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ity, and power. A woman’s stark and 
confident ownership of  her body and 
sexuality, communicated through such 
methods as creating online broadcasts, 
countering street harassment, and 
making everyday choices in personal 
representation, pushes back on conser-
vative society. This often inspires oth-
ers to follow suit, stimulating a ripple 
effect through the Internet zeitgeist. 
Although fraught with controversies on 
its effectiveness, the #metoo campaign 
is an example of  the Internet’s hive 
mind, and of  the mobility of  ideas on 
the prevalence of  sexual harassment of  
women. The Internet is a unique tool for 
rapidly implanting a subject into a wide 
public discourse, aiming a spotlight on a 
quasi-community effort to address such 
issues as women’s sexual agency. The 
online and offline worlds have become 
synonymous, as writer Claire L. Evans 
notes: “The problems of  the real world 
have become the problems of  the digital 
world. The web is no longer a separate 
space; we are inseparable from the web.”

These digital methods of  empower-
ment are not pure modes of  artistic ex-
pression. Rather, the millennial artists 
of  the Femmexplicit Digitalia exhibition 
utilize these cultural phenomena, digital 
resources, and post-Internet ideals 
in pursuit of  their own assertions of  
agency to respond to the present mo-
ment, comment on history, and validate 
the presence of  their artwork in public 
discourse. However, even when their 
artworks are not constructed through 
digital means, these artists perpetually 
use the Internet as the intermediary be-
tween the work and a digital public. It is 
almost required for the work’s image to 
be available online to gain attention or 
to be referenced. Reflexively, this greatly 
benefits the artists and the perpetuity of  
their work’s statement. This exhibition 
takes shape in physical form, underlin-
ing that the exhibition itself  remains an 
emphatic public communication de-
vice, albeit aided by the cohesive digital 

presence. The works in the exhibition 
demonstrate how a range of  expressions 
of  femininity conveys an impactful 
wordless message of  authority and an 
unabashed mode of  being, present-
ed on a pallet of  feminist practices.

Sexual Politics and Pleasure

An origin of  self-authorship and in-
tentionality in the works of  the exhibi-
tion steers the conversation away from 
objectification toward empowerment. A 
woman asserting her sexual preferenc-
es, or lack thereof  (such as identifying 
as asexual), publicly and unflinchingly 
is increasingly met with praise. This is a 
departure from convention. As feminist 
film theorist Laura Mulvey writes, “Un-
challenged, mainstream film coded the 
erotic into the language of  dominant pa-
triarchal order”; the mass media have a 
history of  boxing women in. The unique 
powers of  self-authorship and person-
alization, and the potential of  a mass 
audience, made available by the Inter-
net makes that setting a unique kind of  
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I
FEMMEXPLICIT 

DIGITALIA

Introduction

Femmexplicit Digitalia explores and 
celebrates how explicit female sexu-
ality and corporeality are becoming 
symbols of  power in our society. It 
examines a perspective largely based 
on popular culture in the secular West-
ern context of  the present moment. 
This power insists on autonomy from 
traditional societal constructs and 
frames those who choose to self-iden-
tify as female (whom I will henceforth 
pragmatically refer to as women) as 
a formidable form and presence.

In the post-Internet popular cul-
ture of  the present, explicit images 
can be used for social advancement. 
Sex tapes, for example, may now boost 
entertainment careers. “Not so long 
ago, the revelation that a woman in the 
public eye had appeared in any kind of  
pornography would have destroyed her 
image… Now, being in porn is itself  the 
comeback,” states author Ariel Levy. 
Emanating from third-wave feminism 
thought like the Riot grrrl movement 
of  the 1990s, contemporary streams 
of  feminist thought are increasingly 
tending to advocate that feminism and 
sexuality aren’t mutually exclusive. A 
myriad of  actions are being performed 
as socially emancipatory. Posting bikini 
photos with a hashtag like #loving-
mycurves, for example, often leads to 

bountiful praise, rallying a commu-
nity that is quick to deflect harassers, 
trolls, and administrators blocking 
images or disabling accounts. Despite 
the increasing prevalence of  women’s 
bodies online, controversy still exists 
in the censorship from the social media 
platforms they’re posted on, even in the 
images posted on personal accounts and 
that are self-authored. Relating to this 
censoring of  explicit content, writer and 
artist Carmen Winant comments, “Cen-
sorship is, of  course, a crucial feminist 
issue, as is sexual expression, freedom, 
and agency.” The movement of  frequent 
exposure to women’s bodies and sex-
ualities online has permeated greater 
popular culture. The phenomenon has 
also emerged for feminists as one device 
of  empowerment. This is partly because, 
as Andi Zeisler, director of  the feminist 
multimedia organization, Bitch Media, 
aptly puts it, “Without pop culture’s 
limited images of  women, many actu-
al women in the real world might not 
have been inspired to fight for more and 
better representation of  themselves.” 

