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This paper is about feminist freedoms and the struggle of Indian women from 
different classes to attain the same via different manifestations that theorists 
are free to box and coax into the phases through which Western feminism 
and,  more  particularly,  feminist  art  and  aesthetics,  are  progressing.  The 
paper  also  seeks  to  locate  some  post-feminist  practices  in  the  now,  in 
contemporaneous India, primarily in terms of some pedagogical explorations 
and experimentations that women students of art and design are making in 
and  out  of  the  Srishti  School  of  Art,  Design  and  Technology,  Bangalore, 
juxtaposed with singular examples from theatre, film and New Media art. 

At Srishti,  80 per cent of the student population is female,  multi-cultural, 
hailing  from  urban,  sophisticated,  elite  backgrounds,  educated  in  the 
country’s best private schools and flush with the funds and sensibilities of 
both the aristocracy and the nouveau riche upper middle class. A variety of 
Indian and international women artists traverse the institution and the liberal 
arts segment of the curriculum includes feminist critical theory.  Thus, the 
students are plunged into feminist and post-feminist spaces unconsciously, 
intuitively  or  deliberately,  becoming  aware  of  feminist  processes  and 
histories and their ‘waves’ because of the pedagogical approaches in Srishti. 

The student encounters with feminism and post-feminism are not entirely 
‘academic’ or ‘theoretical’ but ‘experiential’ because they are being shaped 
to be makers and creators of experiences and artifacts, cultural producers. 
Feminist theory and post-feminism, for them, are tools in an ever-expanding 
toolbox that is utilized to pursue their interests which may include human 
freedoms and rights in general or especially feminist freedoms. The student 
works  that  emerge  have  therefore  to  do  with  open-ended  constructivist 
explorations, experimentation and process-driven artistic work that involve 
the questioning of cultures,  spaces,  communities,  relationships,  traditions, 
networks, influences and references and results in  ‘versioning’ rather than 
finished products. 

That these students get the opportunity  to enter  spaces outside of  ‘pure 
academia’ is thanks to the shift in the Indian context, the post-liberalization 
scenario in the sphere of private education that allowed for the creation of an 
autonomous,  alternative  college  for  art  and  design.  Srishti  students, 
somewhat  akin  to  those  of  the  IITs  and  IIMs,  are  products  of  the  post-
liberalisation  economy.  They  are  mostly  (neo)liberal,  Westernised,  media 
influenced and media savvy, ‘with it’ and concerned about women’s future in 
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the nation. They are more comfortable with their bodies and sexuality than 
the average Indian woman and are in sharp contrast to earlier generations 
for whom feminism was located in addressing women's issues from lesser 
privileged backgrounds. Do impulses to greater freedoms, feminist attitudes 
and post-feminist practices emerge more easily from such a population that 
seems  to  intuitively  embody  post-feminism?  And  have  they  won  these 
freedoms  through  struggle  to  have  them  written  in  their  bodies 
permanently? 

The  embodiment  and  articulation of  freedoms  (as  feminist/post-feminist 
practices)  takes different  forms but begin with ‘inner  transformation’  that 
questions/alters ego. Sabitri Heisnam, the Manipuri theatre personality who 
disrobes as Draupadi in Heshnam Kanhailal’s play by the same name says:  
“Many  people  from Manipur  reacted  that  Sabitri,  what  you  have  done  is 
disrespectful for women even though it is for the sake of the play, disrobing 
is dishonoring womanhood, it hurts the identity of our women – many such 
things were said. Have I gone overboard, I thought. I am also a human being; 
it  is  not  as  if  I  have  not  thought  about  what  I  am doing.  You  write  this 
because you don’t think deeply enough. In the name of writing many write 
things in the newspapers but their thinking is warped, it’s twisted. You speak 
beautifully, but actually it is your ego talking. Not one but many women have 
been disrobed and raped … You who are learned and have written books, and 
who work for society, if you are educated you should understand – you don’t 
understand  that  when  I  act  as  Draupadi  and  take  my  clothes  off  ,  it’s 
nothing to take my clothes off, it’s about my gut, my feelings. When 
they speak, I feel it is only clever speech covering a heart that has been 
infected by worms.”i 

