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ABSTRACT 
A growing collection of art games can be identified as feminist, this paper gathers 

historical precedents to create an archive for future research. By identifying key 

feminist performance, interactive media, technology-based and game artworks over the 

past fifty years and placing them on a timeline we explore connections across time and 

context. The initial focus on Canadian artists moves forward to reference key 

international artists that contribute to a canon of feminist game art. The selection of 

work is partial, problematic, and inevitably reflects the biases of the authors, but aims 

at starting a process in the hope that others will diversify the works and framing 

selected. The research is intentionally promiscuous and pragmatic, offering future 

feminist game artists a heritage to draw on, a continuum to situate themselves in, or 

against, and tools for grant writing by identifying historical connections and contexts. 

By connecting game art to precedents, we look beyond the margins of game studies in 

a call for new conversations on art games. 

Keywords 
feminist game art; art histories; intergenerational; artist interviews; feminist timeline  

INTRODUCTION 
This research aims to connect and amplify themes common to feminist game art 

practices in related expressive forms. Through interview and analysis links are drawn 

across the work selected. There are important similarities and differences between 

generations relevant to the times and technologies engaged that will emerge from a 

brief discussion of key works. Our timeline features performance, interactive media, 

technology-based and game artworks, connecting multiple generations of feminist 

artists on a timeline. We sought input from experts in feminist interactive media art in 

Canada to address potential omissions and extended into primary research via a series 

of interviews with artists named on the timeline to explicitly include their voices in the 

project. This paper offers an all-too-brief survey of a significant body of work to 

illustrate one way that feminist timelines can generate connections across time, place, 

and practice to imagine more inclusive and equitable approaches to canon formation. 

GAME ART CONTEXTS 
Much contemporary academic writing about game art has been successful in moving 

beyond early definitional challenges i.e., the question of whether games can be seen as 

an art form. The work of academics such as Flanagan (2009), Schrank (2014), Sharp 
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(2015), Upton (2015), etc. have, thankfully, become more concerned with situating a 

range of game art practices within particular frameworks than justify the status of 

games as art e.g., Sharp’s discussion of game art, art games and games by artists. While 
these approaches have been productive in situating a range of expressive practices in 

and around game form within legible frameworks for pedagogic, curatorial, and critical 

ends we seek here to problematize these approaches. Approaches that, for example, 

categorize game art by positioning the work within art historical movements like the 

avant-garde can perhaps be prematurely constraining the potential of multiple emerging 

game art practices, as one interviewee said: “The avant-garde is from the past.” Jay 
David Bolter’s introduction to Schrank’s Avant-Garde Videogames (2014) talks 

through some of the complexities of situating game art as avant-garde practice. Bolter 

reminds us of some of the goals of the historical avant-garde to challenge the high art 

establishment before in time becoming part of the very same traditions. He points to 

the irony of the drive to accept videogames as an art form requiring legitimization by a 

patriarchal and elite establishment while this establishment becomes increasingly 

challenged by increased access to and consumption of popular culture. Usefully for this 

project Bolter does suggest that whilst art has not saved culture in general that: 

“…feminist performance art, could still perform a critical cultural function” (Bolter in 
Schrank, ix). Schrank suggests a functional approach to avant-garde games: “We can 
evaluate the avant-garde according to how it opens up the experience of games (formal 

art) or the experience of being in the world (political art).” (Schrank 21) Yet art goes 
beyond the functional, and a whilst a feminist approach to aesthetic practices would 

agree that all representational practices express the ideologies of their makers it would 

seem more challenging to cleave form from politics. 

However, the intention here is not to dismantle this important work on game aesthetics 

but to ask of it fundamentally feminist questions: Who gets to say what game art is? 

The academic? The art establishment? The player? Or the artist themselves? How might 

those of us holding the multiple privileges of academic tenure open and support the 

multitude of emerging artists, practices, and forms that game culture spawn? The 

response suggested here is to start by speaking to those engaged in a range of game art 

practices to seek to understand how they situate their work. 

METHODOLOGIES 

We have used both primary (interviews and expert consultation workshops) and 

secondary research (archival research, online database research, artist documentation, 

academic work) approaches to this project. Building from initial steps that pulled 

together a range of interactive media, game art and performance work over the past 

fifty years we created a timeline to sketch connections between different generations 

of feminist interactive art. It has been possible to connect this work via shared affinities 

for aesthetics of action, embodiment, and audience-centered experience. 

