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This dissertation discusses the role of the body and flesh within society and predominantly, contemporary art. The standards of the body are discussed in relation to historical representations of the body, as well as exploring varying mediums and artist that investigate the flesh. The differences between the erotic and sexual in relation to art are explored, referencing artists that work with sculpture, performance, video work and photography. The element of pornography and art plays a significant role, with varying arguments brought to light.  
















[bookmark: _Toc216402212]Introduction

The figure, the body, the flesh. All interlocking, whilst simultaneously being exceedingly different. The figure is a shape, the curves, the edges, creating a silhouette. The body is medical, functional, they are soft machines that are both resilient and fragile. The flesh is the meat on our bones, our skin bearing bruises, hair and veins. It's the cellulite that “won't go away”, the creases, folds, wrinkles and stretch marks that our bodies take as souvenirs. Through the development of cultural norms and consumerism, overtime, real flesh has become abjectified. Within this dissertation I will discuss the importance of the varying depictions of bodies and flesh in art, the difference between being sexual and erotic, as well as pornography’s undeniable link with art. 
[bookmark: _Int_PW2bcBbW]I would be unable to continue this dissertation without examining the concept of the abject. The idea of the abject was first considered by George's bastille in his writings where he introduced the notion of ‘l,informe’ (formless) in the 1930s (Bastille, 1930). Bastille believed that art should be brought down from the pedestal that it has been put onto and be reduced back to its materiality. He preached how creativity is the process, and that it should be celebrated in its baseless form.  Julia Kristeva built off these ideas by creating her own definitions in relation to horror, art and literature in her book Powers of Horror: An Essay on Abjection (1980), also referring to the theories of Freud and Lacan. She articulates how bodily functions (blood, vomit, faeces, menstruation) reminds us subconsciously that our bodies are, in fact, fragile and finite. From this she concludes that the ultimate form of abject must be the corpse, as it is a visceral and   absolute reminder of one's own mortality. In Elizabeth Grosz's Sexual Subversions (2020) she describes abjection as “a sickness at one's own body which is beyond that “clean and proper” thing, the body of the subject. Abjection is the result of recognising that the body is more than, in excess of, the “clean and proper””. The idea of the clean and proper, I believe, cannot be achieved in a living being, which is something that is usually asked of women's bodies rather that men's. This results in the female body being marginalised and considered “other”, over time moving further into abjection. I examine these notions, referencing historical and contemporary artists as well as art and pornography. 
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The term Monstrous Feminine was first coined by Barbara Creed in the Monstrous Feminine: Film, Feminism, Psychoanalysts (1993). She examined ideas surrounding monstrous women, and how they are usually determined Monsters due to their gender, sexuality and bodies. She states that “all human societies have a conception of the monstrous feminine, of what it is about women that is shocking, terrifying, horrific, abject” (Creed, 1993).  She describes the significance the role of gender plays in the construct of women's monstrosity, and although she is speaking in relation to conventions in horror films, the premiss is still strong in relation to art. The concept of the monstrous feminine proves the fact that there has always been fear and stigma attached to women's sexuality and bodies, but it is easier for society than to instead overcome this fear, they Abjectify it. From this, stems an obsession with youth and perfection, a constant striving to the idealised woman. 
[image: Untitled III, contact for edition sizes]
Figure 1. Jessica Ledwich (2013-14). Untitled III from the series Monstrous Feminine.
The idealised woman is one who is pure in her thoughts and actions as well as her appearance. We must consider these two aspects in conjunction with each other. Within Jessica Ledwich's body of photographs titled Monstrous Feminine she depicts women going to extreme lengths attempting to be the pinnacle of feminine beauty. In Untitled III, we see a woman squeezing herself into a pair of control stockings, the fat around her thighs bulging violently over the top. Through her efforts to meet impossible societal standards, she contorts her body into monstrous forms, morphing the body into something unnatural (Elkin, 2023). A perfectly trimmed, hourglass shaped plant silently mocks her next to the mirror. Although this is quite a simple image, it is a powerful one that many audiences can relate to, a lot of us have felt the need to squash into a pair of hold me in knickers. 

