






Dick ( Found Object ) 

1989

18W x 40H cm - 7cm Thickness

Wood, Nails and Acrylic



Untitled

1989

100x125cm

Acrylic on Canvas



Les Monstres

1991

35x50cm

Acrylic on Board



Les Monstres

1991

35x50cm

Acrylic on Board



Les Monstres

1991

35x50cm

Acrylic on Board



Les Monstres

1991

35x50cm

Acrylic on Board



Tropical Dicks

1991

60x45cm

Acrylic on Paper



Les Monstres

1991

35x50cm

Acrylic on Board



Sirandanes

1991

35x45cm

Acrylic on Board



Plus haut encore plus haut toujours plus haut

1994

45x60cm

Acrylic on Board



Cowboys (Dual) 

1994

130x100cm

Acrylic on Plywood



Untitled

1995

60x45cm

Acrylic on Board



The Black Star 

1996

85x65cm

Acrylic on Board



Partouze ( Triptych )

1998

160 W x120cm W x 120 H 
100 W x 100 W x 80cm H (x2)

Wire - mesh, Acrylic, Plaster and  Wood



Transports en Commun 

1998

120x50cm

Acrylic on Plywood



Transports en Commun 

1998

60x60cm

Acrylic on Paper



Transports en Commun 

1998

50x45cm ( x2)

Acrylic on Plywood



Untitled

1999

50x40cm

Acrylic on Board



Partouze Volante

1999

120x130cm

Acrylic on Plywood



Partouze Volante

1999

120x130cm

Acrylic on Plywood



Partouze Volante

1999

120x130cm

Acrylic on Plywood



Erotic Antenna 

1999

60x20cm

Acrylic on Plywood



WWW DOT CUM (sensored) 

1999

300x200cm

Mixed media



 The transmogrification of the flaccid penis into fantastically 
animated fish, serpents, or birds, as well as the anus into an 
enigmatic and magical black star (yantra) highlights the issue and 
perspective of hybridity in Ennri Kums’s work.  Kums’s fornicating 
angels are a patchwork of colour, some of which appear to have 
wings on their arms and wheels underneath the soles of their feet, 
and are not ‘normal’ according to the conventional representation of 
angels.  They are  hybrids, mongrels. This essay focuses on the way 
Kums works towards an iconography and perspective of the creole, 
of hybridity and eclecticism, by getting upon the high horse of camp1 
to produce social visibility for both minorities (creoles and homo-
sexuals). I postulate that Kums uses the ‘poetics and politics’ of dity, 
exceeds or transcends taste (not necessarily as being in bad taste); 
specifically bourgeois taste, as ‘they’ as a class, are historically the 
arbiters of taste, in relation to ‘transcoding’ the affectation or gestural 
excess of the aristocracy, into a signifier of the effeminate sodomite 
and the homosexual. The link between creolity and homosexuality is 
that they are both ‘minorities’; and their marginal positions can disturb 
the conventions of social discourse, when the performance or a ‘con-
sciously willed set of behaviour… sets the self against the normative 
order’ (King 1995:32). Sexuality and race are both historically or po-
litically constructed categories of identity formation, which aim to ex-
clude, and which need to be deconstructed and decentred2. Therefore, 
if and when one crosses over, it redefines the categories and pluralises 
identity. The crossing-over becomes a politics of performance (from a 
‘social actor’), which structures meaning through that performance.
 There are no essentialist truths about creolity, other than 
deracination and acculturation. Creole in Mauritius is a ‘residual 
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category’ in which the people identified as creole, have language (usu-
ally French) and religion (usually Catholicism) in common, but are not 
perceived as a ‘group’ or community (Bowman 1991). Classified overall 
as the gens couleur, this is the most heterogenous group and the most 
factionalised. Stratification occurs from differences in colour, education 
and wealth (see Simmons 1982:23) 3. Historically, as creoles in other 
countries have done, the ‘creole elite’ or mulattoes (the offspring of the 
liaisons between French settlers and their slaves) adapted the charac-
teristics of the most prestigious and influential group in the community 
– that of the Franco-Mauritians, to which they were legally and politi-
cally excluded (ibid.). ‘A white skin, wealth and a classical education 
became their goals. Slavery had left them without language or tradition’ 
(ibid.:25). At the turn of the century the mulattoes were still viewed 
as negroes by members of the oligarchy (the Franco-Mauritians); and 
whilst on neighbouring Réunion Island there was universal sufferage 
which ensured that the coloured community had political power, in 
Mauritius the oligarchy fervently suppressed enfranchisement, as well 
as assimilation. The ‘creole elite’ were also rarely sympathetic to the 
plight of the creole masses, or the Indian indenture laborers. The aware-
ness of colour somewhere in one’s ancestry, creates a division on the 
basis of class, which still endures today (ibid.:34). Given the historical 
context, it is not outrageous to suggest that what Kums attempts (in 
the performative creolising his social body) is not unlike Gaugin’s as-
sumption as noble savage, through the naturalising of the cultural an-
tecedents. Gauguin even played up the mixed bloodline or the creole 
ancestry of his mother, which Bathes reminds us is very much a part of 
‘mythic speech’ (see Soloman-Godeau 1994). ‘Myth’ is a falsification 
or mystification of actual social and economic relations. It is ‘depo-
liticized speech’ because it produces another set of beliefs, attitudes, 