Digitalia

New mechanisms have developed 
in the spread and perception of  explicit 
femininity—mainly, the Internet and 
social media, which continually offer 
new means to explore identity, author-
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mass medium that can be used to flip 
the narrative of  women. Advocating for 
women’s pleasure remains necessary, al-
beit frustrating in a media and pop cul-
ture that still depends on and perpetual-
ly displays a very limited representation 
of  female sexuality, and one marred by 
moralism, judgment, and obvious dou-
ble standards. Society’s general views of  
sexuality have been historically based 
on scientific study and puritanical con-
fession. “Modern puritanism imposed 
its triple edict of  taboo, nonexistence, 
and silence,” states philosopher Michel 
Foucault. We are still fighting to liberate 
ideas about sex from an era where it was 
seen as a public service to sequester its 
activity in brothels, making sex syn-
onymous with the illicit. Foucault goes 
on, “We are informed that if  repression 
has indeed been the fundamental link 
between power, knowledge, and sexu-
ality since the classical age, it stands to 
reason that we will not be able to free 
ourselves from it except as a consider-
able cost: nothing less than a transgres-
sion of  laws, a lifting of  prohibitions, an 
interruption of  speech, a reinstating of  
pleasure with reality, and a whole new 
economy on the mechanisms of  power 
will be required.” In the post-Internet 
age, we have new tools available that 
we can use to incite the rift Foucault 
prompted. The exhibition shows how 
the Internet and the phenomenon of  
self-authored images, such as selfies and 
homemade porn, are bringing bodies 
and sexualities into the mainstream 
in an unprecedentedly pervasive and ex-
pansive way. Those who would have been 
hidden now assert themselves into the 
general public eye, potentially globally. 

Feminism

The exhibition emerges from a 
position of  sex-positive feminism, 
a kind of  feminism, emerging in the 
mid-1970s, that emphasizes the free-
dom of  women in particular regard to 

how they conduct themselves sexually. 
Within the feminist movement there 
were opponents to this train of  thought, 
women who saw the explicit imagery 
of  women circulating in the media as 
perpetuating degrading sexual stereo-
types and male superiority, leaving no 
room to be used as a feminist tool. In the 
American feminist movements of  the 
1960s through the ’80s, it was common-
ly believed that in both the political and 
the creative realms, any method that 
utilized platforms favoring the male 
gaze was decidedly non-feminist and 
thus counterproductive as a mode of  
real social change. Liberal Millennials 
tend to lean toward the idea that femi-
nism can be whatever one would like it 
to be, and that as many feminisms exist 
as there are women in the world, seems 
to contradict the stringent boundaries 
and idealistic aspirations of  former 
feminist movements. I observe this 
more recent approach in feminist histo-
ry, which leans toward a sex-affirming 
and sex-positive view. This perspective 
coincides with Foucault’s idea of  view-
ing sex along with power and knowl-
edge, and thus sexuality as a conduit 
to power. For women to present their 
femininity and sexuality unabashedly 
is revered in the ethos of  the Internet, 
leading to an increasingly more posi-
tive perception within greater society.  

Femmexplicit Digitalia communicates 
something akin to a millennial version 
of  what the cultural theorist Sadie Plant 
calls cyberfeminism, a term she coined 
in the early 90s. Stemming from third-
wave feminism, cyberfeminism encom-
passes the work of  feminists interested 
in theorizing, critiquing, and exploiting 
the Internet, cyberspace, and new-me-
dia technologies in general. From its 
inception, cyberfeminists have been 
techno-utopian thinkers who see digital 
technology as a means to dissipate divi-
sions of  gender and sex. Although thus 
far, cyberfeminists have tended to in-
clude a majority of  younger, technologi-
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cally inclined women, particularly those 
from Western, Caucasian, and mid-
dle-class contexts. Along a similar vein, 
the exhibition exists in the realm of  
Glitch Feminism, a term coined by artist 
and theorist, Legacy Russell, who calls it 
“feminism for a digital age.” It recogniz-
es the glitch as the bridge between the 
digital and real experience—it provides 
the moment where one is disconnected 
from the engulfing digital realm and re-
alizes their physical experience. Russell 
frames the glitch as a positive phenom-
enon best illustrated when viewing 
digital sexual content such as porn and 
sexting. The glitch’s moment of  pause 
connects the visual and physical plea-
sure, creating a moment of  pleasurable 
anticipation. Glitch Feminism embraces 
the concept of  the glitch as an error in 
a structured system, namely the patri-
archy. Russell states, “A Glitch Feminist 
acknowledges the value of  visuality, 
and the revolutionary role that digital 
practice has in expanding the construc-
tion, deconstruction, and re-presenta-
tion of  the female-identifying corpus. 
We acknowledge that the rigidity of  
digital dualism needs to be retired, as it 
plays into binaries of  real/virtual that 
parallel the rampantly socialized figura-
tion of  male/female.” The work of  Faith 
Holland speaks to this idea in VVVVVV 
(2013), a website which demonstrates 
that, “The Internet is made of  pussies,” 
through highlighting the foundational, 
gynocentric imagery of  the Internet.

