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Guest Editors Introduction  

Urmimala Sarkar Munsi and Sumedha Bhattacharya 

This special issue begins from our shared intention, articulated through the open call, to think of 
feminist perspectives in screendance as neither singular nor fixed, but as a constellation of 
embodied, cinematic, and epistemological practices through which gender, memory, movement, 
and representation are continuously negotiated on screen. Drawing from feminist legacies in 
dance film—from Maya Deren’s early reconfigurations of camera–body–space relationships 
(Deren, 1945) to contemporary experiments in choreographic editing and post-production—we 
approached screendance as a medium uniquely capable of unsettling patriarchal visual regimes 
and dominant narrative structures. At the same time, we were attentive to critiques within 
feminist theory that caution against equating feminist agency solely with resistance; following 
Saba Mahmood’s intervention (Mahmood, 2004), we remained open to practices of negotiation, 
accommodation, care, and ethical becoming as equally meaningful feminist gestures. Across the 
call, we invited work that embraced intersectionality (Hubbard, 2016), engaged embodied 
memory and nostalgia as critical resources rather than sentimental residues (Boym, 2001), and 
treated choreographic editing as a feminist strategy for reconstructing presences that fade and 
absences that persist (Lavoie-M.C. & Guy, 2017). Our aim was to create a journal space that could 
hold a pluralism of feminist epistemologies, methods, and aesthetics—braided rather than 
unified—through which screendance might continue to expand its ways of seeing, sensing, and 
knowing. 

This special issue will focus on, but not be strictly limited to, the Feminist roots and routes of 
screendance. While we worked as the co-guest editors of this issue, we became aware of the 
advantages and disadvantages of looking at the path already traversed within this specialized 
domain. There is ample scholarship as well, including the previous volumes of the International 
Journal of Screendance as reference points that have already established a well-defined 
academic / praxis space both independently and within the larger scope of critical dance studies 
in different parts of the world - especially in the West. What fascinated us was the diversity and 
the uneven pace of development of what emerged as the specialized domain of screendance in 
South Asia, where there has already been a historical relationship between dance and its 
cinematic representation in mainstream, commercial and art cinema. In a 
way, the relationships between the camera and embodied movement practices have also had a 
long life in this region in the generational and evolving critical landscape, traversed by feminist 
representation of gendered bodies, intersectionalities, queerness, and gendered performativity. 
We hope that this volume also serves as a bridge between different geographies that the 
practitioners and thinkers in the field reside in. Screendance in South Asia still finds itself in the 
in-between space amidst cinema, dance, curatorial journeys and yet it speaks to the our multiple 
contemporaries in terms of the post-covid understanding of the feminist reflections and 
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aspirational, futurist, and intentional thinking about the future of our field. 

The essays and visual contributions gathered in this issue collectively demonstrate how the 
intentions articulated in our open call are taken up, challenged, and expanded across diverse 
contexts. Amritha Sruthi Radhakrishnan’s essay traces feminist historiographies of 
Bharatanatyam through diasporic pedagogies shaped by K.P. Bhaskar and his training under 
Bharat Sharma, foregrounding embodied transmission, mentorship, and care as alternative 
feminist archives within South Asian dance histories. Vasudha Chatterjee’s comparative essay on 
Chitrangada: The Crowning Wish and Joyland engages the long-standing relationship between 
dance and cinema in South Asia, examining how feminist and queer screendance aesthetics 
emerge within mainstream and art cinema through light, performance, and affective labour. 
Extending feminist inquiry into contested political terrains, Saumya Mani Tripathi’s Through Her 
Lens reframes Muharram ritual movement in Kashmir as screendance, foregrounding feminist 
witnessing, vulnerability, and the camera as a counter-archival tool within militarized and 
patriarchal regimes. Jacquelyn Elder’s No Longer/Not Yet shifts attention away from spectacle 
toward the feminized labour of preparation and anticipation, positioning backstage corporeal 
thresholds as critical feminist sites of embodied knowledge. Addressing the post-Covid moment, 
Pritha Das’s photo essay captures how government-imposed restrictions rendered public 
movement precarious and policed, compelling dancers to transform social media into a 
provisional proscenium and to forge intensified relationships between body, camera, and 
domestic space. Finally, Reframing the Gaze: K-pop, Agency, and the Skilled Body in Lathi 
Khela offers a practice-led reflection on a collaborative screendance process with Monalisa, a 
woman practitioner of a male-dominated martial tradition in Bangladesh, where the camera 
becomes a site for negotiating discipline, desire, feminine longing, and emerging authorship. 
Together, these contributions move beyond a singular feminist model but rather affirm 
screendance—particularly in and from South Asia as a dynamic, in-between field, shaped by 
negotiation, relationality, and intentional feminist futures. 
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