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Feminism resurges both 
in critical discourse and
media headlines, while at the 
same time entering a list of 
words overdue to be banned. 
A think tank, a think piece, 
and five interviews compose 
a survey dedicated to a 
reconsideration of female 
identities and role models.
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Mira Dancy
American, b. 1979
Lives in New York

My awareness of a feminist 
voice and desire to conjure an 
ambiguously shifting and sexu-
alized figure of a woman goes 
back to my experience reading 
Emily Dickinson as an angsty 
teenager haunted by my own 
hideously drab and one-dimen-
sional New England town. I re-
member one of the first poems 
I wrote ended in a strange allu-
sion to Emily herself getting off 
with some candlestick holders 
or something. The images of 
women in my work appear in 
a firsthand kind of way, not as 
subject-agents, but as part of 
my own wrestling with ideas 
about voice, poetics, and visual-
izations of desire. But I like the 
challenge built-in to the act of 
creating in the image of a wom-
an—the cascade of historical, 
religious, and political fires that 
get lit, and these problematics 
extend into decisions I make 
about how I will/won’t paint. 
My sense is that the subject po-
sition of being a woman is itself 
a concept linked to the trauma, 
history, and narrative experi-

ence of a body who is She. She 
is Here—and in me—directly be-
cause of the legacy of feminism 
and feminist voices.

Lucy 
McKenzie
Scottish, b. 1977
Lives in Brussels

My interest in feminism stems 
from personal experiences; my 
mother is involved in the cam-
paign against domestic vio-
lence in Scotland, I was a teen-
age Riot Grrrl and briefly a por-
nographic model. The inherent 
contradictions that all these in-
fluences engendered is part of 
my subject matter, as are para-
doxes in general. I think it’s pos-
sible for instance to make art 
that collaborates with a charity 
that supports trafficked women, 
and also do really nice draw-
ings of cats in dresses. I have 
both rational and irrational moti-
vations and there are two sides 
of what feminism means to 
me—political engagement and 
the celebration of the ultra-fem-
inine. The cat drawings could, I 
hoped, antagonize default set-

tings of masculine perspective 
while not negating visual plea-
sure. The major museum shows 
of Sonia Delaunay and Lygia 
Clark in 2014 both demonstrat-
ed mainstream recognition that 
it was engagement with tradi-
tionally feminine contexts which 
made their work radical.
I think that the most productive 
way to be a feminist artist is to be 
a very good artist. Some of my 
heroines resisted being defined 
by the term; Patricia Highsmith, 
Muriel Spark, Isa Genzken or 
Bridget Riley never used it to 
frame and legitimize their work. 
This has a lot to do with their 
generations, but it’s also about 
being unorthodox. As a model 
I appeared in the kind of porn 
mags where the girls were sup-
posed to look underage. This 
may seem complicit with ex-
ploitation, but by crossing a bor-
der into participation at a very 
young age, and experiencing 
first hand problematic identity 
politics, I learned a great deal 
more than I would have had I 
only read theory on the sub-
ject. Ultimately, the difference 
between a woman’s work being 
feminist or non-feminist is not 
important if it’s mediocre; and I 
prefer the morally questionable 
to that every time.TANK!

THINK-
Ten female artists discuss how their work 
relates to the notion of femininity ; what 
relation, if  any, it  has with feminism or post-
feminism; and ultimately, what it means to 
practice art today from the subject position 
of being a woman. 



Amy Bessone
American, b. 1970
Lives in Los Angeles

I reject the label of “post-feminist” 
because it implies the work of 
feminism is done. If we take Bell 
Hooks’ definition “Feminism is a 
movement to end sexism, sexist 
exploitation, and oppression,” we 
are still very far from achieving 
the goals of the movement. 
Patriarchy (institutionalized sex-
ism) is thriving in the art world. 
It’s not a very female-friendly 
place and the current art market 
often reinforces regressive ten-
dencies. This hurts and impov-
erishes everybody. I’ve noticed 
galleries, whose roster may 
consist of 20–30% female art-
ists, bring a 90–100% male line 
up to art fairs. The disparity at 
auctions is chronic. We still see 
female artists, dealers and col-
lectors ghettoized on “top wom-
en” lists.  Female curators are 
not on equal footing with their 
male colleagues when it comes 
to the top positions—I suspect 
the same is true in the realms of 
art criticism and academia.   
For me personally, as the in-
equality of opportunity became 
more apparent, a feminist im-
pulse gained primacy; howev-
er, I’m not an academic and I’m 
not interested in making didac-
tic work. Above all art is here 
to create space for complexity. 
This space allows for nuance, 
sensuality, spirituality, humor, 
beauty, provocation, alternate 
models and dissent. Just by 
holding this space, literally and 
figuratively, I hope to be part of 
the change I’d like to see. The 
holding of this space challenges 
the colonial, racist, materialist, 
sexist, classist, power-worship-