The advent of  technology has largely 
been attributed as a masculine creation, 
with the history of  women’s involve-
ment written out and marginalized. 
Feminist scholar Donna Haraway has 
advocated for women to become more 
involved and proficient in technology 
in order to have the power to manip-
ulate its systems. Plant agrees, seeing 
technology as an area in which women 
are both able and obligated to capitalize 
on opportunities to further themselves 
and to challenge the authority of  males. 

Cyber Misogyny 

However, we must keep in mind that 
the digital realm and the Internet are 
not feminist utopias; concerns about 
being bullied, threatened, or silenced 
are as real in the realm of  the Internet 
as in real life. Just as being online comes 
with great freedom, so does it also 
come with trolls, brutal commenting, 
cyberstalking, and URL defaming. One 
speculation for how this misogynist 
digital culture began stems from the 
internet-powerhouse and “boys club” 
of  Silicon Valley. Although women are 
increasingly making a presence in the 
tech world, Silicon Valley is heavily 
male-oriented. The gender inequity in 
internet-related industries is a separate 
issue from the way women are treated 
on the internet but, the relationship 
between the heavily male-created and 
maintained platforms and what behav-
ior people tolerate online feed into each 
other to some extent. Perhaps if  Silicon 
Valley cultivated a different culture, or 
had included more of  women’s voices, 
there could have been more awareness 
of  undesirable behaviors on the internet 
and more effort may have been made 
to push it in another direction. Specu-
latively, the culture of  the internet may 
have been different than we know it to-
day. For example, women make up a dis-
proportionate amount of  revenge porn 
victims, that is to say, sexually explicit 
images or videos that have been posted 
online without consent, usually from a 
vengeful ex-partner. Revenge porn, also 
called “cyber rape,” is often accompanied 
by “doxing” the individual, which means 
the victim’s legal name, personal contact 
information, social media profiles, and 
sometimes even information on where 
they work are tagged to the imagery. 
The work of  artist Molly Soda and her 
piece Should I Send This? (2015) addresses 
the precarity of  sharing nude imagery 
in the digital era with the ever-pres-
ent threat of  cyber abuse. With an 
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awareness of  these issues, those with cy-
berfeminist views should keep in mind 
that the Internet is just one, flawed, 
potential tool for feminist liberation. 

Privilege 

Access to the Internet, and the 
luxury of  being able to afford to par-
ticipate in social media and Internet 
culture, are a privilege. All forms of  
feminism, especially cyberfeminism, 
must recognize both its relevance and 
its pitfalls. The position of  this ex-
hibition as post-Internet-based is a 
privileged one. At the same time, the 
social aspect of  the Internet is shared 
by a great many people—it has become 
a way of  life, not just in the West but 
around the world. To a certain extent, 
the privileged nature of  Internet access 
in the West is informed by the consum-
erist quality of  the culture as a whole. It 
should be acknowledged that there are 
different levels of  privilege within West-
ern cultures as well, which affects the 
population’s access to internet and their 
participation in social media. However, 

even if  this experience stems from a 
point of  privilege, it is still relevant to 
many and worthy of  exploration. 

   
Power

Women’s bodies are saddled with 
many different histories of  repression, 
invisibility, and injustice which intersect 
with issues surrounding gender, race, 
and class. Sugarwalls Teardom (2016) by 
Tabita Rezaire calls for honor and re-
membrance of  the forced contributions 
by abuse of  black women’s genitalia to 
modern gynecological science. This and 
the other works in the exhibition invite 
a reconsideration of  the associations of  
the term “feminine,” disconnecting from 
the perception that what is feminine is 
frail, ignorable, or uniformly definable. 
As the discourse supporting the power 
of  femininity and womanhood devel-
ops, it invalidates the association of  
femininity with weakness. At a moment 
when sexual harassment and assault 
revelations have flooded out in the wake 
of  ‘Harvey Weinstein gate,’ the discourse 
of  women’s sexual autonomy must be 
perpetuated and furthered. The Internet 
realm is a powerful tool for that objec-
tive. As the perception of  the feminine 
and women as filled with strength 
develops, female agency refreshes its 
power. The repression of  female plea-
sure, another way of  diminishing wom-
en’s autonomy, is another crucial aspect 
in play here. As Foucault says, “To say 
that sex is not repressed, or rather that 
the relationship between sex and power 
is not characterized by repression, is 
to risk falling into a sterile paradox.”