texts and artefacts which constitutes social reality and becomes just 
as concrete. What is left out and elided is as significant as what is 
emphasised. “For what is not spoken, what is unspeakable, mystified, 
or occulted runs always on historical as well as psychic repressions’ 
(ibid.: 74). But hererin lies the ‘heroism’ and pathos of Kums own 
crossing over of identity; while most creoles in Mauritius want to increase 
the milk in their coffee, Kums wants to have his emphatically black.
 Gauguin’s life provides ‘the paradigm for primitivism, as a 
white, western and preponderantly male quest for an elusive object 
whose very conditions of desirability resides in some form of distance, 
whether temporal of geographical’ (ibid.). Gauchin was fascinated with 
the cultural remnants (atavistic religious practices, the rustic and su-
perstitious) which survived in the midst of modernity. He journeyed first 
to Britanny, and then outward to the margins (to Polynesia) in search 
of places where the deep past was arrested and frozen in the present 
(see Varnedoe 1984:189). Gauguin’s belief was in the kinship between 
the unsophisticated mind and the creativity of the modern artist. The 
vision after the Sermon (Jacob wrestling with the Angel) (1889) is his 
first enunciation of the ‘primitive mentality’. It is a ‘hybrid construction’, 
in which eclectic sources are fused with elements of the occult (ibid.: 
184). The paradox of the journey towards the margins (‘to what lies 
outside the parameters of the superego and the polis’), is that it is in 
fact, always a journey inward, because the primitive is valued as an aid 
to creativity (it symbolises the unconscious and untutored mind); and 
it is the ‘genius’ residing within the artist which recognizes and values 
this quality (Solomon-Godeau). Kums demonstrates his awareness of 
the aesthetic of the ‘primitive mentality’, particularly in the series of 
drawings executed c.1990-91, which focus on modes of transporta-
tion (cars, wheels on the soles of figures) or ‘doors’ (journeys which 



are either physical, perceptual or symbolic) and which use caricature 
and stick figures as signs of untutored (and unconscious) creativity.
 The inspiration for Kums primitive posturing more than likely 
comes from Malcolm de Chazal, who attempted to give the island 
its ‘mythology’, which he called ‘poetic sense’ in Petrusmok (1951). 
According to the script of Mokko (which was based on a section 
taken from Petrusmok, see Revue Noir 16, May 1995: 26), de Chazal 
mythologised himself as ‘a white Blackman… the white-black poet 
genius’. It is only the ‘poet’ who can create the myths and who has 
earned the status (by token of his genius) for such self-transfor-
mation. It is a reiteration of the rhetoric of the ‘primitive mental-
ity’, reinforced for example in Chazal’s belief that only rare classes 
of individuals (the naïve, such as children, women or himself) were 
capable of penetrating and living in his magical world (see Revue 
Noire, ibid;25; Selvon 1991:27-8). Chazal’s example may provide 
Kums with the licence for his own poetic reinvention; although I 
see the ‘performance’ as being more politically motivated (as camp 
parody) rather than as aesthetic. Kum’s self-portrait C’est Moi (et non 
Le Christ) (1993, acrylic) recalls Gaugin’s self-portraits at Golgotha, 
and highlights the primitivising tendency at the heart of modern 
art (Gauguin as the founding father of modernist primitivism). But 
as well, it highlights the way the West has parasitically scrounged 
from primitive cultures, in order to assimilate and revitalize their own 
crises in representation. Kums attempts to reclaim creole or coloured 
culture (‘kiltire’) as Culture, and this is directed at the establishment 
in Mauritius, which categories creole on the lower rungs of cultural 
development. If the self-portrait is about religion, it is only on the 
surface. (It points an accusatory finger at those who would persecute 
on the grounds of ‘difference’.) The triptych offers a black Christ, an 