However, this has only been possible because of individual practices of documentation 

from artists, communities, curators, critics, and the academic record. Without artist 

archives like vTape in Toronto or the Langlois Foundation1 in Montreal or the art 

historical work of academics like Dot Tuer and Caroline Langill it would have been 

impossible to trace work across generations of feminist artists. Whilst many of the 

artists placed on the timeline do not necessarily know each other’s work it is relatively 
straightforward to see a range of thematic connections across the practices. Interest in 

technology, interactivity, embodiment, audience, and performance span the nearly 

fifty years of art chosen for the timeline. Work was selected to fit a loose intersection 

of feminist art practices and as such can be seen as exclusionary and subject to the 

selection bias of the authors. The hope is that others will develop and extend this work 

to be more widely inclusive of future feminist game art practices. 

Timelines continue to be an important feminist technique that aim to push back against 
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the ongoing erasure of female histories pervasive in patriarchal society. The process 

of building a timeline to share with emerging game artists has been enriched by in-

depth interviews with select artists that explicitly work with games to identify more 

general contexts of contemporary game art.  

The Timeline 
 

 
Figure 1: Connections Timeline - See 

accompanying PDF for zoomable and legible 

version 

 

Work was selected from a concentrated period of desk and archival research and 

adopted an intentionally wide scope in identifying work drawn from contemporary art 

and installation contexts. Publications about the selected work were surveyed to assess 

impact in terms of generating curatorial, cultural, and academic outcome and keywords 

were assigned to the work selected to explore forms, themes, and delivery. 

The Interviews 
Feminist approaches to gameplay performance look to apply critical approaches drawn 

from gender studies, feminism, and queer theory to explicate the potential of gameplay 

and game-making as a site of resistance (Westecott 2018). This paper moves on from 

this foundational interest to explore the perspectives of artists engaging games across a 

range of generations, who happen to identify as feminists in varying ways, and then to 

discuss some thematic connections across the intersections of feminist artistic practices 

presented on the timeline. The artists interviewed were Judith Doyle, Myfanwy 

Ashmore, Auriea Harvey, micha cardenas, Elizabeth LaPensée, Angela Washko and 

Hannah Epstein. Most interviews took place over Skype and the artists responded to a 

short set of questions that explored their relationship to games, game art, feminism, and 

players. The selection of artists was important to the discussion that follows because of 

the intersections of their identities, timespan, range, and impact of their practice, and 

the cross-generational implications of the study. 

The interviews indicate both an increasing identification as a gamer and a growing 

proximity to game culture across generation on behalf of the artists interviewed. This 

is not surprising given the growth of digital game culture over past decades in which 

young artists have grown up playing mainstream games and finding in them personal 

meaning and significance. Access to both the internet and to videogame play has 

opened digital games to artistic curiosity yet the commercialization of these 

technologies complicates the ways in which artists can function in and around game 

culture. For example, Auriea Harvey said that both spaces she has made art for, net.art 

and games, seemed initially to offer possibility spaces to do interesting work and build 

direct relationships with an audience yet subsequently became “less interesting,” due 
to commercial pressures. Tale of Tales have always been interested in a direct 

relationship with their audience and have rarely made work for galleries. Their art 

practice can be seen as ‘born digital’, moving from net.art in the nineties to independent 

game making in the noughties before explorations in virtual reality in more recent work. 

As artists, their interest in this direct connection is relatively rare and motivated a body 
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of work that succeeded in opening possibilities for future generations of game artists in 

terms of form, content, and distribution. This has been a far from comfortable 

experience that led to an abandonment of games as a culture they are interested in 

engaging. It is not coincidental that many artists interviewed here exist in academic 

spaces to survive and continue to make work. More established artists interviewed 

position themselves as outside of game culture whilst acknowledging that videogames 

provided both material and practices inherent to their artwork (Doyle and Ashmore). 

All artists interviewed laughed in response to a question about their relationship with 

the art market and although their approach and perspective varied there was generally 

a lack of interest in monetizing work. Judith Doyle, for example, placed heavy 

emphasis on non-commercial practices that prioritize a community of artists interested 

in building new forms of social interaction. Harvey said that historically her work was 

not created for gallery spaces, and normally showed badly in the art market although 

curators were now savvier about how to exhibit work. LaPensée emphasized that she 

wants her work to be as accessible as possible and not to be stuck in galleries or limited 

spaces - her communities and the people who play her games are primarily indigenous 

and there are a lot of access issues. In the indigenous art context, the notion that artwork 

shown should be ‘traditional’ had further complicated matters although with more 
indigenous curators the shift in understanding that indigenous artists have the right to 

express themselves in any medium they chose has become more prevalent. Sharp 

(2015) talks about the range of audiences for game art works, importantly splitting out 

different communities of interest and practice. For example, Sharp suggests that game 

art is more directed at contemporary art communities whilst art games are more focused 

on game communities. However, the response from interviewees suggest that these 

artists inhabit and address multiple communities and often those outside, or at least 

peripheral, to the machinery of either contemporary art or game culture. For example, 

does LaPensée’s insistence on making games for her indigenous communities preclude 
an identification of her games as an art practice? 

