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As a space, pop culture is an epicenter for queerness; music, especially, has a history of giving
LGBTQ subjects representation, visibility, and an opening to be subversive. Music is no
different in the Caribbean region, as it plays an essential role in offering political commentary,
reflecting the region’s changing values and culture, and speaking to the integration and barriers
facing different ethnic groups. Significantly, music is a space in which people in the Caribbean
region unite, regardless of their differences. This article focuses on soca and chutney-soca as
genres that engage in the complicated politics of queerness and queer desires. We analyze how
Destra’s “Rum and Soca” and Princess Anisa’s “Tek Sunita” unmask complicated historical
and contemporary tensions associated with race, gender, class, and sexual desire. This essay
proposes an affectual queer tactile framework to examine and postulate queerness in the region
as apparent through touch and texture modalities. In doing so, we demonstrate that while
queerness is part of the region’s colonial social hierarchies, it simultaneously allows for their
reimagining.
Keywords: female same-sex desire, queer, Caribbean, soca, chutney music
Como espacio, la cultura pop es un epicentro de lo queer; la música, especialmente, tiene la
historia de brindarles a los sujetos LGBTQ representación, visibilidad y una apertura para ser
subversivos. La música no es distinta en la región del Caribe, ya que desempeña un papel
esencial al ofrecer comentarios políticos, reflejar los valores cambiantes y la cultura de la región
y al hablar de la integración y las barreras que enfrentan los diferentes grupos étnicos. De
modo significativo la música es un espacio en el que las personas del Caribe se unen, haciendo
caso omiso de sus diferencias. Este artículo se centra en la música soca y chutney-soca como
géneros que se involucran en la complicada política de lo queer y los deseos queer. Analizamos
cómo “Rum and Soca” de Destra y “Tek Sunita” de Princesa Anisa desenmascaran las
complicadas tensiones históricas y contemporáneas asociadas con la raza, el género, la clase y
el deseo sexual. Este ensayo propone un marco táctil queer afectuoso para examinar y postular
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que lo queer en la región queda patente a través de las modalidades táctiles y texturales. Al
hacerlo, demostramos que si bien lo queer es parte de las jerarquías sociales coloniales de la
región, a la vez permite su reimaginación.
Palabras clave: deseos femeninos del mismo sexo, queer, Caribe, soca, música
chutney

Introduction
Caribbean dance arenas, be they calypso, soca, dancehall, or chutney, are sexually-charged
environments, with bodies touching, swaying, grooving, gyrating, and even violently slamming
together. Scholars debate whether women’s dances in these arenas are liberating expressions of sexual
autonomy and attempts to redress the pathologizing meanings historically given to the bodies of
women of color by colonizing and religious discourses that condemn such bodily autonomy (Cooper
2004; Frank 2007; Taylor 2018; Hem-Lee-Forsyth, Hunter, and McNab 2019). How, then, do we read
and interpret women’s agency through wining and touch? Kevin Frank asserts that men’s firm hold
on power renders Caribbean female sexual performances as exploitative acts, almost pornographic, as
the women are still objectified and dehumanized (2007, 174). Frank’s suggestion seems to indicate
that women’s empowerment through the performance of their sexuality—wining—is symptomatic of
their lack of control and power in their own lives. This binary framing of music and wining
performance, as either liberating or exploitative, is counteractive to music’s functionality. Music is a
contested realm that offers multiple contradicting and fluid meanings of social relations.
Similarly, women’s lyrics and bodies in chutney and soca music videos are also multitextual
sites for making meanings from racial, gender, class, and sexual ideologies. Are women always
performing for the male gaze? How do Afro-Trinidad and Indo-Trinidad women’s performances and
expressions of same-sex desire interrupt these assertions of powerlessness and performativity for the
male gaze? How do women’s sexualized dance performances speak to and against colonial and
patriarchal power? Through an analysis of “Tek Sunita (Nadia's Reply)” (2009) by Princess Anisa and
Destra Garcia’s music video “Rum and Soca” (2019), we demonstrate the restructuring of queerness
through affective, physical bodily expressions in the Caribbean region. We name this “queer tactility”
because the body, performance, and interpretations are vital sites for queerness production in the
Caribbean region. Queer tactility as a framework demonstrates how, through affective bodily relations,
queerness is developed, embodied, and performed by women. In this essay, we show Princess Anisa
and Destra Garcia utilize touch, sensations, and lyrical content to produce a different understanding
of queerness, while navigating the heteropatriarchal and heteronormative environment. We examine
these songs as performances entailing a dynamic between the artist and the (viewing and listening)
audience, the music video’s visual aesthetic, and the songs’ lyrical content, wherein queer performance,
subjectivity, and desire are reimagined. We locate our analysis within the region’s history, connecting
the lyrics and visual content to geography, gender, race, sexuality, and class formations.
