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Sawdust Sex is an exhibition by Tim Gregory. An anonymous couple was invited to 
privately have sex in Paper Mountain Gallery. Sawdust was placed on the �oor so 
that the marks of the sexual act could be captured and then displayed. 

For this catalogue Tim Gregory invited Australian porn star, Madison Missina to 
respond to the exhibition. Her original text has been supplemented by two 
academics—Francis Russell and Eva Bujalka. �eir supplements appear as notes to 
Madison Messina’s text. 

Contributors:

Madison Missina has over 12 years of experience in the sex industry, with 
quali�cations in remedial message and sex and relationship therapy. She is on the 
board of Touching Base, a host of the radio program Between the Sheets and a 
member of transition committee for SWOPNSW. Missina is a porn star, having 
�lmed with Adult Voyeur and Popporn3D. Missina is also a leader in the ultimate 
girlfriend experience, providing genuine, intimate sexual experiences for her 
clients.

Francis Russell is a PhD student at Curtin University and a sessional academic at 
the Department of Art and the School of Media, Culture and Creative Arts. His 
current research involves exploring the possibility of locating non-totalizing 
approaches to art within the philosophical writings of Martin Heidegger.

Eva Bujalka is currently in her third year of a creative writing PhD at Curtin 
University. Her work focuses on twentieth-century French theorist Georges 
Bataille's preoccupation with �nding a way to resacralise existence through a form 
of violent mysticism that excluded God and the concept of salvation.  



Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   

Trace and Pornography
Madison Missina 

You don’t decide to be a pornstar be-
cause you embrace anonymity. Es-
pecially in our age of the internet, it 
will be out there, it will be search-
able and eventually it will be found. 
Do we do it for fame? How many of 
us are truly famous? But we do 
somehow all leave our mark.

Are we exhibitionistic by nature? 
Perhaps, but is it our sexuality that is 
�lmed? We are performers, perform-
ing to a script under the direction of 
the producer. Is it his fantasies that 
we enact, is he the voyeur (1) 

or is he producing 
what is most in 
demand? Has pornog-
raphy changed the way 
society views sexuality 
or is it simply respond-
ing to the changes to 
sexuality in society?
“Pornography as art” is 
about stretching the 
performers to next 
great sex act.(2)

How many cocks can one woman really take? Is that grotesque? 
How many men can one woman satisfy in 24 hours?

In the past we have explored sexual expression as an act of 
arousal—as something enjoyed by the masses. Now we have 
placed our human communication and interactions in the era of 
technology and created social media. Say more, connect more, do 
everything on a large and very public stage. Stay connected with 
literally thousands of people daily. In our e�orts to branch out 
further have we lost the ability to see the person next to us? Is 
pornography a re�ection of society?

Should all fantasies come to life? Or is fantasy an indulgence unto 
itself—a way to escape, a way to view life from another perspective? 
Do we no longer crave the next big sexual act of grati�cation; do we 
now crave intimacy in our highly connected depersonalised 
society?

What about intimacy? Does it have a role? Can two strangers share 
intimacy? Can it be captured on �lm? �e Australian Pornography 
community is small. We all call each other family. We are 
connected. We share intimacy. Do you see that?

I became a pornstar because I wanted to be heard. I have chosen a 
highly stigmatised career path and have so many messages that I 
want to share. Pornography is the medium that has put me in the 
spotlight; it has put me on the map. It is my mode of transport. My 
microphone.

I make my living by consoling the lonely. I do this by being present. 
By looking at my partner whether they are with me for the hour, or 
for life. I see them. I value their struggle. Do they see me? (3)

Sex is seen as 
the ultimate act 
of intimacy. Al-
lowing some-
one to see them 
naked is a spe-
c i a l 
p r iv i l ege . (4)

I am the keeper of many secrets because of this. Because people see 
me naked, see me orgasm I am trusted with the dark secrets. 
Because I am judged, I am expected not to judge.

�ere is a push for genuine women focused porn. Does the 
performer need to be genuine for a masterpiece to be created? Does 
my co-star need to want me for me to bring them to orgasm?