When asked about the emerging frameworks for discussing game art proposed by game 

scholars most interviewees expressed an aversion to having their practices labelled in 

such ways. Myfanwy Ashmore for example acknowledged that whilst Sharp’s 
discussions of game art as that which used games as material for practice did lend itself 

to the way she works that this approach did not recognize that most of her work is 

informed by her own personal experience. Ashmore spoke about how she spends a lot 

of timing thinking about multiple aspects of the technology she uses both personally, 

culturally, and socially and lets that inform her artistic choices. This does not negate 

Sharp’s point nor intent to expand the field but suggests that there are multiple layers 

at play (pun intended) in framing artistic practices. 

Other interviewees emphasized that for them games were about an explicit relationship 

between the maker and the audience and that as a playable form of art that games are 

meant to be played and that emerging aesthetic frameworks did not necessarily 

acknowledge the co- dependencies inherent to these multiple interactions (Harvey and 

Epstein). When asked how important the player was in their work the response varied 

dependent on the specific artwork, for example in Ashmore’s Mario Battle No 1 (2000) 

the player was important because “...they had expectations of a game that was not 
giving them what they expected.”, however in Grand Theft Lovesong (2010): “…the 
player was me, I was using the game controller as a vehicle for expression to control 

Nico, to make him dance”. For Angela Washko it varies depending on whether she is 
making games or performing in them. When performing the other players are those that 

she is interacting with and their relationship to the game space and other players is what 

she is exploring as artist-researcher. In Washko’s The Game (2016) the role of the 

player is to have “…an embodied experience of being engaged by pick-up artists.” 
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Washko is interested in putting the player, especially male players, into a role that they 

may not have experienced before. Hannah Epstein thinks of her art as a gifting practice 

for which she is crafting a certain experience, a bizarre interaction, that she wishes 

someone would create for her thereby hoping to set up a dialogue between herself and 

the player. 

There were multiple responses to the question of avant-garde games, with the emerging 

artists agreeing that game art was an avant-garde practice to a more tentative response 

from established artists. Myfanwy Ashmore, for example, felt the term avant-garde was 

tricky in that as an artist she responds to things happening in her life and in the 

communities she interacts with or understands globally. Ashmore said that it made 

sense that artists looked to games regardless of whether they were hacking or using 

Twine but that she did not think that was necessarily an avant-garde practice. She feels 

that artists engage in a wider cultural conversation and that the way they do so may be 

avant-garde but that this is difficult to generalize. Perhaps ‘playing-with’ games need 
to be distinguished from ‘playing-to-expand’ as set out by Schrank’s framing of avant-
garde games? 

The interviewees were asked if their work was feminist and if so, in what ways and not 

surprisingly this question generated a range of responses from personal identifications 

to acknowledgement of support from feminist networks to a positioning of work as 

counter to the dominant and default masculinity of games as they are understood 

commercially. It is important here to acknowledge the multiplicity of feminisms that 

exist and the intersections of oppression that those who identify as women occupy. 

Whilst the artists selected for interview identify as women and produce work that can 

be understood as feminist art by an audience, the matter of individual identification on 

the part of the artist is important, both in terms of their own identities and how they 

identify their work. The rich range of responses to this question reinforced the multiple 

ways in which feminist art can be approached. From those who connected their activism 

with their art practice, to those whose identification as a ‘troublemaker’ allow them to 

comment on their experience of being a woman in technology, to an insistence on a 

‘feminine’ approach to game making that functions outside existing form to those 

whose feminism entirely motivates their game making practice these women artists 

illustrate some of the multiple possibilities for feminist game artists and feminist game 

art. Interestingly the only artist interviewed who did not identify as feminist in some 

way did so because of her cultural heritage. Elizabeth LaPensée spoke about her 

Anishinaabeg upbringing, language and culture as creating the context for her work 

being interpreted as feminist and said that this was not necessarily intentional but grew 

from the way she was raised in an indigenous community. 

