DEAR DICK,
THIS IS NOT A LOVE LETTER, THIS IS A MANIFESTO.!

This text addresses some aspects of the ideological and political frame of the Tanznacht Festival
“Vocal Affairs” with a special consideration of ways in which to think, talk and act feminism in the
world of today—a world which gives rise to models and imaginaries constituting contemporary art
production. The writing of it stems from the entanglement of my own voice with positions of the
festival’s curators—Felicitas Zedeen and Mila Pavicevic¢, as well as, and especially, with the voices of
artists featured in this year’s programme: Irena Z. Tomazin, Jule Flierl, The Incredible, Edible Akynos
and Ana Dubljevi¢. I will attempt to bring together some aspects of what was articulated during the
interviews I conducted with Irena, Jule and Akynos, and threads from Ana’s book which serves as a
basis of her workshop at the festival. By constructing a sort of polyphonic body, I will try to examine
some potentials and challenges related to contemporary practice(s) of feminism and art-making, and
bring forth three philosophical-spiritual-political horizons. These emerged via further theoretical
readings inspired by the encounter with the artists I mentioned above, and through them I would like
to contextualise and expand the artists' reflections.

Last but not least, it must be emphasised that the “feminism(s)” I intend to write about are not
reducible to the fight for (male-female) gender equality, especially considering the necessary
recognition of multiple gender categories that challenge biological determinations, as well as systemic
inequalities between women themselves occupying various positions in contemporary society. Here |
would like to follow the author and activist Francoise Verges, who, while advocating for a decolonial
feminism, proposes the struggle for broadly understood women’s rights as form-ing of radical politics
essential for tackling the challenges faced by humanity at the brink of extinction.’ In other
words—feminism as a way of thinking, feeling and doing that takes seriously the call for the
deconstruction and ultimate overcoming of the imperialist white-supremacist capitalist patriarchy’.

The spectres of the erotic

If we agree that, at least within western cultural paradigm, a woman is historically a passive object of
the male gaze and desire, an erotic (or rather sexual) object, then we must also conclude that a mere
reversal of power dynamics—joyful self-objectification-obsession and superficial, even if consensual,

' The quote comes from the TV series “I Love Dick” based on the novel by Chris Kraus, created by Joey
Solloway and Sarah Gubbins.

2 The definition of “woman” and “womanhood” is widely debated in feminism and beyond. Here, I include both
those born as women and/or those who identify as such. Feminism has often aligned with LGBTQ+, anti-racist,
and anti-colonial struggles, though some perspectives challenge the very terms “woman” and associated
“rights.” In response, I’ve chosen a path of inconsistency in regards to naming the feminist agents—an
invitation to reflect on categories and meaning-making rather than cause frustration.

3 Frangoise Verges, Feminizm dekolonialny (A Decolonial Feminism), trans. Urszula Kropiwiec (Warsaw:
Wydawnictwo Wspotbycie, 2024), 4.

4 A well-known phrase by Afro-American feminist scholar bell hooks captures her intersectional
approach—seeing oppression as rooted in complex, intersecting identities shaped by power and submission.
Intersectionality, however, has faced critique for its focus on identity and individual axes of oppression.
Francoise Verges, following Darren Lenard Hutchinson, proposes “multidimensionality” and a “feminism of
totality,” emphasizing structural analysis of patriarchy, state, and capital. From this view, struggles like
reproductive justice are inseparable from resistance to racialised violence, femicide, and the climate burdens
placed on the Global South.



pornographisation of the female body—does not suffice to challenge male domination.” The
expansion of the concept of the erotic towards a resource of inner and shared power, a daring,
conscious and life-affirming engagement with the other, and tapping into one’s potential to create, to
transgress norms and hierarchies, is what, according to author Audre Lorde, makes women
dangerous.® It counteracts the hard (phallic), fix(at)ed categories and divisions, initiating a way of
communication that “forms a bridge between the sharers which can be the basis for understanding
much of what is not shared between them, and lessens the threat of their difference.””

In the theoretical-practical proposal of Ana Dubljevi¢ formulated in the book “The Feminist
Pornscapes. On feminist dramaturgical thinking in dance and performance practice”, the very act of
gazing undergoes a transformation to emerge as a seeing-feeling, in which a body that contains the eye
is directly and continuously affected by what enters it. Borrowing from the tradition and contemporary
practices of women’s filmmaking, and methodologies of feminist pornography, Ana presents the
female gaze as an ongoing project against the control asserted over bodies and lives through the ways
of seeing and storytelling developed within a heteropatriarchal order. It indicates a shift not only in
regards to exploration of one’s own creative powers and desiring self—both as an artist and a sexual
being—but, more importantly, a reformulation of engagements with the artistic and worldly matters
themselves. It stands for moving away from the focus on individual vision and its execution, and
towards practicing, experimentation and long-lasting collaboration, in which the what is decentralized
for the sake of illuminating the Aow of art-making. What Ana terms as fantric dramaturgy grants
priority to the process and its durability, unfolding multiple flows of pleasure and valuing artistic
meandering over the final product. The expansion of self and one’s creativity brings to mind the
historic feminists’ demand of the whole life as reiterated by Ewa Majewska in her text "Feminism
Will Not Be Televised" in which she argues against the mere inclusion of women in the script written
by masculine, patriarchal subjects. “I want a promiscuous life, and support when I am wounded. I
want sex and the risk of engaging (...) I do not want to take sides on the question of who I am.”®

