Post Internet Irony and

Tumblr Revivalism

Isabella Greenwood

A Poetic Archaeology of Our Return to Pre-Platform

Internet

Digital Frontier, print.

Red-Hottie-Doll. gif
ROll-Ou jpriniaia

About 70,

N ¢ YouTube



SCAN [IN PRINT MAGAZINE | “DIGITAL OUTLIERS” ISSUE, JULY

2025]

A00ANIIHD Y1138YST

Jw\ sBuos aoedsAw

el 45y
i a:.N ¥

SONIH.L avd
od
STIID AOOD

»ylur

sBodl~Aey

//A_

INVM NOX |
N




= -oourwioyrad jo wuoyeld T usaq ‘wieal
TearsAyd a1 01 aaneuIee Ue Suteq Jo smaia Aq ‘skeme
Sey 19UIIUT 9T, jOUO 1SJIJ 9Y) 10U W, [ *dufjuo SuIk]
SI 9UOAIaA® Te) UTE3] PINOYS NOA as1edaq §,7eY) ‘T
91doad 01 pal] NOA [NOA 8IEp MOH ¢YINII Y1 1, USEM
11, :enbnIo urew ay1 seM Jey] "uonoly Suisn Joj suw e
pew os 108 ajdoad ‘,su0N0aJIa] PUE SIOUS[[IXT, UM,
1pres UTwW]( ‘QUIZESeW 0121a.L27u] YILM 1eYD STOT T U]
*Awouods wojre[d a1 urym Apnusyme jo soueuiopad
a1 01 UONULIIE SMEIP 11 ‘o1a1811s 1nq d1S[eisou Adurs
10U ST oo 2y, *o130] erpaut 1siendeo-are[ Jopun A1nuapr
JO ssaupa1onNsuod ayy asodxa 01 sQIOZ A[Iee pue sOO0T
a1e] a3 Jo elowayda [eNSIp oY1 sereWIUTa O1RYISIT [Gam
O1TIS T YIIM 371SqaM PIEPINO UT UO PaIsoy ‘SIOM S, Ue])
*SYIUOW 9AIJ JOJ — aul[uo Aurune) Jo soueuniojtad ayn
anbnio pue Apored 01 seuosded wreadeisuy sururwey Jo
sal1as ¢ pardope Is1e ystueds-aunuadry ay ¢, SUONIAIad
PuT s80UL[0XH,, ‘@ouTULIojIed 107 IO U] “UTW]() BITUry
JO SIOM 91 UT 1USPIAS ST as[ndul [EAIYOIE Suwes ay]
uasard ay1 yum SuideSus Areoniio syiym ised s
anouoy 1eys saoeds [enSip syyedo ays ‘Jeuostad ay1 pue
Jesswayds a1 Surorique Ag -9mImo juIeIUT AJIES JO
aimyeu Sunes[y ay1 U0 AIeIUSWUIOD puE Jo uoneAlesald
© 10q st jdom Joy Suruonisod ‘Yorvordde earyore s,epos
puryaq ANITeUONULIUT 9y} J0OSISPUN SUONIS[JAI 3SaYL
1] joof 01 Bur08 ST a1 aY1 JeYM 3INS 10U 3T M
pue SurBueyo A[pides st A3ojoutoss st AJreoadss ‘safiy Yam
Aapigeasur jo 107 e s,a191 [, ‘Suey Jo yonol ued Asy1 sSuryy
1uem 9[doad *,plIoM 1Je, aY1 Uf panfea st dom [endip
MOY 1MOQE 2NSUN [[1S W], :$308je1e [edip Suiatesasd
Jo saBuafreyo oy ‘$1091q0 [endiq eor[diasirew gqam yium
MOIAIBIUT QIOZ T UT “PaIOU OS[E oS , AToWaw TIA
10119801 11 9]qq0D 01 IATY | MOU SSNLIA( ‘SUOHIOTIIUT
10UIIUI-A[TEa AW JO SIOW JO SIOYSUSAIOS IATS 3, UPIP
[ YeU3 pes W], :payIewal ‘070 Ul Uouvpuno oy
SUTAT 91IT]D YIM UOHTSIOAUOD UT ‘CPOS 4USIU0D
[eASIP JO aINIeU JUSISUL) 91 U0 JUros[Jay
“1sed a1 ojur Joopden ¢ se
uonouny 01 pausdisap s, "sa1g[es yrooqoioyd pue
surdarey Jo $10UsUSa0s YIM PI[L SIoP[o] [enSip
pue seouvwIojrad aqnnox ‘suoonows Suouep
‘saseayd pue safewr payjurjradAy ur pasadedyiem st
(emue0 “paamord) 211sqam s,epos “oneod pasepuss
TWEIPO[aUI [CUONIOWS ‘SMESUTEYD PUT SPUSLIA0q-Xa
1NOQE SWEaJP JUOJ-[CLY :91183Y1 ST 1T SWEIJa PuT
a10ydsoSo]q oY1 JO $$90Xe [EMIXa1 AU SIYE ,2IMIng
AW U1 01§ © 5,197 ], J}0Oq JoH “POOYJIIS 10UIoUl
-e100s AJIEs JO $aIMXa) [EUOHIOWS PUT SOMAYISST
a1 SUIAIYOIE UO sanued aonoedd JoH “plIom [eisip
paysijod-aid a1 Jo s1s130]09TYIIE SW00aq aATY
©pos AJJOIN Paseq-3I0x MAN ST Yons SISIIy
“A8ojouyoen SurSueyo Aq padeys
aJe SUOHIOWS PUT SANUSPI INO Moy Jut[eanal
‘sn souanyyut s swaojre[d 919[osqo Aq purysq