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Literature Review
The region has always been a conduit for queerness. Examples pointing to a queer sensibility
in the region (Cummings 2010; Pragg 2012) are: the provocative and sexual Jamettes in the 1800s
(King 2008); the transgressive space of Carnival (King 2014; Lord 2020); chutney and soca cultural
forms (Persard 2018); and the lyrical, visual, and kinetic content of Caribbean music. However, this
queerness is coded through the region’s colonial racial and class discourses regarding respectability.
“Black and brown Caribbean women’s sexualities have always been considered ‘queer,’ odd, and less
moral by European (and often by colored) elites,” says Rosamond King (2008, 193). Molly Ahye
compares Trinidad Carnival to the old Greek and Roman celebrations of Bacchus/Dionysus, the God
of wine, and asserts that sexuality was not seen outside the decency realm and was encouraged in those
festivals (1999). The colonial gaze condemned the same bodily movements, sexual awareness, and
alcohol consumption at Carnival. Sensual hip rolling and gyrating dances were seen as unrespectable,
associated with the jamette,1 or those below the level of social respectability because of their sexual
invitations (Allen-Agostini 2019; King 2008). Scholars have noted the use of rhythm by enslaved
African women to cope with monotonous work on plantations (John 1999) and suggested its
connection to contemporary wining. Audre Lorde (1984) would identify their body movements as
part of the erotic aspect of their labor, not meaning “sexual,” but a “sensual” engagement of the body
and senses in the performance of the task. Wining holds multiple meanings for self, social, and sexual
relationships. While it can be a solo endeavor, it often includes gyrating on a partner or with friends
or family members, with each performance containing a different meaning. Bodily expressions and
gestures of touching, feeling, wining, and seductive gazes and smiles are characteristic of chutney-soca
and soca, but what makes a touch a queer touch?
While queer imagery within various musical genres in the region is not new, there has been a
canonical shift in queer content and messaging over the last few years, moving from implicit queer
allusions to explicit same-sex desires. Within Caribbean literature, performance studies, and queer
studies, these homoerotic affective movements have not been explicitly named. Thus, we propose an
affective “queer tactile” framework for theorizing and understanding how female performance artists,
singers, and dancers exhibit their queerness regardless of sexual identity politics and orientation. An
affective queer tactile framework opens up a space in which women embody freedom, confidence,
and comfort to explore their curiosity about each other’s bodies through touch and sensation, whether
represented visually or lyrically in the performance of the song. We suggest that this framework allows
them to describe, understand, learn, and communicate their feelings and desires of the body, both
through and against the dominant heteronormative male gaze that objectifies and denigrates female
same-sex desire. Through an affective queer tactile framework, we see how soca and chutney, as

1

The word “jamette” comes from the patois word “diameter” and refers to a woman who was outside the codes of
respectability and who worked in menial, illegal and other professions that were disparaged by mainstream society.
The term was used to disparage working-class Afro-Caribbean women’s use of their sexuality as a site of expression
and freedom to challenge the colonial order in the 1800s.
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performance arenas, are spaces in which queerness seeps out from the closet (Atluri 2001), rendering
itself intelligible.
Taking a queer tactile lens to each of these music videos challenges the normative frameworks
of Indo- and Afro-Caribbean gender norms, heterosexuality, and social class operating in
contemporary Caribbean society. First, a queer tactile framework applied to “Rum and Soca” reveals
another iteration of female same-sex desire, one that occurs independently of the heterosexual male
gaze made possible by Afro-Creole women’s financial and sexual independence. Second, the female
singer’s bodily expressions and lyrical content in “Tek Sunita” contest the models of virtuous
femininity of women as wives and mothers. At the same time, the song serves as an antithesis to
normative Indo-Caribbean heterosexual masculinities. An affective “queer tactile” framework is a
roadmap that shows how the body becomes a queer agent through touch, wining, and lyrical content.
