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Reflecting at the untamed spirit of my childhood, I find  
resonance in the uninhibited body, integrating its essence 
into my present self. 

When I almost turned eighteen, someone advised me not 
to lose my uninhibited attitude. I did not know then what    
 “uninhibited” meant, and I remember looking it up that day.  
It was only when writing this thesis, at the age of twenty-two, 
that I remembered this advice. 

The uninhibited body as both concept and catalyst, sym-
bolizes liberation and promises a passage of transformation. 
Defined by its defiance of social constraints, the uninhibited 
body embodies spontaneity, authenticity, and autonomy.  
I have taken this idea to heart——rebelling against expectations,  
rediscovering my identity and rewriting my own narrative 
from day to day.  

During my art education as a graphic designer, a fasci-
nation with the body as a cultural being emerged within me. 
My encounter, through Julie Peeters, with Marianne Wex's 
book Let’s Take Back Our Space 

fuelled my interest, leading me  
to explore the representation of women and queer people in 
art. This curiosity drove me to analyse imagery and gain 
awareness of diverse perspectives and gazes. Thereafter, 
delving into literature on the body within the realms of feminist 
history and cultural analysis, I recognized my eagerness  
to understand the act of extending the body.

The work Let’s Take Back Our Space——with the subtitles,    
 ‘Female’ and ‘Male’ Body Language as a Result of Patriarchal Structures 

——is based on 5000 to 6000 photographs of body postures, 
taken between 1974 and 1977. It is a visual survey comprised 
of hundreds of photographs assembled into dozens of thematic  
grids: seated persons——leg and feet; arm and hand positions; 
standing persons——leg and feet; people sitting and laying on 
the ground; Egyptian, Greek, and Roman statuary; how the 
men of Christianity took over an old goddess gesture;  
the stultifying effect of the patriarchal socialization.  
The images were collected from a huge range of sources:  
advertisements, reportage, fashion magazines, studio por-
traits, the history of art——and many were taken on the streets 
of Hamburg by Wex herself, who proposes that our smallest, 
most unconscious gestures speak volumes about the power 
relations of gender in daily life. 
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The second encounter fuelling my interest in the body was  
Luanda Casella's play The Killjoy Quiz 

which brought me to 
——now one of favourite manifestos——the work of Sara Ahmed 
on the killjoy figure.

The killjoy: a word, a word-tool, a living world, a figure 
——it refers to a person who deliberately spoils the enjoyment 
of others. In her Killjoy Manifesto, Ahmed establishes practices  
of resistance which examine the idea of the killjoy feminist 
——along with the unhappy queer, the angry Black woman,  

the melancholic migrant 
——to demonstrate how our 
Western obsession with 
acquiring and maintaining 

happiness can be problematic for those whose experiences 
interrupt the happiness narrative. 

Someone who is ready to expose harmful ideologies, 
while accepting the violent reality which this exposure takes 
place, the killjoy figure is often labelled as disruptive. They 
initiate confrontational discussions in any given situation, 
disturb family gatherings, oppose euphemisms, reject sexist 
comments, refuse racist remarks, and call things out,  
at all times.

Stimulated by these insights, I dug further into the 
discourse surrounding the body, an exploration that had 
broadened my understanding of my own physicality. From  
an obsession with the body as interior, such as psychology 
and sociology, to an expansion of the body into the exterior 
environment. Thus began my journey into body extensions,  
a journey that naturally led me to investigate gender theory, 
embodied practices, appearance and identity, body politics, 
phenomenology, among other topics.

As an artist, my main focus of my research has been in 
the visual arts. To better understand the act of extending the 
body, I started a visual research, collecting images portraying  
diverse artists extending their bodies. The collection is a 
visual narrative aimed at embracing and exploring trans-
formative processes. The images portraying different body 
extensions serve as an opening to other senses and affects, 
to alternative modes of knowing and accessing the past they 
make available. 

To kill joy, is to open a life, to make 

room for possibility, for chance.  

① Ahmed, 2017

As scholars/curators Erica Lehrer  

and Cynthia E. Milton point out, the root 

meaning of the word “curate” is “caring 

for”: this connection between “curation” 

and “caring for”, they contend, demands 

that we think of curation “not only as 

selection, design, and interpretation, but 

as care-taking—as a kind of intimate, 

intersubjective, interrelational obligation,”  

an obligation to “deal with the past”  

in particular. ② Gopinath, 2018

After all, the ideas that make us curious 

are not the ones we fully understand, 

but the ones we care about — I Love It is 

always more compelling than I Get It. To 

pay homage to someone falls somewhere 

between admiring them and studying 

them. A tribute is neither an analysis nor 

just a party. Giving a toast is about mak-

ing people care, not about making them 

understand. (...) The affective curatorial 

approach of the I Care can inhabit that 

space between an homage and an expla-

nation, between a tribute and an anal-

ysis, between a recommendation and a 

nomination. While behaving in the key of 

the I Care can be an act of celebration, it 

can also be one of critique: the art of the 

toast is closely aligned with the art of 

the roast. ③ ElDahab et al., 2011

In curating——or rather caring for——these images, my effort was 
to redefine and reorder, unveiling the significance of these connec-
tions and clarifying what they reveal about our past. The images serve 
as tools to reframe and reor-
der history, narrate alternate 
tales, and help perform new 
histories. Designing collisions 
and encounters between 
artistic practices that may 
seem detached from each 
other. In the following pages 
I’ll be writing through and off 
the thoughts and conclusions 
of others. To pay homage in 
admiring them as well as 
studying them. Navigating the spaces between a homage  
and an explanation, between a tribute and an analysis.

In my study of body extensions, I initially envisioned  
a realm where the term held a universal and obvious meaning. 
Yet swiftly I realized that this perception resided solely within 
my mind. The discourse I encountered often centred heavily 
on technology and the pursuit of ‘perfection,’ frequently over-
looking cultural practices and failing to differentiate between 
modifications and extensions. 

To address this, I adopted  
a non-traditional approach  
to texts and imagery men-
tioned in this thesis, moving 
beyond traditional art-his-
torical frames. I combined 
obscure works with estab-
lished ones, crossing different  
mediums, places, and times. 
Instead of following a chrono-
logical order, I arranged the 
content to encourage readers 
to engage with quotes and 
references alongside my 
analysis. This method allowed 
me to identify a shared visual 
practice that reveals new 
ways of seeing bodies  
and their extensions in art,  
regardless of specific time frames or locations. 
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While I strive to consider body extensions from a global  
perspective, my education within a Western cultural frame-
work has conditioned my lens. However, acknowledging  
the limitations of this perspective, I tried to surpass it and 
explore diverse examples, appreciating other perspectives  
on beauty and art as notably gripping and enlightening.

Each work of art, each 
body extension, should be  
regarded as a fragment of 
subjectivity with no fixed  
semiotic value, moving on 
from what a garment means  
to what a garment can do.

The concept of body extensions is not just an academic 
pursuit but a plumb journey of self-discovery. As a child,  
I observed how others effortlessly moved with purpose, 
guided by an innate understanding of their surroundings.  
Yet for me, every step felt like a deliberate calculation,  
a conscious effort to decipher the world around me. I have 
found that my difficulty in moving without intention has led 
me to rely on intention as a guiding force in navigating the 
world. Over time, I came to realize that my difficulty moving 
without intention was not just a quirk of my own experience 
but a fundamental aspect of how I perceive and interact with 
the world. Intention is more than just a conscious decision  
or action; it’s a guiding force that shapes our experiences  
and influences our perceptions. It is the invisible thread that 
connects us to our environment, guiding our movements  
and shaping our interactions. Guiding through the maze of 
social cues, sensory stimuli, and emotional landscapes— — 
each movement becomes a deliberate act of self-expression,  
a conscious negotiation between internal desires and external  
realities. Through this wandering, I’ve come to appreciate 
how body extensions serve as extensions of our unknown 
intentions——amplifying our ability to communicate, express, 
and connect with others. From a simple gesture to a bold 
fashion statement, each extension becomes a reflection  
of our innermost desires and intentions,  
a tangible manifestation urge.

This way, body extensions become not just tools for 
self-expression but vehicles for self-discovery on personal 
and collective levels. I believe that this extends beyond  
my own experiences. 

Fashion’s value is expressed in its  

encounters with bodies, as it is worn,  

as it is consumed, as it is remembered,  

as it manifests in innumerable cultural 

forms. The point, as always, is not to ask 

what any particular garment means,  

but what can it do?  

④ Eckersley & Duff, 2020

To get a grip on the act of extending the body we’ll wander 
through five different body-models:
The uninhibited body
The constructed body  
The clothed body 
The expressive body 
The extended body 

Within this wandering, my study of body extensions 
claims a close relationship to Sara Ahmed’s analyses of the 
killjoy figure, Paul B. Preciado’s research on countersexuality 
within the frameworks of the naturalized heterocentric regime,  
Silvia Frederici’s rethinking, remaking, and reclaiming of  
the body, Judith Butler’s analysis of performative identity, 
and Emma Dabiri’s politics of disobedient bodies.
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AN INCOMPLETE GLOSSARY

SELF

BINARY STRUCTURES

CORPOREALITY

IDENTITY

DISOBEDIENT BODIES

INTRA-ACTION

OTHERNESS

The experience of feeling  
or emotion. It encompasses  

a broad range of emotional states, including moods, feelings, 
and attitudes, which can be both conscious and unconscious. 
Affect is a fundamental aspect of human experience,  
influencing thoughts, behaviors, and interactions. 