@)

1Jo] 80t [eNSIp a1 SIoMAWITIJ SIY) UTYIA Iuasald
a1 adeys 01 enunuod JaA 1s1¥e JeFUO[ OU TEY) SWIOY
J[emmd Jo uImIal ay) pue saImnyg 1so] Jo aousisisiad a1
:A80j01uney st $9qLI0SaP JBYSK] ST ISHO0aY) [edmmd
sinoljey- Teym s1093a1 KimSiquue sty Suisiiqeisap st gam ALres ay
RS JO ssaunsauLIes a1 Aq paruoyuod Jureq os ‘98e oruyrliode
31 UT 9AT] 9\ “AUOdT pue A1LIdULS UsamIaq UOMIUNSIP ay}
yum ssaw sisnae sed s joudeiur oy wody Suryel Ag
‘uoneiuawitadxs [edip sseqwre Afreorswigm pue Ayosiry
“Assawu :9n150ddo $I1 919 19UINUT 6100 3Y1 JO sAep Afrea
a1 a1j0ad J0j renuslod aY1 YIIM UOIEIMD 3SUSIUT INOqE ST
91TWI]O SUIUO JUBLIND Y1 J] “JOAO YIOOWS 01 S3jaas AIedia
-OJOIW PUT WSIEWIUIW NayIsae ‘ALreo uo siseyduwa sit
YUM ‘21mmd 1euIut Aresodwaruod yeys AydesSouoor
7QaMm AJIEs 01 SSAUMEI © ST 919y ], “dAITewIopad uey) Joyres
AJoyeio[dxe 1] AINUSPI SUIUO USYM PUT OIFa1ENs UTyl
JaYIel 91EWNUT SEM UOHTIUSWNOOP-J[os Uaym ‘suriojrerd
aJam Aa11 poorssepun sy a1ojeq suniopeid uo s8e Jo sured

N3dO"LON 0d

YINVIW-WII4 B LSILIV NVWIN VITVWY

xid-ojuo

oym uonessua e 01 syeads 1] -aurdiosip oruyiioSe Yum
PAUIBOUOOUN PUT ISI[EWTXTW AJ[eUONOWS ‘Paprengun sem
Tet) surfuo Surtaq Jo Aem © Sunesadnoar 1noqe srouwr pue

Jw\ sBuos soedsAw

!

we peo

£10Z 4290100 92

T18[eIsou pasiA1s moqe ssay st AreSewr ST JO [eAIAST 9T
Alowaw juaaay

Omuuu

——
swopqmmpman

( sowaw B

wd p1:6
© w3 v10Z 3unr zL >

wawosaApy

L Nd

S SU0DI ISIUIWa) a0edSAN
¢ s |ebuey aoes9)

sBod(ney

——

& e ; .
= "
.—m 1 11£6:2000U8WOM £XeS 116 ) ﬁ
- “— 5 P ¥ e F-._uun.ccww i e S,_Mw_ ouenia 00 \
, \ L . - 2w gybipesonu’ m >
| % =r | § Uo bems Aw

e WSRO A0 o ¢ k\w

.M.ME_E,,N.E_EE;Q. | g’“” SN uIny | 1., A yumoo u s
——a A‘A. L Qm 18,0rese b 05z pox

116-BuroueppIB | '@ lola ViA@Y Y s e wgu [ 4 001 16M0Y|

WS B &= . T 4

UB 14} WOJj 1SBUOY O 00| N PUE SOBPIA ;

an pue n aAo| | A3uoy 1y ulIsax30gsio| ! ._ueou‘:u‘.éﬂ . |
. LR : kil
fpb OgTRNSNSNsIY #6'0pg 10BLAZbLN  Bud nmuwi

1

- isorepdn oy dn udis " _PIW\\

E/

. dUb=a=H=adk 46 1coMmo0seUn 116 180uEPINOGE wow Sl ' Q001IEMOU IIQWN 6 9XGROLZOW QWM 2 SIIOP ]
Be a0t B - i =
£ pom S 3 ® v

SI0USUSRIOS-WWYse

G600 3NnsSsI €80 280




sdeousalos-a|fawo

< sSuruaddey 01 uey sSunumey o1 Jesojo aJe sefewur
35911 ‘9suBs SIY) U] '$9[040 puays jo Surdesyeun 1eau

a1 Bunsisal ‘paIfAUIUN 80TJIMSal PuE JoFul] 01 9[qe oI
soSewur ‘Kem STy, *9[qIssa00e Jow 11 ayew 01 1 arepdn pue

XTwal Aoy “eI[eIsou Joj aaIsap SISIIe ySnoyn “peaisu|
mm “1sed 811 8101531 01 1UEM 1,UOP SBININOGNS ISIEAIATY KoMK

