
BRAVE NEW GIRLS I Post-Porn art and feminism in the age of the internet

Pornography, feminism and art have been interwoven since Justice Potter Stewart famously stated, ‘I know it 
when I see it’ to describe obscenity in the US Supreme Court in 1964. This statement emphasised the ambiguity 
and cultural subjectivity of defining pornography. Since the 1980’s and the birth of the post-porn art movement, 
there has been a resurgence of contemporary artists exploring the role of the sexualised body in the age of the 
internet. Undergarments brings together five such artists who have adopted the aesthetics of pornography and 
popular culture to question how the internet is being used to renegotiate representations of the female body.

Brontë Jones, Katie Torn, Xanthe Dobbie, Damiano Dentice and Faith Holland navigate the public and private 
spaces that exist between our bedroom and our metadata and draw connections between the interface of our real 
skins and our imagined screens. Many of their works speak to the intimacy of our online encounters and act out 
the fluidity of sexuality and subjectivities that go beyond the patriarchal visions that have constructed the 
performative female body throughout history.  

In 1992, VNS Matrix released A Cyberfeminist Manifesto for the 21st Century, which predicted that technology, 
like the internet, would become a platform that would dissolve the power dynamics between sex and gender, 
‘that it could become a tool of feminist liberation.’  Over 20 years later, the internet and social media have 1

radically transformed the way we relate to one another and the way we form relationships, sexual or otherwise. 
Todays ‘future kunts’  are raising questions about the way the female body occupies space online and the 2

tension between performative and non-performative representations of the sexualised female body in the public 
sphere.  

Damiano Dentice’s BRATZROCKANGELZ: cam-gurl confessions & bedrrrm aesthetics depicts a young 
woman twirling and dancing around an almost empty set in the kind of stilted rhythm one moves in when no 
one is watching, heightening the perverse voyeurism. The video is overdubbed with a monologue about 
BRATZROCKANGELZ’s first experiences as a webgirl, which dramatizes the ambiguity of her fictional, online 
identity. Through its imitation of amateur porn aesthetics, this work explores the space of consent, 
empowerment and female authorship around sexual expression. Brontë Jones also plays with the public and 
private space of the performative female body through a self-censoring striptease filmed so close to the skin that 
the body mutates into amorphous colour fields of pink flesh. Jones filmed herself playing this video on a cracked 
mobile phone held up by a selfie stick in a park, which directly speaks to a broader context where phones are 
used to transfer and broadcast the sexualised body from one person to another so frequently it is rendered anti-
spectacular. 

The female body continues to be fetishised as both subject and object, living inside our data where it becomes 
sorted into neat categories and re-filtered across platforms only to be uploaded and downloaded again. Xanthe 
Dobbie has created a living, digital archive of images that act as signifiers of queer and feminist aesthetics. 
Dobbie transforms this archive into screensavers that collage images from popular culture, amateur porn, 
advertising, news footage, emojis and early 2000’s clip-art over a repititve hip-hop soundtrack that loops the 
same line infinitely. Similarly, Katie Torn has collected digital images from consumerism and her childhood 
memories to assemble a terrifying hybrid of female stereotypes and representations - a monstrous feminine. This 
is a body that is uncomfortable, it’s an unstable and leaking body that resists the erotic or desired gaze. These 
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works both speak to the embodiment of female subjectivity and question binaries to complicate the gendered 
body across the real and digital platforms.

Faith Holland’s VVVVVV adopts the aesthetics of early 2000’s internet porn sites complete with pop-up ads and 
a private viewing room to transgress the soft/hard-core language used to describe the sexualised female body 
online. The text is wry and irreverent, particularly when it claims that ‘These pussies are porn … These pussies 
are cats. Their images and videos are the second most popular web content.’ Through mimicking the scopophilic 
domain of the internet, this interactive work reveals the collective and individual intimacy of such online 
encounters. 

Despite the proliferation of naked flesh in contemporary popular culture, each work referred to in this essay 
explores the sexualised female body through an absence of nudity, which in a way demonstrates its very capital. 
By navigating the intimacy of everyday pyscho/socio-sexual relationships, these works look back at the viewer 
to be seen on their own terms, rerouting or refusing the gaze. They offer a space for arousal to be altered by 
renegotiating power relations, fantasies, memories and machines in a way that is simultaneously about sex and 
not about sex at all. 
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