The power observed in this exhibi-
tion relates to visibility within society, 
which is significant because women 
descend from a history of  silencing and 
censorship. Even the concept of  wom-
en is originated and repressed by the 
same systems of  power through which 
emancipation is sought. Self-control 
over images can become a tool which 

reveals various manifestations of  a 
woman’s femininity, sexuality, body 
image, and gender expression. This is 
one mode which has the capability to 
incite considerations on redefinitions 
and rethinking of  these categories. 
New, Internet-based empowerment 
blossoms from this ability to prepare 
one’s imagery, selecting how, when, and 
where to publicize it, and which and 
what size audience it may reach. This 
instantaneous nature and broad reach 
of  the audience speeds up and widens 
the potential participants of  the dis-
course surrounding an issue, an ad-
vancement from hard-copy image and 
text circulation of  the past. As used by 
the artists in this exhibition, the subject 
propels her statement into the digital 
ether, infiltrating the visual scope of  
her social circles and public platforms.

Pornography

Femmexplicit Digitalia also relates to 
ideas of  pornography in post-Internet 
society, where access to such imagery 
comes as intrinsically easily. The ubiqui-
ty and ease of  access to porn online have 
stripped away at its taboos and made it 
mostly banal in the public realm. Mean-
while, the increase in women’s posting 
of  imagery of  their bodies and sexual 
expressions combats the pornographic 
female mascot. The growing amount of  
“real” and diverse bodies and sexualities 
shared around vast Internet circles as-
serts the actuality of  the womanly form 
and the varieties of  the ways women 
enjoy sharing their bodies and sexual 
acts. MATH Magazine is a prime exam-
ple of  what they call, “radically inclusive 
porn.” MATH highlights desires and 
bodies frequently dismissed by main-
stream media though the creation of, 
“ethical, diverse, and sex–positive me-
dia,” which promotes positive displays 
of  pleasure. As Levy says, “If  we’re going 
to have sexual role models, it should be 
the women who enjoy sex the most, not 

the women who get paid the most to en-
act it.” This acts as a way of  deconstruct-
ing taboos around women’s bodies, 
normalizing their presence and plea-
sure and elevating their social stature. 

Meanwhile, to the extent that the 
appearance of  mainstream celebrities is 
perceived as oversexualized, that effect 
loses shock value given the increas-
ing general prevalence of  the revealed 
female form. Public explicitness has be-
come less exclusive. However, to define 
the artworks in the exhibition as por-
nography would be to apply a construct 
of  the male gaze. For women to post 
these images with ownership and confi-
dence alters the perception of  nude and 
explicit imagery, making the images a 
tool of  the author’s empowerment. Ad-
ditionally, the topic of  female pleasure is 
expanded upon by Mulvey’s statement 
that there is pleasure in being looked 
at. If  a woman takes pleasure in being 
looked at, the Internet is an effective tool 
for that pleasure. As women’s pleasure 
has been perpetually suppressed, for a 
woman to feel that pleasure may be em-
powering to her. Just as artists often take 
pleasure in creating their art, a self-au-
thored Internet piece, whose author 
is also its subject, may promote both 
pleasure and empowerment. Artist Me-
gan Elaine Wirick offers another view-
point on pornography. By removing the 
subject from the context of  online porn, 
she uses the historically revered presen-
tation of  the nude in painting, isolating 
their expressions of  pleasure and high-
lighting the beauty of  the female form.

Sex Work

To support the heightening of  
respect toward women’s bodies and 
sexualities, sex work is now being more 
often advocated for, promoted, and 
legitimized, both offline and online, 
such as webcamming. In the work of  
Lindsay Dye, the artist demonstrates 
her personal experience in sex work and 
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how she feels more empowered through 
the control of  working in the URL (i.e., 
on the web) to IRL (“in real life”) realm. 
Issues in the sphere of  sex work affect 
undoubtedly women and the trans com-
munity far more heavily than men. This 
vantage encourages engagement with 
the ways in which sex work subverts het-
eronormativity and stimulates conver-
sations on the junctions of  race, class, 
and capitalism. Working toward the 
validation of  sex work makes the occu-
pation a deliberate choice and promotes 
financial independence, instilling agen-
cy into the position. Removing taboos, 
accepting and standardizing sex work, 
may help reduce the forcing of  women 
into sexual labor. Women suffering from 
poverty and systemic abuse who engage 
in sex work as a means of  survival are 
perpetually missing from conversations 
about how practices like stripping help 
women embrace their sexualities and 
bodies and deny the stigmas attached to 
practices formerly considered shame-
ful. Undoing the taboo against sex 
work may leave more women with the 
agency to be included in this conversa-
tion, as they achieve more autonomy 
and financial independence. The issues 
of  sex work and empowerment are 
controversial and will continue to be a 
contentious topic prevalent in conver-
sations of  contemporary feminism.