This essay demonstrates how through queer tactility, the body challenges binary disciplinary
formations of heterosexuality/homosexuality and private/public.

The Queer Tactile in “Rum and Soca” by Destra Garcia
In Destra’s “Rum and Soca” music video, the audience is invited to follow her night out on
the town, barhopping in Port of Spain’s most popular party strip, Ariapita Avenue, commonly called
“The Avenue.” In the video’s opening scenes, the audience spies intimate moments as she gets dressed,
privy to her private world, her home, an extravagant chandelier hanging from the ceiling, and the
wealth of outfits and accessories in her luxurious closet. All this reveals a high social and economic
status. After dressing, she goes outside to meet her girlfriends waiting beside a stretch Hummer
limousine stocked with bottles of Moët champagne. The ladies drink up, getting hyped for their night
of partying. Destra and her friends barhop, drink, and dance in clubs and on the streets (Image 1). We
witness them gyrating on each other’s bodies, holding hands, and pulling each other close. The
women’s proximity conveys feelings of sexual desire and chemistry, for instance, with the suggestion
of a kiss (Image 2) between Destra and her friend. Destra’s friends’ gender presentation might be read
as masculine—cut-off jeans, midriff t-shirt, and a short haircut—when compared to the other
women’s more glamorous femme looks, suggesting potential queerness. However, she is not the only
one who expresses same-sex desire, as they all equally participate in queer touching and proximity.
The imagery of “Rum and Soca” suggests a female same-sex desire that is independent of the
heterosexual male gaze, as well as male intervention in the women’s lives as the men are never at the
center of Destra and her friends’ activities. This becomes especially evident as the women transition
from the public (read male) space to their private (read female) space; the men are physically, sexually,
and economically disavowed. When the women are in public spaces, men are seen on the fringes,
sitting at tables along the dancefloor edge, while the women take center stage. When they enter the
second bar, a masculine-presenting woman is at the entrance with two other women (Image 3). Inside
this second space, there are fewer men than before. The video becomes characteristically queer when
it detours from the standard settings of the heteronormative bars/clubs and everyday public spaces.
The women return to a private space, where there are no men present. The women’s positionality
suggests sexual and economic independence from men altogether. In contrast, in “Tek Sunita”
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(analyzed below), the narrative is one in which the sexual and economic failure creates a queer opening
between the women.
Destra and the women enter a big house with large glass windows, demonstrating the
women’s access to wealth and social status. We can see the women undress into bathing suits,
dancing in the windows (Image 4) as though attempting to get Destra’s attention by exhibiting their
bodies and sexuality, as she sits on the edge of the pool, awaiting their company. Desire is reworked
from engaging with men in bars, clubs, and streets to a queer desire between, and for, other women
through a series of affects such as touch, closeness, and gazing at each others’ bodies. It is typical of
soca dance arenas that women gyrate on each others’ bodies, smacking each others’ asses, engaging
in physical homosocial play. However, Destra’s video provides a space where homosocial play
challenges and renegotiates racial, gender, and sexual codes. Indeed, the second half of the video is
peculiar, providing a queer opening. It circulates a new range of meanings regarding the women’s
homosocial bonding that we see at the beginning of the video.
The video’s slow, deliberate, languid scenes of touch and texture allow us to participate in
bodily encounters and desires that are often foreclosed on a day-to-day basis. Notice the women’s
bodily posture and pleasure from other women’s buttocks in images 5 and 6. The women’s sensual
dances and sensual touching are not unusual or unique to this video and could embody heterosexual
males’ lesbian fantasies (Barton 2005). However, the lyrics “just we, rum and soca” emphasize the
women’s focus and deliberately decenters men and the male gaze. Although men are present in the
video and the audience’s gaze, the women’s chemistry and performance are for themselves and their
enjoyment, as the women depart from the “majoritarian public sphere” (Munoz 1999). The male body
and gaze are no longer present or figured, alluding to a departure from the dominant and pervasive
male gaze. Upon entering the private dwelling, the women’s engagement with each others’ bodies for
their pleasure through touch and dance subverts and queers established codes of gender and sexual
identity on which heteropatriarchal masculinity relies to maintain its dominance. In Appropriating
Blackness, E. Patrick Johnson notes that “racial performativity informs the process by which we invest
bodies with the social meaning” (2003, 9). Part of black and brown women’s performance of idealized
racial and gender identities entails embodying heterosexuality and utilizing their bodies for male
pleasure (Kempadoo 2000; P. Mohammed 2000). The women’s expressions of same-sex desire affront
the expectations of normative femininity. In the video, the women decentered the male gaze by
focusing on their desires and employed the queer tactile for their pleasure.