The  meeting  place  of  solidarity  between  women,  Sabitri  and  the  post-
feminist generation in Srishti, lies exactly at that point of ‘transformation’, 
when a deeper awareness of gut and feelings, of gender stereotyping and 
discrimination, takes hold of oneself through the things that one experiences 
directly or vicariously. Feminist and post-feminist practices begin with self-
liberation.  Anushka  Sani,  a  student  who  participated  in  the  Fear  and 
Gender in Public Spaces project, said the exercises  “Karoline (H Larsen, 
the  facilitating  artist  from  Denmark)  made  them  do  liberated  us,  not 
really the people around us.” This meeting place is also generated when 
upper middle class women encounter sexual  discrimination individually or 
collectively within the patriarchal society. Then they begin to empathise and 
identify  with  the  struggles  of  women  from the  lower,  rural  and  working 
classes who experience torments in worse ways at the hands of males. This 
has been the case for people like Jasmeen Patheja and the urban women 
attacked for their attire or for being in pubs in Karnataka.   

This liberation  – from experience to knowledge -  is  bolstered by  academic 
understanding of the how and why of feminist critiques of the philosophies of 
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Art (a Western intellectual project that began possibly with the Renaissance). 
Students learn, firstly, that these critiques were directed at and against the 
notion of the Fine Arts, “art that is created chiefly for aesthetic enjoyment” 
and “includes at  its  core painting,  music,  literature,  and sculpture,  and it 
excludes  crafts,  popular  art,  and  entertainment.”ii  The  fine  art-crafts 
distinction essentially kept women out of the realm of male artistic ‘genius’ 
and tethered to the creation of objects for domestic use.   

Working  in  both  the  contemporary  global  and  local  (glocal)  contexts, 
students question the traditional Platonic preferences that helped establish 
certain hierarchies and binaries and “supports the dualism between mind 
and body that is deeply correlated with gender asymmetry”.iii   They become 
adequately  conscientised  to  critique  the  pervasive  trends in  patriarchic 
societies  to  reserve the talents  that  women have  in  music  or  dance,  for 
example, for display only at the “amateur” or “private” levels or to objectify 
them for the male gaze. 

In her seminal essay “Why have there been no great women artists?”, Linda 
Nochlin noted in the 70s that “The fault lies not in our stars, our hormones, 
our menstrual cycles, or our empty internal spaces, but in our institutions 
and our education - education understood to include everything that happens 
to us from the moment we enter this world of meaningful symbols, signs, and 
signals…women  and  their  situation  in  the  arts,  as  in  other  realms  of 
endeavor,  are  not  a  "problem"  to  be  viewed  through  the  eyes  of  the 
dominant male power elite. Instead, women must conceive of themselves as 
potentially, if not actually, equal subjects, and must be willing to look the 
facts of their situation full in the face, without self-pity, or cop-outs; at the 
same time they must view their situation with that high degree of emotional 
and  intellectual  commitment  necessary  to  create  a  world  in  which equal 
achievement  will  be  not  only  made  possible  but  actively  encouraged  by 
social institutions.” iv

Without  getting into  the  chronological  study of  feminist  developments  as 
first, second or third waves, the latter overlapping with post-feminism (sic), 
let  it  suffice  to  say  that  feminism/post-feminism  is  inherent  in  students 
electing  to  become  active  participants  in  process-driven  art  projects 
conceived in collaboration with women artists. This process helps  students 
understand the actions and impact of feminist artists of the 70s integrating 
craft  materials,  media  and  diverse  skills  into  their  work,  giving  them an 
enhanced  sense  of  freedom  in  the  knowledge  that  the  distinctions  and 
boundaries between the fine arts and crafts and, likewise, most disciplines, 
are  crumbling.  The  integration  of  Critical  Theory  and  Cultural  Studies 
modules in the curriculum also expose students to feminist scholarship of the 
70s and 80s that sought to rediscover the work of the “hidden” women of the 
past and to attain the goal of sexual equality in the arts by reformulating the 
canons.  Moving  beyond  this,  the  students  enter  the  ‘relational’ and  the 
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‘inter-subjective’ with the understanding that gender has enduring influences 
in cultural production. 