Dialogue

The approaches to empowerment 
and feminism presented in Femmex-
plicit Digitalia are not to be considered 
the only means of  advancing in these 
practices, nor should the exhibition be 
seen as prescribing them. As Foucault 
says, “We are dealing less with a dis-
course on sex than with a multiplicity of  
discourses produced by a whole series 
of  mechanisms operating in different 
institutions.” The exhibition observes 
the post-Internet cultural phenome-
non of  the ubiquity of  explicit online 

depictions of  the female body, and 
the dynamic evolution of  the use of  
those images as feminist tools. These 
approaches and artworks exist in the 
world alongside very divergent ways of  
thinking, acting, and being. As Zeisler 
states, “Feminism is full of  unfinished 
projects, and liberating pop culture from 
the male gaze is just one.” There are as 
many different modes of  striving for 
this achievement as there are unfinished 
projects. No guarantee assures that a 
woman, by virtue of  being powerful, will 
make decisions that other women will 
automatically condone. We all must be 
aware of  how we reconcile our culture 
with our viewpoints on empowerment. 
In the context of  the United States, 
people online are exposed to a startling 
quantity of  media and pop-culture im-
ages and messages, and there is a pal-
pable danger in simply absorbing them 
without critical thought. Now more 
than ever, post-Internet pop culture has 
the ability to be a fulcrum for feminism 
and feminist activism. “Pop culture is 
as complicated, frustrating, and full of  
mixed signals for women as it’s ever 
been. It’s imperative that feminists 
continue to analyze, create it, critique 
it—and ultimately, make it better.” The 
most important thing for all types of  
feminists to keep in mind is to practice 
intersectionality and remember that we 
are all a part of  the effort together. All 
feminists are approaching the equality 
of  women from many various angles, a 
multiplicity that only aids the growth of  
opportunity for female empowerment.

Faith Holland

Faith Holland is an artist who works 
in new media and technological devic-
es. Her work addresses not only our 
intimate relationships with the content 
on the personal devices we use—cell 
phones, tablets, laptops—but also our 
physical relationships with them. She 
visually analyzes the phenomenon of  
the commonplace, intimate and ex-
plicit imagery we see in abundance on 
these devices on a daily basis. We are 
able to send, receive, and search for any 
range of  images of  the body, whether 
images of  those we are close to, those 
in our larger social circles, or complete 
strangers. Just as we have private con-
tact with these images, we cradle and 
hold close the devices we experience 
through them. We gently cup phones 
and carry them next to our bodies, 

constantly aware of  their whereabouts 
and of  our contact with them. Hol-
land’s work highlights the simultane-
ous absurdity and naturalness of  these 
relationships on which we have become 
dependent, both visually and physically.

VVVVVV (2013) is a website por-
traying the Internet itself  as made of  
vaginas. Sourced online and from film, 
the work involves a wide palette of  short 
videos depicting the Internet’s abstract 
aesthetic motifs of  vulvas and vaginal 
canals. The piece addresses the obses-
sive use of  women’s bodies in Internet 
pornography. It contrasts our phallo-
centric society with the ironic preva-
lence of  female imagery on the Internet, 
the world’s most pervasive platform. 
Holland uses a 1990s Internet aesthetic, 
which, she says, “confronts the com-
mercialization of  the Internet that was 
accomplished using women’s bodies.”

II
ARTISTS

Megan Elaine Wirick, Endure Her, 
Oil and charcoal on canvas, 2018.
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36  Soda, Molly, Should I Send 
This?, 2015, photography, https://
newhive.com/mollysoda/nude1.

Lindsay Dye

Lindsay Dye is an artist whose 
practice addresses themes of  feminism, 
sex work, and the intersection of  these 
subjects with the Internet. A large facet 
of  her early work, which she contin-
ues to expand today, is performing via 
webcam on various “Camgirl” websites. 
This Internet-based platform was cre-
ated for the male gaze; Dye uses it and 
subverts it. She embraces and satirizes 
the culture of  online sex work, toying 
with the power dynamics and inten-
tionality of  the webcam platform by 
controlling her self-image and Inter-
net-culture methods of  presentation.

Camgirls Copyright Infringement Dress 
(Cannot be Worn in Public) (2014) is a long-
sleeve, bodycon, spandex dress that 
presents a grid pattern of  thumbnail 
screenshots the artist took from various 
webcamming sites. The myriad of  faces 
and bodies, in widely ranging modes 
of  self-presentation, demonstrates the 
diversity of  the women who use these 
sites and how they orchestrate their 
self-authorship of  their interactions. 
The tight, full-body design is intended 
to mirror the idea of  skin, something 
all-encompassing, formed to the body. 
The wearer thus adopts the images of  
these women onto their own flesh. 