effeminate or sodomitical Christ, and in the last version a definite hybrid 
(a monstrous Siamese) Christ. In the self-portrait Kums announces the 
transmogrification of the penis which symbolises the ‘transfiguration’ 
of identity. The challenge for Kums has been to find an iconography 
which matches or feeds into the re-presentation of the self as hybrid.
The creole is a hybrid, as opposed to syncretic, identity and culture. 
Hybridity allows for the assimilation which is figured in the ‘melting 
pot’ thesis. Whereas, Jussawalla (1995) defines syncretism as being 
analogous to having various self-contained pockets or communities 
existing simultaneously and where there is no confluence or leaking 
into one another. If such leakages occur, these are ‘unconscious ab-
sorptions’ rather than ‘negotiated manoeuvres’ (ibid.:86). Indigenous 
or ancestral culture is retained and carried over. There are evidences 
of such syncretism in Mauritius, epitomised in the Franco-Mauritian 
and Hindu communities, which are the most fearful of contamina-
tion from other communal groups. According to Jussawalla, hybridity 
‘embodies the ominous sense of loss whereas syncretism is a joyous 
recreation and being located it is indigenous’ (ibid.) (her italics).
 ‘Hybridity implies creating a new variety’ which can lead to the  monstrosi-
ties which Rushdie turns Saladin Chamcha into in The Satanic Verses (ibid). 
 In The Satanic Verses the protagonist Chamcha turns into a 
magically animated puppet, as does his penis. Jussawalla suggests 
that here Rushdie is asserting his ‘Indianness’, asserting that trans-
mogrification into the foreign culture is dangerous. (Jussawalla reads 
Rushdie too literally!). Rushdie actually sees the situation contrarily. 
‘The Satanic Verses is for change by fusion, change by conjoining. It 
is a love song to our mongrel selves… I am a bastard child of his-
tory. Perhaps we all are, black and brown and white, leaking into one 
another, as a character of mine once said… like flavours when you 



cook1 (‘In Good Faith’ 1991:394). Kums accepts the standardised 
dictionary definition of creole as being a descendent of European 
or Negro (OED, settler in W. Indies, Mauritius…). When I suggest to 
him that creole is ‘half-castle’, he retorts that: ‘this is the way it is 
seen in Mauritius’, as though confirming that the way it is ‘seen’ in 
Mauritius is warped. But creole does imply mélange, hybridity and 
impurity, as well as, fluidity. Like Rushdie, Kums celebrates the métis, 
‘the transformation that comes of new and unexpected combinations 
of human beings, cultures, ideas, politics…’ (etc.). The Satanic Vers-
es, as does Kum’s iconography, ‘rejoices in mongrelization and fears 
the absolutism of the Pure’ (Rushdie ibid.). being hybrid means, as 
well that one can cross over, move from one identity to another (see 
Said in Rushdie, ‘On Palestinian Identity’: 182), as Kums has done by 
crossing over sexuality, or coming out of the closet and announcing 
himself as gay. But there is a similar coming out as a creole identity.
 Creolity, or how one can translate creole culture in the 
plastic arts has surprisingly engaged few artists in Mauritius. Jeanne 
Gerval-Arouff triffles with the idea of métis as absorption, which she 
has credely described in the way a sea sponge can soak up colour, 
(and rather too uniformly) (Métisses Memoires, Salon de Mai MGI 
1996). Ismet Ganti obfuscates creolity within discourses as ‘second 
culture’, to enhance the notion that it survives in language. (It is 
located n subaltern space as secondary, as other.) Ganti also pro-
poses a semiology based on ‘ideograms’, as if these signs of creolism 
were already well articulated in society for everyone to decode and 
digest. There is as well, a contradiction inherent in Ganti’s linguistic 
approach; if creolity survives and survives as language, this is mainly 
as an oral tradition. There is no formalised body of literature writ-
ten in creole. In any case, Ganti writes in the orthodox language of 