Systems or frameworks  
that categorize phenomena, 

experiences, or identities into two distinct and often mutually 
exclusive categories. These structures typically involve polar 
opposites or dichotomous distinctions, such as male/female, 
black/white, or good/bad. Binary thinking tends to oversim-
plify complex realities and overlooks nuances, diversity, and 
intersections within identities and experiences. Challenging 
binary structures involves questioning rigid categorization 
and recognizing the multiplicity and complexity inherent 
in human existence. 

Existing as a physical body. 
Corporeality is something more 

than a biological or organic whole, more than a self-sufficient  

system. It is always a cultural product, or as Elizabeth Grosz puts 

it, ‘a site of social, political, cultural and geographical inscriptions, 

production and constitution not in the opposition to each other 

but as necessarily interactive.’ The body is traversed by various  

levels that link the most different bodies, particles and forces, 

consequently integrating into the world's structures. 

⑫ Stępień, 2017

Disobedient bodies recognise  

the forces of social control that 

shape our relationship to beauty—from the moment we’re born,  

and throughout our lives—and resist them.

In Western discourse there is a long tradition of imagining  

the body and the mind as inherently separate. Accordingly,  

the body is subservient to the mind. Disobedient bodies sense that 

there are healthier ways of relation to ourselves and are curious  

to explore them. A disobedient body is one that understands  

the interrelatedness of the two, recognising the body is no less  

valuable, and viewing the person as a whole, rather than  

composed of oppositional warring entities. ⑪ Dabiri, 2023

Nonetheless, in Western culture, 

‘the body is the bedrock on which 

social order is founded, the body is always in view and on view.  

As such, it invites a gaze, a gaze of difference, a gaze of  

differentiation — the most historically constant being  

the gendered gaze’. ⑪ Dabiri, 2023

The distinct beliefs,  
qualities, characteristics,  

and expressions that make an individual or group particular.  
It encompasses both personal and social aspects, including 
cultural, ethnic, gender, sexual, and professional affiliations. 
Fluid and multifaceted; identities are shaped by personal 
experiences, interactions with others, and social influences. 

Intra-action is a Baradian term 

used to replace ‘interaction,’  

which necessitates pre-established bodies that then participate  

in action with each other. Intra-action understands agency as 

not an inherent property of an individual or human to be exercised,  

but as a dynamism of forces in which all designated ‘things’ are  

constantly exchanging and diffracting, influencing and working  

inseparably. — newmaterialism.eu

The concept of ‘otherness’  
is key to understanding how 

sociologists study the formation of majority and minority 
identities. Because the portrayal of various groups in society 
is often influenced by those with more political power.  
To grasp the idea of ‘The Other,’ sociologists examine  
how social identities are formed. 

Relationality refers to  
connectedness, a view  

of the world that underlines how no person or thing exists  
in isolation, because existence necessarily means being  
‘in relationship’. 

The individual’s perception  
and awareness of their  

own existence as a distinct entity. It involves introspection, 
self-awareness, and a sense of continuity and coherence 
over time. The concept of the self encompasses one’s 
thoughts, feelings, desires, and experiences, forming  
the basis of personal identity; influenced by societal norms, 
cultural expectations, and interpersonal relationships.

A concise selection designed to illuminate key concepts  
for the upcoming discussions.

AFFECT

GAZE

RELATIONALITY
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THE CONSTRUCTED BODY

Sight has been held since classical 

times as the ‘noblest of the senses’. 

Again, we might think this is ‘natural’. But the insistence that this  

is a universal way of relating to oneself is typically Eurocentric. 

Scholars such as Oyewùmí have advocated for the use of the term  

 ‘world-sense’ rather than the default ‘world view’, when describing 

the Yoruba or other cultures, that may privilege senses other than 

the visual or even a combination of the senses. ⑪ Dabiri, 2023

WORLD-SENSE



17

F
ra

n
z 

E
rh

ar
d

 W
al

th
er

, ‘
D

en
 K

or
p

er
 H

in
zu

’,
 1

98
3 

 
fr

om
 ‘W

an
d

fo
rm

at
io

n
en

 s
er

ie
s’

P
u

ss
y 

R
io

t,
 2

01
1-

p
re

se
n

t 

“
E
v
e
r
 
s
i
n
c
e
 
t
h
e
 
w
o
r
d
 
p
e
r
f
o
r
m
a
n
c
e
 
w
a
s
 
f
i
r
s
t
 
a
p
p
l
i
e
d
 
 
 

t
o
 
m
y
 
w
o
r
k
,
 
I
’
v
e
 
h
a
d
 
d
i
f
f
i
c
u
l
t
i
e
s
 
w
i
t
h
 
i
t
,
 
b
e
c
a
u
s
e
 
f
o
r
 
m
e
 
i
t
 

h
a
s
 
t
o
o
 
m
a
n
y
 
t
h
e
a
t
r
i
c
a
l
 
a
s
s
o
c
i
a
t
i
o
n
s
.
 
A
l
l
 
s
o
r
t
s
 
o
f
 
w
o
r
d
s
 
h
a
v
e
 

b
e
e
n
 
u
s
e
d
,
 
b
u
t
 
I
 
h
a
v
e
n
’
t
 
f
o
u
n
d
 
o
n
e
 
t
h
a
t
’
s
 
a
b
s
o
l
u
t
e
l
y
 
r
i
g
h
t
.
 

C
e
r
t
a
i
n
l
y
,
 
w
h
a
t
 
g
o
e
s
 
o
n
 
i
n
 
m
y
 
w
o
r
k
 
h
a
s
 
s
o
m
e
t
h
i
n
g
 
t
o
 
d
o
 
w
i
t
h
 

a
c
t
i
o
n
-
H
a
n
d
l
u
n
g
 
i
n
 
G
e
r
m
a
n
.
 
I
t
’
s
 
t
h
o
u
g
h
t
 
p
r
o
c
e
s
s
e
s
 
d
e
v
e
l
o
p
i
n
g
.
  

I
’
v
e
 
s
e
e
n
 
m
y
 
w
o
r
k
 
c
a
t
e
g
o
r
i
z
e
d
 
s
o
m
e
t
i
m
e
s
 
a
s
 
p
r
o
c
e
s
s
 
a
r
t
,
 
 

s
o
m
e
t
i
m
e
s
 
a
s
 
b
e
h
a
v
i
o
u
r
 
a
r
t
.
 
I
 
s
h
o
u
l
d
 
p
r
e
f
e
r
 
t
o
 
u
s
e
 
t
h
e
 
w
o
r
d
 

H
a
n
d
l
u
n
g
,
 
i
f
 
i
t
 
c
a
n
 
b
e
 
t
u
r
n
e
d
 
i
n
t
o
 
a
n
 
a
r
t
 
w
o
r
d
:
 
I
 
l
i
k
e
 
a
c
t
i
o
n
  

a
r
t
 
b
e
t
t
e
r
 
t
h
a
n
 
p
e
r
f
o
r
m
a
n
c
e
 
b
e
c
a
u
s
e
 
i
t
’
s
 
m
o
r
e
 
n
e
u
t
r
a
l
.
 
 

A
n
d
 
y
e
t
 
t
h
e
 
E
n
g
l
i
s
h
 
w
o
r
d
 
a
c
t
i
o
n
—
I
’
m
 
a
f
r
a
i
d
 
i
t
 
h
a
s
 
s
o
m
e
t
h
i
n
g
 

p
r
o
g
r
a
m
m
a
t
i
c
 
a
b
o
u
t
 
i
t
:
 
i
t
 
a
l
m
o
s
t
 
a
m
o
u
n
t
s
 
t
o
 
a
 
d
e
f
i
n
i
t
i
o
n
 
 

o
f
 
c
o
n
t
e
n
t
.
 
I
 
d
o
n
’
t
 
t
h
i
n
k
 
I
 
r
e
a
l
l
y
 
d
o
 
a
c
t
i
o
n
s
.
 
A
 
b
e
t
t
e
r
 
 

w
a
y
 
t
o
 
p
u
t
 
i
t
 
i
n
 
E
n
g
l
i
s
h
 
w
o
u
l
d
 
b
e
 
j
u
s
t
 
d
o
i
n
g

—
i
t
’
s
 
s
i
m
p
l
y
 
a
n
 
a
c
t
i
v
i
t
y
.
”

V
e
r
h
a
g
e
n
,
 
E
.
,
 
&
 
W
a
l
t
h
e
r
,
 
S
.
 
(
2
0
1
7
)
.
 
F
r
a
n
z
 
E
r
h
a
r
d
 
W
a
l
t
h
e
r
 
-
 
D
i
a
l
o
g
u
e
s
.
 

“
W
e
 
a
r
e
 
a
n
o
n
y
m
o
u
s
 
b
e
c
a
u
s
e
 
w
e
 
a
c
t
 
a
g
a
i
n
s
t
 
a
n
y
 
p
e
r
s
o
n
a
l
i
t
y
 
c
u
l
t
,
  

a
g
a
i
n
s
t
 
h
i
e
r
a
r
c
h
i
e
s
 
i
m
p
l
i
e
d
 
b
y
 
a
p
p
e
a
r
a
n
c
e
,
 
a
g
e
 
a
n
d
 
o
t
h
e
r
 
 

v
i
s
i
b
l
e
 
s
o
c
i
a
l
 
a
t
t
r
i
b
u
t
e
s
.
 