“The dissolution of the values of fine art long preceded the art scene that 
feminists entered in the 1970s. In spite of sweeping changes in the concepts 
of art and its purposes that characterize much art of the last century, the 
numbers  of  women  practitioners  in  arts  such  as  painting,  sculpture,  and 
music,  remained small.  Therefore,  feminist  art  practices began as activist 
movements  to  secure  women  more  visibility  and  recognition  in  the  art 
world.” v

The young women artists-to-be at Srishti have thus found themselves thrust 
into combining art  with activism. Taking this  route,  these women seek to 
forge links with communities through their cultural production and to virally 
infect extant culture itself with ideas of gender equality in difference. They 
also experience the links, tensions and spiral intersections between ‘ground 
zero  reality’  and  the  spaces  of  articulation  (gallery,  proscenium,  public 
spaces, etc) and vice versa. 

Take Jasmeen Patheja’s Blank Noise Project.vi It emerged from her personal 
experience  of  consistently  being/becoming  a  victim  of  “eve-teasing”. 
Throughout her period of study at Srishti, this issue vexed her. The silence 
surrounding the phenomenon of eve-teasing was what disturbed her most 
and she wanted her project to confront sexual  harassment on the street. 
When it was time to conceptualize her final, graduating Diploma Project, she 
came up with version 1.0 of  the Blank Noise Project.  Version 2.0 was an 
installation at Ars Electronica 2005vii in Linz, Austria. Since then there have 
been many iterations with add-ons. The project works with the victims, the 
perpetrators and spectators of street sexual harassment and hopes to bring 
a  change  in  the  public  perception  of  eve  teasing,  which  is  still  largely 
considered a minor problem. 

The  Blank  Noise  Project  can  be  cited  as  an  example  of  “post-feminist 
practices in contemporary Indian art”, triggered from personal experience of 
gender discrimination and inequality and manifesting through a process of 
participatory  methodologies,  activist  approaches,  local  referentials  and 
mobilisation with global collaboration and reach, use of digital technologies 
and social  networking tools for action and impact and performance-based 
interventions in public spaces. Jasmeen, in an interview to the Sahara Times 
in  March  2008,  describes  her  work  as  community/public  art  and 
interventionist. She states: “Blank Noise is a feminist project because it deals 
with societal aspects of men and women. Feminism, as I interpret it, does not 
exclude men.” viii

But  what  makes  it  post-feminist?  Is  it  the  semiotic  of  playfulness  and 
mischief  the  woman  artist  ingests  it  with  at  times,  the  participative-
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collaborative  aspects,  the  acceptance  that  different  women  are  free  to 
express their positions differently on gender issues, the granting of space for 
men also to be involved and Jasmeen’s media-savviness to build herself as a 
brand  like  other  post-feminist  ‘personalities’—Naomi Wolf,  Camille  Paglia, 
Rene Denfeld? 

 How  relevant  are  the  doubts  about  such  projects  being  post-feminist 
practices? If eve-teasing is a universal phenomenon with cultural sanction in 
India’s  patriarchal  society  (remember  Draupadi),  isn’t  a  post-feminist 
response welcome?  Does this activist  response override the aesthetics of 
public  art  or  enhance  it?  What  about  mimesis  -  note  that  the  BNP is  in 
synchronicity with projects overseas like  HollabacNYCix (a  New York City 
photoblog and  grassroots initiative to raise  awareness  about  and combat 
street sexual harassment by posting photographs and narrative accounts of 
individuals' encounters with offenders), and other activists replicate models 
like  Take Back The Nightx (American in origin) in India – the global-local 
interface/intersection  is  part  of  post-feminist  practice.  The problematic  of 
post-feminism,  like  most  post-modernisms,  is  that  it  is  amorphous,  fluid, 
provisional – it is not easy to figure out whether Jasmine is a moral crusader 
for an ethical  issue that goes beyond gender or feminism (to include the 
harassment  of  trans-gender  persons,  Dalits,  sex  workers,  etc)  and  needs 
legal reform/action to tackle it (eve-teasing is not a legal category), or an 
artist, a ‘blend’ or ‘hybrid’. 