 The recent rise in weight loss jab usage is an undeniable indicator of this hunger for perfection. According to market intelligence company IQVIA, as of March 2025, around 1.5 million people in the United Kingdom were using weight loss treatments, and since October 2024, there had been a 56% growth in the amount that people in the UK spend on private access to these medicines, from £503m to £784m in October 2025 (The Pharmacist, 2025). These ‘skinny jabs’ are also being marketed, everywhere, like a new makeup product or perfume. My social media feeds are rife with influencers preaching the benefits of these injections, or companies advertising their products as ‘safe’ and ‘clinically proven’, you can simply get them delivered to your home, for quite a steep price. Companies are capitalising on people's insecurities, mostly women, and disregarding health risks in order to do so. These types of medications were indented for those who have diabetes, who are now experiencing shortages of this life saving medicine, all due to our obsessions and greed. For something that can have so much positive impact, it has done much damage in the wrong hands, creating individuals' issues with self-image and eating. I feel that there is a fear that surrounds the monstrous feminine, a fear of becoming marginalised, shunned for not meeting societal standards, the fear of seeing the self as monster. We would do anything to prevent it, all down to patriarchal standards. 
[image: A painting of a person in a shell
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Figure 2. Botticelli, S. (1482) The Birth of Venus.

Many of these standards around the feminine body, although they may not be the same, stemmed from historical wide-spread imagery and media. Art has an everlasting influence on the way that we perceive things, whilst also preserving ideas of the time pieces were made. In Botticelli's Birth of Venus, he depicts the goddess Venus after her birth, standing naked upon a seashell. She modestly covers herself with long blonde hair, a signifier of femininity and purity. During the Italian renaissance, the working class often had no choice other than to work in the sun, meaning that tanned skin was undesirable; Venus’ porcelain pale skin in this painting is the first indicator of the feminine perfection that she is meant to represent. Apart from her physical attributes, another reason why Venus is such a compelling figure is because her story is layered, she meets the conventions of the damsel, of a woman who needs saving. She was accidently pricked by a cupid’s arrow and feel for a young man by the name of Adonis, “one night, she dreamed he would be killed out hunting, so she begged him not to leave her- he ignored her leas and was fatally wounded by a boar” (Hall, 2024). The continuous depiction of women as perfect goddesses, with perfect bodies, with idealistic attributes and stories, is the building block of the development of what we now know as stereotypical beauty standards for women. However, it must be said that works like this are amongst some of the more respectful inclusions of women in art history. 
[image: A naked person tied to a staircase
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Figure 3. Hans Bellmer (1935) The Doll (La Poupée).


Hans Bellmer, a surrealist working during WWII in Nazi Germany, created his series of Dolls (Die Puppe) which were debuted in the 1934 issue of the surrealist publication Le Minotaure (Icp.org, 2025). Although his work gained much success and received praise, evident in that he was even allowed to publish his work in this respected surrealist publication, from many, his works are a direct attack on the female body, and even more troubling the pubescent female body. This body of work initially stemmed from the obsession Bellmer had with his fifteen-year-old cousin, Ursula, which developed his perverted, paedophilic desires. Through these perverse desires he began making his first Doll using wood and metal as the frame and then covering the figure with papier mache and painting it to resemble flesh. He took photographs of the Doll dismembered, splayed on the floor like a twisted jigsaw puzzle, but it did not satisfy his cravings, so he had his brother help him build a doll with ball joint at limbs, head and breasts. He could now position his Dolls however he pleased, creating scenes for his photographs that implied sexual abuse and struggle, putting the figures into positions that are anatomically impossible. He would also take parts away, like the head and arms, and have two sets of legs and pelvises instead. It’s as if he took away the parts he felt wasn't necessary to him, whilst taking away the Dolls’ ability to fight back. 

Bellmer’s dolls are one of the most worrying depictions of the female form in art history, and although he has made these monstrous feminine forms, the narrative is shifted as we see the dolls as the victim and him as the monster. When criticised he tries to insist that his work is a reflection of the world's scandals, however it is almost an impossible argument as he almost exclusively works with the young female form, charged with misogyny; “his oeuvre belies not a healthy sexuality of mutually consenting adults, but rather vicious aggression” (C. K. Knight, 2011). He turned the beauty of feminine flesh and form into something perverse, surpassing the abject, creating a debasing and depraved representation of women. It is necessary to examine these corrupted depictions of women in art, especially by male artists as it suggests what would be desired of a woman in the eyes of a man. A muse, something nice and shiny to look at and use. 

[image: A close-up of a naked person
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Figure 4. Gustave Courbet (1866) The Origin of the World.