Gameplay Performance Art 
Many of the artists interviewed made explicit reference to games as a performance 

form. Auriea Harvey identifies as “…at least 50% performance artist,” for her, game 
design creates a stage for play to be completed by the player. Tale of Tales often use 

theatrical techniques in their art. In Sunset (2015) the player sees the player character 

through mirrors, and the protagonist does things that you do not necessarily agree with, 

the interest being in the differences between player and the player character. In The 

Path (2009) the girls look back at you which is intended to make explicit that you the 

player are always present. In Bientot de L’Ete (2012) at the end of the beach the player 

is confronted with a mirror. In Tale of Tales games, you are always confronted with 

yourself in some way. Harvey talks about how in working with Virtual Reality that this 

becomes extremely clear, that the artist is working with bodies. For Harvey, VR is not 

done at home which implies that players need to come to it, and in designing for new 

experiences it is important to consider how to ease that self-consciousness. Virtual 

Reality also almost always comes with bystanders so as an artist Harvey is curious as 
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to what are they doing and acknowledges that the artist is always actually creating two 

experiences at once, one for the player the other for the audience. 

Washko’s interest in reflecting ludic and real-life experience in her art practice creates 

a rich intertwining of artistically motivated social interventions in online game worlds. 

This is framed by Washko as performance art in relation to being a body in space that 

in MMORPGs (Massively Multiplayer Online Role-Playing Games) offers a specific 

context for performance by facilitating the taking on of the persona of a given avatar. 

Washko’s performance as MMORPG avatars is invested in the idea of “…somewhat 
gently disrupting the everyday flow of the social game space.” Washko discussed two 
of her WoW (World of Warcraft) performances: The Council on Gender Sensitivity and 

Behavioral Awareness in World of Warcraft (2012) in which she talks about feminism 

in-game to other players and The World of Warcraft Psychogeographical Association 

(2013) where she takes players on tours of uninhabited parts of the WoW map. With 

both works the experience is performed, documented, and shared online. 

 

The artist interviews suggest that the evolution of game art would benefit from further 

open research that looks beyond canonical works, shows, or formal classification to be 

inclusive of a range of artist voices. The following brief discussion of major themes 

arising from the timeline suggests some common interests in feminist-identified work. 

MAJOR THEMES FROM THE TIMELINE 
Whilst a deep analysis of all the works selected for the timeline is beyond the space 

available here the following discussion suggests some shared interests. Here we will 

focus on approaches to bodies, technologies, and interfaces – as one interconnected 

lens through which the art selected can be discussed - and these summaries prioritize 

themes evident across much of the work over detailed discussion of form. 

Bodies 
An early project on the timeline Demo Model (1978) by Elizabeth Chitty illustrates the 

ways that much performance art engages a performer’s body as interface between a 
performance, the technologies deployed and an audience providing one example of the 

ways in which feminist artists engage their bodies as central to their art practice. Digital 

performance practices form an important vector for the timeline indicated via the 

presence of the work of Isabelle Choinière whose dance pieces Le Partage des peaux I 

(1994) and La Mue de l'Ange (1999) explore the relationships between software and 

choreography by capturing motion and transforming it into video and sound, the 

performances function via the interplay of real and virtual bodies proposing a sense of 

expanded and extended bodies. Diana Burgoyne’s Digital Body (1983) created tension 

in its use of technology in this audio-based interactive performance that she 

characterizes as ‘Folk Art in the Digital Age’, in that the choice of low-cost materials 

enables the piece to be created by anyone. This accessibility to the means of creation 

persists across much feminist art including that of game artists Hannah Epstein and 

Kara Stone. Later work by Burgoyne He Transmits/She Receives (1990) continues her 

exploration of the trace of the user’s body in technology through handmade objects 
which: “...draw their strength from their handmade construction and their close 

connection to the everyday gesture of the body.”2 This interest in the handmade 

resonates thematically across practices highlighted via the timeline. 

 

The development of Virtual Reality art in the early nineties was led by a significant 

number of female artists. From Catherine Richards first Canadian Virtual Reality 

artwork Spectral Bodies (1991) to Brenda Laurel and Rachel Strickland’s Placeholder 

(1992) to the internationally recognized work of Canadian artist Char Davies Osmose 

(1995) and Ephemere (1998) this early wave of VR art developed by women indicates 

an interest in the ability of these technologies to extend and reconfigure embodied 
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experience. A detailed investigation of these histories will be developed in future work 

but in the currently re-emerging area of VR it is evident that women have led new fields 

of artistic exploration. These patterns of technological innovation in which early 

activity by women is passed over in future mainstreaming of a particular industry is all 

too familiar to those of us invested in feminist work.  