: eifjelsou aaljenoaadg

;— *aamseJa eyl 1sI1sad 01 Aem e ST eIS[eISON

‘AJowewr JUNIIMI9A0 PUE UOHEPETITIP JUTISUOD JO 21018

-
¢ ur Sureq aIym aouaisisiad sarenus erpaw [elSip Aem
¢ % a1 - Jesewayde Surmpus,, a1 st saqrIosap unyD Suoy

r mMH Apusp\ Je[oyos TIPat-Mau Jeym SUnewiue 9AroIe

@ JO pury e st suonouny way) Joj Suruof aAnaJje QO "qam

Aresodwauod Y1 Jo 2MSO[OUL ONUYILIOSE 9Y3 01 ISEIIUOD

D ur puels Jet) AINUspI pareIndun pue ASewnur ‘Wopassy

pantediad Jo syueUWaI 81,43y, *$10TJ91IE [EOIUY0R) ST [[om

SE SAIMOANYPDIE [EUONIOWS J1I03q SpIeoq adessaur Ajiea
pue Jjqung, ‘90edSAW Jo SoYI] aY1 ‘Suedy SIYI UIYHA

*3UW003q 01 AIISIP AM TBYM PUE — 1SO] 9A,9M

Jea) am 1eym Aq padeys st Jaquiaurar am ey s1sed

paurSew-Jey wolj sarnimy aAnemoads sayesousd 11

17001 o1ydeISo1I0ISTY © ST ‘Ua) ‘CIS[LIsou 1euteIuT Ajeyg

SJe]s-1no-ul
Snej-ay

m,moe?m Wiy |11 O} JUBM },UpIp ncmf&,nﬁ__ Ims | ey

i

i | PUB ‘OW WOl SSOI0E WAB o) Jo100j) 8y} uo Bunyis sem o ienile

/

u By ‘Alledibew uay) pue mw&@ e

._mﬁw Aw punoj pue asnoy ay} Jo o &mw» "auIW JO pusly ..wEocm BIm

ta

‘PAIID | USY) U LIy LM BSNOY mwmm Aoq Aw 1e puiyeq o&smwﬁ

S Bt i
) W_%E ay) Joj ye| ||le pey spualy AW .ml_o.&»,cﬂwm.:_c a1 JuUpip | Umﬂ_ow%v
2 .ww.., B0

ASHedoq MesUuIeyd B ypm pusufoq Aw __ﬁmmﬂaa. §
¢ Oy ! 394
‘Jybiu Jse| wealp siy) pey

@ wp3 e >

‘KemAuyy .m&w o

!'sysod [eulnol

Janalo} S| Bulyiou

§00 3INSsSI 780

wd 5Ly
© wa 510z Asenuer 1L >

*paso[oaIoy A[Suisealour [99) 1eY) saaning 10§ sSurduoj
In0 103(01d am YOTYM O1UO USROS ¢ $aw0daq sed ay
“UONEIO[SIP Paatediad jo syuswow Jurmp 1nq Aureissd
[91I0ISIY JO Sowm Ut 10u A[[njadIoy Isowr sadIsws ualjo
2I3[21S0U MOY $210U USSSANH SELIPUY 1SLI0SY1 [eInInd
ueuan) ‘ AIowsy Jo sontjod ay1 pue s1sasdwiyed
ueqaq) :$158J 1S, ¥00q £00Z Sy U] "1ussaid ano jo
saniqissod pue saouasqe ‘sadoy a1 11 01uo Junosfosd
aJe am ‘seam aduo 11 se ised e Sunequiawal Isnf Jou are
am ‘s10e J13[eIsou ut afe3us am USYAN TEAIAST JeInIno
s Jeutaqur A[res oy Jo Anedoduwal eorjo4d ey saoyos
TeY} JUBWNUSS T — 2JMINJ Y3 JO S3LI0ISIY ST P[IOM BUI[UO
91 JO SALIOWaUI JIF[BISOU INO JO JUIYI ULd A\
*90UaIBARI YIIM NG AISYO0UW M JOU
S[ensiA 1outeIuT AIea ysies pleim sisnay Konuayme
JeUONIOWS PUT $S80X8 [eIM[NO SSTW [10q siussardas
YOS ‘SIE[OYOs SAIpMIS [eanimd Aq parei[iqeyad Jate] pue
‘BIaquealn) JUBWLD ONLID 1IE PUT IsIAessa Aq pastioayl
Sy *Joo1 [eantjod e sawo0daq — sepow Juruep s,38U1uT
AJaes aY1 Jo SUO Se PasiuSodal Mou — Yosy ‘Ajejurg
*0TJINS A1 Y1eauaq AINI20UIS
Jeuonows Suiatesad s[iym armino uonesiundo Jo
Ayrpansqe a1 Sursodxe ‘amowIe st ssausnoLIaSUN
I19Y) Jeam SIUSWISJE 9SIY — SWSU SaI-MO[ Y1 ‘10nb
SnewEIpo[at a1 Y[ JaNIS ay L Kijiqelsuma jo
UONTIIIPOWOD a3 Isurede Jajynq e st 1] "109104d 01
1nq yoe1ep 01 j0u suonduny Auor ‘Areewr ajhs-ajquiny,
pue 19UIIUI A[TE3 JO 1XIU0D Y1 U] “IuswaSeSus pue
20UBISIP SIS 1TY) PO PIPOI-I[qNOP ¢ — anbnLo
pue uonedionged jo wioj e yioq st Auodr ¢, Auoi] jo
sontod pue K109y, ay, @98pg s,Auod], j0oq ¥4l 4oy
ur $15983ns uoeyoINY TPUIT ISHOAYY [eIIMO Sy “Auodt
asn osJe Ao “AIJIqeuIea s ISISal SISILIE 9say1 op AJuo
10N “BIpaw [e100s Jo A11suadowoy ay1 01 20ueIsIsal
ONAY1S9T UE IEITUNIIIOD $311SGIM PIPOS-puey pue
soutays doysep Sunewund ‘sjeuamol Ajuo-TWIH
‘wisieytdes unioyred surgep vey ajoad pue ysijod ‘paads
Jo so18oy oy BurBuareyo pue saryoIe [e3Ip aAnEUIN T
ue JuronIsuod are Aoy ‘erdeisou ur SwSmpur Ajaseuwr
10U axe Aoy, “Advwunur [euSip jo soneod e st ueqng
PUT UBIYSTPJEY PUT UBW]N ‘BPOS $91IUN TBYA\
&IMUDIL T uE]