ping forces which dominate our 
culture. I do feel like an infiltrator 
in the long tradition of represent-
ing the female form. Some of my 
work could be seen as macho, 
but I do experience a blurring of 
subject and object, which I think 
is particularly female. The fact of 
me being a woman may have ev-
erything or nothing to do with a 
piece. When someone looks at 
my work is it important that the 
artist is a woman? Sometimes.

Anna 
Betbeze
American, b. 1980
Lives in New York

My intentions around feminism 
involve imbuing new meaning 
into old subjects. Superficially 
my work holds relationships to 
craft and domestic objects, yet 
there is nothing domesticated 

about my work at all. It lacks a re-
petitive process associated with 
craft objects, and instead uses 
ritualistic, habitual, and compul-
sive procedures on a scale that 
is architectural and enveloping. 
It’s nomadic—made on the run 
in many ways, portable, durable, 
and fuses ideas of sex, death, 
fantasy and decay to lavish and 
impractical, resistant materials.
I am concerned that capitalism 
is cannibalizing human expe-
rience. Feminism and queer 
movements offer alternative 
models to our current so-
cio-economic system, allowing 
us to fantasize about possible 
futures. In my work, I think about 
the properties of anarchy, anar-
chic behavior processes, radi-
cal transformations. I believe a 
restructuring needs to happen 
with sensitivity to all that is fem-
inine. The pathos and emotional 
resonance I seek out could be 
considered “female” and I like 
that descriptor.
In my more recent work, I chan-
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“The ethos of making: 
volume, color, emotion, 
typically relegated to the 
realm of the female, 
gain gravity and teeth. 
In a culture driving
towards immaterialism, 
the sensual is political—
pleasure is political.”

Right: Amy Bessone, Dirty Lady, 2013, Courtesy of the artist and Salon 94, New York
Next page: Mira Dancy, Sign of the Messenger, 2013, Courtesy of the artist and Night Gallery, Los Angeles
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nel visceral landscapes where 
the body has dissolved into the 
making—the female body dis-
solved into the ether. The ethos 
of making: volume, color, emo-
tion, typically relegated to the 
realm of the female, gain gravity 
and teeth. These works are rem-
nants of (or portals to) an alterna-
tive world, they hold alternate vis-
tas. In a culture driving towards 
immaterialism, the sensual is po-
litical—pleasure is political.
It’s critical to be aware of the 
systems we operate in, tricking 
the systems into revealing them-
selves. We have a responsibility 
to anyone who is subjugated, or 
those who have been historical-
ly marginalized. We are still con-
stantly trained to recognize and 
understand masculinity, we have 
to recalibrate our minds. Making 
art without recognizing these 
systems of power would mean 
to be subject to them—a far less 
active position.

Anna-Sophie 
Berger
Austrian, 1989,
Lives in Vienna

The question seems problemat-
ic to answer from the point of a 
female artist, since I am obvious-
ly a person living in a society that 
is far away from gender equality. 
By that I mean to say, that I as a 
person have always been busy 
with questions of feminism and 
the female role. In my art making, 
I like to hold on to the ideal con-
cept of a freedom from imposed 
societal diversion of the sexes. It 
is less that I adhere myself to a 
specific concept of social or rad-
ical feminism and more a trust in 