 

By the end of the noughties, with the convergence of online distribution, wider cultural 

interest in games, and more accessible tools it becomes possible to see a rise in both 

personal and political game making activity. This game art addresses the body of both 

the maker and the player in a range of ways: from exploring queer identity via game 

design in the work of Anna Anthropy or Christine Love; the exploration of female voice 

in work as diverse as Tale of Tales or Hannah Epstein; to Rachel Weil’s celebration of 
girly games to themes of self-care, mental wellness, cybersex and romance in the art 

practice of Kara Stone much feminist game art centers on an embodied human 

experience. 

Technologies 
Whilst not all artworks chosen for the timeline requires the use of computational or 

digital technology, all works do engage a range of technologies in their construction, 

display, and documentation. Here it is possible to understand technology in a wider 

sense: as subject, as tool and as material for artistic intent. Some work is concerned 

with the technologies of participation and interaction with art, culture, and society 

regardless of any digital component whilst others engage directly with the expansions 

to human experience made possible via technological evolution. 

The works that do directly engage digital technologies do not do so as an end but always 

to make a larger point, to carry out a deeper artistic inquiry. This can be seen as a type 

of prescience, for example, the work of Nell Tenhaaf since the nineties has been 

interested in “...the idea of novel social relations that emerge in our interactions with 
digital media…[and] draws out the agency that an artificial entity can exhibit...”3. 

Tenhaaf ascribes agency to technology itself and believes that it is the role of art to 

make people aware of the ontologies of emerging technology. Her view is that the 

artifacts arising from computational research refigure a human- centered view of social 

relations. Some twenty years from the start of this work much of human society is built 

on computational technologies, an often-invisible layer holding increasing power over 

human existence. Tenhaaf’s ongoing interest in technology, partly focused on genetics 

and artificial life has manifest in user-activated works including UCBM (1999) that 

explores notions of control in which the user is implicated in the development of genetic 

algorithms. PsXXYborg (2013) by Epstein, Yee and Leitch explores similar themes as 

an art game dealing with issues of agency, gaze and mirroring in a mythic world 

presented on dual screens. 

 

One key difference across the generations of artists featured lies in their approach to 

technology, early work shows a deep interest in how digital technology impacts the 

human condition whilst more recent work appears to accept computation as part of the 

tools to hand for the artist, and not necessarily of interest in and of itself. 

Interfaces 
In a similar manner to the above brief discussion of technology beyond computation, 

the term interface can be understood as a point of connection at which two things meet 

and interact. In computational terms this normally refers to how a user communicates 

with a computer and in the context of this paper we use the term to refer to the ways in 

which an audience member interacts with an artwork. The first work selected Audrey 

Capel Doray’s The Wheel of Fortune (1968) consists of a barrel-shaped electronic 

sculpture that invites viewers to spin a disk that triggering light and sound that when it 
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stops shows a fragment of a collage with audio, the viewer response can then activate 

the wheel. Using the iconography of a fairground game the viewer is invited to play 

with the art piece. Interfaces to the art shown vary from the tacit to the social, with 

much of the performance work explicitly including the audience for example Anna 

Banana’s Banana Olympics (1975) invited the audience to participate in a shared social 

experience following the rules of a televised formal game. 

Across the timeline, the expectation of engagement on behalf of the audience varies 

from a more traditional passive viewing experience to movement-triggered audiovisual 

experience to hypertext choices to full-body immersion via Virtual Reality 

technologies. The range of interfaces to the artwork presented can be situated on a 

continuum of action from viewing to inhabiting. Whilst the level of engagement with 

the artwork provided by the artist varies across the timeline, later works are not 

necessarily more interactive than earlier ones. One key difference lies in the growing 

accessibility of technologies of distribution and delivery. Since the introduction of the 

internet and digital distribution, physical exhibition is not the only way that an audience 

can access a particular artwork. Many art games, for example, are available for 

download, or playable in browser, which potentially increases the reach of the work to 

a much wider audience. 

Many of the early works shown on the timeline use a series of conceptual approaches 

to interface with their audience. For example: the early work of Doray, Frenkel, 

Kikauka and Paterson use elements of chance to provide variance in their work. By 

widening definitions of technology and interaction beyond current assumptions it is 

possible to see the shift in interfaces with audiences over time. Across the timeline there 

is use of humour and absurdity to make more serious points, for example in the 

performances of The Peanettes, Anna Banana and The Clichettes, Paterson and more 

recently the work of Epstein. Further, issues of sexuality occur in the art of Mars, 

Sterbak, Fisher, Love and Stone. From the use of chance, humour, the body (via 

wearable art and as interface) as unifying metaphor; themes like intimacy, the 

handmade and sexuality, to practices like hacking (whether bodies or reality) and 

modding and via an ongoing interest in collaboration and process much of the work 

shares a common interest in the aesthetics of action, embodiment, and audience-

centered experience. 