the colonizer, which is French. Artists such as William Zitte and Fran-
çoise Giraud from Réunion Island suggest that the answer lies in 
the use of bricolage and (recuperated) poor materials. This formal 
approach of substituting alternative ‘scrap’ materials can be problematic 
because bricolage has already been absorbed into mainstream white 
culture, as post-modern procedures arising out of Pop (to debunk elitist 
notions of originality and authenticity). Australian Aborigines even 
indicate that bricolage is an adaptive practice which can be ‘creative’, 
in their inverse substitution of acrylic paint and canvas for traditional 
and ephemeral materials (Benterrak, Muecke et.al. 1984:194). The 
potential of bricolage as an adaptive and hybrid process of artmaking 
seem unlimited, but for it to work in translating the creole experience, 
bricolage needs to correlate with what Zitte calls ‘maroon memory’. 
This is, it must suggest the context (and history) of the hybrid through 
the actual materials used. Réunionais Charly Lesquetin’s use of news-
paper as a support for his imagery attempts to reconcile the signs of 
poverty (newspaper which line the walls of the typical creole house) 
with the quotidian subject. And then there is Kum’s solution. I see 
Kums as inscribing hybridity and eclecticism (as well as magic through 
transmogrification) into the conception of creolity, but he does so by 
collapsing subject and object (creolity) onto the surfaces of his own 
body. But how does one perform or posture creolity, particularly when 
one is a mulatto or white creole? There are precedents for the use of 
self-representation as a solution to turning one’s life into art, namely 
Oscar Wilde and Marcel Duchamp, who both used ‘deviant’ or ambiv-
alent sexuality to set the self against the ‘normative order’.4 The idea 
of posturing cultural identity is not that preposterous. The margins 
between homosexual and cultural signs have already been blurred 
onto the surfaces of Gaetan Duval’s body. Duval was not only an 



uncloseted homosexual, but he used gestural excess (now a conven-
tionalised signifier of homosexuality) as a signifier of creole ‘ethnicity’.
 Being gay or having a ‘gay sensibility’5 makes Kums more at-
tuned to fictive constructions of self; or masquerades, performances 
of identity. The situation is enhanced by the fact that Kums is also 
well known as an ‘actor’ (his role of Malcolm de Chazal in Mok-
ko,). Camp’s etymology originates from the French as being ‘action 
and gestures of exaggerated emphasis’ (cited in Meyer op.cit.:75). 
Meyer identifies ad system of gestures which can be associated 
with camp, originating from the 19th century French system of ac-
tor training known as Delsarte, which emphasises gesture (indicating 
interiority) and how the transcoding of this system served to consti-
tute as a marker of homosexuality social identity towards the end of 
the 19th century, specifically as it was accomplished or inscribed onto 
the surfaces of the body by Oscar Wilde. The logic behind Delsarte is 
that one could compose oneself a ‘homoerotic’ identity, highlighting 
along the way, that social identity can actually be constructed. Camp 
can be a means of creating a completely ‘new interiority’ new self and 
a new indentity… in other words, both the signifier and the signified 
were located on the surface of the body, and interiority existed only as 
a potential that required and exterior display in order to be activated 
and read’ (ibid.:18). It would be interesting to relate whether Kum’s 
conscious and social construction of himself as creole, coincides with 
his outing of the closet as gay. I see the creolising as being a perfor-
mance, which does not make it any less valid as a representational 
strategy, both in the oeuvre or in the performance of every day life.
 I am not suggesting that like wilde, Kums attempts to fashion 
social identity out of homoerotic desire, but that he uses the position 
of camp (of taking it up the arse, or the pose of the anus) to articu-



late a subversive discourse about creole identity as being unfixed and 
fluid. The exposed and dissembled phallus, as well as the transmogri-
fied flaccid penis signals the pride (of narcissism) and the lack (castra-
tion) associated with the sodomite (King op.cit.:29). When the aris-
tocracy is criticised as sodomitical, ‘the hemeneutics of homosexuality 
had inturn acristocrized sodomy’ and an identification with sodomy 
‘made it possible to unidentify oneself with all other everyday identi-
fication’ (ibid.:40). What so shocked the bourgeoisie was not that the 
newly visible ‘mollies’ (the low class sodomites) took it up the arse 
but that they began to articulate from that position. That is, it gave the 
mollies the ‘I’, an identity or platform of self-enunciation outside the 
normative order, and paradoxically, now ‘aristocraticized’ (ibid.:40-1).
 Kum’s last solo exhibition in Quatre-Bornes during December 
1996 had as its theme ‘The Black Star-Uranus or mine?’; and the 
ten paintings in acrylic recently executed while in residence at CCB 
also centres around the recurring motif of the black star. The pun on 
Uranus or your anus is obvious. Kums not only flaunts his anus in 
joyous celebration, he in fact gives the pose of the anus auratic 
presence, by creating a hybrid yantra of the yoni/Sakti principle in 
Tantra art. Or alternatively, the symbol of the atman, the moment when 
the self becomes merged through the release with the Divine. Tratric texts 
actually emphasis the necessity of inner visualisation and the hidden 
meanings of things (Mookerjee 1966:13). And the bourgeoisie’s reac-
tion? They are too distracted by the penises in Kum’s l’oeuvre to notice. 
As a homosexual and creole, Kums turns ‘insults into strenghs… (H)e 
wears with pride the names given in scorn… (and this is) the process 
of reclaiming language from one’s opponents’ (Rushide op.cit.:402).
 Most yantras are in fact based on a star principle, ‘in the union 
of the opposites, the state of joy appears, only during the brief 