The  Blank Noise Project  is also of a type with another Indian project which 
resulted in a New Media installation at the ISEA 2008 Juried Exhibition in 
Singapore titled  Gendered Strategies for Loiteringxi by Shilpa Phadke, 
Shilpa Ranade and Sameera Khan of Pukar in Mumbai,  another institution 
with a research and pedagogical thrust. “Like Singapore, Mumbai is reputed 
to  be  one  of  the  safest  cities  in  the  world  for  women,  and  yet  through 
extensive research the artists have observed that this does not translate to 
an equal claim to public space. The act of loitering, 'hanging around' on the 
streets, for example, is still very much seen as an occupation exclusively for 
men. Women who appear to ‘purposelessly’ inhabit public space are looked 
upon with deep suspicion. Loitering is certainly not the act of a respectable 
woman … the installation ironically gestures to the impossibility of loitering 
for  women,  complemented by time-lapse video footage that  explores  the 
gendered inhabitation of public spaces in the two cities.” xii

Whether it pertains to the freedom and rights of women to loiter in a city or 
to confront  eve-teasing,  post-feminism is  embedded in  the perlocutionary 
acts of these contemporary Indian women artists who are uncovering gender 
issues in public spaces.  Their concern is not only with public spaces  that, 
although ostensibly for all,  deny women their freedoms. How many public 
spaces are there in India where women can safely enter, enjoy or express 
themselves? Are they really free to walk without fear on streets day or night 
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or in parks in the evenings, enter pubs or bars, sleep on a beach or a park 
bench,  take  in  a  night show of  a  film  alone,  etc, without  fear  of  sexual 
harassment  or  being  looked  upon  with  suspicion  by  friends,  families, 
strangers and authorities of being ‘loose’ and ‘immoral’? Contemporary post-
feminist  practices  in  Indian  art  education  and  cultural  production  are 
coalescing around such fundamentals (and not so much around the freedom 
or right to be lesbian) as part of the “post-feminist debate (that) tends to 
crystallise  around issues of victimisation,  autonomy and responsibility… it 
embraces a flexible ideology which can be adapted to suit individual needs 
and  desires.  Finally, because  it  tends  to  be  implicitly  heterosexist  in 
orientation, post-feminism commonly seeks to develop an agenda which can 
find a place for men …”xiii 

The projects that the Indian women artists undertake exhibit a compound or 
composite  discourse  that  is  expository  (they  present  existential 
propositions), narrative and hortatory. They are not afraid to use a plurality of 
media, locations, stories and collaborations to plot their trajectories. Jasmeen 
Patheja’s  mix has  been  interesting–  she  works  across  media,  mobilises 
‘political’  support  via  Facebook  and  SMS,  collects  “folk”  stories  on  eve-
teasing  on  blogs,  appropriates  the  advertising  realm’s  usage  of  the 
‘testimonial’, delves into materiality by asking for fabrics from the scene of 
the ‘crime’,  uses  photography to archive “victim” scenes and forensically 
reconstitute the dramas, takes up the phallic digital camera to “shoot” the 
perpetrators  and  pin  them  up  on  blogs  as  “wanted”,  posterizes, 
pamphleteers and composits video in which she is not ashamed to include 
her body. 

“Post-feminist artists build upon the efforts of their predecessors in exploring 
the  body,  gender,  and  sexual  identity.  Post-feminist  art,  often  highly 
theoretical and deeply serious, also tends to be playful and parodic in style; 
it  is  less  overtly  political  than  the  art  of  earlier  feminists  …  These 
presentations of the female body tend to draw attention to the position it has 
in culture: not only the sexed body, but also bodies marked by racial and 
cultural differences.” xiv

Jasmeen’s post-feminist sensibilities lead her to explore notions of the female 
body and forms of it  being abused within a broad matrix but it  is  surely 
relevant to juxtapose her work alongside that of Mahashweta Devi’s story 
‘Draupadi’ translated into Kanhailal’s play where Sabitri shocked  ‘traditional’ 
Indian sensibility by disrobing on stage and how both wound their ways into 
Amar  Kanwar’s  installation  at  the  Documenta  12  art  festival  in  Kassel, 
Germany, titled Roshan Bayaan (The Lightning Testimonies)xv, wherein 
he  documents  the  rape  and  murder  by  Indian  soldiers  in  July  2004  of 
Thangjam Manorama  and the radical protest by a group of Manipuri women 
with  12  Imas  (mothers)  stripping  naked  in  front  of  the  Kangla  Fort  and 
flourishing banners reading “Indian Army take our flesh”, “Indian Army rape 
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us”. Feminism, art, activism all telescope into post-feminism via new media. 
And given the upward mobility of the middle and lower middle classes of the 
times,  post-feminism/the  third  wave  seeks  a  bridge between classes  and 
cultures using  media.  With  Amar  Kanwar,  a  male, focusing  on  feminist 
freedoms,  one  finds  here  that  alignment  with  the  premise  of  feminist 
scholars  like  Helene  Cixous,  Julia  Kristeva  and  Luce  Irigaray that 
“experiences  of  female  embodiment  can  be  manifest  in  distinctive 
expressive styles that yet accommodate difference.” xvi