W
e
 
c
o
v
e
r
 
o
u
r
 
h
e
a
d
s
 
b
e
c
a
u
s
e
 
 

w
e
 
o
p
p
o
s
e
 
t
h
e
 
v
e
r
y
 
i
d
e
a
 
o
f
 
u
s
i
n
g
 
f
e
m
a
l
e
 
f
a
c
e
s
 
 

a
s
 
t
r
a
d
e
m
a
r
k
 
f
o
r
 
p
r
o
m
o
t
i
n
g
 
a
n
y
 
s
o
r
t
 
 

o
f
 
g
o
o
d
s
 
o
r
 
s
e
r
v
i
c
e
s
.
”

th
e 

m
as

k
 d

oe
s 

n
ot

 d
en

y 
 

id
en

ti
ty

, b
u

t 
in

d
ic

at
es

 t
o 

 
th

e 
po

ss
ib

ili
ty

 o
f a

 m
u

lt
ip

lic
it

y 
 

of
 id

en
ti

ti
es

“
W
e
 
w
i
s
h
 
N
a
d
i
a
 
a
n
d
 
M
a
s
h
a
 
w
e
l
l
 
—
 
b
u
t
 
t
h
e
y
’
r
e
 
n
o
 
l
o
n
g
e
r
 
p
a
r
t
 
o
f
 
P
u
s
s
y
 
R
i
o
t
.
”
 
 

T
h
e
 
G
u
a
r
d
i
a
n
 
(
2
0
2
2
,
 
O
c
t
o
b
e
r
 
2
0
)

ⓐ

ⓑ

We encounter the constructed body——the frame upon which 
identity is carefully created. Here, the act of self-definition 
intersects with societal expectations, resulting in a delicate 
balance of agency and conformity. As an artist, I grapple with 
this duality, navigating between self-expression and societal 
conditioning. While I cherish solitude, I am wary of isolation, 
aware of the complexities inherent in claiming space within 
the cultural landscape.

Body extensions provide a focus on the self as becoming——
or as Judith Butler states——as doing, highlighting the multiplicity  
and irreducibility of both the self and experiences. They 
encourage a proactive engagement with the deconstruction  
of knowledge and binary structures, fostering an ethos of 
embracing and exploring such transformative processes. 

The self as becoming 
suggests that the self is in  
a everlasting state of trans-
formation, a continuous 
process of becoming rather 
than a fixed or static entity, aligning with philosophical  
and existential ideas that emphasize personal growth,  
development, and evolution over time. It suggests that  
identity is not something predetermined or pre-existing  
but is instead shaped through ongoing experiences  
and interactions. This unending transformation can create 
friction when societal expectations or structures attempt  
to impose fixed identities or roles onto individuals,  
highlighting the fluidity of personal identity and  
the often rigid constructs of society.

A prominent American philosopher and gender theorist, 
Judith Butler introduces the idea that identity is not some-
thing one inherently is but something one actively does 
through performance and action, emphasizing the active role 
individuals play in creating and defining their identities 
through their behaviours, gestures, and expression.  
Framing identity as something enacted through actions,  
it challenges essentialist views and highlights the agency 
individuals have in shaping their sense of self.

inviting audience members to think of 

themselves as becoming-bodies, rather  

than seeing through a knowing gaze 

⑤ Quinlivan, 2008

THE EVER-EVOLVING NATURE OF IDENTITY
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ⓒ

ⓓ

The perspective of the self as doing invites a consideration  
of identity as a series of ongoing, performative acts rather 
than a predetermined essence. Gender Trouble, one of  
Butler’s seminal works published in 1990, reveals ways  
in how dominant discourses allow no space for otherness; 
drawing from the legacy of Simone de Beauvoir in the mid-
20th century, they argue that gender is performative.  
Gender is not a fixed category but is constructed  
and performed through repeated actions and behaviours. 
Identity is a fluid process that is forever unfolding.

Identity is not solely about being or becoming since it is 
never fixed; it is about doing, an important way to resist the 
power structures which regulate our lives and identities is by 
ridiculing normative cultural expressions and performances. 
Body extensions can cause gender trouble.

As Silvia Federici——an Italian-American academic  
and activist within the radical autonomist feminist Marxist 
tradition, born in 1942——aptly point out, the struggle to desta-
bilize our assigned identities 
cannot be separated from the 
struggle to change the social 
and historical conditions of 
our lives and above all under-
mine social hierarchies and 
inequalities. Nor frozen,  
nor shifting. In the ongoing 
process of becoming, individ-
uals negotiate their identities 
within societal structures. 
Federici highlights that social 
identities are shaped by 
class, gender relations,  
and community struggles. The notion of identity as fluid 
challenged rigid definitions, emphasizing the complexity  
of individual identities influenced by various factors.

Multiplicity suggests that the self is not a singular,  
unified entity but a complex, multifaceted construction  
influenced by various factors. Irreducibility implies that  
the self and experiences cannot be easily separated or  
reduced to simplistic categories; they are interconnected  
and intertwined. 

Social identities are neither essences, 

fixed, frozen, determined once for all, 

nor groundless, infinitely shifting  

realities. (...) Social identities, including 

gender identities, are shaped by class, 

gender relations, and the struggles of the 

communities we come from. (...) Thus, 

the struggle to destabilize our assigned 

identities cannot be separated from the 

struggle to change the social/historical 

conditions of our lives and above all  

undermine social hierarchies  

and inequalities. ⑥ Federici, 2020
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ⓔ

ⓕ

Identity is always already plural, a multitude of identities. 
Each of us constitutes a ‘multi-culture’ or multiplicity: we are 
all shaped by many cultures, and we embody a co-existence 
of many cultures at once. We are almost constantly engaged 
in presenting ourselves to others and to ourselves, and thus 
representing ourselves in 
language and gesture, exter-
nal and internal. Becoming 
oneself and understanding 
oneself take place in relation 
to others. Identity is always a 
borrowed identity, borrowed 
from others. We always use 
the words of others and could 
never pretend to be someone 
outside the chain of the past, 
outside the realm of worlds. 
We are all translators of our 
accumulated quotes  
and cultures. 

Body extensions encourage an active engagement with 
the deconstruction of knowledge and binary structures related 
to the body and the self. 
Deconstruction involves 
critically analysing and 
breaking down established 
concepts, challenging binary 
oppositions, and questioning 
traditional norms. The overall 
ethos emphasized is one of 
openness to change and 
exploration. Body extensions 
are seen as tools that facilitate  
transformative processes, 
fostering an ethos that  
encourages individuals  
to embrace and actively 
explore new dimensions  
of their identity.

Identity is a process that 
never comes to a halt, as bodily layers can be taken off one by 
one and rearranged anew, influenced by personal experiences,  
cultural context, changing perspectives, life events, education,  
relationships, and resilience in the face of challenges.  

We are what we have been given by,  

or have taken from, others: our name 

(always referring to others),  

our language (always a strange,  

arbitrary system), our culture, etc.  

We would be nothing without our ability  

to imitate others. We are made out of 

and by others. As subjects, we are  

continually borrowing, taking, stealing, 

copying, etc., our identity from others. 

Our identity is permanently becoming, 

never finished or fixed, engaged in  

a continuous process of constructions 

and creation. ⑦ Garabedian, 2015

Identity is a process that never comes  

to halt, as bodily layers can be taken off 

one by one and rearranged anew.  

Femininity and masculinity are now  

strata that are neither stuck in the prisons  

of essentialism or social constructivism, 

but are free-floating, nomadic, volatile, 

performative markers of gender and 

identity. Feminist thinkers from  

Donna Haraway, Judith Butler, and Rosi 

Braidorri to Elizabeth Grosz, Moira  

Gatens, and Luce Irigaray are part  

of this new approach to the body, an 

approach that first needed the fantasies 

of disembodiment described by Hayles  

to produce the surplus of gender.  

⑧ Wegenstein, 2006
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Each of these factors 
contributes to the intricate 
and dynamic nature of one’s 
self over time.

In this line of thinking, the body is no longer understood 
in an ahistorical, biological vacuum. Rather, emphasis is 
placed on the lived, experienced body, which comes to  
the forefront in identity exploration. Simone de Beauvoir  
in  Le deuxième sexe (1949), 
understands the body as  
a situation, emphasizing the 
phenomenological insight that 
our engagement with the world  
is inherently linked to our 
embodied existence; the body 
is not merely a passive object 
but is actively lived and expe-
rienced, shaping and being shaped by our interactions  
with the world. 

The process of becoming,  
for example what it means  
to become a woman, entails 
the lived experience of one’s 
body in one particular  
lived reality.

Body extensions reveal  
a complex interplay with identity;
on one hand, they possess the capacity to alter and manipulate  
identity, to remove, disguise, or conceal one’s inherent traits 
and beliefs, allowing individuals to adopt different persona’s 
or cloak aspects of their identities. On the other hand, body 
extensions serve as instruments of affirmation and empower-
ment, strengthening identity by reinforcing uniqueness, 
values, or cultural affiliations, amplifying a sense of self.  
By using body extensions and inviting viewers to reconsider 
their self-perception, artists in particular offer new view-
points on the lived experiences of individuals.