‘qom AJIea a1 uo pooyad Jo syenid Surpymq-praom ays
mq $199[qo 181/ 10u Suiatesaad “SjIom Asowsw jo pury e
SI SIY, *90ua0sajope [enSip Jo saanSiy oryikw oy se nq
SOISEIUEL] [EIALI1 ST 10U SUOOT 953U} SIWIBIJaI JIoM JRY ],
“Joppey +031pu] pue euLiog ‘dnog saLis[ed uopuoT jo say
AU UT PANIQIYX ‘SIT[a [ENSIA St 9AISS SAYSNIO A111qa[90
YUM PI[[IJ SPILOq UNS[INQ PUE J21S3] UOIYSIST JOIOE 11D
diss09,, Jo sefewr PaBuIm ‘UOIJH OBZ JO SISO dMAYISIT
Jeuonoasp e ot pooyid sn00g Jo edswayds ay1 SurSefjoo
“IE[NORUISA JoUIIUT A[TEd SIY1 SUIW OS[e Ueqan(] Yoy
TUIN PUT UBIYSTPILY USYIY ONp ISIIE UTIpU[-Yshig



A 'awo2aq [ns Aew oJ1] [eNSIp 1eym JOJ SureIal
mau dew $1sJT 9581 ‘WIOJUOD 07 [esnjad Iy} Uf 'sn Jo
s10adxe 1eutIUT AreiodwaIuod a1 TeyM Yaim oUAs Jo
1o Ajuelep s1 g o1f[easou A[9[os 10U st ey sonorad
TeuSIp T Mo 1reyd AsY) ‘os Sujop uj 232]0sqo paweep
20UO SEM JTyM SunTWIUEs pue saumixel oY1 Suiaesaid
‘suiSaew ay3 SuuIw qUaUIULBYDUS-al JO aduaIsistad
19mb a1 ySnoays 1ng ajerdads ySnoays 1ou Aruniojuod
TeuSIp 15158 $I0YLAID 359Y ], "UonEsiEIodIoo pue
Juawdo[aAsp $I1 SULINP 1S0] SATY 01 Waas am SuryIawos
ST 1Nq 19UIIUT [e100S A[Iea a1 01 [EUBSSa SEM SIY],
*20tds SIY3 UT 1SIX9-00 Lo Jnowny pue Afiqeaeuny
*SO11aYIsaT dfYILIOTe
Jo Aiqeiiasur o1 a1 pue uormioas wojreld jo
AypIesul] a1 01 J9IUNOO SUNJ 1LY SUIPWII SAIIEUISIE
ue J93j0 Ao ased 8y 1081321 1snf jou op sopar waoyed
-a1d opuour pue patuneH ‘J[esamoA jo uoisiea paysijod

‘91eUIRI[E U 970.N0 0 SulAey 1noqe Surkiiom InoyIm
aurjuo waoyiad 01 A1jiqe oy pue £11mdsqo sy ‘Aoewnul
a1y pJey @ouo Ly s3urfeay a1 Mq SONLYIST A 51
10u are adeaspurey 1auraur Aresoduauos “apioous aiy
sureSe [aqal 01 way saardsur pue sofal Jeulul AjIes
01 59,

1TaI0 953y SMEIp 1eym sdeyasd “pastundoun
ay1 pue Pajie] oy ‘pIiom a1 Jnouoy erowayda