I feel that we often get a strange feeling when paintings and other works by men depicting women are held to a higher status than the ones done by women. It's like the opportunity for women to show ourselves in our own image has been robbed. It is a similar feeling in Gustave Courbet’s L'Origine du monde (1866) where he presents just the torso of a woman, posed and spread out. We do not know the identity of the person as we cannot see her face, so we cannot really develop any sort of relationship with the subject, she is dehumanised in a way. However, the mere fact that the title is The Origin of the World, holds the female form in high respects; but is it only for her ability to create life, to be a walking womb? 

[image: L'origine de la guerre]
Figure 5. ORLAN (1989) (2012 version) L’Origine de la guerre.

The French artist ORLAN created L’Origine de la guerre as a direct response to this painting, meaning The Origin of War. The piece shows a man in the same pose as the woman in Gustave’s painting. She also used a facsimile of the frame that the original Courbet painting was displayed in. ORLAN’s image copies the same formula as the original, with the man’s face being covered and his legs spread (Llewellyn, 2024). When it is a man spreading his legs with genitalia on view, we feel uncomfortable. It feels unnatural as we are not so used to it; it has not been normalized. We are oblivious to the exposure and vulnerability until it is put into a different context that challenges patriarchal standards. But then without the exposure of the vulva and female form, would the female form seem even more abject and taboo than it is today? It is very conflicting, and ORLAN’s image in response is a remarkable provocation. 

Thinking about the monstrous feminine and the (often troubling) image of the idealized woman in art history, we must consider what makes the feminine such a mystery. What is so feared and misunderstood about feminine flesh? As a society, we are happy to view a close up painting of a woman's vulva, or the multitudes of nudes of woman that have been painted, the most famous ones done by men. However, they are the nice, lovely, pure renderings. What happens when women are making art that they feel represents them, what happens when the audience are met with the true feminine form and functions?















[bookmark: _Toc216389946][bookmark: _Toc216402214]Minging Women

The term ‘body art’ can be used to define a variety of works from the 1960s onwards where artists use their bodies to explore their ideas, mostly surrounding gender and the self. “Art practices from the 1960s onwards in which the human body forms the substance of the work. It is often manifested in performances which are documented by film or photography” (National Galleries, n.d.). The naked body is often a significant element of these works, dealing with the abject nature of the body, what the body can endure and its functions. Performance art is a fundamental element to body art, as it can be used to generate a visceral, personal image, as well as an experience. It creates an atmosphere that is uncomfortable; we are forced to converse with real breathing humans, with our disgusting leaking bodies. Then we must think about our individual disgusting, leaking bodies; it's a more nauseating feeling, something that cannot be achieved elsewhere. 

Although the female body can quite literally create and sustain life, the nuances of the bare flesh of the woman can still be quite offensive to many. I am interested in the women who are exploring the depths of their viscera, exploring their sensuality and being. How do they experience their bodies and how do they reflect that. Referencing ORLAN again, she describes how she doesn't like her work to be labelled as ‘body art’, she prefers the term ‘carnal art’; “Contrary to “Body Art” which is a different matter altogether, Carnal Art does not long for pain, does not seek pain as a source of purification, does not conceive it as a redemption”. Then when discussing plastic surgeries, she talks about how carnal art “opposes its standards such as engraved in the male, but particularly female flesh” (ORLAN n.d.). These are provoking distinctions, especially the renouncement of pain. Instead ORLAN’s work is pleasure. 

[image: A close-up of a dentist examining a patient

AI-generated content may be incorrect.]
Figure 6. Orlan (1994) La Reincarnation de Sainte-Orlan.


One of her most famous works, The Reincarnation of Saint ORLAN (1990-95) consisted of the artist undergoing nine different plastic surgeries, each one to alter her appearance to resemble women from various historical artworks, such as the forehead of Leonardo da Vinci’s Mona Lisa or the chin of Botticelli's Venus. She was drawn to the concept of surgeries when she went through an ectopic pregnancy and had to undergo an operation. She brought a film crew with her and stated, "I wasn't in pain and what was happening to my body was of profound interest to me" (The Guardian, 2009). She did not have cosmetic surgery for the usual aesthetic reasons; she altered her appearance to her liking, able to push her flesh, testing how malleable the human form is.  