I am a squirter. When I get su�ciently aroused and start to have G 
spot orgasms I ejaculate. I have no control over this other than 
denying myself the orgasm, if I let go things get wet. (5) Its natural. 
I was recently on a porn set doing the run through with my 
producer. We were discussing what sex acts and positions he would 
like me to do during my solo. My squirting came into focus. �e 
direction was that I should not squirt during my solo as that is not 
something that would normally, naturally occur—that women in 
general whilst using a glass dildo to stimulate themselves through 
penetration would not squirt. Comments were made that women 
who squirt are not considered high class, that squirting porn is 
trashy porn and certainly not genuine. So basically I was to make 
genuine porn by masturbating in a way that did not give me sexual 
pleasure as to refrain from achieving an orgasm as society views a 
female wet orgasm as trashy and non-genuine.

Sex is instinctual, it’s primal. It’s messy, there are odours and noises. 
Sometimes marks are left, sometimes injuries occur. Sometimes it’s 
passionate, or vengeful, or loving and tender. Sometimes it’s �lled 
with sorrow. Most sex does not occur in room �lled with crew 
members. With a make up artist on stand by, with a director ascer-
taining if there is enough footage in a particular position.



1 Francis Russell: �e footnote, used to add explanatory detail and provide 
evidence to support the body of the text, is that peephole, ever so small, which 
grants the reader the possibility of entrance into the inner workings of the text. Of 
course, what is revealed to the viewer by way of this typographical device is merely 
what the author has made visible, and hence, such visibility is always already 
predetermined by that which must remain invisible to guarantee the authority of 
the text — i.e. that the author’s doubt (that she isn’t quite sure, is conscious of her 
hastiness with regards to interpretation, or feels the guilt of a necessary act of in�del-
ity to a source) is kept from view. Nonetheless, the very structure of the footnote — 
that it presents the possibility of an ur-text, that the body of the text can be striped 
naked and exposed to the gaze of the reader — has a certain a�nity with the furtive 
glance o�ered by pornography (in the peep hole and peep show alike), insofar as 
both these typographic and pornographic openings produce the fantasy of “seeing it 
all”.
        
�e peep show, which can be traced back at least as far as the �fteenth century, 
allowed for a spectator to view a series of images through a small opening in a 
wooden box — and, in which, the apparatus’ owner could manipulate the images. 
Variations of this rudimentary device, which were popular across Europe and 
China, were con�gured to reveal a host of images that included representations of 
mythical �gures, and religious scenes used for moral instruction. �e tradition of 
the pornographic peep shows that emerged in the late nineteenth century — 
examples of which can be found in popular mutoscope machines such as the now 
famous soft-core reel What the Butler Saw — facilitated a similar illusion although 
one in which the viewer is o�ered the role of the voyeuristic “peeping tom”. As the 
voyeur views its subject from a position that itself cannot be seen, the fantasy of the 
pure objective gaze is intensi�ed by the very structure of the apparatus — a structure 
that �nds its apogee in the contemporary anonymity of the pornographic spectacles 
o�ered by the internet. �e voyeur is assured of the objectivity of their gaze by way 
of the structure of the apparatus, insofar as the voyeur’s gaze appears uncontami-
nated by the position from which they view the object, and, furthermore, that the 
object is unaware of that gaze in which it is trans�xed and by which it is absolutely 
revealed. However, while that which is objecti�ed does not have the possibility of 
looking back and meeting the gaze of its observer, the apparatus does indeed see the 
viewer, insofar as it opens up and structures the very possibility of visibility itself. 
�is moment of interpellation, to use Louis Althusser’s phrase, unlocks what 
appears to be the very structure of pornography, that the possibility of “seeing it all” 
is only made possible by way of the exclusion of what would potentially disrupt the 
voyeurs fantasy, and, therefore, cannot be tolerated. It is for this reason that Slavoj 
Žižek claims that perhaps what needs to be considered is the possibility that it is the 
voyeur who is truly objecti�ed, since they are the very possibility of their fantasy is 
constituted by that structure which must necessarily remain invisible.       

2 FR: To venture a discussion of pornography’s relation to art would appear, 
conventionally speaking, to risk the disillusionment of the very terms themselves. 
Which is to say that, within the dominant discourses that surround both art and 
pornography, such terms are largely understood and de�ned by way of their 
purported mutual exclusivity and incompatibility. Indeed, the possibility of consid-
ering pornography as a legitimate art form has been generally precluded a priori by 
way of the largely institutional practice of maintaining the purity of the latter by 
way of the exclusion of the former. In a similar vein, although in this instance 
referring speci�cally to pornography’s relation to literature, Susan Sontag argues 
that:

“the fashion in which most critics construe the nature of prose literature, no 
less than their view of the nature of pornography, inevitably put pornography 
in an adverse relation to literature. It is an airtight case, for if a pornographic 
book is de�ned as one not belonging to literature (and vice versa), there is no 
need to examine individual books”.