1euserur 1sed uo Sunosjal s1snae [eudip ayL
‘snorsuodun [e13Ip oY1 Ul serdIsus Juewiop aanisod
ay1 Jo uoneanoeal e ‘passaidal ayr Jo Suroeyans e ‘oamny
31 WOJJ UINIAI ¢ ‘SUWLIL) S, 021504 Ul ‘aJe Aoy “Jayiey
*35US 9AISSaIZaI SY1 Ul UINIBI T JOU BIT ‘USY) ‘SO1IAYISIT

oruodr 19ueul-150d PUT WSIEAIAST Jjqun], ‘AIowsw pue
Surueawr yim padreyo s10a(qo [emint axe Aot ‘suayol
2I8[LISOU UTY) SIOW aIe SOTfal [eNSIp ‘Aem SIyJ, -9uwodeq
STY PHOM SUIUO 311 IEYM JO SO 3Y) UT Inowmy
1ITaUN 01 ‘PAPILISIP Uaaq STy TEYM UT aN[TA PUly 01 ST
qam AJes a1 Jo S1USWSL] SSI[ENIXSIU0D] PUT SASLIISI
0], "seoucunIopad pue s[iied INOYIM SAIYDIT [EIIMBU T
10U ST j9uIRIUT BY ], ‘ASojoseydIe a1190d Jo suLIo) st —
yosry pue Auoar Sursn Jo ‘satio1s Suiyjes pue seuostad
Sundope ‘pooyaiS auluo Jo saINIX91 [EUOHIOWS PUT
SonaYIsaT oY1 SUIAIYOIE Jay1aym — eId[eIsou [esip ur
Sunyerred jo seonoead onsiIe 9y JopISUOD PINOd I
*aul[uo ANTeUone[al Jo U0y Xo[dWod aIOW PUe 30UEISISaT
“Awouoine JoJ saumdaMyoIe 1uste] Sueasal jo adoy o
Ul UTedIs) [eNn1diA 03Uo ssof pue axisep Surddew jo Aem © —
aAnenoads s 11 AIssaISal 1,ust eIS[eIsou [ensip ‘Suaf Iyl

YBnoay, *1uslioal 01 1q aAs1IIal 01 10U paudisep uonoy
SuisiueSio ue ST ,19UIa1Ul Jo11aq,, ¢ JO YIAW Ay, ‘UaATy
ou seMm 11 ‘qam A[Iea a1 JO UONESIONaYISaT Jno andsa]

‘ayesun A[deap osye sem 11 1nq Suryew-Jjes 10 soeds aynJay

PUT MEJ T 12UINUL 3Y) PTW UOHTISPOW JO 3UISqE YL

“paspauoW Jo payoow ‘pa1do-0d 8q PINod JeY) SAAIIELICU

Jeuostad Ajdesp paeanas SwWOOIPaq UT SWEIGam U0
PaW[IJ Ua1JO ‘S|EUOIsSaJuod aqnInox Afreq ‘Jurxxop Jo
Surjjomn 01 s[qelaunA SaMSOSIP J1aY) “Uonda10id ou

eaauayda spLez

.ﬂ,i,a . ..sx — y Paajjo S[3eWQ PUE [EUINO(SAIT ‘W Sy NI JO SayI

Bsvazi

3L 'SIeak JoJ pasjoayoun 1J9] euT# pue odsauoqy ayI
opewoe | i s8e1 ajqum, pue 1oddns Liunwwod se pasmssip sdn
Gaposy)
oo w3 § Luoneaidsurys, Suriagjo (erxaloue Jo uonowoud ays 01
s56s SN s. 5 s ‘
s . J9jau eue-0ad,) euyoIJAN oY1 swnioy yam ‘Kundur

9Ly asn ‘sauoydpeaty

IM PIILNOIIO 1U2IU0D JapJosip-Suney dn ySneo
oep o) 01 0-@SN Su. wu 4 — U ﬁ .U led UQ

uoneysi3s] aJojeq sefewr a1eAlld s1esn patiojdxe asesdeus
se yons swiojie[d “paremSarun A[aie] azem uoneojdxs
s o Jdod puncsbyoeq ssouses Anuspr 1o seuate auIuo ‘SOIO7 AJTea 3y uf
oo 0001 OPLGh4) Ueeit el " “uasaad a1 Jo uonesIERIBWW0d-Jad Ay
a1 adeosa 01 aJIsap Y1 YIM panquut ¢, So1fad [eudip,, se
aA18s A9y "$SO] YBnoay) paeIpa aIojalay) aIe aInimd
19uIeIUl ATEa JO SOIRYISAT S, '2q O SWELD JaARU ey}
aInmy e Se Inq sem 11 se 10U ‘pasidojoyiAw usaq sey reyd
1sed [eOLIOISIY € 1ISIASI 01 J[99S Ua1Jo am *,[eay a1 JO
umiey aYL, S,9661 Ul SRIIM 9150 [CH] UTHOISIY T
SY "1U800UUT SACMIE 10U ST “JOASMOY] ‘UINIaT SIYT,
*MOU 33 JO $9N10931YIIT 3Y3 03U} PIPOdUS
g sn puryaq 1ou st 1sed oy ey Sunsisur - Ayjpaou
01 WIe S31 3[19sun 01 1uasald aY) UIYIM 308JNsa
Ao ‘s150U8 [eNSIp Sy *2Imno pas) Jo wmiuauIous
Jeaur] ayp Sundnasip Ajaanoe ‘s10e3910e e Mq sarepdn
ST 10U SJIOMIBU [e100s YSNoays a1enod sefewr ay ],