Wining is not just a dance, but a sexual gesture, and can even be an invitation to sex. The
obsessive compulsion to wine can cause people to lose all inhibitions and give way to sexual
temptation, especially when alcohol is involved. Carnivalistas purport that wine and jam songs propel
the party’s life and cast hypnotic power on their participating subjects. In “Doh Back Back” (1984),
calypsonian Mighty Sparrow pleaded with the drunk young woman who wanted to dance with him,
mischievously teasing him with her wine and seducing him with no intention of letting him have her.
Are the women wining to signal their sexual availability and consent to each other? Are they being
mischievous or committed to seeing the act through from sensual wining to sexual fulfillment?
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The audience is also temporarily called upon to reimagine ourselves as both a participant and
observer to queerness outside normative sexual and gender restraints. While the lyrics of Destra’s song
do not signal an explicit same-sex desire, the phrase “Liquor dripping down she face, drink it up, don’t
let it waste” suggests a sexual innuendo and a negotiation with sexuality. The lyrics might be suggesting
an ejaculation on a woman’s face. It further presents the question of the intended audience for her
song. Is she speaking about herself or instructing other female friends? Or is it the imagined male gaze?
These are not easy questions to answer, but we suggest that the lyrics also function as a strategic part
of a queer tactility, communicating a double entendre. The scenes, sounds, and lyrics of the video
propel us to engage in a queer tactility through bonding and bodily textures in which we can anticipate
and imagine a queer future beyond the “here and now” (Munoz 1999).

Image 1.

Image 2.
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Image 3.

Image 4.
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Image. 5

Image 6.

Lyrical and Visual Aesthetics of Same-sex Desire in “Tek
Sunita”
South Asian indentured laborers maintained a wealth of Bhojpuri song traditions, some with
ritual significance and others for entertainment and self-expression. Several were practiced mainly by
women, such as sohar (birth songs) and vivaah geet (wedding songs) (Freitag 1989), as women would
attend a birth and prepare a bride for marriage. The worship of the goddess Durga was recommended
for mothers and wives, so similarly women sang pachraat, songs dedicated to her (Ghisyawan and
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Mahabir-Persad 2018). In all of these contexts, the songs are sung during female-led worship and
celebration. Scholars note that the prewedding fertility rituals, matikor and lawa, are perhaps the most
vibrant of women’s homosocial performance spaces (Kanhai 1999; Pragg 2012), featuring women
wining on each other in imitation of male-female sexual intercourse, as well as songs about sex, both
explicit and metaphorical. Another holdover from India is the biraha, songs of lamentation, woes,
sorrows, and grief, that were traditional among farming men in Uttar Pradesh (of the Ahir caste) who
spent long periods away from their families. On Caribbean plantations too, men sang biraha, dancing
vigorously along with the vibrant beats of the nagara drums (Manuel 2012).
In the early 1970s, elements of these folk genres were appropriated by male performers like
Sundar Popo and marketed as “chutney,” a genre whose popularity hinged on the adaptation of the
familiar sounds of Indo-Trinidadian folk music sung by men and women. While the sound of chutney
songs reflected their rootedness in traditional performance spaces, men dominated the chutney
performance arena, even with the explosion in popularity of “chutney-soca” in the 1980s. Today, while
chutney is often sung in Bhojpuri or Hindi, the hybrid chutney-soca is primarily sung in English while
incorporating Bollywood and Bhojpuri lyrics and melodies with elements of soca, dancehall, pop, and
other genres. While the reach of traditional chutney is largely confined to Indian Caribbean audiences,
the musical eclecticism of chutney-soca appeals to a wider, more diverse Caribbean community.
Encouragement to dance and wine, however, is common to both genres, in this way creating a
choreographic and metaphorical space among bodies where queerness can take shape.