Within ORLAN’s work, the flesh is reclaimed, taken for the artists’ use and pleasure, albeit in an extraordinary way. It is very personal, the act of changing one's appearance is often a terrifying and heavy ordeal, but it is a comment on the systems that have been set up around us; “The artists use of cosmetic surgery as a medium for artistic expression amplifies the social pressures on women to conform to narrowly defined patriarchal standards of beauty” (Faber, A, 2002). The feminine flesh is meant to sexy, desirable, delicious, at least that is what we have been fed through mainstream media, advertising and porn. Orlan shows us what happens when we cut away at that stunning flesh, it's not so desirable after all. 


Also working with the flesh is Belgian artist Berlinde De Bruyckere, who creates casts made of wax, animal skins, hair, textiles, metal and wood. Her work is interested in the fragile nature of man and the suffering of the body, animal or human (Hauser & Wirth, n.d.).  De Bruyckere has an alternative way of looking at the flesh, her sculptures are haunting, the sickly flesh she creates are a stand in for a feeling, they seem to be “burdened by a sense of guilt, rejection or anger. Her figures, both animal and human, either have no face or hide it beneath a swathe of hair or blanket” (O’Reilly, 2009). Her figures are exposed, their corpse-like colours covered in a sheen, almost as if they are alive, sweating. They bare all their flesh, but there is no sexual charge, no erotic undertone, they are overbearing, depressing yet powerful and divine. “I want to show how helpless a body can be...Which is nothing you have to be afraid of—it can be something beautiful.” (Hauser & Wirth, n.d.). 

[image: Image for exhibition titled Berlinde  De Bruyckere]
Figure 7. Berlinde De Bruyckere (2022) It Almost Seemed a Lily 2019-2022.

De Bruyckere’s exploration of vulnerability and the beauty that is in the suffering form is staggering. Her sculptures are fully removed from any standards that exist in western society, focussed purely on the skin, shape and pose of the figures. The use of hair merging with the skin, the colours that resemble veins and bloodspots, the deathly purple hue. Nothing about it is desirable, the body is not craved within this context, it is instead pitied or feared, and that is really hypnotising. However, her work can sometimes have sexual charge, such as her series of collages, It Almost Seemed a Lily 2019-2022 (2022). They are made from found papers, too thin to be glued, so are instead sewn together carefully. The collages resemble flowers but implies death and decay through their phallic shapes and textures, “This erotic reading of the work is deepened with the inclusion of gold dust, referencing pollen and symbolizing fertility” (Hauser & Wirth, n.d.). De Bruyckere's work deals with the body as tender and feeble, there is no focus on specific gender or sex, encapsulating the human form without titles. 

Sculpture is a very common medium used to materialise ideas surrounding the body, its able exist in a space with an audience, almost as equal. “Sculpture sits in the world with us, it is an object like us” stated sculptor Brian Griffiths, as well as explaining how sculpture is “promiscuous, wayward and at its best badly behaved” (Griffiths, n.d.). Even the language that he has chosen in describing the medium is rather provocative, like a caption for a page three girl. He also describes how sculpture is an inconvenience, a challenge, it interacts with the senses. I feel that it is impossible to discuss the portrayal of the body and flesh in contemporary art without considering the work of Sarah Lucas. Lucas broke into the art scene in the 90s and is considered one of the most distinctive and influential artists of our time. Well known for her ‘Bunnies’, sexual innuendos and humour, Lucas dissects gender stereotypes, turning them on their head and leaning into their ridiculous nature.

[image: A sculpture of a person sitting on a chair
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Figure 8. Sarah Lucas (2020) SUGAR. 

Lucas' work is inherently feminist, but when she first realised, she had a reputation for being a feminist artist, she recalls thinking “I don't want to spend my whole life being angry” because it can make you “bloody miserable” (Mossman, K. 2023). This attitude is clear in her work, the absurdness of her figures is the perfect outlet to address her investigation into gender, class and sex. Lucas works a lot with boobs, a reoccurring motif within her work, such as in SUGAR (2020), where the body is just a ball of breasts protruding from one point, complete with two skinny legs sticking out. She works a lot with all genitalia, such as in The Old Couple (1992), which consists of two dining chairs, one with a dildo attached to the seat, and one with a pair of dentures open wide, ready to nip. She believes that “there’s no substitute for genitalia in terms of meaningfulness and a bit of edge” (Lucas et al., 2023). Images and representations of genitalia are absolute. They are always going to be shocking and embarrassing to see because we have always covered them bits up first. Nakedness is dirty, in every sense of the word. Lucas takes the dirty, the abject, and sits with it allows it to be. Her figures are almost alive, with their lumps and personalities. Their flesh is contorted, often with attributes that are deemed unattractive; they are both monstrous and loveable. After all, “it turns out, surprisingly you may think, that a saggy tit is very expressive” (Lucas et al., 2023). 