Identities resist finality, unfolding as an ongoing never- 
finished narrative. Each body 
modification, whether it be 
scarification, branding, or 
surgical alteration, signifies  

The body is no longer understood as  

an ahistorical, biologically given,  

a cultural object. ⑨ Grosz, 1994

In questioning the binary restrictions on 

gender definition, Wittig and Foucault 

release gender from sex in ways which 

Simone de Beauvoir probably did not  

imagine. And yet, her view of the body 

as a “situation” certainly lays the 

groundwork for such theories.  

⑩ Butler, 1986

The study of feminist body art fruitfully 

interrogated the sites where marginalized 

individuals articulate their bodies to 

counter official discourses and center the 

corporeality of rhetoric. (...) Feminist 

body artworks are invention-memory  

vehicles—they refuse binaries, deconstruct 

acts of remembrance, and interrogate 

the drive toward fixed identity.  

⑤ Quinlivan, 2008

When possible we should flow counter  

to our atomised, fragmented, and alienated  

culture, which lends itself so well to  
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a moment frozen in time,  
a chapter concluded in  
the story of the self——these 
modifications represent 
specific actions taken to alter 
the body in a permanent  
or semi-permanent way, 
resulting in a physical change 
that is fixed and concluded.  

Modifications signify a deliberate intervention aimed at shaping  
the body according to certain (temporary) desired outcomes.

Identities challenge the notion of finality, resisting  
the confinement of fixed definitions. The dynamic essence  
of identity resonates with the temporality of body extensions, 
which, in their connection to art, can serve as transformative 
tools. These extensions have the ability to connect with or 
attach to human bodies, initiating changes within the physical 
space. They are enabling instruments that empower artists  
in their communication, providing a medium to navigate  
the fluidity of contemporary lived and disobedient bodies.

The body extends itself, while being  

at the threshold of the unknown,  

interacting with otherness to produce 

new ways of embodiment. The process  

of becoming is activated and thus  

a reconfiguration of the pre-established 

possibilities of what a body is and can  

do is triggered. ⑫ Stępień, 2017

Rather what is at stake now is the lived, 

experienced body and actualizations,  

for instance in language.  

⑧ Wegenstein, 2006

reducing ourselves and each other  

to the fixed and frozen. Rather than 

the immobile and static body parts we 

broadcast on apps, we could prioritise 

and value wholeness, moving towards 

integration, honouring that we are alive 

and mobile and complicated and powerful.  

⑪ Dabiri, 2023

(...) these aesthetic practices disorient 

and reorient us; they unsettle normative 

temporalities by pointing to alternative 

pathways and routes through the past 

and to the future that bypass the familiar  

touchstones of hetero- and homonormative  

life histories. ② Gopinath, 2018

This practice teaches us how to read 

dominant archives through the minor, 

and for their gaps, slippages, and erasures.  

② Gopinath, 2018 

UNRAVELLING HOW AND WHY BODIES EXTEND 

The word ‘body extensions’ is used in this essay to direct 
attention away from the inherent disciplinary connotations  
of terms such as fashion (theory), wearables, costume  
design, embodiment studies, anthology of dress, and others. 
The term is used to recognize that many practitioners,  artists 
and designers, identify across one or more disciplines. 
Through various forms of artistic expression and technological  
advancements, body extensions profoundly impact individuals’  
daily lives. Artists, scholars, and activists from diverse cultural,  
ethnic, racial, gender, and socioeconomic backgrounds offer 
valuable insights into the multifaceted nature of body extensions.  
Their experiences challenge dominant narratives and expand 
the conversation surrounding 
the practice.

Emphasizing body  
extensions as practices rather  
than mere forms is crucial,  
as they actively engage with 
the world. By prioritizing 
body extensions as practices, we acknowledge their dynamic 
role in reshaping our world-sense, bringing forth alternative 
possibilities that were previously unseen. Depicting new 
forms of relationality and connections between bodies,  
spaces, objects of study, and fields of thought.

Body extensions enact a practice of reading and possess 
the unique ability to disorient and reorient us, unsettling 
conventional narratives by unveiling alternative pathways 
through history and towards the future. As we engage with 
these practices, we learn to 
decipher dominant codes 
through a lens attuned to  
the marginal. Uncovering 
gaps, shifts, and omissions 
that offer new insights  
and perspectives.  

In posing the question how artists use and can use body 
extensions as a tool to alter dualities, I’m not only furnishing 
such a thinking, but also the very process through which this 
becomes possible. This process unfolds through the lens of 
the ever-evolving nature of identity; where body extensions 
serve as transformative mediums for navigating  
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and challenging traditional binaries——it manifests through 
encounters with fashion; where the fusion of body and attire 
blurs distinctions between self and other——it emerges from 
encounters with diverse bodies; where the incorporation  
of extensions sparks dialogues, reshaping perceptions  
and dismantling entrenched dichotomies.

The implications of body extensions extend beyond 
individual experiences to influence broader policy decisions  
in healthcare, accessibility, and human rights. Advocacy  
for inclusive design, equitable access, and protection  
of self-expression and bodily autonomy are crucial  
for societal well-being.

Body extensions take the technological production  
and transformation of, for example sexed and gendered 
bodies as its objects of study. It does not reject the hypothesis 
of social or psychological constructions, but it does reposition 
them as mechanisms, strategies, and uses within  
a larger system. 

Moreover, body extensions play a significant role  
in shaping social dynamics and community engagement.  
Performance art and collaborative installations involving body 
extensions create shared experiences that foster empathy, 
connection, and dialogue among diverse groups of people. 
Through these artistic expressions, individuals can transcend 
cultural and societal barriers, forging deeper connections 
with others and supporting inclusivity and understanding.

Underneath are three definitions that reveal different 
perspectives on the concept of extending the body. While each 
portrayal is intriguing, I find myself simultaneously fascinated 
yet not wholly aligned with their assumptions. Each definition 
offers a distinct gaze:

Through the lens of a masculine fantasy 
The fantasy of bodily extension has always been part  

of human concerns. To increase his power, to protect himself  

or to follow his desire for seduction, human beings use all kinds  

of artifacts that allow them to lengthen, unfold, expand or swell.  

— Mudac, Cantonal Museum of Design and Contemporary  

Applied Arts, Body Extensions, Exhibition 2004/2005 

Through a lens of societal perfectionism  
Artistic and cultural phenomena reveal that the desire to extend  

and ‘perfect’ the body is one of the most widespread human  

obsessions. Always dissatisfied with what nature has endowed us,  

we regard ourselves as ‘deficient beings’ (Sigmund Freud).  

Body extension can be achieved by artificially lengthening parts  

of the body – as exemplified in 1970s Performance art (Rebecca 

Horn) – or by transforming the entire silhouette – as done in 1980s 

fashions (Vivienne Westwood, Jean-Paul Gaultier). Body extensions 

are encountered in films and comics in the supernatural powers  

of superheroes (Spider Man, X-Men) and in the technically  

perfected Cyborgs. — Pantellini, Claudio (ed.), Body Extensions: 

Art, photography, film, comic, fashion, 2004  

Through the field of wearable technology
In our work, bodily extension refers to devices attached  

to and extending from the body, such as a robotic arm.  

In particular, as noted also above, we are interested in moving, 

interactive and shape-changing pieces. Our work broadly relates  

to the wearables field since the body extensions are worn  

on and attached to the body. — Buruk et al., Towards Designing 

Playful Bodily Extensions, 2023

The key point missing in all these definitions is that body 
extensions supposes that the body and its social identities 
ought to be understood as complex political mechanisms.  
Not a fantasy not an attempt to perfect the body,  
but a practice on extending attempts to change  
the way people understand each other. 

UNRAVELLING THE MOTIVATION:  
WHY PEOPLE EXTEND THEIR BODIES

Extending our bodies, whether in a metaphorical or artistic 
sense, serves various purposes, and the motivations behind 
such extensions can be diverse and multifaceted. It reflects 
the richness of human expression and the ways individuals 
navigate their identities within various contexts. Multiple 
motives can occur simultaneously, and several motives  
may interplay with one another. 
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Expression of Identity

Artistic Expression

Cultural Significance

Communication  
and Dialogue

Challenge the Norms

Body extensions are a form  
of self-expression, allowing 
individuals to convey aspects 
of their identity, values,  
and beliefs. It becomes  
a means to communicate 
personal narratives  
on the body. 

Many forms of body extensions  
fall within the realm of art. 
Artists use the body as  
a canvas and a medium to 
explore concepts, challenge 
norms, and provoke thought.

Body extensions are rooted  
in cultural practices and 
rituals. Traditional clothing  
or accessories often carry 
cultural meanings and play  
a role in identity within  
communities.

Certain body extensions 
serve as conversation starters  
or tools for communication. 
They create a shared space 
for dialogue, fostering con-
nections and interactions 
between individuals.

Extending the body in  
unconventional ways can be  
a deliberate act to challenge 
societal norms and expecta-
tions. It prompts viewers to 
question established ideas 
about the body, beauty, 
ability and identity.

Reasons why individuals may engage  
in extending their bodies...

Some individuals extend their 
bodies as a form of personal 
exploration and experimen-
tation. This can involve trying 
out new styles, accessories, 
or artistic forms to discover 
different facets of oneself.

Body extensions are a means 
of exploring philosophical 
concepts, such as the ever- 
changing nature of identity 
and the relationship between 
the personal, private, social, 
and political spheres. 

Body extensions are used  
to make statements about 
societal issues, politics,  
or cultural critiques.  
By extending the body in 
certain ways, individuals  
may aim to draw attention to 
specific themes or contribute  
to broader conversations.