In  January  2009 six  international  women  artists  were  also  welcomed  at 
Srishti to work with the over-arching theme of gender in a project titled Fear 
and  Gender  in  Public  Spaces.  While  the  artists  considered  their 
explorations,  interactions  and  work  as  “social  art”,  the  semiotic  of  the 
exercises which had mapping, playfulness and performance at the core was 
marked by innate post-feminist approaches. A series of interventions took 
place  at  different  venues  across  Bangalore,  developed  in  a  collaborative 
process  between  artists  Karoline  H.  Larsen  (Denmark),  Ana  Paula  Albé 
(Brazil),  Richard  Widerberg  (Sweden),  Vinayak  Das  (India),  Vera  Maeder 
(Denmark/Germany)  Liz  Kueneke  (Spain/US)  and  Srishti  students  to 
culminate in a public show of work-in-progress at 1, Shanthi Road Gallery, 
Bangalore. 

The women sought to reclaim and transform a public space, a part of Cubbon 
Park  territorialized  by  male  homosexuals.  Karoline  Larsen  and  Srishti  girl 
students entered the space and began massaging and braiding each others’ 
hair in the midst of curious spectators. “Karoline wanted us to feel as though 
we were in our own personal space rather than at Cubbon park, making us 
realize how space, is really just a state of mind depending on the way you 
think and what  you do in  it…she made us  massage each others’  hair  in 
Cubbon Park which liberated us, not really the people around us… It was only 
the next day, we asked other people to tie ribbons in each others’ hair, but 
it was really only the children who participated as, of course, people 
are  too conscious to  even try something different on a  personal 
level in a public space. People are more forthcoming when it comes 
to group activities.” 

These preliminary “actions” were aimed at liberating men and women, gay 
or heterosexual, to express a sense of individuality and joy in public spaces. 
Everyone then participated in decorating the space with colorful swathes of 
fabric  and  streamers  as  representations  of  collaborations  across  gender 
boundaries and of joy in public spaces. The photography exhibit documented 
places  off  limits  to  women in  Bangalore  not  by  law but  by fear  and the 
dialogues that ensued.  Liz Kueneke used public spaces such as Sigma Mall 
on Cunningham Road and Coles Park to embroider a map of Bangalore to 
discover Bangalore’s ‘urban fabric” asking passers-by to use a collection of 
portable  sewing  materials  for  their  act  of  embroidery,  perceived  as  a 
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feminine act (and a faint,  pale echo of artist  Judy Chicago’s controversial 
seminal  work ‘The Dinner  Party’).  Yet  another  intervention involved using 
bodies in performative acts in public spaces and the creation of sonic art 
derived from spaces where women experience fear. 

Excavating the processes of this social art project, it becomes obvious that 
whether or not the artists considered themselves feminist or post-feminist in 
their approaches or actions, it was not possible for them to easily eliminate 
the  traces  of  both.  The  Cubbon  Park  intervention,  for  instance,  with  the 
women braiding each other’s hair, bore witness to Luce Irigaray’s assertion 
that a woman must “discover the symbolic norms which can at the same 
time preserve the singularity of my nature and permit me to elaborate its 
culture”.xvii The  very  objective  of  the  social  art  interventions  to  open  up 
public spaces for women and dispel fear of gender and between genders also 
bears  out  her  insight  that  “women  privilege  in  their  speaking  inter-
subjectivity, the relation to the other gender, the relation between two, men 
preferring  the  subject-object  relation,  the  relation  to  the  same gender...” 
Social  art  of  this  order  explores  the  possibility  of  the  inter-subjective 
relationship itself and invites “a conviviality which permits the construction 
of a peaceful and harmonious community” and to “engage in politics with a 
man in respecting our differences, of gender first of all, then of culture, of 
language, of education and so on.” xviii