moment when two beings become one when desire is satisfied, is a frag-
ment of joy experienced. This state is the closest image to the state of 
liberation’ (Danilou cited by Mookerjee ibid.:32). In The Black Star 
(Aimez vous les uns sur les autres) the transmogrified penis joyously flies 
towards the yantra anticipating the moment when it becomes merged 
with the supreme spirit. The ‘orgies on wheels’ were probably inspired 
by Indian erotic sculpture, such as that exemplified in the bas-reliefs 
at Khajuraho (India), where in the frieze decorating the base of the 
temple of Lakshmana, carnal pleasure its display in a succession of 
scenes, including copulation, sodomy, fellatio, fondling and titillation 
(Fouchet 1959 trans. Rhys:10). But frenzied fornication is supposed to 
symbolize the mithuna (copulation) on the divine level (i.e. the oneness 
of the divine as imaged in the yoni and lingum or Siva and Sakti, purusa-
essence and prakriti-substance). Sexual union symbolizes mystic union.
 It is significant that content is not obscene, despite the am-
plification of the anus as a recurring motif. Richard writing about 
Juan Davila’s homoerotic paintings contends than the obscene ‘exag-
gerates reality… it generally concerns a detail of representation…
reveals by an effect of isolation or amplification: in drawing too near 
or in having visual contact with this detail it becomes hallucinatory or 
monstrous.7 Davila has a similar fixation on the pose of the anus. In 
Kum’s paintings obscenity is undermined by stylistic aspects of naivety 
and whimsy, and the folksy imagination which accompanies formal 
caricatural simplification. Iconography is also radically simplified and 
reduced: the hydrid protagonist (whether transmogrified penis or an-
gel) tries to reach the black star, either by public transport or means of 
a ladder. These physical means (wheels and ladders) are inadequate; 
and there is the implication that it is only through the spiritual (or the 
magic embodied in Tantra) that one is socially and sexually liberated. 



Sex is used as a metaphor for outsider or minority freedom. The yogic 
intentions are explicit in Tantra, embodied in the meditation on the ab-
solute self, the atman. The representation is Zetwal Nwar (Adoration) 
and Misstik suggests that Kums does have a ‘master’ in mind, the on 
e who has attained the black star (he is King (Chazal?), he is in repose 
(the supreme angel who doesn’t engage in erotic games or fantasies). 
This is the ultimate state of bliss – self-acceptance. Kum’s readiness 
to assimilate Hindu aspects is the most liberating of all; to be the hy-
brid or creole, one has to be open to all influences on the island. The 
concepts of atman and yantra also become hybrids in the translations 
and without embodying any sense of loss. It is through magic that the 
obscenity of the pose of the anus actually undergoes such a transformation.
 The iconography of Zetwal Nwar signifies the maturation of Kums 
as an artist, which culminates from the self acceptance of sexuality, 
as well as ‘roots’. If creole implies hybridity, fluidity, indeed ‘magic’ 
Kums has shown that creole can be written, as homosexuality has 
already been inscribed, onto the surfaces of the body. Kums upholds 
the universalist dictum of his art (which is an old-fashioned modernist 
concept now dislocated by postmodern theory), suggesting that his 
work could have been made anywhere in the world. I disagree. Kum’s 
oeuvre could only have been made in postcolonial context, which is 
defined by the cultural dynamic of syncretism – and all its implications of 
hybridity and synthesis. His art, like the language which survives, is a creole.

          Joan M. Cornell
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