Body extensions amplify emotions and attitudes through their 
movement but also create unique modes of communication, 
enhancing both self-expression and understanding. They  
can spark a transformation in identity as wearers move in 
ways divergent from their usual, reshaping their sense of self.  

Adornment with extensions can prompt temporary shifts 
in moods and attitude; e.g. an individual typically introverted, 
if adorned with gracefully undulating tendrils, might find 
themselves experiencing a shift toward extroversion.

Exploration and  
Experimentation

Philosophical  
Exploration 

Social and Political  
Commentary
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UNRAVELLING THE METHODS:  
HOW PEOPLE EXTEND THEIR BODIES

Extending the body can take various forms, and the methods 
used often depend on the context, purpose, and individual 
preferences. The act refers to external manifestations  
or applications beyond its core physical form.

Body extensions focus on adding something onto  
the body, rather than the inherent physical parts of the body 
itself (meaning skin, limbs, fingers, and toes). This thought 
aligns with the concept of technological extension where 
extending devices are used to augment or enhance bodily 
functions or capabilities. Wearable technology, prosthetics, 
exoskeletons, or other tools that extend the body’s abilities 
beyond its ‘natural’ limits.

I draw a line between the differences of an extension 
and a modification, while both may involve altering the body  
in some way, modifications involve permanent changes to  
the body’s appearance or structure——extensions on the other 
hand often imply temporary additions that can be attached 
and detached from the body. 

Several ways in which people can extend their bodies...

Wearable Art  
and Accessories

Performance Art

Extending beyond conven-
tional clothing, wearables 
encompass clothing, jewel-
lery, and accessories that 
pass traditional boundaries  
to communicate meanings, 
provoke thought, and serve 
as powerful mediums of  
artistic expression.

Engaging in performance art 
allows individuals to extend 
their physical presence 
across time and space.  
Performers utilize their 
bodies to convey narratives, 
evoke emotions, and explore 
abstract concepts.

Experimental Fashion 

Interactive Installations

 Prosthetics and  
Augmentations

Symbolic Representations

Unconventional clothing and 
innovative materials redefine 
societal norms, liberating 
individuals from traditional 
constraints through daring 
silhouettes and experimental 
fashion choices.

Art installations extend  
the body experientially, 
blurring the line between  
the physical self and the 
artistic creation, offering 
transformative, immersive 
experiences that extends 
beyond mere observation.

In a more literal sense,  
prosthetics and technological 
augmentations can be con-
sidered as extensions of the 
body, they enhance physical 
abilities or fulfil artistic pur-
poses, respecting that for 
some users, these devices 
provide essential mobility 
and independence.

Symbols, whether expressed 
through clothing, accesso-
ries, or body markings, can 
extend the body symbolically 
by imbuing it with additional 
layers or meaning and signif-
icance. They act as exten-
sions of one’s identity, be-
liefs, or cultural affiliations, 
shaping both self-perception 
and external interpretation. 
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to abate
to affix 
to alienate 
to amplify 
to attach
to bond 
to bound 
to box 
to broaden 
to buffer 
to cage 
to camber 
to contain 
to control 
to cover 
to curb 
to dance
to dedichotomize 
to deform
to dilate 
to disrupt 
to distance 
to distort 
to dramatize 
to elongate 
to embrace 
to encase 
to enclose 
to enfold 
to engulf 
to envelop 
to exaggerate 
to except 
to expand
to flaunt 
to fragment
to free 
to gap 
to hamper 

to hide 
to hinder 
to inflate 
to insulate 
to insure 
to isolate 
to lengthen 
to mantle 
to mask 
to mock 
to prolong 
to publicize 
to pull 
to purse 
to release
to repel
to restrict 
to rupture 
to salvage
to secrete 
to shape
to shelter
to stretch 
to subvert
to surround 
to swaddle 
to swell 
to swivel
to trap
to uncover
to unfold
to unfurl
to unsettle
to unshackle
to untie
to whirl
to widen 
to wind
to wrap

STRATEGIES TO EXTEND THE BODY

A thoughtful selection of strategies gifted  
by Seppe-Hazel Laeremans while reflecting 
on my collection of imagery on body extensions.
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THE CLOTHED BODY



37

What artists wear can be a tool in their 

practice. Their clothing can tell of their 

desire for another mode of living or, 

sometimes, their conscious subscription 

to the status quo. (...) By studying  

the garments of artists, we are able  

to approach them as human beings.  

Once we break from the assumption that 

artists are god-like, we can disrupt  

the canon, an art-historical tradition 

dominated by white men. In the process,  

we can look again at the meaning we 

attach to our own clothes, and free  

ourselves from ways of being that seek  

to keep us in our place.

When we wear clothing, we all adopt 

some form of persona, (...) We may 

be so used to the role, we forget we’re 

playing it at all. In clothes, we are all 

performing, all the time. (...) This sense 

of personal performance has only inten-

sified as dress codes have broken down 

over the past five decades. We have more 

choice in what we wear, the fashion  

industry thriving on selling us ideas 

of who we could be. Many are willing 

performers, though we may not like to 

admit it. (...) These behavioral changes 

are mirrored in the emergence of perfor-

mance art. By the 1970s, it had become  

a practice for disobedient artists to de-

fine the parameters of their work outside 

of gallery and museum traditions.  

They would transcend notions of what 

and where art should be, often having 

no terminology to describe what  

they were doing. (...) ⑬ Porter, 2021

In the chapter that follows, we delve into the essence  
of the clothed body, recognizing it as the canvas where  
outer identity is a constant, tried-and-true performance.  
The clothed body is a site of cultural exchange and political 
statement. Through garments, we communicate narratives  
of identity, activism, and belonging. As a white Northern- 
European woman, I am aware of the privilege and responsibility  
imbued within my sartorial choices. Each article of clothing 
becomes a vessel for self-expression, a channel through 
which I navigate the complexities of personal and collective 
identity. Here, we pivot our gaze from the singular  
to the collective, moving away 
from the constructed body  
to the clothed body, the socio- 
political theatre of attire. 

Our clothed body speaks 
volumes about who we are, a constant, intuitive language  
that extends beyond fashion, revealing our beliefs and inten-
tions. Each garment carries weight, reflecting privilege  
and responsibility. Whether dressing to make an impression 
or seeking comfort, our attire narrates our daily story.  
Engaged in the analysis of what artists wear, we will encounter  
ideas that surpass the boundaries of mere clothing. These 
key concepts spotlight the notion that clothing is not merely  
a static aspect of one’s appearance but can be a dynamic tool 
within the artist's practice. Drawing inspiration from the 
ideas explored earlier and positioning fashion not solely as  
a representation but as a zestful encounter with the body. 

UNTANGLING ATTIRE: DRESS, CLOTHING,  
COSTUME, AND FASHION

The clothed body embodies a multitude of practices——dress, 
clothing, costume and fashion——each carrying nuanced mean-
ings that evolve and intertwine. Delving into this complexity,  
we examine how clothing extends beyond the physical body, 
shedding light on the relationship between attire  
and our corporeal presence. 

The clothed body is the physical cultural 

territory on which the visible and experi-

ential performance of our outer identity 

takes place. ⑭ Brooks & Calefato, 2006
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DRESS

While dress generally refers to attire worn for a specific 
occasion or purpose, clothing covers a broader spectrum of 
garments that people wear in their daily lives. The evolution 
of dress throughout history serves as a fascinating mirror to 
societal changes, reflecting economic shifts, technological 
advancements, and shifts in cultural norms.

In most cultures, the significance of dress extends beyond 
aesthetics, acting as a symbol of identity, social status, or 
religious beliefs. Dress serves as a tangible manifestation, 
since specific garments or styles are rooted in historical 
narratives, they carry the weight of generations that  
came before.

Social status is entwined with dress, where specific 
garments or accessories are reserved for ceremonies,  
rituals, or elite circles, indicating one’s place in the social 
hierarchy. Dress codes in various settings, from workplaces 
to social events, balance personal expression with conformity,  
which raises questions about individual rights and collective 
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expectations. These codes aim to uphold decorum,
  ‘correctness’, while prompting debates on individual  
expressions rights within societal norms which reflect  
the tensions between personal freedom and social unity, 
excluding certain people and reinforcing hierarchies. 

Likewise, dress codes are rooted in religious structures,  
containing symbols and traditions: from sober robes denoting 
spiritual austerity to ornate attire signalling sacred rites, 
clothing as a visual language narrates stories of faith  
and devotion. 

As cultures evolve, dress 
can remain a visual statement 
to their shared past.  

Within the essence of  
the clothed body in relation  
to dress lies adornment 
——the practice of decorating 
the body to enhance its allure  
and express individuality.  

Adornment is the practice of decorating 

the body. Of making it more attractive. 

Adornment brings with it rich associ-

ations of taking pleasure in our bodies 

as well as conveying a sense of ritual. 

Adornment can be part of a practice  

of enjoying the communal nature of 

beautification rituals and the experience 

of sensuality, attraction and desire.  

⑪ Dabiri, 2023
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Adornment carries with it a sense of ritual, inviting 
individuals to partake in beautification rituals that foster  
a connection between bodies and identities. The tactile  
experience of embellishing bodies, exploring the boundaries 
of aesthetics, personal style, and communal experiences,  
brings people together. 