At this point, one could bring up the counter-argument that I am indulging 
myself  by  force-fitting  the  above  projects  into  a  mould  of  my  whimsical 
choice. But precisely that is possible because of the overlaps between what 
is termed “second wave’ feminism and post-feminism, and the “third wave” 
which disdainfully distances itself  from post-feminism. Irigaray herself  has 
this to say about the metaphor of ‘waves’:  “Is it really a metaphor or an 
image that tries to suggest an affinity of women with water, with fluid, with 
sea? If the stages in the feminist movement correspond to waves, this could 
suggest  a  moving  ceaselessly  without  ever  changing  the  bottom  which 
supports such a movement. And also: that the movement is caused by things 
other  than  itself,  by  things  in  part  external  with  respect  to  itself:  a  star 
outside it, the ground on which it takes place, etc. Thus, the matter would be 
of a permanent but instable and not autonomous movement which could 
never assume a definitive meaning or form.” xix

The Fear and Gender project telescoped into the Say I Amxx protest march, 
and the  Pink Chaddixxi campaign against Pramod Muthalik and his Rama 
Sena which had physically attacked women wearing western clothes on the 
street, in public places, and in pubs in different parts of Karnataka, the social 
networking movement led by the  Consortium of Loose, Pub-going and 
Forward  Women,  the Fearless  Karnatakaxxii campaign  and  the  Take 
Back The Night gatherings. January to March 2009 were exciting times for 
Srishti’s women students as they volunteered for these actions and fuelled 
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them as participants using social networks, producers of graphic materials 
like posters and performance artists.  The universally accepted and popular 
logo of the Pink Chaddi campaign was designed by a Srishti girl student. The 
Say I  Am protest  brought  in  more  than  200 marchers.  The  Pink  Chaddi 
campaign saw tens of thousands of panties dispatched to Muthalik’s house 
embarrassing the Rama Sena.  But  the Pink Chaddi  site  on Facebook was 
finally ‘taken out’ by 'male' hackers opposed to victimized Karnataka women 
making their voices heard. 

Post-feminism is often denoted as an umbrella concept that does not seek to 
attain “sameness” but emphasises the differences and encompasses notions 
of ‘grrlpower’, ‘cyber-fems’, ‘brave new world’, ‘androgyny’, ‘plurarism’ and 
‘multiculturalism’. The feminist/post-feminist is networked globally and works 
locally  as  in  the  emergence of  the  Take Back The Night gatherings  in 
Bangalore. Did it matter to the organizers or participants that post-feminist 
critics like Katie Roiphe argue that feminist initiatives such as Take Back the 
Night  are  self-defeating; ‘intended  to  celebrate  and  bolster  women’s 
strength, it seems instead to celebrate their vulnerability’? 

In  the  case  of  the  Pink  Chaddi  campaign,  the  “cyber-fems”  mobilizing in 
virtual space understood once more the harsh reality that the gender divide 
exists in cyberspace too and that male-dominated digital technologies could 
be used to hit back, oppress and suppress their voice. Donna Haraway wrote 
a  long  time  ago  in  her  A  Cyborg  Manifesto that  “Communications 
technologies and biotechnologies are the crucial tools re-crafting our bodies. 
These tools embody and enforce new social relations for women world-wide. 
Technologies  and  scientific  discourses  can  be  partially  understood  as 
formalizations,  i.e.,  as  frozen  moments,  of  the  fluid  social  interactions 
constituting  them,  but  they  should  also  be  viewed  as  instruments  for 
enforcing meanings.”xxiii The hack was the instrument for enforcing a certain 
meaning  upon these youthful  post-feminists,  a  weapon they  have as  yet 
been  unable  to  counter  except  for  asking  the  ‘authorities’  on  the  web, 
Facebook administrators for instance, to protect them to little avail. 