Dye’s performance Micro Bikini 
(Purple) Sold to Jimi (2018) explores her 
experience as a sex worker from URL to 
IRL. Her artistic practice and occupa-
tion are rooted in online camming. Dye 
extended her practice to IRL sex work, 
examining the performance and role 
of  sex-work offline. In this piece she 
engages in dialogue with an on-screen 
alter ego, recounting restrictive, yet 
humorous IRL sex-work experiences 
and the pseudo personalities she adopt-
ed while performing them. The footage 
of  Dye in the video was stolen from her 
live cam stream and posted illegally 
online. She screen-recorded the stolen 
footage and reclaimed it for this piece. 

She employs a dry, observational ab-
surdity to shed light on the realities of  
the IRL sex-work experience. The piece 
highlights the constraints the artist felt 
in “real life” sex work. By recounting 
the experience, she circles the narrative 
back to how she returned to URL work, 
where she feels most empowered.

Megan Elaine Wirick

Megan Elaine Wirick’s large-scale, 
color-saturated paintings depict in 
their central composition female forms 
displaying various suggestions of  
pleasure. The origins of  Wirick’s im-
ages are GIFs of  Internet porn, often 
sourced from Tumblr. She takes these 
women’s bodies, which have been set 
in the grotesque, commodified context 
of  online porn, and aims to reveal their 
beauty. By separating these stereotypi-
cally beautiful bodies from their raun-
chy, primarily male-gaze-constructed 
realms, she presents their expressions 
of  sexuality and pleasure in an isolat-
ed context. This prompts the viewer to 
consider the pure beauty of  the female 
form, regardless of  where it appears. 
It also plays on the history of  the fe-
male nude in painting, seen as noble 
and classic. Born from the digital, her 
work brings its images into the material 
world, presenting these subjects from 
porn as one might encounter a nine-
teenth-century nude at the Met, and in 
the process suggests that different types 
of  representation of  the female form 
all stem from the same point of  origin: 
appreciation for female corporeality. 

Wirick also employs imagery of  
fleshy plants, such as cacti and succu-
lents, to mimic the characteristics of  
the body. Beyond their aesthetic attrac-
tiveness, these are plants that thrive 
in the harshest environments, just as 
women thrive, disadvantaged, in the 
harshness of  patriarchal society. Wir-
ick includes a variety of  sexual acts and 
expressions, supporting the idea that 

sexuality is as fluid as the paint she 
uses to express it. She celebrates sex-
uality and gender, prompting an open 
conversation addressing the contem-
porary issue of  women’s sexuality.

During the installation of  the 
exhibition, management of  the Pfizer 
building asked for Megan Elaine Wir-
ick’s paintings to be obscured when the 
gallery was not being shown. The reason 
being that the building has occasional 
children visitors and the windows face 
just above street level. One of  the rea-
sons I chose this particular gallery was 
precisely for its architecture. Full length 
windows span the length of  two of  the 
gallery’s walls, both to the street and 
an indoor annex. The windows mirror 
the concept of  the internet as a digital 
window to explicit female imagery. It 
also was intended to aid in the exhibi-
tion’s intent of  supporting the normal-
ization of  women’s bodies in the public 
realm. The censorship of  the depictions 
of  the female form, and Wirick’s work 
as a parallel to the classic female nude, 
stand against the concept of  the exhi-
bition. However, when faced with this 
obstacle, the artist decided she preferred 
a translucent material be placed over 
the paintings. She supplied translucent, 
opalescent party streamers. The shim-
mering, colorful fringe reinforced a 
sense of  celebration of  the female form.

Molly Soda

Molly Soda is a digital-media artist 
who hosts her practice across a variety 
of  web-based platforms. She embraces 
and preserves a wide range of  Internet 
aesthetics, utilizing present HD meth-
ods while also embracing low definition 
pixelated imagery from the the early 
2000s. Growing up in the millennial 
generation, Soda, like many others, de-
veloped her self-identity along with the 
development of  the Internet. She takes 
advantage of  social, digital, and Inter-
net trends, using them as a basis for 

video, performance, and photographic 
work such as Youtube makeup tutorials, 
iPhone selfies, and clickbait aesthetics. 
Her work comments on the turbulent 
experience of  being a woman participat-
ing in Internet culture today. Her pieces 
often include the widely varying com-
ments by other users under her videos, 
from praises to explicit remarks. She 
parodies the mannerisms that women 
are expected to perform in the online 
sphere and criticizes the camera-ready 
beauty and behavior standards that one 
is expected to maintain, and apologizing 
for their imperfections such as a raspy 
voice from an illness or being less cheer-
ful on camera as a result of  a life event.