The emancipatory power of the erotic stands here in contradiction with the dominant relational and
productivity models of patriarchal capitalism. Alongside Ana’s vision of feminist dramaturgy, it
proposes ways of expression and healing that emerge from the well of replenishing and provocative
force’ that flows within each of us and in between our bodyminds.

Choreographing the transindividual

What would society be like after this choreography, film, exhibition, and so forth?"

® I’'m referring to various self-presentations on social media and in performance scenes, as well as the
appropriation of sex worker aesthetics by privileged individuals—a topic I encountered through Akynos and the
IG account @sexworkersstyle by Jo Weldon. This isn’t to dismiss such expressions, but to question their ties to
dominant models of self-production and commodification, and their relevance to the broader women’s struggle.
6 Audre Lorde, “Uses of the Erotic: The Erotic as Power,” in Sister Outsider: Essays and Speeches, (Berkeley:
Crossing Press, 1984), 42.

7 Ibid.

8 Ewa Majewska, "Feminism Will Not Be Televised," e-flux journal 92 (June 2018),
https://www.e-flux.com/journal/92/206022/feminism-will-not-be-televised/. (access: 27.06.2025)

® Lorde, “Uses of the Erotic: The Erotic as Power,” 41.

' Ana Vujanovi¢ and Bojana Cveji¢, Toward a Transindividual Self: A Study in Social Dramaturgy (Berlin:
Archive Books, 2022), 26.


https://www.e-flux.com/journal/92/206022/feminism-will-not-be-televised/

In their book “Toward A Transindividual Self. A Study In Social Dramaturgy” Ana Vujanovi¢ and
Bojana Cveji¢ describe the limits of the personal artistic practice as an autopoietic activity shaped by
Western neoliberal doctrine—a continuous self-investment for the sake of performing and producing
of oneself through one’s work. In consequence, the individual’s capacity to engage beyond narrowly
understood self-interests is weakened. They experience an acute alienation which cannot be
compensated with the instantaneous rewards of popularity, art funding, hearts and fire emojis. In such
a context I understand the transindividual social choreography described by Ana and Bojana, as the
entanglement of two processes of continuous reincarnation—at the level of the individual and of the
collective, which stand in relation to art but significantly transgress it to inform civil action and
organisation. The mobility and strength of the “we” formed in such a process stems from the shared
political vision that is free from orthodoxy or coercion, welcoming diverse forms of attachment,
identity and awareness.

When talking about their sound and voice based practices, Irena Z. Tomazin and Jule Flierl propose
listening as a form of reformed, expanded gaze. They encompass the realm of ghosts, co-workers and
audiences, and situate the work as a (never quite) final product rooted in both speculative and felt
community of those who inspire, receive and transform their artistic creation. Their opening of the
process of art-making indicates here the release of control and individualist agendas, allowing many
lives and voices to determine the destiny of the artwork and the path of the artist. Such an approach
unsettles the contemporary art obsession with name-dropping, unique identities, self-branding and
listings of individual achievements. At its best, it points towards an understanding of the feminist art
practice not as aspiring to “make it” in the Great Male Artists world, but rather to open, engender
spaces for ourselves and others—past, present and future.

While engaging with the legacy of the radical artists such as Katlin Ladik, Jule and Irena’s practice
testifies to the necessity of continuous and critical reflection about ways in which women’s work is
re-interpreted and revived. With more female artists and curators finding their way into contemporary
art institutions, we must remember that “it is not enough to have women in top positions of power, it
depends upon what kind of women they are and what they’re going to do when they get there.”!! We
should remain suspicious of various forms of privatization and appropriation of feminism(s), and wary
of their reduction to aesthetics, forms of art marketing and modes of representation. In the context of
the deep listening practice of Jule and Irena, and following the theoretical proposal of social
dramaturgy of Ana and Bojana, an alternatively oriented movement—from the producer of self
towards a transindividual collaborator—is emerging. It carries a potential not only to challenge
possessive individualism but to enact, in the public sphere, a political vision on the basis of expanded
social imagination. The latter remains closely tied to an actual emancipatory task within the artistic
practice(s) and their subsequent worldmaking.