Given such an apparent impasse, the possibility of coming to terms with 
pornography’s relation to art can perhaps be best negotiated by way of an appeal to 
the philosophy of Friedrich Nietzsche, not merely because he was that philosopher 
most famous for his attempts to go “beyond good and evil” but, furthermore, due 
to his association of art with rausch (rapture, frenzy, intoxication). As Nietzsche 
states in Twilight of the Idols “for art to exist, for any sort of aesthetic activity or 
perception to exist, a certain physiological precondition is indispensible: intoxica-
tion”. For Nietzsche such a physiological precondition was heterogeneous in its 
manifestation, yet, despite this, he nonetheless privileged above all the intoxication 
of “sexual excitement”, that which o�ered the “the oldest and most primitive form 
of intoxication”. With such a gesture, Nietzsche positions himself contra to the 
philosophical tradition that precedes him, of which the apogee would be for 
Nietzsche a �gure like Immanuel Kant, insofar as this philosophical lineage is seen 
by Nietzsche to grasp art only from the position of the passive and submissive 
spectator. Accordingly, Nietzsche states in On �e Genealogy of Morals, the 
traditional philosophical attitude to art has repeated the same mistake of failing to 
view “the aesthetic problem from the experience of the artist (the creator)”. As 
Giorgio Agamben has argued, the “experience” of the artist to which Nietzsche 
refers should not be misinterpreted as a kind of aesthetic experience — which, 
instead, Nietzsche associates with the passivity of the spectator. Instead, Agamben 
argues that in distancing art from the aesthetic and the receptive, Nietzsche brings 
forth a conception of art as a manifestation of the active and creative “will to 
power”. It is for this reason that, in On �e Genealogy of Morals, Nietzsche references 
a �gure such as Pygmalion, as it was he who became “so enamoured of his creation 
that as to wish that it belonged no longer to art but to life”. �roughout his work, 

Nietzsche clearly expresses what is at stake in the distinction between the active 
artist and those who are passive and susceptible to culture’s instructions and 
prescriptions. For example, he states in �e Will to Power that, “what distinguishes 
the artist from the layman (those susceptible to art)” is that
                 

“the latter reach the high point of their susceptibility when they receive; the 
former as they give […] �e perspective of the these two states are opposite: 
to demand of the artist that he should practice the perspective of the audience 
(of the critic—) means to demand that he should impoverish himself and his 
creative power” (§811) 

�e question that remains is whether Nietzsche’s rejection of the passive spectator, 
which has functioned as a the model of philosophy’s approach to the work of art, 
and to the aesthetic in general, presents the potential for reconsidering the artistic 
status of pornography. Grasped at the level of the intoxication could both the 
performer and the viewer be spoken of as artists?
        
3 Eva Bujalka: Can pornography exist without the Gaze? Can pornography persist 
outside of the anxious state of awareness that someone is watching? In a visual 
culture, the metaphor for sight has become analogous with both power and 
empathy – objects are made subordinate to the power of the subject’s gaze, and yet 
the power of the gaze can also express shared experience: do you see? I see. In his 1943 
work Being and Nothingness French philosopher Jean-Paul Sartre anecdotally 
explained the Gaze, or what he referred to as ‘the Look,’ through the example of a 
person peering in at others through a keyhole. �rough the door, the Peeping Tom 
sees people that he or she understands as objects in comparison to their own subjec-
tivity – I am a subject and they are Other. Yet should the Peeping Tom hear the 
creaking of �oorboards behind them, they su�er the awareness that they are being 
watched in the same way that they are looking on at others through the keyhole. 
�us, Sartre a�rms that the Peeping Tom experiences their self as an object, as an 
Other, that is being viewed by a subject behind them. �e Peeping Tom becomes 
aware of their nature as an object. �ey also become aware that assumptions have 
been drawn about them – the person who has seen me thinks that I am a Peeping Tom. 
�e Gaze necessarily contains the seeds of its own vulnerability: the feeling of shame 
for looking, even if no one catches you doing it. But the problem with Sartre’s 
example is that it only unpicks the Peeping Tom’s anxiety about being caught by a 
third party, and doesn’t suppose that the Peeping Tom’s gaze through the peephole 
was an attempt to commune, as a spectator, with the people on the other side of the 
door. For twentieth-century French pornographer, mystic and theorist Georges 
Bataille, it was possible to see, to experience the Other, although only momentarily. 
And this sight, he argued, was only obtained through an instant of utter blindness. 
In his posthumous 1971 work �eory of Religion, an anthropological study on the 