This gendered power dynamic remained in chutney-soca music into the 1980s, even as female
chutney-soca superstar Drupatee Ramgoonai gained popularity on Carnival and calypso stages. Her
entrance into the Carnival music arena brought a fresh new sound to soca, made all the more enticing
by a robust and sexually-self-assured persona reflected in her music. Drupatee’s “Lick down Meh
Nani,” for example, features bawdy double entendre consistent with chutney and calypso/soca
tradition. The lyrics turn on the titular words, “lick down meh Nani.” On the surface, Nani refers to
a grandmotherly character who has just been hit, or “licked,” by a careless taxi driver. However, Nani
is also short for “punani,” a vulgar euphemism for vagina. Drupatee scolds the driver for “bounc[ing]
down meh Nani,” imploring her neighbors to “come and see / what he do to meh Nani.” The catchy
refrain then delivers the punchline: “De man lick up me Nani!” Amid the sexual innuendo is an
assertion of female sexual desire and pleasure. Sexuality and sexual innuendo are prevalent themes in
soca and chutney (A. Mohammed 2007), while indulging in sexual imagining, sensuality, and touching
are essential components of soca and chutney music, mainly in dance.
Conservative Hindus viewed Drupatee’s apparent vulgarity and engagement with Carnival
music—which was traditionally imagined as a public space belonging to Afro-Caribbean men
(Niranjana 2006)—as crossing gender, sexual, and class boundaries between Indo- and AfroCaribbean communities (Puri 2004). In the eyes of her critics, Drupatee challenged the private/public
spatial binary that closed off Indo-Caribbean women’s performance spaces while allowing men to
appropriate and adapt women’s performance style for public entertainment. In short, Drupatee
represented a departure from normative middle-upper class Indian femininity. She paved the way for
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many female singers to perform on the chutney-soca stage and take on taboo themes like female sexual
desire.
“Tek Sunita (Nadia's Reply)” by Princess Anisa (2009) represents a new orientation and
positioning of queer Indo-Caribbean femininity, desire, and agency. Emerging from Indo-Caribbean
women’s homosocial performance spaces like matikor and lawa, “Tek Sunita” is located within the
cultural production of chutney and makes visible the legacy of Indo-Caribbean women's same-sex
desire (Persard 2018). In clapback style, “Tek Sunita” responds to the 2009 chutney-soca hit “Catch
Meh Lover” by K.I. and JMC Triveni in which the male protagonist catches his wife Sunita in a car
with Nadia, her friend from school. “Tek Sunita” narrates Nadia’s firsthand account of her affair with
Sunita, laying out their reasons and motivations, including the husband’s alcoholism. The word “tek”
is layered with multiple meanings, from Nadia physically taking Sunita away from the male exlover,
claiming Sunita as her own, and having sexual contact with Sunita (Persard 2018, 34). This strong
same-sex desire is typical of the expectations of Indo-Caribbean femininity that is subjugated to male
power in both public and private spheres. This song boldly upends these expectations and even
shames Indo-Caribbean masculinity for its failures to address women’s needs, signaling a new era not
just for chutney-soca but for queer Indo-Caribbean identities.
The music video opens with Sunita and Nadia in a black car caught by Sunita’s male partner
(Image 7), followed by Sunita and Nadia’s dancing scenes (Images 8 and 9). In contrast to Destra’s
“Rum and Soca,” in which we offer an analysis of video aesthetics as significations of queerness, in
“Tek Sunita,” the song’s distinctive lyrics are the medium through which the protagonist confronts
the Indo-Caribbean heteronormative patriarchal order that controls Indo-Caribbean women’s
sexuality and demands fidelity. Popular music lyrics often work to confirm or critique dominant ideas
of gender, sexuality, race, and class. Such is the case for chutney-soca, as Aisha Mohammed argues:
Chutney-soca lyrics are essentially a form of public dialogue on what is and is not
acceptable behavior for women and men and how these acceptability standards change
over time. The song lyrics document attempts to pin gender roles by offering
prescriptive images of men and women and denouncing behaviors that do not
conform to normative ideas of gender. They also challenge existing gender norms by
offering alternative perceptions of femininity and masculinity, or potential ways for
women and men to behave. (2007, 8)
The explicit lyrics of “Tek Sunita” depart from the ambiguous and queer readings of matikor and
chutney music (Puar 2009; Kanhai 1999; Puri 2004; Niranjana 2006; Pragg 2012), offering us a bold
and audacious account of female same-sex desire, intimacy, and agency, amid a history of genderbased violence. Suzanne Persard (2018) writes that “the lyrical confrontation also represents an IndoCaribbean feminist resistance to the cultural acceptance of domestic violence and patriarchal control
of women’s bodies, while presenting a clear queer alternative to the heteronormative parameters of
domesticity” (33).