For example, in traditional rites of passage, or ceremonial  
events, adornment plays a crucial role. They mark a passage 
from one social or religious status to another, existing in all 
historically known societies. The most common are those 
connected to the biological crisis, or milestones, of life——birth, 
maturity, reproduction, and death. Examples include bodies 
adorned in intricate jewellery worn during coming-of-age 
ceremonies or elaborate body paintings signifying tribal 
affiliations. Viewing these adornments as extensions of the 
body highlights how external alterations can reflect internal 
changes. While modifications——such as scarification, tattoos, 
or piercings——hold cultural significance, temporary adorn-
ments emphasize the fluidity and versatility of the body  
while expressing identity and belonging. 
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ⓚ In essence, adornment is more than decoration, it celebrates 
the beauty and diversity of bodies, a ritualistic practice that 
honours individuality and extends the body with others.

Dress and fashion, though distinct, intertwine in their 
shared undertaking of extending the body through the medium  
of clothing. Dress——rooted in cultural symbolism and historical  
narratives——serves as a tangible manifestation of identity  
and tradition, weaving stories of generations into the fabric  
of the present. Fashion, meanwhile, transcends materiality, 
offering a platform for individuality——it extends the body 
through personal expression and trendsetting. Despite their 
differences, both dress and fashion enrich our understanding 
of how clothing functions  
as an extension of the self. Fashion should not be treated, in the first 

instance, as a function of discrimination, 

taste, style or aesthetics, as important  

as these elements undoubtedly are, for it 

is the encounter between fashion and  

the body that we wish to foreground  

in our analysis.  

④ Eckersley & Duff, 2020
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FASHION

If clothing is the tangible aspect of one’s wardrobe, fashion 
delves into the intangible world that goes beyond mere  
materiality, embodying creativity, innovation, and the dynamic  
interplay of trends that shape personal expression.  
At the intersection of clothing and identity, fashion becomes  
a vibrant language; to carry messages of belonging, rebellion,  
and individuality and to create a visual dialect that speaks  
volumes about individual and collective identity. 

Beyond its aesthetic allure, fashion serves as a tool for  
empowerment, enabling individuals to express themselves 
and challenge societal norms. It fosters agency, liberating 
from conventions and empowering own narratives.

The fashion industry has historically been driven  
by commercial interests——prioritizing mass production, 
overconsumption, and marketability. One significant  
consequence of this commercial-driven approach is  
the prevalence of fast fashion, which not only causes  
environmental crises but also relies on the exploitation  
of labour. 
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ⓜ

If we redefined beauty and fashion on 

our own terms, might we be less suscep-

tible to the constant consumption de-

manded by fast fashion? Would we feel 

less empty, and thus less compelled to 

try and fill the void with consumption? 

⑪ Dabiri, 2023

Trends can seem like an easy way to  

understand garments or styles, but they 

put us at a remove. By discussing  

a garment through a trend, we are 

discussing it through a preconceived 

idea, approaching it as an archetype.  

We are talking about the idea of the thing,  

rather than the actual garment itself.  

It is like Plato's allegory of the cave, in 

The Republic. Trends are like the shadows 

on the wall. Seeking knowledge through 

them means staying in the dark.  

⑬ Porter, 2023 

True groundbreaking fashion 
extends the body and defies 
trends, prioritizing artistic 
expression over commercial 
success. The ebb and flow of 
trends, while seemingly 
providing a framework of 
understanding, can distance 
us from the authentic narratives woven in each piece  
of clothing. 

By redefining beauty  
and fashion on our own terms, 
we can resist the pressures 
of fast fashion and mass 
consumption. Designers  
who prioritize sustainability, 
social responsibility, and 
diversity are leading the way 
towards a more inclusive  
and representative  
fashion industry. 
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It is crucial to distinguish between commercially driven  
fashion who prioritizes creative expression, innovation,  
and pushing boundaries over mass appeal and commercial 
success. While preserving certain looks solely for the runway 
can improve their allure, it also risks maintaining exclusivity 
and limiting access to those who don’t conform to fashion 
norms. Additionally, current issues of cultural appropriation 
and misrepresentation highlight the need for a more inclusive 
and respectful approach to drawing inspiration from diverse 
cultural sources in a global, post-colonial society. 

The industry is evolving towards a more inclusive future 
through adopting diverse beauty standards and challenging 
gender norms. Western beauty ideals, characterized by 
preferences for thin, tall, and Eurocentric features, have 
exerted a weighty influence on the fashion world. Historically, 
the industry emphasized youthfulness and straight-sized bodies,  
reinforcing narrow beauty norms. Along with the tradition  
of destructive binary norms through distinct clothing categories  
of men and women. While progress is being made, there is  
a need for reform in fashion education to challenge entrenched  
beauty ideals and foster critical discussions, paving the way 
for a more inclusive and representative industry. 
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Across fashion studies, fashion  

and clothing are commonly read as  

manifestations of important social,  

cultural and political changes,  

for example, in gender relations and  

sexuality, in class, ethnic, national and/

or religious identifications and subcultural 

involvement. Karen Hansen argues that 

historically, clothing and dress have been 

analysed as representations of structural  

processes and phenomena, rendering 

clothing as ‘an accessory in symbolic, 

structural or semiotic explanations’.   

④ Eckersley & Duff, 2020

Emma Dabiri——an Irish-Nigerian author, academic and broadcaster 
born in 1979——reminds us that true beauty transcends physical  
appearance, rooted instead  
in actions and character.  
She says that beauty is a verb;  
this notion supports the inter-
connectedness of beauty and 
behaviour. Adornment is not 
inherently problematic, it is 
rather the result of the com-
mercialization of human 
emotion, experience and  
the patriarchal oppression  
of women which makes  
them so. 

Bearing this in mind, the 
fashion industry and -history 
not only reflects societal 
attitudes towards the body 
but also actively shapes and 
extends our perceptions of 
what the body is. 

The term fashion theory indicates an interdisciplinary 
field that portrays fashion as a system of signs that enact  
the cultural and aesthetic representations of the clothed body.  
Touching on different walls of theory——such as performance 
theory, gender theory, queer theory and critical theory——
which view its object as  
a system within which roles, 
social hierarchies, models  
of imagination, and bodily 
practices fold and unfold. 
Rather than focusing primar-
ily on fashion history drawing 
from chronological events 
and historical developments, 
the domain of theory explores 
conceptual aspects. Delving 
into underlying principles, 
meanings, and cultural influ-
ences behind clothing and 
dress. By making it accessible  
to imagine beyond historical 
timelines, we can recognize the ever-evolving nature  

Thinness represents a triumph of the will 

over the body, and the thin body (that is 

to say, the non-body) is associated with 

'absolute purity, hyper intellectuality  

and the transcendence of the flesh'. (...)  

I can't think of a beauty ideal further 

from the purge-and-punishment food 

culture that I grew up with in Ireland. 

And certainly many black cultures appre-

ciate fuller figures, with nothing like the 

mainstream disdain for women who have 

the temerity to be bigger than a size eight.

As well as ‘fat’, ‘old’ might be the second 

dirtiest word when it comes to beauty — 

and here again, I have found inspiration  

and a glimmer of hope when I began  

to look to other cultures and times  

to change my thinking and my feelings 

about my own body. ⑪ Dabiri, 2023
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Without the inner character, the outer 

beauty will not be recognised. 

⑪ Dabiri, 2023

of the clothed body through 
dynamic and contemporary 
perspectives. The way we 
understand the clothed body 
is shaped by the ongoing 

process of breaking down and re-evaluating how individuals 
are defined within society, as well as by the conversations 
happening around us.

Fashion design and costume-, while distinct, share  
the commonality of extending the body through clothing. 
Costume design extends the body by embodying characters 
and shaping narrative worlds. In contrast, fashion design 
extends the body through personal expression and cultural 
reflection, allowing individuals to hide or reveal their  
identity through their attire. 

“
T
h
e
 
i
n
t
e
r
p
l
a
y
 
b
e
t
w
e
e
n
 
t
h
e
a
t
r
e
 
a
n
d
 
f
a
s
h
i
o
n
 
i
s
 
d
e
e
p
-
r
o
o
t
e
d
 
 

i
n
 
C
h
i
n
e
s
e
 
s
a
r
t
o
r
i
a
l
 
p
r
a
c
t
i
c
e
s
,
”
 
e
x
p
l
a
i
n
s
 
D
’
A
l
e
s
s
a
n
d
r
o
.
 
 

“
W
h
e
n
 
s
h
e
’
s
 
d
o
i
n
g
 
h
e
r
 
r
u
n
w
a
y
 
p
r
e
s
e
n
t
a
t
i
o
n
s
,
 
 

s
h
e
’
s
 
p
r
e
s
e
n
t
i
n
g
 
t
h
e
m
 
l
i
k
e
 
t
h
e
a
t
r
e
;
 
s
h
e
 
h
a
s
 
a
 
n
a
r
r
a
t
i
v
e
,
 

t
h
e
r
e
 
a
r
e
 
c
h
a
r
a
c
t
e
r
s
,
 
a
n
d
 
s
h
e
 
c
o
l
l
a
b
o
r
a
t
e
s
 
w
i
t
h
 
t
h
e
a
t
r
e
 
 

d
i
r
e
c
t
o
r
s
 
t
o
 
d
e
v
e
l
o
p
 
h
e
r
 
s
h
o
w
s
.
”

G
u

o 
P

ei
, ‘

A
lt

er
n

at
e 

U
n

iv
er

se
’,

 P
ar

is
 H

au
te

 C
ou

tu
re

A
/W

 2
01

9/
20

20

 
b
b
c
.
c
o
m
,
 
H
o
w
 
G
u
o
 
P
e
i
 
c
r
e
a
t
e
d
 
t
h
e
 
w
o
r
l
d
’
s
 
m
o
s
t
 
s
t
r
i
k
i
n
g
 
d
r
e
s
s
e
s
 

B
y
 
C
a
t
h
 
P
o
u
n
d
 
(
2
0
2
2
,
 
2
5
 
A
p
r
i
l
)

ⓟ

COSTUME

Costume design——in film, dance, theatre, and cultural  
performances——beyond mere aesthetics, is a lively tool  
for storytelling, carrying emotions, historical contexts, 
and social nuances. Through carefully chosen colours,  
fabrics, and silhouettes, costume designers evoke emotions, 
working closely with directors and actors to ensure that every 
aspect contributes to the scene’s emotional impact. 