Communion against extraction

Regardless of the tireless work of generations of women to articulate their emancipatory politics, it is
not uncommon today for feminism to be conflated with lifestyle or presented as a path to (individual)
happiness. Self-care becomes both a tool of self-preservation and reproduction, but also an excuse for
the accumulation of privilege. On the other hand, feminised people/subjects are often bound to
narratives of love, care, self-sacrifice and advocacy, which are presented as overly simplistic forms of
anti-capitalist and anti-patriarchal resistance—an essentialist take on womanhood sold as a remedy for

" Nina Power, One-Dimensional Woman, Zero Books (Winchester 2009), 6.



neoliberal cruelty and death drive, while the burden of repair and healing is continuously placed on
feminised subjects and their unpaid labour.

Listening to the voices of the black and queer feminists such as already cited bell hooks, Audre Lorde,
or Sarah Ahmed,'? we can learn about another take on self-care that is essential for the thriving of
communities, which these women co-constitute. Self-love is proclaimed here as a condition of
resistance against the multidimensional systems developed to erase racialised, non-heteronormative
bodies and their histories, and it becomes a prerequisite for connection and social imagination. An
ability to (self)love and a subsequent readiness to commune with the other, emerges on the basis of
mutual respect and recognition, as well as careful observation of ways in which heteropatriarchal
structures continue to invade our hearts and minds. Futurity, as proposed by black feminism, is then
both an unearthing and invention of memories, and a daring commitment to the collective futures for
the communities rendered disposable and futureless.

In her work at the intersection of sex work, activism and art making, The Incredible, Edible Akynos,
brings forth the question of multidimensionality of consumption and extraction that affects racialised
bodies/subjects as well as natural and social environments they inhabit. She argues for, what [ would
call, after Frangoise Vergés, epistemic justice—a recognition of registers of knowledge and solidarity
practices developed within the sex workers communities and their application onto larger problems of
environmental destruction and exploitation. In this way another form of recognition is enacted—one
that concerns the presence of sex workers communities across histories and their contribution to
society. Even if it is still predominantly performed from the margins of the hegemonic social order,
they are doing the essential work of learning about and honouring the intergenerational experiences of
displacement, migration and invisibility. And through that they invent forms of mutual support, care
and resistance that counter the pseudo-activist narratives of civilisational feminism"?.

What I take from Akynos’s approach is a departure from the romanticised idea of the female or
feminised body as naturally and metaphysically closer to the planetary body, and therefore supposedly
more empathetic toward the violence of environmental extractivism. Rather, in the spirit of a
feminism of totality, the forms of resistance developed within dispossessed communities are extended
into a fight for a dignified life in a non-toxic, livable, and peaceful environment. It is not only
pollution, environmental degradation, and excessive natural resource extraction that are
disproportionately experienced by communities in the Global South (while they lack access to the
capital produced as a result), but also the very labour of cleaning and maintaining living standards for
privileged populations is relegated to racialised subjects—especially women. Therefore, no systemic
change can be enacted without recognition, and overcoming, of these continuous colonial processes
mobilised within the systems of status, welfare and well-being production.

skeskosk

12 See: bell hooks Communion. The Female Search for Love (William Morrow & Company, 2002), Audre Lorde
Scratching the Surface: Some Notes on Barriers to Women and Loving in “Sister Outsider: Essays and
Speeches” (Crossing Press, 1984) or Sarah Ahmed Selfcare as Warfare
https://feministkilljoys.com/2014/08/25/selfcare-as-warfare/ (access: 15.07.2025)

3 Civilizational feminism, as described by Frangoise Verges, is a construct of Western neoliberal imperialism. It
functions as a tool to justify interventions in the Global South under the guise of advancing women’s rights,
while simultaneously reinforcing colonial power structures.


https://feministkilljoys.com/2014/08/25/selfcare-as-warfare/

In conclusion, I want to emphasise the importance of reformulation, enacted by art-makers,
programmers and consumers, of our role in a proliferation of global, imperialist, patriarchal and
extractivist capitalism.

Some ready-to-implement tasks for thinking and doing can emerge from the several postulates
articulated by the artists I interviewed. These include:

e the abolition of the struggling and starving artist narratives, as well as the artist-genius
concept and star culture
living wages for artists
greater responsibility and transparency from curators and programmers regarding working
conditions

e more courage from artists, curators, and institutions to contest dominant modes of meaning
and value creation

e acknowledging the contexts and communities that give rise to the artwork and the artist
—both in relation to the past and the present

e valuing feminist methodologies over merely feminist themes, accompanied by conscious and
ongoing resistance against their commodification and privatization

From my side, I add this: a final acceptance that feminist practice is incompatible with support for
chauvinist, genocidal, and racist politics. The task of feminist art-making today must necessarily be
reinvented through serious—if strenuous and terrifying—critical engagement with the necropolitical
realities of our present, which must be understood as continuous with our shared pasts and futures. If
the art world as we know it must collapse as a result of enacting these principles, so be it. We will
build it anew, in our own way—one that your philosophers and ideologues could not even dream of.