history of human civilization and religion, Bataille proposed that the fall of man 
occurred when humans conceived of a distinction between subject and object – that 
is, the moment that humans saw a division between themselves and animals, and 
understood objects as subordinate to their subject-hood. �is was a division based 
on value, of which God (or a supreme being) was of the highest value, a value that 
– since there was no God – was entirely baseless. Before the fall, Bataille maintained 
that humans had persisted alongside animals like water in water, as unconsciously 
one and the same (continuity). �is period of unity was what Bataille called 
‘intimacy,’ and regaining this lost intimacy was, for Bataille, religious experience. 
After the fall, subject/object duality instilled a sense of alienation in people, a 
persistent, although seemingly unfounded sense of loss, a fear of death and disconti-
nuity, and also a disposition to believe in a god and an afterlife because of the fear 
of ends (of death, discontinuity). Bataille says that in order to both combat this 
sense of loss and to stop people from transgressing religious law, societies promoted 
utilitarian values and implemented work as a means of controlling populations. 
Bataille even employed Marx’s concept of rei�cation when he proposed that the 
world of productivity and e�cacy (the world of work) reduced people to the level of 
objects, which perpetuated both individuation and a lack of meaningful communi-
cation. Work, as an inherently productive activity, combats excessive and transgres-
sive non-productivity. Yet it was Bataille’s contention that these excessive, transgres-
sive actions were the only way to escape the subject/object distinction and to regain 
this lost intimacy. In order to escape the division, people had to willingly shatter 
their subjectivity through a moment of rapturous expenditure, for example through 
the senseless death in sacri�ce or the non-procreative excess of eroticism. In sacri�ce, 
Bataille explains the spectator’s gaze on the sacri�cial victim as one that does not 
objectify the victim, but rather one that allows the spectator to experience the death 
of the victim as the victim, without dying. For Bataille, the experience of a spectator 
gazing at a sacri�cial victim is the experience of a mystic without God: in the same 
way that a mystic might contemplate the cruci�xion, associating with every one of 
Christ’s wounds, a subject who associates so strongly with the object/victim of the 
sacri�ce that they place themselves in the position of the object, is able to feel 
themselves as the object. When the object is sacri�ced (or in erotic acts, penetrated), 
the subject likewise experiences this sacri�ce (or penetration). �e death of the 
victim allows the spectator to experience a moment of ecstasy – ekstasis: standing 
outside one’s self. All boundaries collapse and the subject-less spectator is momen-
tarily returned to a state of intimacy. Without dying, the spectator witnesses and 
experiences the victim’s death. �ey see the Other by experiencing the Other. 
Bataille’s notion of sacri�ce e�ectively replaces and invertes Sartre’s one-sided 
keyhole with the shared gaze of spectator and victim – as in �e Story of the Eye, the 
sacri�cially exhumed eye of a priest stares back out at Bataille through his lover’s 
vulva.