 

Situating these works together on a feminist timeline is a speculative act and can be 

seen as “promiscuous” in Childers et al. (2013) sense of a feminist methodology that 
seeks “re-politicization…in the negotiation of desires and material reality” (518) 

wherein tools from feminist histories are taken up in service of feminist futures. 

CONCLUSION 
Whilst in many ways the interviews complicate discussions circling more widely 

around game aesthetics, the timeline itself proved a useful tool to explore, in a very 

general way, commonalities in approach across generations of feminist artists. It is 

interesting to note that despite the significant differences in technological adoption in 

the almost-fifty-year span of the timeline that many shared issues of personal and 

political interest can be seen in the small section of work surveyed. Future directions 

could involve development of an online database for this work open to future addition 

to ensure a widely accessible and ongoing record.  

Feminism has always been more effective when it has agreed to individual differences 

whilst working towards common goals and it is the hope here that enough commonality 

can be seen across these generations of feminist artists and art to show that there is 

ongoing benefit to maintaining a public record of feminist work of this nature. That it 
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is indeed necessary and productive to take an expansive view of art practices to seed 

more nuanced discussions for the future of game studies. 
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INTERMEDIA - VANCOUVER

A public workshop dedicated to 
the collaborative exploration of new 
technologies by artists such as Evelyn 
Roth, Audrey Capel Doray,
Anna Banana

November 1 - Issue 1 of the Body Politic 
goes on sale in Toronto.

Miriam Shapiro and Judy Chicago  
announce the first feminist art
program at the California Institute
of the Arts.

The feminist party of 
Canada is formed in 
Toronto for ensuring 
women’s full participation 
in the political arena

Worldpool International 
artists' network using 
proto-Internet collaboration 
technologies including 
telefacsimile. Judith Doyle 
was the co-founder

HEATHER KELLEY
LAPIS 

Simulation
Pleasure

ANNA ANTHROPY
TOMBED

LADYKILLAS INC
HEY BABY

Game Mod, FPS, 
Female Protagonist

MONA HATOUM
SO MUCH I WANT 
TO SAY

Pre-cyberfeminist, critique 
of postcolonial discourse

ANNA ANTHROPY 
DYS4IA

DIY, Gender Transition, Body

MATTIE BRICE 
EMPATHY MACHINE

TRACY FULLERTON 
THE NIGHT JOURNEY

CELIA PEARCE 
EBEE 

ANGELA WASHKO 
THE COUNCIL ON 
GENDER SENSITIVITY 
AND BEHAVIORAL 
AWARENESS IN 
WORLD OF 
WARCRAFT

Game Performance,

Game Art

HYE YEON NAM
KISS CONTROLLER 

Game, DIY

MATTIE BRICE
MAINCHI 

DIY, Gender Transition, Body
SQUINKY
DOMINIQUE 
PAMPLEMOUSSE 
IN IT’S ALL OVER ONCE 
THE FAT LADY SINGS!

Adventure game
Gender and the economy  

RACHEL WEIL
ELECTRONIC 
SWEET-N-FUN 
FORTUNE TELLER 

XYZ
INTERACTIVE
GAME
EXHIBITION
MUSEUM OF 
DESIGN ATLANTA

ANNA ANTHROPY 
LESBIAN 
SPIDER-QUEENS 
OF MARS

MACHINIGIRRLZZZ, 
A MACHINIMA EXHIBIT 
AIX-EN-PROVENCE
CURATED BY
ISABELLE ARVERS 

Exhibition, Game Art

SQUINKY
COFFEE: 
A MISUNDERSTANDING

Gender identity, 
Social awkwardness,  
Interactive play 
Social media critic
Diversity

AURIEA HARVEY
TALE OF TALES
LUXURIA SUPERBIA

Sex, Pleasure, Sensuality

THE MIGHTY JILL OFF 

Game, DIY

ANNA ANTHROPY 
TRIAD

Game, DIY

AURIEA HARVEY
TALE OF TALES
GRAVEYARD

Game, 
Realtime poetry

1968 1974 1975 1977 1978 1980 1983 19861985 1988 1989 2005 2007 2008 2009 2010 2011 2012 2013 2014 2015 2016