[image: A person lying on the floor with red paint on the wall
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Figure 9: Tilly Lewis (2025) Untitled.

I have drawn many of ideas from these minging women, using my own body within my practice. Paint has a fluidity that mimics the body, it goes where it wants and creates expressive pools and markings mirroring the imperfections of the flesh. It is a key material within my work, with which I become one with. Moving from strictly painting to video and performance work I have been able to recognise the integral part that the body plays within all art, and the significance of the contexts in which it is placed. The human form can create a narrative that cannot be expressed elsewhere. In a recent work I explored the concept of a contained performance, performed only for me with a camera where I used my body to create forms and markings with watercolour. It allowed me to question nakedness and its inherently sexual connotations. I granted myself permission to not care how I looked or acted and carried out un-scored movements across the room which I lined with paper. I imagined how an audience may react if I were to be acting this out in a public space, is it indecent? Could it even be considered pornographic even though there is no sexual undertone? I wondered if I could encourage other women to share this sense of pure freedom. Without societal pressures or fear of being watched my movements became more primitive and instinctual, with the markings acting like an everlasting imprint of each one. This fuelled this dissertation and my further practice, delving into the sensual and erotic alongside the abject. 







[bookmark: _Toc216389947][bookmark: _Toc216402215]Porn Star Tits

As discussed, much of art deals with the flesh; the abject, monstrous nature of our bodies in its natural and debased state. It also deals with sexuality and eroticism, but at different degrees. There is much debate in art surrounding porn and whether it has a place in the art world, how far is too far and what is regarded as demeaning? Although they are often spoken about in the same context, there is a difference between sexuality and eroticism. As explored by psychologist and relationship expert Esther Perel, she links humans and animals, focussing on instincts. She discusses how animals have sex as it is a natural urge and instinct, however the human species have an erotic life, “we transform sexuality. We socialise sexuality through our imagination. And the central agent of erotic art is our creativity, our imagination, our ability to anticipate” (Perel, 2007). So, sexuality is based around our ‘animal instincts’, the human urges and what we are hardwired to do, procreate. Eroticism is the dirty thoughts and kinky fantasies behind it all. Eroticism is the imagination and depraved behind sexuality, the fleshiness. 

[bookmark: _Int_AMkPQlIl]It is then debated whether a lot of mainstream porn is ethical, due to people's fantasies going too far, especially in relation to the mistreatment of women. A lot of pornography depicts violence towards women, and it is a concern that it encourages watchers to act out their fantasies, especially with the rise of INCEL culture and rise of misogynistic online groups within the last few years. In 2020, The Behavioural Architects (Joanne Upton, Alya Hazell, Rachel Abbott and Katie Pilling) conducted primary research for the Government Equalities Office about the links between pornography and sexual violence. They interviewed a variety of frontline workers across justice, social and medical sectors and found that the majority of the workers that they interviewed spontaneously mentioned pornography as an “influential factor for harmful sexual behaviours towards women and girls”. The workers also pointed out that many of their clients had become desensitised to the sexual content they were consuming and then began to seek out more extreme videos. (GOV.UK, 2021). These are disturbing findings and is evidence as to how much damage porn can do, without even considering the mistreatment and objectification of sex workers. 

Art and porn intersect, much of art dealing with the body deals with sex, because how could it not. But within this context it is controversial, as Linda S. Kauffman states, “anti-pornography activists insist that images of sex and violence have a direct impact on audiences, while anti-censorship activists deny this” (Kauffman, 1999). The previous study is evidence to support anti-pornography activists, however, anti-censorship within the arts is also a long standing, significant issue. Self-censorship also occurs whereby artists censor themselves out of fear of censorship from other parties, career damage or legal action (Legalclarity.org, 2025). If we lose the right to free artistic expression, we lose the power that our voices yield, but some will take ideas from certain images and media and twist them to their own twisted fantasises. Is porn as bad as we think? 