Govort

eo |[quINy MMM //:sdny)

i

wes _ .

ey —
o \. "

S0y 810N | 4 7

ol B S ‘.
W 12 s[eapt 22133 U0 £00Z Ul papuno) Som 9AY wwaUY)

@ PIEME XOPOJIIY IY) SUIM BPRUR[Y [He ‘UM (s
207 e VM 908 4908 St Otat

(sexted eszoy Aq)
UIM UoRESIPAUD UT w
(uuag Jaysy Aq)

2.mny e asjwoId A

1an0Y sxIeM 194N A

“ue Arezoduraluod wo woissnastp [eano € ajomord
o1 sure 1ey (OVa) 0dupzodwaluo) a1y 3p oleuoned Aq paziuedio 1uaAd [eorporad
st (QVLIS) K200y 1, 11y Axesodmjuog uo mnysodwiAg [euopewIRuy YL,

pesyy imng ays &

AioysiH
S3eAud Jo sieuuy 4

souspadxa
30 uopdnAISaa UL A

eidojodonuy op [EU0NEN 03SNN @) DV LIS AX #PUH Y Lu€
7207 WINE

1o Jo s9BRWY OIS A

(ueoung euors Aq) SnPAY suopdoRd
osudss w

(1u21q sinesy Aq) “IUIIS LYY SIIOK MON JO aAyay 963

suizeben vind u 1310d 93150dWO0D UAO S LW P[NOM $,IPIBS ‘SIENIIL S)1 2194 OYM SuUITe pue
$S21d PajdR|as 263)IALd B

‘SUERDISIUL ‘S}STLIE O} JO SLMIEILIED YIIAL ST[EAL S)Y PAIOA0D YITYA 5,97 ‘qnpry3iu
ss21d PoIORIRS ueisLieg 98e-zze( v 9)E)uIl 0) PIIUEA IPILS JUIDUIA ‘UOPMIPSU] KeMpPrOIg
& oureaaq Appob 3] 121 Wb U0 LT6T S YL U0 pauado JUEINEISIY SIPIES

obajiALd A

21mynD sau30M 38
anBLur jeuoy

NIHZOM LuY
19y uayL "NV (NMIA)

[N HH0X AN S,Auudp @ s,Auuar e s, Auuof e
€207 Arenuefe

so3unoNRd 3§ SPUBL B
490y oNlem s2Ang
peayy 2amnJ oL u
P d

Ieuoisiasd [enjodiod u
9oueBa|3 bueABuoAd &
[ 9% 2198350 =

oM AU 1n0qE WOREWIOUY pUL [[1 MO SI9F [9MSGIM At 0 owoojoy, TN UolueduioD wikd 4
o eueld 3 4

ONSGIAL S, BI[EUIY i vwmcr i

SBURM Pa3ajes

i

wi

Y3 eiog ssquesea e

§00 3INSSI



Amidst the algorithmic homogenisation of digital life, where content
is crafted with self-conscious precision, optimised for efficiency and
brandability, we’re witnessing a return to “cursed images” of the early
internet — ironic, low-res, contextless, and absurd; shitposts, jpeg rot,
surreal memes, and other pixelated artefacts of a pre-platform world.
Signalling a countercultural shift driven less by performance and more
by excavation, this resurgence is led by digital nonconformists —
artists and users who resist the streamlined aesthetics of today’s web,
returning instead to the pre-metric feed in search of something we
may have left behind. In contrast to the polished visual economies of
influencer culture, these images speak in the unserious syntax of a

forgotten web — irreverent, chaotic, and strangely intimate.

The early 2010s — a cultural hinge between pre-platform and
hyper-platformised eras — serve as the genesis for this return. Tumblr,
founded in 2007, and Instagram, launched in 2010, came to define
the image-based identity curation of a generation. Yet beneath the
sheen of palm tree sunsets and Alexis Ren-style aspirational fitness
culture (the aesthetic precursor to today's "clean girl" or Stanley

Cup-wielding Pilates influencer aesthetic) was a strange melancholia.



Dubstep YouTube remixes blared over galactic overlays, glitter GIFs
and sad girl quotes from John Green novels posted unironically
alongside filtered images of Starbucks cups, peace signs, rio-de-janeiro
overlays, side swept haircuts and all of their accompanying #swag:
neon wristbands, low resolution photo booth selfies, peace signs,
snapbacks, pouting lips and rawr XD’ers. These artefacts remain
frozen in a collective digital unconscious, a kitsch dreamscape we seek

to — ironically — yet meaningfully, resurrect.
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The revival of this era’s imagery is less about stylised nostalgia, and
more about recuperating a mode of being online that was unguarded,
emotionally maximalist and unconcerned with algorithmic discipline.
It speaks to a generation who came of age on platforms before they
understood they were platforms — when self-documentation was
intimate rather than strategic, and when online identity felt
exploratory rather than extractive. There is a rawness to early internet
iconography, that contemporary internet culture, with its emphasis
on clarity, aesthetic minimalism and micro-virality, seeks to smooth

over. The return features nonsensical memes, low resolution imagery,



return to 2010s figures, #swag and intentionally clunky graphic
design. If the current internet climate is about intense curation, with
the potential for profit, the early internet can be defined as its polar
opposite: messy, kitschy and whimsically aimless, digital

experimentation.