Canada Council media 
arts section established

FEMICOM Museum
founded  by Rachel Weil  

IDA TOFT 
AMANI NASEEM

BITE SIZED 
WATER GAMES

THE GOAT HERDER 
AND HIS FAINTING 
GOATS

THE PEANETTES

MR. PEANUT 
MAYORAL CAMPAIGN
Performance, 
Non-digital,
Political Satire 

AUDREY 

CAPEL DORAY

THE WHEEL OF 

FORTUNE

Interactive,
Game,
Non-ending

VERA FRENKEL

STRING GAMES
Interactive,
Improvisation, 
Participatory,
Control 

TANYA MARS

CODPIECES: PHALLIC
PARAPHERNELIA
Wearable Sculpture
Sexuality

EVELYN ROTH

SALMON DANCE
Interactive
Fabric Sculpture

ELIZABETH CHITTY

DEMO MODEL

Interactive,
Body as an interface,
Self-surveillance,
Us vs Technology

Three aliens who practice 
to become human girls
Performance
Political Satire

ANNA BANANA

BANANA OLYMPICS

Interactive, 
Participatory, 
Humour, 
Non-digital

THE CLICHETTES

HALF-HUMAN, 
HALF-HEARTACHE 

The first feature-length 
performance by  (Louise 
Garfield, Janice Hladki and 
Johanna Householder)

LAURA KIKAUKA

MISPLACED 
AFFECTION
‘Domestic life in today's 
electronic age’  

Simulation,
Interactive

NELL TENHAAF 
US AND/OR THEM

Propaganda,
Open-end,
Interactive

DIANA BOURGOYNE
DIGITAL BODY
Society vs Technology
Body,
Interactive

LAURA KIKAUKA
FUNNY FARMS 
Multiple-narratives,
Interactive

JANA STERBAK 
SEDUCTION 
COACH
Seduction,
Consumption,
Interactive

LAURA KIKAUKA
‘THEM FUCKIN' 
ROBOTS
Sexuality,
Metal performance

CHRISTINE LOVE 
DIGITAL: A LOVE 
STORY

CHRISTINE LOVE 
ANALOGUE: 
A HATE STORY

JANA STERBAK
REMOTE CONTROL
Autonomy vs Dependency,
Interactive,
Body

DIANA BURGOYNE
HANGING ONE
Body,
Interactive

NANCY PATERSON 
BICYCLE TV 
Interactive
Presence

KARA STONE
FEMINIST 
CONFESSIONAL
Interactive Confession

KARA STONE
FEMINIST 
CONFESSIONAL
a 28 day long game
multi-narrative,
loneliness, 
power,
healing

ELIZABETH 
LAPENSÉE
HONOUR WATER

ELIZABETH 
LAPENSÉE
SURVIVANCE
Non-linear 
Healing
Presence

KARA STONE
(UN)DONE
Intimacy,
Connection

CHRISTINE LOVE 
DON'T TAKE IT 
PERSONALLY, 
BABE, IT JUST 
AIN'T YOUR 
STORY

HANNA EPSTEIN 
THE IMMORAL 
MS CONDUCT
Game Art, 
Experimental, 
Female protagonist

MERRITT KOPAS
LIM 
DIY, 
Gender Transition,
Body

PLAY ALONG / 
JOUE LE JEU 
EXHIBITION AT
LA GAÎTÉ LYRIQUE
CURATED BY :
LYNN HUGHES, 
HEATHER KELLEY 
AND CINDY 
POREMBA

HANNAH EPSTEIN, 
ALEX LEITCH AND 
SAGAN YEE
PSXXYBORG
Game Art, 
Experimental,
Cyborg

KARA STONE
SEXT ADVENTURE: 
Cyber sex
Computer sexuality
Intimacy

KARA STONE
MEDICATION 
MEDITATION 
Daily mundanities 
Self-care
Therapy

HEATHER KELLEY
LYNN HUGHES
ALAIN THIBAULT, 
AND GEOFFREY 
JONES
FABULOUS/FABULEUX

JUDITH DOYLE
LONG CRESCENT 
HOUSE 
TRANSFORMER

Interactive
Memory
Presence
Virtual

A physical interface game 
for public interior spaces.

RACHEL WEIL
TRACK+FEEL II 

The term cyberfeminism 
first came about

Matrix, VNS. (1991)
A Cyberfeminist GAME 
Manifesto for the 21st 
Century. Australia.