Annie Sprinkle was a New York City prostitute and porn star for twenty years but later became an artist and sexologist. She is a self-titled “feminist porn activist” and finds power in her sexuality (Carr, C. 1989). Sprinkle can be considered a typical gorgeous sex bomb and shares what she has learned from her very erotic lived experiences through many forms such as filmmaking, performance, artwork, photography, writing etcetera. She has also been a pivotal voice within the sex positive movement of the 1980s and has a PhD in human sexuality. She crosses the boundaries of nakedness and any embarrassment that has ties to it. In her performance Public Cervix Announcement that debuted in 1990, she inserts a speculum into her vagina, hands out torches and invites the audience to come closer and have a look. The audiences were varied and consisted of many different types of people, a lot of them men, which is witty as it’s something that lots of men crave, but instead Sprinkle makes it satirical, “as if to say, “you want to look up my skirt-why not go all the way?”” (Kauffman, L.S. 1999). She is unapologetic in the way that she talks about and displays her body and sexuality, getting into the ‘nitty-gritty’, not caring one bit.

 She has been in many films that she has written and produced herself as well as a plethora of porn and “post-modern sex” films, one of which was Current Flow, made in the 1987. It was made during the AIDs epidemic, as safe-sex advocators turned to porn as a platform to get their message out, “I believe this was the first safe-sex education video for lesbians, and it was the first time I used a dental dam”. (Sprinkle, 2015). Sprinkle is an example of the positives that can come from porn and the porn industry, encouraging others to embrace their sexuality and flesh as well as advocating for healthy and safe sexual experiences, with others and oneself. She has an unrestrained attitude towards the body and sexuality, with masturbating on stage and starring in porn films being a testament of that. On Sprinkle’s website she has shared a conversation she had with an anti-porn feminist, Mae Tyme, where they discuss their juxtaposing controversial viewpoints. Tyme declare that her “view has been that all women that do pornography are either terribly misinformed, or they’ve been enslaved” (Anniesprinkle.org, 2015). This statement can also be interpreted as being demeaning towards women, specifically sex workers, implying that they don't understand their situation, that they are not intelligent enough to know what's going on. Sprinkle goes onto explain how she feels a sense of freedom from creating pornographic films and art, and how it can be educational and fun. Porn is polarising, porn is harmful, porn is beautiful, there is no definite collective viewpoint, so instead I have explored the ways that different artists approach it. 

Carolee Schneemann was a pioneering artist, especially for performance art, as well as being a significant player in the feminist art movement (Solly, 2019). She examined the body and the attitudes society has towards it, declaring that society confuses sensuality with pornography, as well as how “the old patriarchal morality of proper behaviour and improper behaviour had no threshold for the pleasures of physical contact that were not explicitly about sex.” (the Guardian, 2019). This perspective deals with the issues that arise when the topic of sexuality, eroticism, sensuality or pornography are brought up, they are all confused as the same descriptive or notion, it is a miscommunication and miseducation. In the live performance and video work Meat Joy (1964) these pleasures of unsexual contact with the flesh are realised, where other artists including Schneeman writhe together, are shown playing with a multitude of materials including raw meats, paint and paper. She believes that by using the naked human form as a material for art she “exposed and confronted a social range of current cultural taboos and repressive conventions” (MoMa, 2018). 
[image: Two film strips side by side of a couple. On the left, they are leaning in as if they are about to kiss. On the right, the man is touching the woman's chin as she gazes up at him.]
Figure 10. Carolee Schneemann (1964-1967) Fuses. 

Her film Fuses, pictured in figure 9, is particularly interesting, made to celebrate the ten year long relationship she had with James Tenney, showing the couple completing erotic and passionate acts together. Schneeman was dedicated to showing an accurate portrayal of sensuality stating that “there were no aspects of lovemaking which I would avoid” as well as emphasising the importance that neither man or woman are subject or object, they are equals (Schneemann, n.d.). the film is powerful, and although it could technically be considered porn it is intimately beautiful. It depicts the parts that are not theatrical and erotic enough for mainstream porn, it has the sensually charged, erotically natured feel of an art piece. 