In drawing from the internet’s past, artists and users alike enact a kind
of digital hauntology — a refusal to let go of early internet relics.
Their aesthetic gestures, saturated in glitter fonts and melancholic
overlays, do not aim to recreate the past faithfully but to inhabit its
unfinished moods. In doing so, they open up a speculative space —
where sincerity and irony collapse into one another — and where new

subjectivities can flicker through the ruins of platform memory.

Artists like Molly Soda have become archeologists of the pre-polished
digital world. Her practice centres on archiving the aesthetics and
emotional textures of early internet girlhood. Her work, There’s a Star
in My Future, takes the textual excess of the blogosphere and reframes
it as theatre: Arial-font dreams about ex-boyfriends and chainsaws,
emotional melodrama rendered poetic. Soda's website functions as an
intentional trapdoor into this past — hyperlinked phrases, dancing

emoticons, lo-fi YouTube performances, digital dolls and, as part of a



take on the Vogue what's-in-my-bag, files filled with screenshots

keys, hairpins, photobooth selfies and jpeg detritus.

L “there’s a star in my future” publication/ R Molly Soda.

of



L Molly Soda @instagram 2024, R Molly Soda Fridge (Chick
Magnet)’ Inkjet prints, custom magnets
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Screenshot of Molly Soda’s website, 2025.

Reflecting on the transient nature of digital content, Soda, in
conversation with Claire Evans for Foundation remarked, "I'm sad
that I didn't save screenshots of more of my early-internet
interactions, because now I have to cobble it together via memory."
She also noted the challenges of preserving digital artefacts, stating, "A
lot of the things I was making were really ephemeral. They were made
for platforms that no longer exist." Discussing the emotional
resonance of her work, Soda explained, "I'm interested in the idea of
oversharing and how that plays into performance. There's a
vulnerability in putting yourself out there, but also a control in

deciding what to share.”


https://foundation.app/blog/molly-soda

These reflections underscore the intentionality behind Soda's archival
approach, positioning her work as both a preservation of and
commentary on the fleeting nature of early internet culture. By
embracing the ephemeral and the personal, she crafts a digital space

that honors the past while critically engaging with the present.
Crosshead

The same impulse is evident in Amalia Ulman’s 2014 performance
Excellences &€ Perfections, in which the artist adopted the persona of
an Instagram influencer to parody and critique the performance of
femininity online. Ulman’s work, hosted on a deliberately outdated
website with simple fonts and web 1.0 aesthetics, reanimates the
digital ephemera of the late 2000s and early 2010s to expose the
constructedness of identity under late capitalist media logic. The
low-resolution aesthetic is not simply nostalgic but strategic —
drawing attention to the performance of authenticity within the

platform economy.
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In an interview with Interview Magazine Ulman noted, "With

Excellences and Perfections, people got so mad at me for using fiction.
That was the main critique: 'It wasn’t the truth? How dare you! You
lied." Well, that’s because you should learn that everyone is lying
online. I’'m not the first one!". Even in its early genesis, despite being
less self-conscious, the internet was by virtue of being an alternative

realm to the physical domain, a platform of performance.

British-Indian artist duo Athen Kardashian also mine this early
internet vernacular, collaging the ephemera of 2000s girlhood into a
devotional aesthetic. Posters of Zac Efron, winged images of Leighton
Meester, charm bracelets and bulletin boards filled with celebrity
crushes serve as visual relics. Their work reframes these icons not as
trivial girlhood fantasies, but as the goddesses and mythic figures of
digital adolescence. This is a kind of memory work, preserving not
just objects but the world-building rituals of girlhood on the early

web.


https://www.interviewmagazine.com/art/amalia-ulman

Athen Kardashian, Sunshowers, 2024

Athen Kardashian,



Athen Kardashian, Jolen(e), 2024

What unites these artists, or digital outliers, is a poetics of digital
intimacy. They are not merely indulging in nostalgia — they are
constructing an alternative (digital) archive. In doing so, they
challenge the current logics of speed, polish and profit that define
platform capitalism. HTML-only journals, glimmering desktop
shrines and hand-coded websites signal an aesthetic resistance to the
homogeneity of social media. Not only are they deliberately resisting
streamability, but also engaging in irony, the aesthetic armoury of this
movement. As cultural theorist Linda Hutcheon suggests in frony’s
Edge: The Theory and Politics of Irony (1994), irony is a form of both
participation and critique — a double-coded mode that enables
distance and engagement. In the context of post-internet and

neo-tumblr imagery, irony functions not to detach but to protect. It s



a buffer against the commodification of vulnerability. The glitter GIF,
the melodramatic quote, the lo-fi meme — these elements wear their
unseriousness as defence, exposing the absurdity of optimisation

culture while preserving emotional sincerity beneath the surface.

Similarly, kitsch, the early internet’s second chief modality, becomes a
political tool. As theorised by essayist and art critic Clement
Greenberg and later rehabilitated by cultural studies scholars, kitsch
represents both mass cultural excess and emotional authenticity. The
garishness of early internet visuals — sparkly fonts, neon pinks, lens

flares — are re-employed not with mockery, but with reverence.