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In the opening lyrics of the video, Nadia describes the exlover’s “bruk up” Corolla which
Persard purports “signifies the brokenness of the heteronormative paradigm of Indo-Caribbean
intimacy, offering Sunita a chance at sexual fulfillment and agency beyond the ‘bruk up’ confines of
an oppressive domestic sphere” (2018, 33). While Persard's analysis reveals the violence of
heteronormativity in the lives of the two women, the “bruk up Corolla” also signifies the IndoCaribbean male exlover’s working-class status and his overall inability to satisfy Sunita’s material and
sexual needs. Even though Persard notes that the “tekking” of Sunita in the car is a queer subversion
in that the affair “defiles the car as a site of male ownership” (2018, 33–34), it also reasserts Sunita
and Nadia’s queerness in the public sphere. Affairs necessitate secrecy and privacy yet are
simultaneously pushed out of the domestic space and into the public space, especially if one cannot
afford a home or hotel room’s privacy. The affair in the car epitomizes this dichotomous tension of
containing acceptable sexuality within the realm of Indo-Caribbean heterosexual domesticity, as the
car is simultaneously public and private. Access to a private space or hotel is not always possible or
safe for queer subjects (Ghisyawan 2013) and requires queer bodies, particularly those of the working
class, to seek alternative sites in public such as parks, cane fields, and gardens (Tinsley 2010); or in this
case, the semiprivate space of the car. In the “Rum and Soca” video, Afro-Trinidadian women openly
perform queerness in upper-class urban and private spaces. By contrast, Indo-Caribbeans’ queerness
is positioned and exhibited in alternative sites that depart from queer urbanity (Herring 2010), such as
rural areas associated with working-class structures in Trinidadian society.
A reference to Couva signifies this departure; Nadia takes Sunita from “Barataria to Couva.”
Barataria, in north Trinidad, is a mainly middle-class, ethnically diverse residential area, close to Port
of Spain and within the congested (sub)urban route called the East-West Corridor. Couva, in contrast,
is a growing town surrounded by the cane fields in central Trinidad still associated with working-class
Indo-Caribbean residents and culture. Persard suggests that:
if heterosexual domesticity represents the confines of rigid gender roles for IndoCaribbeans, “tekking” Sunita removes her from a site of oppression toward a site of
pleasure. Furthermore, the taking of Sunita from Barataria to Couva, a traditionally
more Indian area of Trinidad, is an affirmation of queer identity as not antithetical to
Indo-Caribbean identity but situated within its nucleus. The lyrically audacious song
thus represents a queering of chutney, a queering of female agency and a queering of
Indo-Caribbean identity. (2018, 34)
The physical and symbolic movement from Barataria to Couva represents a reordering in which
queerness leaves the urban space for a rural location. Shifting from Barataria to Couva does not suggest
a site of oppression, but these places symbolize a shift in Sunita’s positionality as a queer subject from
one who hides her same-sex desire to one who can embrace it. This positionality combats the depiction
of “traditional” Indo-Caribbean culture as homophobic while reaffirming the legacies of sexual fluidity
that are inherent in Indo-Caribbean culture (mainly through Hindu lore), yet are not part of dominant
practices or beliefs (Vanita and Kidwai 2001;Vanita 2005; Ghisyawan 2016a; Persard 2018). Such
physical and symbolic relocation unsettles the dominant idea that queer subjects must leave rural
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spaces to experience their sexual subjectivity and express their sexual selves (Halberstam 2005; Herring
2010; Kumar 2019). The leaving of Barataria for Couva reveals how both queerness and spaces require
maneuverability, navigation, and strategic performances of self within each location.
“Tekking,” or taking someone physically and sexually, denotes agency. Nadia’s taking of Sunita
epitomizes gender and sexual transgressions, as the discourses of Indian patriarchy mandate IndoCaribbean women’s heterosexuality and passivity. Indeed, “tekking” communicates much about the
sexual agency, desire, and self-advocacy of queer subjects; as Nadia sings:
Only a woman knows what it takes
To make another woman’s
legs start to shake
So in your car, boy, it
was a real earthquake
Reaffirming her sexual agency and capacity, Nadia publicly discloses her desires and the pleasure of
satisfying another woman sexually. Challenging the notion that only heterosexual relations can satisfy
women, Nadia presents a “separate space of agency regarding sexual knowledge that binds and satisfies
the two women” (Persard 2018, 33). In the video for the initial song “Catch Meh Lover,” K.I. even
suggests his insecurity about Sunita and Nadia’s relationship and his refusal to let the women have
their sexual relationship without him. In a speech bubble (at 2:47), he says: “I thought I told you NO
PLAYING by yourselves,” suggesting his openness for a threesome (and perhaps even that they
already had that interaction before). Common themes in chutney music have been bragging (A.