[bookmark: _Int_DNyQB7Mj]The film is carefully edited together with great consideration, imperfect and jumbled, nostalgic with a sense of reminiscing. Their bodies feel demystified, it feels relatable and raw, their bodies are just flesh not something to be feared or disgusted. Close up shots of genitalia merged with domestic shots of the home and pet cat feeds into this as the audience can have a sense of relationship with the artist. The piece has been described as “a woman recording her sexual experience and pleasure, which can be shared with other women and men” (Wentrack, 2014). This statement emphasises the simplicities of the film, it is the simple nature of it that allows the audience to appreciate the nuances that are embedded. Fuses was revolutionary, up until that point no female artist had approached women's sexuality so directly with a focus on women's pleasure. It allowed for women to consider what they wanted and what they thought about their bodies in a society that tended to men's desires exclusively. Schneemann recalls how after one of the first screenings of the film in 1967 a young woman approached her and thanked her afterwards, admitting that she had never even seen her own or another woman's vagina, she expressed how it “let her feel her own sexual curiosity as something natural, and that she now thought she might begin to experience her own physical integrity in ways she had longed for” (Schneeman, 2002). The celebration of the body is not often encountered, especially women's bodies, and this visceral body performance art acts as a conversation starter, encouraging curiosity and dirty thoughts. 

British artist Linder is known for her feminist imagery which she creates through photomontage. Within her work she often forms her images using clippings from domestic or fashion magazines, combining them with pornographic material as well as other archival imagery (Liverpool Biennial, 2025). She says that she approaches her work in a “forensic” manner, suggesting that the shocking nature of the imagery does not affect her anymore. The artist reclaims the images, which were often just made to reduce women to sex objects. She is figuratively and literally destroying the images, allowing to make her own, creating her own narratives. This hands on and quite destructive approach to porn and art considers the good and the ugly that comes along with it, as it is imagery that we need to be able to view, it acts as an archival mechanism. 

Philosopher Hans Maes believes in the impactful possibilities that lay in the link between pornography and art. He identifies that the human sexual experience involves the “deepest corners of ourselves” and how they can be some of the most emotionally intense experiences we can have. He concludes that if this is the case, “can in principle be lifted into the realm of art…then I think we have every reason to encourage artists to attempt just that, to make intense, powerful, and profound works of pornographic art and rescue this much-maligned genre from the clutches of the seedy porn-barons” (Maes, 2012). This is a hopeful way to envision the possible development of the art world and porn industry alike; it would allow us to transcend aesthetics and norms and create without fear of being cast out. 





[bookmark: _Toc216389948][bookmark: _Toc216402216]Conclusion 

The body, especially the female body, is a prominent element of all art. The body is transformed into a material in its own sense, being morphed and used to the makers liking. The feminine body is portrayed in a multitude of ways; it is mysterious and feared by some who are too afraid of the monstrous feminine. Many represent the body in degrading ways, as seen with Hans Bellmer’s doll, which is a physical embodiment of the artists misogynistic attitude towards women, a focus on the sexual. The flesh is sometimes depicted as beautiful in its own right, without the implications of sexual energy or eroticism, such as in the melancholy sculptures of Berline De Bruyckere. 
The standards that have been cultivated through time also play an integral part in the way that we view bodies, the idealised woman is what many strive to become but instead end up grotesquely morphing the body into something unnatural. This is evident in the rising number in people using weight loss injections, as well as being represented in the images by Jessica Ledwich. This moves the body further away from being typically desirable, which can be art in its own form as demonstrated by ORLAN’s series of plastic surgeries. 

The links between artistic expression and the body evidently have strong links with pornography, which has its advantages and disadvantages. Artists are reclaiming pornographic imagery and narratives and turning them on their head, demonstrating the sublime experiences that the flesh can experience without it being inherently erotic. However, eroticism is also encouraged within feminist artworks, inviting audiences to explore sensuality in the context of equality and freedom. Within Annie Sprinkles work we are reminded that experimental video can be a way to educate audiences, whilst keeping the atmosphere fun and exciting. 

The differences between eroticism and sexuality that have been explored creates a barrier between the flesh and sex. It is not one thing, although they are equally intense topics, they describe separate areas of lives and art. This has allowed me to identify the significance that sex has on society, in erotic and satirical ways, such as demonstrated in Sarah Lucas’ work. The flesh alone is not as interesting to society, but artists come along and investigate the depths of that instead. Bodies are just bodies, sex is sex, eroticism is whatever our minds can conjure up when we picture them combined. The abject nature of the body creates a sense of disturbance for viewers, but when a layer of eroticism is added it is the desired to be viewed. 
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