Nostalgic memories of the online world might additionally become
more readily understood as histories of the future — a sentiment
which speaks to the cyclical temporality embedded within cultural
revival of the internet. When we engage in nostalgic acts, we are not
merely remembering a past as it once was; we are projecting onto it
the hopes, absences and possibilities of our present. In Present Pasts:
Urban Palimpsests and the Politics of Memory (2003), cultural theorist
Andreas Huyssen notes how nostalgia often emerges most forcefully

not in times of historical certainty, but during moments of perceived



dislocation. The past becomes a screen onto which we project our

longings for futures that feel increasingly foreclosed.

In this way early internet nostalgia becomes a historiographic tool: it
generates speculative futures from half—imagined pasts. What we
remember, is shaped by what we fear we’ve lost, and what we desire to

become.

Within this frame, platforms like Tumblr, Instagram, Pinterest or
early forums are not just technical artefacts but emotional
architectures — remnants of perceived freedom, intimacy and
uncurated identity that stand in contrast to the algorithmic enclosure

of the contemporary web. This affective longing functions as a kind of

archive, animating what Wendy Hui Kyong Chun describes as the
‘enduring ephemeral” — the way digital media simulates persistence
while constantly degrading, erasing or overwriting memory. Nostalgia

becomes a tactic for resisting that erasure.

Crosshead - speculative nostalgia

In this sense, early internet memory itself becomes a glitch, and

revivalist subcultures that seek not to restore the past, but are


https://www.jstor.org/stable/10.1086/595632
https://www.jstor.org/stable/10.1086/595632

nostalgic for it, remixing it into a more livable digital imaginary. These
images linger, resurfacing uninvited, resisting the neat timekeeping of
trend cycles. In this sense, they are closer to hauntings than to
happenings. By circulating through social networks not as updates
but as artefacts, they interrupt the forward momentum of feed
culture, acting as digital revenants — reminding us that the past is not

behind us, but embedded within the infrastructures of the now.

This return, however, is not always innocent. As art historian Hal
Foster writes in “The Return of the Real”, we often seek to revisit a
historical past that has been mythologised, not as it was, but as a
future that never came to be. In this sense, the aesthetics of early
internet culture are mediated through loss. They function as "digital
relics”, imbued with the desire to escape the hyper-commercialisation

of the present.

In the early 2010s, identity exploration was precarious, often
unguarded and unregulated: platforms like SnapSave exploited users'
private images before legislation caught up. Eating disorder content
circulated with impunity. Forums like MyProAna offered
“thinspiration” tips disguised as community support, while Tumblr

tags like #bonespo and #ana were left unchecked for years. Platforms



like KIK, Ask FM, LiveJournal and Omegle offered no protection,
their disclosures vulnerable to trolling or doxxing. Early YouTube
confessionals, often filmed on webcams in bedrooms, revealed deeply
personal narratives that were later co-opted, mocked or monetised.
The absence of moderation created both a raw, fertile space for
self-making — and a deeply unsafe one. Despite its aestheticisation,
the early internet was no mecca. The myth of a “better internet”
becomes an organising fiction. Not to retrieve, but to reorient.
Through this lens, digital nostalgia isn't regressive — it’s speculative.
A way of mapping desire and loss onto virtual terrain in the hope of
revealing latent architectures for autonomy, resistance and more

complex forms of relationality online.

Through this lens, we might consider these digital practices as a form
of poetic archaeology. The internet is not a neutral archive without its
own perils and performances. To retrieve and recontextualise
fragments of the early web is to assert value in what has been
discarded. It is to find humour in the chaos of the online world. In
this way, digital relics become more than nostalgic tokens — they
become ritual objects, charged with meaning and memory.

Neo-Tumblr revivalism and post-internet ironic aesthetics, then, are



not a return in the regressive sense. Rather, they are, in Foster’s terms,
a return from the future, a surfacing of the repressed, a reactivation of

the more positive latent energies in the digital unconscious.

The digital artists reflecting on past internet ephemera, honour the
weird, the failed, the unoptimised, rebelling against the more
contemporary and polished internet landscape. Perhaps what draws
these creatives back to early internet relics, is not just the images
themselves, but the feeling they once held: the intimacy, obscurity, the
more carefree performance, of acting online without the need to
curate an alternative, polished, version of oneself. Cursed and ironic
pre-platform relics do not merely reflect the past — they offer an
alternate temporal logic, one that runs counter to the linearity of

platform evolution and the slick inevitability of algorithmic aesthetics.

Vulnerability and humour can coexist in this space, an actuality we
seem to have lost as the internet developed but was central to its
origins — for what is less funny and sincere than creating a digitised
world where we can all meet, lose ourselves, and perpetually return?
These creators resist digital conformity not through spectacle but
through the quiet persistence of re-enchantment, mining the margins,

preserving the textures, and reanimating what was once deemed



obsolete. In doing so, they chart out a digital practice that is neither
solely nostalgic, but defiantly out-of-sync — and in that refusal to
conform, they map new terrains for what digital life might still

become.



	Amalia Ulman’s Excellencies & Perfections, “Excellencies & Perfections #3” (2018). 