4 EB: One of the most iconic themes in twentieth-century Japanese author Yukio 
Mishima’s �ction – aside from the pretence of closeted homosexuality – is the 
pivotal moment when his characters witness nudity for the �rst time. While the act 
is often voyeuristic, it is generally within the con�nes of a couple being spied on, of 
a couple allowing one another the special privilege of seeing each other naked. In his 
1963 novel, �e Sailor Who Fell From Grace with the Sea, Mishima employs the 
peephole as a medium through which his young protagonist Noboru is not only 
able to view his mother and her lover – a sailor – naked and having sex, but also 
through which Noboru is given a glimpse of a perfect but utterly fragile world. In 
�e Sailor Mishima explores the merging lives of his thirteen-year-old protagonist, 
Noboru, and the sailor, Ryuji. Noboru is obsessed with the reckless strength and 
heroism of sailors. After visiting the local port, his mother, Fusako, a widow, falls in 
love with the sailor Ryuji. While his ship is docked, Fusako invites Ryuji to stay with 
them. Noboru, who has discovered a peephole in his bedroom, looks through to his 
mother’s bedroom and watches Ryuji and his mother make love. Seeing the sailor 
naked, Noboru believes that he has witnessed a God: ‘It was like being part of a 
miracle: in that instant everything packed away inside Noboru’s breast since the �rst 
day of his life was released and consummated’ (§ 12). Noboru realises that if Ryuji’s 
godliness ever falters it will mean the end of the world. He promises himself that he 
will stop Ryuji from losing his majesty any way he can. �e dye is cast, the protago-
nist has challenged the gods. Only days later, his mother tells him that Ryuji will be 
staying with them and that Noboru can refer to him as ‘father.’ In the days that 
follow, Noboru begins to notice that the more Ryuji falls in love with his mother, 
the more Ryuji loses his godliness. Unlike the heroic sailor he once was, Ryuji, 
Noboru thinks, has become a pathetically landlocked father. �e god is growing 
more human with every passing day. On the night that Fusako and Ryuji discover 
his peephole, Noboru relishes a beating from his stepfather – anything that will 
prove to him that Ryuji is still wild at heart. Instead, Ryuji sits beside his stepson 
and gives him a sex talk. �is is the �nal straw. Noboru feels that Ryuji’s response to 
his voyeurism was feeble. In a mad attempt to reinstate Ryuji’s godliness, Noboru 
plots to kill Ryuji by feeding him poisoned tea and then chopping his body to 
pieces.
 
One of the hardest elements to overlook in �e Sailor is the pervasive Christian 
imagery which is not only evident through the comparison of falling in love with 
falling from grace, not only implied through the comparison of poisoned tea to holy 
wine, not only suggested through Ryuji’s substitutionary sacri�ce, but is expressly 
explored through the characters’ belief in a holy trinity. Before his fall from grace, 
Ryuji believes in his own personal trinity of glory, death and women, which he sees 
as consubstantial. In Christian theology, consubstantiation, unlike transubstantia-
tion, is the belief that the elements of bread and wine at the mass remain simply 
bread and wine, even once blessed, but that the presence of Christ or God is inside 

of them (transubstantiation is the belief that one blessed, the bread and wine are the 
�esh and blood of Christ). Likewise, Ryuji’s belief in the consubstantial trinity of 
death, glory and women (eroticism), is the belief that these three elements remain 
what they are, but that God is found within them. However, by the end of the piece, 
even Ryuji is aware of his own loss of godliness – he is aware of his fall from grace: 

“[W]hen woman had been attained, the other two [glory and death] withdrew 
beyond the o�ng and ceased their mournful wailing of his name. �e things 
he had rejected were now rejecting him.” (§ 180)

It is by infusing Ryuji with these two rejected elements of the trinity – glory and 
death – that Noboru seeks to return Ryuji to his god-like status. When he peers 
through the peephole at Ryuji, what Noboru is e�ectively doing, is glimpsing the 
naked white discs of the Eucharist through the keyhole of the church’s tabernacle – 
God’s dwelling place – knowing that what he is looking at is only a naked body, but 
knowing that God is present in there somewhere too.
 
5 EB: It must be noted that as of January 2010, Australian customs o�cials have 
been directed by federal government censors to seize any pornography depicting 
female ejaculation. Female ejaculation has been paralleled with ‘golden showers’ 
(the act of urinating on one’s sex partner(s)). �e Australian Classi�cations Act 1995 
states that in material with an X18+ rating, ‘Fetishes such as body piercing, applica-
tion of substances such as candle wax, ‘golden showers’, bondage, spanking or 
�sting are not permitted’ (§ 12). Spokesperson for the Australian Sex Party Fionna 
Patten has objected to the comparison of female ejaculation with urination: ‘Female 
ejaculation has now been described in scienti�c literature as being as real as male 
ejaculation and women's ejaculate is as di�erent from urine, as men's is’ (Pardon, 
‘Sex Party Says Australia is Censoring Depictions of Female Orgasm’). In her 2012 
article ‘Obscene Squirting: If the Government �inks It's Urine, �en �ey've Got 
Another �ing Coming,’ Carmen M. Cusack argues that ejaculation is not only 
physically distinct from urination, but that the depictions of ejaculation di�er from 
the depictions of urination because ejaculation is an act performed by women who 
are almost always expressing (or depicted as expressing) pleasure, rather than being 
degraded.   
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