Costumes influence the performers’ movement  
vocabulary, shaping choreography and theatrical dynamics.  
Costumes don’t just adorn characters; they shape movement, 
emotion, and narrative resonance, elevating the overall  
artistic ensemble of the performance.

In circus and clown practices, costume design plays a unique 
role in character portrayal and performance. There costumes 
serve as transformative tools, enabling performers to em-
body a multitude of identities and persona’s within a single 
performance, showcasing the versatility and adaptability of 
the body. However, despite its creative potential, costume 
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design in the circus, like in other forms of entertainment,  
is not immune to the pitfalls of stereotyping. The history of 
blackface and other racially insensitive portrayals, exemplify 
how costume design can perpetuate harmful stereotypes 
underscoring the importance of sensitivity and cultural 
awareness in costume design.

This is especially apparent in carnival traditions, which usually  
involve elaborate costumes and performances, and often can 
manifest stereotypes in festive contexts. Carnival costumes, 
while celebratory in nature, can often times reinforce carica-
tures or outdated representations, highlighting the need for 
critical reflection and conscientious design practices within 
costume creation. 

The portrayal of witches during Halloween,  
for example, often overlooks the tragic history of witch hunts 
and the oppression of women, trivializing the suffering expe-
rienced by those accused of witchcraft throughout history. 
While some may not find these costumes inherently damaging,  
it is important to be aware of the potential impact they can 
have since many other popular costumes——stereotypes  

ⓡ
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of Native Americans, East Asian women, Mexican fiesta, 
mental health patients, and gender-specific costumes 
——reinforce outdated and harmful narratives about  
marginalized people’s power and autonomy. 

In reconsidering terminology related with body extensions, 
I’ve chosen not to enclose myself to the conventional categories  
of dress, costume, fashion, or adornment. Instead, I make 
use of the concept of body extensions as a flexible framework 
that enables me to step over traditional disciplinary boundaries.  
By adopting this perspective, I seek not to disregard pre- 
existing frameworks but rather to transcend them, opening 
new avenues for understanding and redefining the relation-
ship between the body and its adornments.
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DISOBEDIENT DRESS 

Through protest photography, I came to realize the significance  
of the clothed body in relation to intentional extensions,  
such as banners and sings. Building upon part one, where  
the language of attire is unravelled, the different terms  
are closely connected to body extensions when they  
underline social change. 

Across historical and contemporary movements, each  
garment, each protest sign, becomes a tool for individuals  
to extend their bodies. Transforming the mundane act  
of dressing, into a tool for self-expression and social  
transformation. Clothes can transform subjects into citizens, 
empowering them to with agency and purpose.  
Clothing can be a language of dissent and solidarity,  
to articulate resilience and defiance. 

While marching down the streets, adorned in collective 
protest attire, individuals challenge oppression and demand 
justice. Disobedient dress becomes a form of embodied activism, 
a visual statement of autonomy and a testament to the power 
of community. Through acts of sartorial rebellion, individuals 
undermine oppressive norms, reclaiming space for their 
authentic selves within a world that often  
seeks to confine them. 

British-Jamaican fashion designer, curator and art 
historian, Christine Shaw-Checinska, sees fashion as a way 
of pushing back against stereotypes and resisting limitations 
based on negative readings  
of racial, cultural and gen-
dered differences. Her gold 
dance shoes are her act of 
disobedience through which 
she analyses the relationship 
between cloth, culture,  
and race. Through acts of 
disobedience, individuals 
reclaim agency over their 
narratives, challenge societal 
norms and push back against 
invisibility, stereotypes,  
and the erasure  
of personhood. 

Fashion is part of the process by which 

the unequal distribution of power within 

society is constructed, maintained  

and experienced as legitimate. But fashion 

can also be used to challenge and contest  

one’s position within society. So by evoking  

this idea of disobedient dress, I’m suggest-

ing that fashion might also become a way  

of resisting societies at times limited  

and therefore limiting expectations of us. 

In this way the body becomes a site 

of protest, the border itself,  

a space for transformation.  

⑮ TED Talk by Christine  

Shaw-Checinska in 2016
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The concept of disobedient dress invites us to reconceptualize 
fashion as a means of resistance, a tool to transform societal 
boundaries and expand the possibilities of dress. Drawing 
inspiration from thinkers like Emma Dabiri, we confront the 
ways in which societal constructs of race, gender, and ability 
intersect with fashion to shape the lived experiences  
of individuals within marginalized communities. 

DRESS CODES AND CULTURAL RECLAMATION

Clothing has long been used to enforce norms, reinforce 
power structures, and impose social control. 

Richard Thompson Ford——
a prominent figure in civil 
rights and anti-discrimination 
law born in 1966——explores 
dress codes in his book,  
Dress Codes: How the Laws 

of Fashion Made History (2021) 
He unveils the ways 

Our deepest selves are inseparable from 

our physical bodies—not only because 

of our bodily needs but also because our 

consciousness itself is formed by our 

bodily experience. The way we cover,  

embellish, and present our bodies in-

fluences how we come to understand 

our place in the world. Our clothing can 

transform us from subject into citizen.  
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ⓤ in which clothing serves as  
a mechanism of control, 
maintaining conformity  
and upholding existing power 
structures. However, Ford 
also recognizes fashion as a site of protest, where fashion 
offers a space for radical re-imagination and transformation. 
The interconnectedness between our bodies and their exten-
sions underscores the complexity of clothing’s role in societal 
dynamics. For example, 
dressing for dinner may seem 
like a minor aspect of daily 
life, yet, beneath the surface 
lies a complex interplay of 
power dynamics and social 
control. Throughout history, 
people have wielded attire as 
a means of claiming dominance 
and although we moved away 
from the rigid dress codes  
of bygone eras, in the subtle 
yet widespread expectations 
of contemporary fashion, 
clothing is still weaponized  
to maintain existing power 
structures and marginalize 
those who diverge from  
the prescribed norms.

In Charlie Porter’s——
a British fashion journalist 
born in 1973——his book  
Bring no clothes: Bloomsbury and the Philosophy of Fashion,  

he discusses Virginia Woolf proposal to ‘bring no clothes’, 
which implies to come as you are. However, ‘bringing no 
clothes’, is not without its 
risks; the very act of chal-
lenging dominant dress codes 
can provoke violent reactions. 
The freedom to dress as  
one pleases is a privilege 
often denied to marginalized  
communities, who face un-
reasonable observation and 
punishment for daring to defy 
social conventions. In this 

It sounds so innocuous.  

What's wrong with dressing for dinner? 

The rigid, inhibitive clothing worn by 

women for centuries—cinched, trussed, 

prettified—manifested the control of  

a patriarchal society. It was a society 

that cast women as mere fodder for  

marriage. For centuries, women were 

expected to wear restrictive clothes,  

the garments themselves often the products  

of oppression: of the colonization,  

enslavement and exploitation that lay 

behind the global cotton industry.

'Dressing for dinner' cemented  

hierarchies of class, power and gender. 

Whenever we 'dress for dinner' today, we 

continue to perpetuate these hierarchies. 

It is in each of our power to change this, 

through simple but affirmative acts.

⑰ Porter, 2023

Our experiences, aspirations,  

and ideals are inseparable from our bodies 

and how we present them to the world.  

⑯ Ford, 2022

All Woolf needed to say was 'bring no 

clothes'. Her meaning: come as you are. 

We are no longer living by those rules. 

We refuse them, we reject them, we are 

pushing for something new. If we were to 

accept Woolf's invitation, we could 'bring 

no clothes' to our own lives, breaking 

from preconceptions to forge  

new ways of being.

⑰ Porter, 2023
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light, the seemingly innocent act of dressing for dinner  
reveals itself as a miniature of broader struggles for power, 
autonomy, and self-expression. 

 
A POTTED HISTORY OF FASHION’S ROLE 

IN SOCIAL CHANGE

The clothed body extends outside physical constraints,  
becoming a tool for social transformation. From suffragettes 
in symbolic white garments to drag artists challenging  
heteronormative standards, each garment and protest  
sign becomes a tool for extending the voice.

The following examples showcase how clothing became  
and becomes a visual manifestation of solidarity and resistance  
to symbolize collective action and shared purpose. With so 
many influential figures and movements, it's challenging  
to select just a few. This potted history offers context,  
providing a (very) brief outline of fashion activism. 
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ⓥ

Take Back the Night marches ⓣ, originating in the 1970s,  
was the first illustration to me of how collective attire serves 
as an extension of activism. Participants, predominantly 
women, donned black clothing, carried candles, and marched 
through the streets to protest against sexual violence  
and reclaim their right to public spaces. The clothed body 
became a form of armour, empowering individuals to challenge  
gender-based violence and demand safer communities. 
Through imagery of these marches, I came to see  
the body as a vehicle for collective disobedience. 