In Should I Send This? (2015), Soda 
“leaked” her own nudes onto the web 
platform New Hive. The artist found 
the remnants of  intimate photos she 
had never sent to past love interests. 
These images reveal the behind-the-
scenes experience many women know 
well, capturing selfies on their phones 
to find the one just “sexy enough” to 
validate sending to the recipient. Should 
I Send This? comments on the beau-
ty standards women are held to in a 
digital lens. Soda, however, uses this 
format to show her body exactly how 
it is—precisely how she wants it to be 
represented. By using the selfie format, 
she does not censor her physical appear-
ance, which has had a positive response 
online. Other women have commented 
that they feel empowered by her un-
apologetic display of  her figure, with or 
without makeup, and natural body hair. 

Should I Send This? reveals the simul-
taneously intimate and distant practice 
of  sharing nude imagery, evoking a 
sense of  trust with the receiver. It calls 
to light the precarity of  relinquishing 
these images to another in the digital 
and Internet age. The photos are so 
immediate and potentially very ex-
plicit, and can be spread, shared, and 
posted to a mass audience in the blink 
of  an eye, such as being the potential 
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subjects of  revenge porn. Soda post-
ed these photos as a power move: by 
letting go of  them, she felt a release. 
She writes that the images are pho-
tos she would be “too embarrassed to 
show you.” In releasing them by her 
own choice, however, she claims own-
ership of  the images and of  her body, 
delivering an honest portrayal of  her 
body, herself, and her experience as a 
sexual woman in post-Internet society.

Tabita Rezaire

Tabita Rezaire works with digital 
moving images in a practice which, 
“explores decolonial healing through 
the politics of  technology.” Rezaire ex-
amines the convergence of  technology 
with politics, exposing and commenting 
on adverse representations of  the black 
female form and supporting explora-
tions of  general decolonization. She 
maneuvers through power constructs 
both URL and IRL to challenge the over-
whelming web of  her general term of  
coloniality and how it influences iden-
tity, technology, sexuality, health, and 
spirituality. She uses digital platforms 
as a way to enter conversations and 
incite activism in realms outside of  ma-
terial society. She wants this approach 
to prompt the viewer to “resist, (re)
connect, and remember.” Rezaire aims 
to aid in the dismantling of  white su-
premacy, patriarchy, cis-genderedness, 
heteronormativity, and globalization.

Sugarwalls Teardom (2016) is a lo-fi 
film celebrating the contributions of  
black women’s genitalia to modern gy-
necology, where the anatomy of  many of  
these women was used for study without 
their consent. Presented in the context 
of  the Pfizer building, a former pharma-
ceutical facotry, the link between place 
and artwork concept suggests close 
consideration of  the impact on women’s 
health this location may have contrib-
uted to and reclaims the space as a place 
to consider this possibility. Utilizing 

digital media and Internet aesthetics, 
Rezaire contextualizes these histories 
into the post-Internet society of  present 
day. She aims to subvert traditional-
ist, patriarchal modes of  thinking that 
debase femininity and denounce female 
sexual pleasure. The work demonstrates 
how Western society has internalized 
the denigration of  female genitalia and 
their practical and pleasurable func-
tions. It blends a meditative approach, 
picturing Rezaire leading the viewer 
through a mindful consideration of  the 
womb, and digitally collaged imagery 
of  things such as uteri, medical stirrups, 
and fertility symbols to create a sense of  
ritual around the respectful contempla-
tion of  the power symbolized by wom-
en’s genitalia. She calls for a respect 
for this symbol and for the womb by 
highlighting their history of  providing 
knowledge. She calls to our minds the 
amazing pleasure-giving capacities of  
women’s genitalia, which are natural 
and to be marveled at and appreciated. 
The female reproductive system is the 
starting point of  all life, the most pow-
erful origin of  all. “They tried to silence 
the voice of  our wombs and defeat its 
powers,” the piece states. Rezaire push-
es back against the “colonial capitalist 
patriarchal medical scientific complex” 
to prompt the viewer to reconcile the 
silencing of  the histories of  exploit-
ing black women’s genitalia and their 
contributions, exposing that this only 
demonstrates their power as something 
which was perceived as needing to be 
stifled. In doing so, she elevates the 
celebratory recognition of  their power.

MATH Magazine

This exhibition features a collab-
oration with MATH Magazine, a fe-
male-owned publication that aggregates 
collections of  diverse, inclusive erotic 
imagery. Collaborating with contrib-
utors from all over the world, and 
working in a celebratory, sex-positive 

manner, MATH presents sexual expres-
sions rarely included in mainstream 
porn. The publication features a wide 
variety of  genders and bodies while 
aiming to erase taboos and encourage 
learning about different manifestations 
of  sexual desires. Unlike mainstream, 
commercial erotic publications, MATH 
accepts submissions and publishes 
images created by artists who work 
across a variety of  media such as, 
photography, drawing, and collage. 

