This one’s a doggy… and an owl. This is me and Taniya — we took a picture like 
this, and I tried drawing it. It says “Best Friend” here. I don’t even remember drawing it. This 
is Jungkook. Another K-pop idol. 
This is from SUGA’s album Agust D — he played both a king and a villain. So I drew a dagger 
— a king on one side and villain on the other. 
This one’s from an anime — his name is Duruking. In Japanese it means dragon. I like his 
character. 
This one’s SUGA again. And this is a mermaid-child kind of character. A fairy child. This is 
Moana — her childhood version. And this is R.D. Jr — I tried drawing him! 

Sumedha: Who’s this? 

Girl: Iron Man! Robert Downey Jr! 

Sumedha: It’s really well done! 

Monalisa: This one’s underwater — a hand reaching out. Half flesh, half bone — as if the skin 
melted off. That’s what I drew. 

Sumedha: I see you often mix two things in one — nature and body... 

Monalisa: Yeah, I like both! 

Sumedha: Who’s this character? A Bengali fish? 

Monalisa: This is from a game — you collect coins. I love the hairstyle, so I drew it. I think 
that’s all — I’m done! 

Sumedha: Do you still draw regularly? 

Monalisa: Yeah! This one here is the last I did. One more that’s half done. It doesn’t take me 
long to draw — once I imagine it, I can finish one in 20-30 minutes. 

Sumedha: Someday I want to see you draw live. Do you have any sketch pens? 

Monalisa: Not here — they’re in another room. 

Sumedha: Okay then. 

Camera: I have something with me. 

Sumedha: Then let’s take a shot where you’re drawing — just a blank page. Draw something! 

Monalisa: I have a half-finished sketch — should I bring it? Call my sister — she’ll get it for 
me. 
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