BRENDA LAUREL 
RACHEL STRICKLAND
PLACEHOLDER 
(VR INSTALLATION) 

Multi-person, 
Narrative action,
Immersive,
Landscape & Narrative

ANNE-MARIE SCHLEINER
VELVET-STRIKE

Game mod, Patches

VNS MATRIX 
ALL NEW GEN

CD-ROM game,
Game Art,
Cyberfeminism

Studio XX 
founded in Montreal ANNE-MARIE 

SCHLEINER
MUTATION.FEM.
(DIGITAL CURATION)

Web art/text, 

Game Art 

ANNE-MARIE 
SCHLEINER
LUCKYKISS_XXX 

Web art/text, 

Game Art 

ROBERT NIDEFFER
TOMB RAIDER PATCHES

Game mod, Patches

1990 1991 1992 2000 2001 2002 20031993 1994 1995 1996 1997 1998 1999

REBECCA 
BELMORE 
AYUM-EE-AAWACH 
OOMAMA-MOWAN 
SPEAKING TO 
THEIR MOTHER
Decolonization,
Participatory,
Performance

VERA FRENKEL
FROM THE TRANSIT
BAR
Staged,
Empathy,
Multiple-narratives

ELIZABETH CHITTY 
HORTUS IMAGINUM
Active Embodiement,
Spectatorship
Landscape

CATHERINE 
RICHARDS
"SPECTRAL BODIES"
FIRST VR ARTWORK 
IN CANADA 

Virtual,
Immersive,
Body,
Interactive

TANYA MARS
HOMAGE TO 
HANNAH WILKE 
AND VIRGINIA 
WOOLF
Performance,
Participatory,
Body,
Non-digital

ELIZABETH 
VANDER ZAAG 
TALK NICE
Interactive,
Social interaction,
Voice recognition

MYFANWY ASHMORE 
MARIO BATTLE NO.1 

CAITLIN FISHER 
THESE WAVE OF 
GIRLS
Hypertext,
Sexuality, 
Power,
Non-linear,
Interactive

NANCY PATERSON 
MACHINE IN 
THE GARDEN
Interactive installation 
Simulation

CATHERINE 
RICHARDS
VIRTUAL BODIES 
Immersive,
Presence,
Body

CATHERINE 
RICHARDS
CURIOSITY CABINET 
AT THE END OF 
THE MILLENNIUM 
‘Unplugged self’
Cyborg 
‘(half machine, half flesh.)’
‘Impermeable skin’ 

INGRID 
BACHMANN 
MIGRATION
Interactive, 
Multiple-narratives

CATHERINE
RICHARDS
"CHARGED HEARTS"

Interactive installation,
Online Game,
‘Intimacy-simulation’

NANCY PATERSON
EX(OR)CISER
Interactive,
Narcissism,
Humour  

CAROLYN GUERTIN 
QUEEN BEES 
AND THE HUM 
OF THE HIVE
Hypertext,
Interactive 

ISABELLE CHOINIÈRE
LA MUE DE L'ANGE
Digital Performance, 
Body, Interactive, 
Virtual

NELL TENHAAF 
YOU COULD BE ME

VALERIE LAMONTAGNE
THE ADVICE BUNNY 
Interactive, 
Performance, 
Therapy, Self-help, 
Humour,
Non-digital

NANCY PATERSON
DAS IST MEINE NEUE 
FREUNDIN

JUDY CHEUNG
BLOOD VIAL

CHERYL SOURKES 
VIDEO INSTALLATION

CARLA J. WOLF 
WOULD YOU RATHER 
BE A CYBORG

INTER/ACCESS
GAME GIRLS 
AN EXHIBITION OF 
INTERACTIVE GAME 
INSTALLATIONS

CHAR DAVIES 
OSMOSE 
Immersive,
Embodiement,
Interactive,
Body as an interface,
Nature, 
Control

DIANA 
BOURGOYNE
HE TRANSMITS/
SHE RECEIVES 
Body,
Interactive,
Cyborg

INGRID BACHMANN
NOMAD WEB: 
SLEEPING BEAUTY 
AWAKES
Interactive network
installation 

ISABELLE 
CHOINIÈRE  
LE PARTAGE 
DES PEAUX II
‘Electronic erotisme’,
Body,
Cyborg,
Interactive

RACHEL 
ECHENBERG
STILL: FROM 
WITHIN 
TO WITHOUT
Body Amplification, 
Participatory,
Intimacy

MIDI ONODERA 
ALPHAGIRLS
CYBERPERFORMANCES 
BY KINGA ARAYA, LOUISE 
LILIEFELDT AND 
TANYA MARS

Non-linear, 
Interactive,
Cyberperformance,
Body,
Pet Cloning,
Work-labour

VALERIE LAMONTAGNE
SISTER VALERIE 
Interactive Confess

MYFANWY ASHMORE
MARIO DOING TIME
------
MARIO IS DROWNING

‘Artificial Empathy’, 
Interactive
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