individual creation that leads me 
to believe my work, and that of 
my fellow artist colleagues, can 
be viewed and discussed out-
side of a traditional dual distinc-
tion. Even if such a thing as spe-
cifically female or male art could 
be isolated, I would not attach 
great interest in such findings. 
Much in the tradition of feminist 
theory, I would rather view them 
as constructed and not relevant 
for the actual value of a practice. 
One anecdote that I find interest-
ing in light of my work was a re-
action to my textile piece When 
I Am With You / When I Am Not 
There. Upon it being first shown, 
there was one reaction describ-
ing it to be corny or maybe too 
sentimental in its glossy-silky 
quality. I found that striking since 
it had never occurred to me to 
be sentimental nor specifically 
feminine. Without attaching too 
much meaning to this, I clearly 
sensed this critique to be linked 
to my sex, since it was a woman 
making the work that incorpo-
rated two coats, their sleeves at-
tached as if holding hands.
When growing up I never recall 
being faced with patriarchal is-
sues if not in reading and through 
theory. I was very busy with early 
feminist writing but never within 
my admittedly privileged family 
setting had I the notion of a spe-
cific difference or even worse a 
discrimination through my sex. 
The first unpleasant encounters 
with sexual hierarchies and pa-
triarchal ideas came through a 
beginning of professionalized 
art making and working as artist.
It leads me to think the commer-
cial system of art that is the art 
market to be an anachronistic 
one, one even more conserva-
tive, arguably, than certain other 
professional fields, since its be-
ing rooted in a sort of irrational 

unpredictability leads to a re-
fusal of establishment of tradi-
tional moral parameters. While it 
is possible to find the most for-
ward-thinking individuals treat-
ing each other with respect and 
allowing for their practices to 
influence each other, far away 
from labels such as “male bro 
art” and “female material sen-
sibility”—all labels I shamefully 
admit to have used myself both 
in all honest and as plain dero-
gative—there is an equal amount 
of conserved patriarchal power 
structures that might lead a fe-
male artist to sigh in relieve when 
finally able to share gender spe-
cific discrimination with fellow fe-
male artists. It is as described in 
feminist theory, the aspect of a 
mutual suffering that eventually 
leads one to feel closer or bet-
ter understood in a same-sex 
group. which is of course not de-
scribing a real artistic, formal or 
aesthetic similarity. I am critical 
of that notion since it occurs to 
me to be a symptom of the very 
structures of power I would love 
to overcome. 
As for my personal theoret-
ic relationship to feminism and 
post-feminism: I am a great ad-
mirer of Virginia Woolf and of 
many of Simone de Beauvoir' 
works. Feminist theory is implic-
it to my thinking and conception 
of myself as a woman. I compre-
hend post-feminism as a some-
what necessary exaggeration of 
a conflict and an enduring vio-
lation of freedom. I accept con-
cepts of pluralistic gender as 
opposed to dual-biological find-
ings. I do however not agree with 
some of the late radicalized ideas 
of queer theory. It seems to me 
to shift the discussion away from 
the actual first and most import-
ant claim, that of implicit equality 
regardless of sex. I do not under-

Previous page: Elizabeth Jaeger, Platinum Musing, 2011; Maja Cule, Laughing Alone with Salad, 2014
Left: Anna-Sophie Berger, ultraflex (yellow), 2014, Courtesy of the artist and JTT, New York
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stand how a definition of biolog-
ical reality as social construction 
might aid the claim to equality, 
which needs no further arguing 
or justification in the first place.

Elizabeth 
Jaeger
American, b.1988
Lives in New York

I grew up in a post-feminist en-
vironment of San Francisco in 
the ’90s; at school my biology 
teacher taught us that all porn is 
rape before she taught us sex 
ed. At home, I read “Our Bod-
ies Ourselves” cover to cover 
as a preteen, not realizing the 
implications of a medical book 
for women written by women. I 
don’t feel I’d be able to divorce 
myself from a „feminist“ or 
„post-feminist“ perspective if I 
tried—it’s engrained.
In terms of the difference between 
making feminist or post-feminist 
art vs making art as a woman, 
a woman can make any kind of 
work and any kind of person can 
make feminist or post-feminist 
work. Conversely, everyone can 
be a misogynist, no matter what 
kind of work they’re making—
women are the worst.