The  most  recent  Srishti  project  is  Switchboard directed  by  Geetanjali 
Sachdev  and  conceptualized  by  Aliya  Pabani  and  Dharmang  Prajapati, 
students  at  Srishti’s  Centre  for  Experimental  Media  Arts.  This  media  art 
installation emerged from workshops conducted in Indiranagar Park to allow 
passers-by to create “street signs” with paint and cardboard that articulated 
their  views  on  women. Switchboard  was  conceived  to  mitigate  two 
limitations discovered: that people were reluctant to participate claiming that 
they  couldn’t  write/express  their  ideas  about  women clearly  enough and 
others  (especially  adult  men)  tended  to  give  their  opinions  on  the  signs 
already made, but often declined to make one of their own. The installation 
in  Cubbon  Park  allowed  for  a  continuous  sequence  of  all  the  slogans 
collected  in  slideshow  format  over  a  ten-minute  interval displayed  with 
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varying visual characteristics to convey the effect of a changing billboard. 
People  were  encouraged  to  “edit”  the  signs  by  offering  slogans  or 
statements that related to the displayed slogans. The idea was to have these 
billboards containing a single statement change over time into a record of all 
the dialogues that resulted from them allowing for a plurality of voices to 
come  through  on  women,  making  cultural,  societal  and  patriarchal 
perceptions  of  women  visible  alongside  the  perceptions  of  women  about 
themselves. 

It must be reiterated that all these projects emerged from pedagogic spaces 
and that feminist or post-feminist practices wound their ways in and through 
the  pedagogic  methodology.  At  the  level  of  a  contemporary,  Indian, 
autonomous and experimental art and design college, it is sufficient perhaps 
that  women  students  are  made  aware  of  gender  issues,  femininity  and 
feminisms,  gender  and  discrimination  within  different  cultural  and 
socioeconomic  matrices,  the  impact  of  ubiquitous  technologies  on  the 
woman, and then choose to work with a investigative, critical and creative 
mind within these paradigms. One can surmise that these students are post-
feminist because, while being concerned about women and their future, they 
prefer  to  remain  flexible,  pluralistic,  avoiding  definitions  that  tend  to  be 
‘pure’ and ‘correct’ and resistant to what Naomi Wolf calls ‘an exclusive and 
elaborate professional jargon’ which amounts to no more than ‘pig-Latin’. 
Further, if through this process these women students can move and express 
themselves in public spaces with confidence, that is an achievement in itself 
and the shape of things to come. 

 “If feminism solidified into a political movement in the 1960s and 1970s, the 
millennium sees it diversifying again.”xxiv The western narrative and history of 
feminism apart, the Indian post-feminist is neither fish nor fowl, spun about 
in the Samudra Manthan of a billion souls. Here many currents vie with each 
other  - first wave, second wave, third wave and post-feminist, homegrown 
versions too - in a patriarchal, gender-stereotyped culture where not even a 
word  for  ‘feminism’,  much  less  ‘post-feminism’,  exists in  most  Indian 
languages. In this context, the exploratory work of Srishti women students 
working with gender issues, feminist outlooks and post-feminist practices is 
encouraging. Locating their work in their local cultures and society, in social 
and public spaces, looking through the lenses of art, design and technology 
and  coming  face  to  face  with  the  mosaic  compositeness  of  the  Indian 
populace, these students are forced to uncover and come to grips with the 
‘vibrant  and  problematic’  narratives  of  the  ‘third  world’  and  ‘developing 
countries’ and to keep in mind Gayatri Chakravorty Spivak’s picture of the 
woman  as  ‘subaltern’,  half  in  and  out  of  the  colonialist  and  patriarchal 
paradigms and “even more deeply in the shadow”. Yet, it may be apt to end 
this  summary  of  efforts  by  women  to  understand  themselves  and  their 
contexts  through  post-feminist  practices  in  art  education  and  cultural 
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production  with  a  quote  from  Luce  Irigaray:  “I  work  towards  women’s 
liberation and more generally human liberation.”xxv 
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xiiiThe Routledge Companion to Feminism and Postfeminism Ed. Sarah Gamble P. 36 © 1998, 2001
xiv http://plato.stanford.edu/entries/feminism-aesthetics/
xv http://www.documenta.de/amarkanwar.html?L=1
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xvii Luce Irigaray, Conversations, Pub. Continuum NY, P.4, ©Luce Irigaray 2008
xviii Luce Irigaray, Conversations, Pub. Continuum NY, P.11, ©Luce Irigaray 2008
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xxii http://en.wordpress.com/tag/fearless-karnataka/
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xxiv From The Routledge Companion to Feminism and Postfeminism Ed. Sarah Gamble © 1998, 2001
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