Mohammed 2007; Lewis 2014) and shaming the opposite sex for their failures to correctly embody
their expected gender roles (A. Mohammed 2007). “Tek Sunita” embodies as much, as Nadia asserts
her prowess at taking Sunita’s attention and affections from her inadequate Indo-Caribbean husband.
Chutney music remains a crucial site in which women engage in self-making practices,
construct and negotiate their identities, and enact political choices that compel us to rethink ourselves
and our worlds. In analyzing the lyrics of “Tek Sunita,” we see this making of self as an agential subject,
specifically as an Indo-Caribbean woman who actively seeks and satisfies her sexual desires. While
same-sex desire is noted and even celebrated in Hindu texts, the same reverence is not given in Hindu
practice to these stories nor to persons who experience this desire. However, the legacy points to
same-sex desire as “natural” and not a manifestation of Indian women’s perversion or corruption by
Creole society.
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Image 7.

Image 8.
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Image 9.

Conclusion
In analyzing Destra’s “Rum and Soca” and Princess Anisa’s “Tek Sunita,” we used an affectual
queer tactile framework to illustrate an explicit queer presence from women’s perspectives in the
Caribbean region. The videos and song lyrics allow us to witness women’s exploration of queer desire
through sensation and touch. This framework provokes questions about the permissibility and
boundaries of women’s homosociality, which often entail touching and close physical proximity.
Tactility is part of women’s friendships, in how we compare our bodies and skin color and textures;
how we gaze upon each other’s bodies with our own; how we discuss our experiences of menstrual
cycles, bodily aches and pains; and how we experience the pleasures of sex and masturbation.
Women’s shared experiences and understandings of the erotic—that is, the sensual, spiritual, and
political—form the basis of their relationships with one another. These intersubjective pieces of
knowledge of the world inform the nature and form of intimate bonds people create and foster. This
affective queer tactility framework views women’s touches and body language as entailing, exploring,
and expressing same-sex desire, even in their dancing, play, and teasing. The homosocial bonding
expressed in Destra’s “Rum and Soca” video and the lyrical and visual content of Princess Anisa’s
“Tek Sunita” suggest an intimate knowledge of each others’ bodies and desires that exceeds sexuality
identification and identity politics and cannot be captured within these discourses.
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Taking queer tactile framework to the visual and lyrical content of these songs, we showed
how race, class, gender, sexuality, and geography are reworked and reconfigured to allow for the
presence of a queer sensibility. This analysis simultaneously revealed the legacies of racial spatialization
in Trinidadian history through Afro-Trinidadian women’s claims of urban public and private spaces
and Indo-Trinidadian women’s positioning with rural spheres. While this hints to the possible
acceptability of Afro-Trinidadian women’s queerness, their interactions in the party spaces of bars and
clubs could be why their sexual advances were allowed. Other public urban spaces, like cinemas,
shopping malls, public squares, and parks, may not be so welcoming, and their expressions of samesex desire and visibility may bring unwelcome backlash (Ghisyawan 2016b).
For Indo-Caribbean communities, their positioning within rural settings can produce a
different kind of queer visibility, sometimes rendering it near-invisible when positioned against
dominant visibility/invisibility. This can be advantageous by buffering them from homophobia, but
at the same time, it erases queerness as a part of Indo-Caribbean culture. However, “Tek Sunita”
unapologetically names and performs Indian women’s same-sex desire. The video’s allusions to social
class (as associated with those urban and rural spaces) also reiterate the racial-class segregation that
characterized colonial policies in the region’s history. The routes of queer are mapped onto previously
existing racialized geographies. These performances open up new avenues for queer subjectivities
while revealing how they are implicated in (post)colonial racial hierarchies. The visual and lyrical
content of these two videos points to what is possible for Caribbean queer and ethnic futures but also
reveals what we need to confront in order for these visions to become a lived reality.
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