Elaine 
Cameron-Weir
Canadian, b. 1985
Lives in New York

The idea of femininity or my own 
identity never crosses my mind 
as something that I want to be 

looked at in what I do. The clos-
est thing to what “femininity” 
might mean to my work would 
be a sense of eroticism, but that 
sensuality is not something I’m 
trying to make explicitly feminine. 
I happen to be a woman though, 
so it is most often seen through 
that lens. Women are still being 
treated like their perspective 
is outside of that which is to be 
considered standard, which un-
fortunately may help serve to 
keep it that way if any sense of 
complexity is diminished. 
Without feminism, I would simply 
not be able to live the way I live 
now. I personally am a feminist 
but my work isn’t about myself, 
I want it to live another life and it 
would be limiting to me if I were 
making my political beliefs legi-
ble through every object I made.
I don’t make explicitly “feminist” 
art, which is my choice. Howev-
er I didn’t choose to be a wom-
an, I simply am one. For some-
one to see that I am a woman, 
and then call my work "feminist" 

simply based on that fact is to 
remove my objective from the 
equation. The right to be com-
plicated is fundamental to any 
sense of equality. 

Maja Cule
Croatian, b. 1984
Lives in New York

When working with female per-
formers I wish to make visible 
the aspects of femininity that are 
censored in cinema and culture, 
such as individuality, violence, 
and freedom to make a bad 
choice. I think that the body is a 
semi-private space, occupied by 
experiences, totalitarian cultural 
constructs, various substances, 
and images of normativity. 
My idea of female participation 
in society comes from learning 
about feminist groups from Eu-
rope that were living in Yugo-
slavia in the ʼ40s, during World 
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A few celebrities—most prominently Katy Perry—
rejected feminism recently because they felt 
that it unfairly targeted the men they love. Does 
it matter whether well-known women consider 
themselves feminists?
I’d rather know exactly what she’s rejecting. 
What is this monolithic ideology that equates 
questioning patriarchy with vilifying men in 
relationships with women? To me, this is 
an example of woman assuming the worst 
male caricature of feminism, which is about 
demonizing lesbianism and female rage.
Feminist intellectuals like Bell Hooks have 
already addressed these dynamics and most 
of the feminists I know have moved beyond 
these perspectives. Would she reject Plan B, 
The Equal Pay Act, The fight to end the war on 
trans women, the inclusion and recognition 
of female artists? It’s sad to see feminism’s 
historical and material struggles—both past 
and present—swept away based on someone’s 
boyfriend’s feelings.
As a trans person, do you think feminism—
and maybe we could extend this to related 
discourses like queer and critical theory, too—
has made itself responsible to trans issues?
I do and I am so grateful to the feminist, queer 
and tangent movements for creating space 
for me and other trans people. I think there’s a 
relationship between the theoretical and the 
material that really plays out when it comes to 
these traditions. The theories of Judith Butler, 
bell hooks and Jack Halberstam, while at times 
literary and esoteric, have impacted my life 
directly and opened up debates that make way 
for trans people. Organizations like Third Wave 
are also leading the way.
You’ve written and made art about futurism that 
explores issues of race and gender—like the post 
critical-poetic writing on your blog  Blue Lipped 
Witch-Cunt; DJing predominately queer nightlife 

AD

JH

AD

JH

AD

JH

spaces/parties, and your self-portraits that will 
be   included in the New Museum’s Triennial. In 
this exhibition, curated by Lauren Cornell and 
Ryan Trecartin, you situate yourself within the 
tropes of black romantic art in order to explore 
the interrelated complexities of race, gender, 
fantasy, and reality as they relate to queer and 
trans issues. Is there a futurist feminism—or, for 
that matter, a feminist future?
I think feminism is inherently about the future: 
a world where we can escape the restrictions 
of the past that still bind the present. There is 
definitely a feminist future in opposition to other 
future visions. When I look at the future visions 
in popular culture, they tend to reproduce 
the same power dynamics, demographics 
and even topographies that cause so much 
oppression among the status quo. My vision of 
the future is as feminist as it is post-colonial as it 
is post-matter. I hope that my work can elucidate 
moments of how we might envision something 
else where our bodies, genitalia, sexualities and 
desires are free to roam. 

Andrew Durbin is a poet who lives and 
works in New York.

Juliana Huxtable (American) lives and works 
in New York. Her work  will be featured in the 
2015 Triennial, on view at the New Museum 
in New York from 25 February. 