Through the publication’s inclu-
sion in the exhibition, the viewer may 
approach the erotic subject matter in a 
casual and candid manner. The normal-
ization of  erotic literature mirrors the 
normalizing intention of  the exhibition. 
One may view and approach the maga-
zine in the same natural, respectful way 
one would approach an art piece, just as 
the exhibition promotes a natural and 
respectful approach to thinking about 
and viewing the female body. The viewer 
is then able to experience the magazine 
along with the art objects in the same 
space, allowing them to reconcile the 
conversations between the artworks and 
the publication. MATH demonstrates 
a celebration and promotion of  plea-

sure, and asserts its naturalness, just 
as the exhibition intends to do toward 
views on women and their pleasure.

Tabita Rezaire, Sugarwalls Teardom, Video still, 13:09, 2016.
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Femmexplicit Digitalia addresses how 
feminine corporeality and sexuality 
converse in the post-Internet era. It 
seeks to combat the views adverse to 
these conversations and to normalize 
and uplift the perception of  women’s 
bodies and sexual practices. The public 
display of  these representations in art 
and performance supports the pow-
er in women’s bodies and sexualities. 
Expanding upon this conversation aids 
in diminishing the stigma that women 
should hide their bodies or sexuality 
and helps to combat stereotypes. The 
artists represented in this exhibition 
speak to a wide range of  concerns 
of  women in the Internet realm. 

The exhibition presents feminist 
artists and collaborators who practice 
modes of  empowerment in our post-In-
ternet society. Molly Soda exposes 
the everyday experience of  women 
navigating their self-representation 
through their personal devices, and the 
public-versus-private interactions on 
the Internet. Lindsay Dye also address-
es an online lifestyle, humanizing sex 
workers and untangling issues of  URL 
sex work. Megan Elaine Wirick touch-
es on sex work in a very different way, 
deriving her subjects from ubiquitous 
sources of  Internet porn but capturing 
these figures in isolated acts of  plea-
sure, isolating them and extracting 
their beauty. Faith Holland also deals 

with the expansive phenomenon of  
Internet porn, in a website-as-artwork 
that comments on the inextricable links 
among women’s bodies as they have 
been depicted in online porn throughout 
the history of  the web. Tabita Rezaire 
directly addresses and uplifts female 
genitalia; her lo-fi video work calls for 
remembrance and respect for the sacri-
fices and contributions black women’s 
genitals have made to the advancement 
of  gynecological science. MATH Mag-
azine is an erotic feminist publication 
that provides a wide palette of  repre-
sentations of  gender, sexualities, and 
acts of  pleasure; this highly inclusive 
form of  mass media promotes body 
positivity, sex positivity, and uplifts 
representations of  female pleasure. 

The modes of  feminist empower-
ment represented in Femmexplicit Digi-
talia are merely one set of  tools among 
endless others, existing alongside a wide 
range of  feminist practices. The scope of  
feminist art is continuing to widen; like 
gender and sexuality themselves, it is a 
spectrum. The exhibition acknowledg-
es the multitude of  representations of  
women’s bodies online and points out 
some possibilities for feminists to turn 
these modes to their advantage. Through 
these and other methods, I believe that 
a positive shift in the view of  women 
in society will continue to develop. The 
normalization of  the female presence 

III
CONCLUSION

and the growing respect for women’s 
bodies will aid in combating gender 
stereotypes and rape culture and will 
promote the destigmatization of  female 
pleasure. Every vein of  feminism, both 
IRL and in the pervasive, ever-growing 
URL realm, furthers the advancement 
and empowerment of  the perception of  
women in society. The artists and works 
in Femmexplicit Digitalia present a stream 
of  methods enacting that goal, demon-
strating the culture of  post-Internet 
society and how empowerment may be 
sought in this domain. Femmexplicit Dig-
italia presents merely one window into 
how feminism in art morphs, depen-
dent on its context. This phenomenon 
has and will continue to be in dialogue 
with other perspectives and approach-
es striving toward the same goal of  
advances in autonomy and respect for 
women’s bodily and sexual agency. 

Lindsay Dye, Fired, Trina (Text), Foam poster, 2018.
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Femmexplicit Digitalia explores and celebrates how
explicit female sexuality and corporeality are a symbol of
power today. The works in the exhibition present a
stream of methods demonstrating how empowerment
may be sought in the domain of digital society. The
exhibition addresses pornography, pleasure, sex work,
privilege, sex-positivity, and cyberfeminism in relation
to how new technologies of interconnectivity reopen
perceptions of identity and authority in relation to the
female body and women’s sexual agency.