Juliana Huxtable
Exploring the interrelated complexities of race and 
gender as they relate to queer and trans issues, 
the New York based artist and DJ interrogates the 
possibility of a futurist feminism.

by Andrew Durbin
Photography by Amos Mac
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INTERVIEW!“I don’t see “feminist” as a 
fixed identity, but feminism 
as a mode of resistance. 
When a woman resists being 
silenced, undermined or 
excluded, it  is a political 
act, no matter how we label 
it.  Resistance is implicit in 
every work of feminism.”

Main Theme:  POST WOMAN
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War II, and about the emanci-
pation and process of acquiring 
autonomy that was result of the 
war. Female war heroes were 
celebrated for their bravery but 
also brutality—in practical terms, 
many of my grandma’s friends 
were working, had family and 
were political activists. These 
characters influenced my per-
ception of femininity and their 
narrative is different than history 
of feminist movements in the US. 
The war in the ʼ90s erased the 
efforts of emancipation from 
the ʼ40s and brought the renais-
sance of masculinity and con-
servatism. I think that feminist 
movements are not linear devel-
opments, and that taking part in 
all of them comes from the sub-
ject position of being a woman. 

Yulan  Grant
Jamaican
Lives in New York

Within all of my work I aim 
to create a space in which 
dialogue can occur. My life 
revolves around male-centered 
environments so I tend to 
disrupt this while navigating this 
everyday existence. My practice 
stems from a need to pull things 
apart within myself; a way to re-
contextualize knowledge and 
disseminate thought on my own 
terms. It’s within this environment 
that the intersection of “black,” 
“woman” and “queer” collide. 
I operate within a certain amor-
phous blob in regards to my 
work, whether it be in video, cu-
rating or DJing. It’s not always 
obvious at first but within that 
amorphous being, definitions of 
femininity are being expounded 
upon, shattering and collapsing 

onto each other. The topics I tra-
verse are reflections of myself 
as well as society as a whole. 
They influence and interact with 
each other. The former doesn’t 
exist without the latter and it's 
the space in between these en-
vironments that a new language 
can begin to bubble.

Carissa 

Rodriguez
American, b. 1970
Lives in New York

Why is it never asked of male 
artists how their work relates 
to the notion of masculinity, or 
how their work engages in a re-
consideration of male identities 
and role models? What does a 
masculinist art have to say for 
itself in 2015? The answers may 
illuminate. I’m frustrated that the 
conversation on gender in art 
still makes it the task of the “lib-
erated” female artist to validate 
her practice contingent to hete-
ro-male identity—the de facto uni-
versal measure of artistic value 
constituted by anything a male 
artist finds “worthwhile” at any 
point in time. This exempts male 
contemporaries from the critical 
and historical accountability to 
their work’s content and mean-
ing that women artists are held 
to. It will perpetuate until we find 
other ways of framing the ques-
tion. I feel the need to trouble this 
point, as an artist, while trying not 
to be reduced to it.
Part of my work locates condi-
tions through which an artwork, 
and by extension an artist, is 
able to appear, a process of lo-
cating power that is not un-gen-
dered. Also, since much of my 

work suggests relationships be-
tween technologies of artistic 
reproduction and technologies 
of biological reproduction, one 
may choose only to see female 
sentimentality (“Do you like love, 
babies and flowers?”) but what 
is simultaneously at stake in the 
work are economies of desire 
and debt waging war. Between 
sexes, sites and signifying sys-
tems, I see my art appearing as 
an accumulation of attempts at 
giving form to what is not quanti-
fiable in these exchanges.
I don’t see “feminist” as a fixed 
identity, but rather feminism as 
a mode of resistance. When a 
woman resists being silenced, 
undermined or excluded, it is a 
political act, no matter how we la-
bel it. Resistance is implicit in ev-
ery work of feminism and not ex-
clusive to females. This furthers 
my point that men should not be 
excused from the conversation.
Feminism has been exploited by 
those who seek to profit from it, 
by institutions that claim diver-
sity for economic value rather 
than redistributing power, and 
by those who slander women 
artists as categorically impaired 
from achieving solidarity. I’m 
deeply fortunate to belong to a 
strong core of risk-taking friends 
and peers whose hardcore sup-
port and hard-won contributions 
consistently prove otherwise.    

Left: Lucy McKenzie, Cat Drawing 2 (Inventors of Tradition), 2011
Private collection