In a similar way, Russian punk rock collective Pussy Riot 
ⓑ utilizes fashion as a tool for protest. Clad in brightly coloured 
balaclavas and bold patterns, they stage guerilla performances  
in public spaces to challenge authoritarianism and advocate 
for political reform. Through their distinctive attire, they not 
only conceal their identities but also amplify their message  
of resistance, disrupting the status quo with  
sartorial subversion. 
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Drag culture has been influential in reshaping my under-
standing of identity and self-expression. The culture has 
roots in activism, whether marching in pride parades or 
staging performances in public spaces, drag artists use their 
bodies to amplify marginalized voices and demand visibility 
and acceptance. These artists don costumes and personas 
that transcend the boundaries of gender and identity, serving 
as a powerful vehicle for individuals to assert their identities 
and push back against heteronormative standards  
of appearance and behaviour. 

At its essence, drag is not just performance;  
it is a radical act of self-expression and resistance.  
Drag artists use flamboyant and extravagant styles not only  
to entertain, through their bold and unapologetic expressions 
of self, they extend the boundaries of what is deemed accept-
able by society, creating spaces for disobedient,  
queer bodies to flourish.

From the late 20th century onwards, there has been  
a shift towards gender-fluid fashion that challenges tradi-
tional notions of masculinity and femininity. In Japan, there  
is a long history of androgynous fashion. One prominent 
example is the style known as “genderless kei,” a radical 
movement challenging traditional gender norms which 
emerged in the early 2010s. Many genderless kei fashion 
icons, such as models and influencers, embrace a fluid  
approach to style, mixing traditionally masculine and feminine  
garments to create unique and androgynous looks. Among 
many other examples, these fashion movements signify  
a celebration of diversity and empowerment, allowing  
individuals to challenge traditional gender roles  
and express themselves authentically.

Reflecting on movements like the suffragettes and the civil 
rights activists, I’m struck by the strength conveyed through 

attire. Imagery of these large 
protest groups, composed of 
diverse communities, under-
scores the power of collective 
action and the unifying force  
of disobedient dress. In the act 
of marching down the streets, 
activists engage in a form  
of collective action that over-
steps individual identity.  

(...) “right” to appear is tacitly supported  

by regulatory schemes that qualify only 

certain subjects as eligible to exercise 

that right… For those who are considered  

“ineligible”, the struggle to form alliances  

is paramount, and it involves a plural 

and performative positioning of eligibility  

where it did not exist before.  

⑱ Butler, 2015 

In Judith Butler’s Notes Towards a Performative Theory of Assembly,  
they offer valuable insights into the power of collective action. 
When bodies come together in the street in a political action, 
they signify that they are here, visible, and they have  
a “right to appear”. 

The suffragette movement of the early 20th century 
stands as a testament to the power of sartorial activism.  
The suffrage movement was different on each continent, 
shaped by politics, public mood, and personalities.  
In the United States, the movement focused on recruiting 
educated white women who lobbied and petitioned for  
suffrage, which at the turn of the last century was focused  
on winning women to vote state by state. They adorned  
themselves in symbolic white garments, decorated with 
purple and gold, challenging stereotypes, and demanding 
recognition of their rights. Suffragettes in India, amidst  
the fervent struggle for independence, draped themselves  
in vibrant sarees, fusing tradition with defiance in their march 
for equality. For Indian women, the suffrage movement was 
closely linked with their fight for independence against British 
colonial rule. They wore these suffragette uniforms to reclaim 
public spaces and challenge the patriarchal status quo. 
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During the Qing Dynasty in the late 19th, early 20th centuries, 
the wearing of traditional Chinese garments, particularly  
the qipao (cheongsam), became a symbol of resistance 
against foreign imperialism and cultural assimilation.  
As Western powers exerted increasing influence over China 
through unequal treaties and colonial expansion, there was  
a growing movement among Chinese intellectuals and nation-
alists to reclaim and promote traditional Chinese culture.  
The qipao, with its elegant silhouette and intricate designs, 
became a symbol of Chinese identity and pride, representing 
a rejection of Western fashion and values. By wearing the qipao  
they asserted their cultural heritage and solidarity in the face 
of external pressures, contributing to the broader movement 
for Chinese independence. Famed designers like Jean Paul 
Gaultier and Guo Pei have paid tribute to the qipao by incorpo-
rating its elements in high-fashion pieces. With the qipao 
reimagined and reinvented, a new generation of western 
audiences is beginning to venture beyond the stereotypical 
representations of Chinese culture.

The civil rights movement of the mid-20th century saw  
activists donning Sunday best attire as a symbol of dignity  
and respectability. Being “well-dressed” was defined by  
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The real offense of the zoot suit  

was symbolic: it was an assertion  

of self-determination and personal pride 

at a time when America's racial hierarchy  

was experiencing its first signs  

of vulnerability. ⑯ Ford, 2022

and for the privileged white people. Yet, alongside appeared  
a counterflow of rebelliousness, embodied by the Student 
Nonviolent Coordinating Committee (SNCC), who abandoned 
formal attire for denim and workwear to align themselves 
with the working class and challenge racial stereotypes. 

In the same way, the zoot-suiters in Los Angeles 
——Mexican and Mexican American youths wearing 
broad-shouldered drape 
jackets, balloon-leg trousers,  
and sometimes, a flamboyant 
hat——were marked as crimi-
nals because of their clothing. 
Only in 2023 the extreme 
violence against them was 
officially condemned, highlighting the struggle of fighting 
racism and how fashion laws made history. 

As the 20th century unfolded, the Black Panther Party  
in the US crafted a distinct aesthetic of militancy, donning  
black leather jackets and berets to assert their strength  
and resilience in the face of systemic oppression. Meanwhile, 
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Afrocentrists embraced traditional African attire as a form  
of cultural reclamation to reject mainstream norms  
and assert their identity on their own terms. 

Globally marginalized 
communities have harnessed  
the transformative power of 
fashion to resist oppression  
and reclaim their narratives. 
Indigenous designers breathe 
new life into traditional gar-
ments, infusing them with 
contemporary flair while 
honouring ancestral legacies. 
Grassroots movements advo-
cate for ethical sourcing  
and fair labour conditions, 
challenging the exploitative 
practices of the fashion  
industry and amplifying  
the voices of marginalized 
artisans. From the Red Dress 

In the mid- and late twentieth century, 

the movement for racial justice was split 

between those who adopted a strategy  

of respectability and those who favored 

the tactics of rebelliousness. The use of 

respectable attire could be a challenge  

to racial stereotypes and a bold assertion 

of dignity. But it also could be seen as  

a sycophantic form of status emulation 

in the classic Veblenian mode. By contrast, 

ethnically distinctive garb and grooming 

was a rejection of mainstream norms,  

expressing racial activists' demand for 

equality and respect on their own terms. 

But "radical chic" could also be self-

indulgent and naïve, romanticizing  

poverty and marginalization in the name  

of combating them. In this turbulent era, 

dress codes always had double meanings. 
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Ⓐ Project raising awareness 
about the missing and mur-
dered Indigenous women  
to the #BlackLivesMatters 
movement’s iconic black 
t-shirts, collective attire 
serves as a visual manifestation of solidarity and resistance. 

As social justice struggles divided  

the nation, what would become known  

as the politics of respectability would 

divide advocates for racial justice.  

⑯ Ford, 2022

Disobedient dress invites us to reconceptualize fashion 
as a means of resistance and self-expression, extending 
beyond the confines of mere cloth to shape our identities  
and interactions with the world. By challenging societal 
norms and reclaiming agency over our narratives,  
we expand the possibilities of dress and assert our presence 
in the world, literally embodying the transformative power  
of fashion. Through fashion and activism, we stitch together 
narratives of hope, resilience, and defiance, redefining what 
it means to be clothed in a world ripe for transformation.
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THE EXPRESSIVE BODY
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Yet to make from the body a work of art 

involves the creation of a supplement  

or extensions. The work of art as costume,  

mask, and disguise differs significantly 

from the work of art as an external object.  

The body is paraded, put on display,  

in time as well as in space; most often 

those contexts in which it appears are 

structured so that there is little or no  

division between participants and audi-

ence. The distance between the artwork, 

the artist, and the audience is thereby 

collapsed doubly; the body is the work, 

and there is reciprocity between individ-

uals/works rather than unilinear distance 

between work and observer.  

⑲ Stewart, 1993

The expressive body is a vessel for emotion, communication, 
and connection. As an artist, I harness the power of gesture 
and expression to reconstruct narratives that resonate on  
a bodily level, channelling my personal experiences into  
embodied expression. 

Central to our understanding of the expressive body  
is the recognition of the physical vessel through which we 
communicate and express ourselves. It suggests creating 
space, physically and metaphorically, to allow the body to fully 
inhabit its presence and potential. When the body is cared for 
and given room to thrive, it becomes a potent tool for com-
munication; however, when 
neglected or constrained,  
its ability to communicate 
senses may be stifled. 

In Ahmed’s reflection  
on the killjoy figure, we are 
invited to confront the trans-
formative power of embodied 
experiences in the face of hardship. Within this context, our 
bodies appear as tools of resistance, capable of channelling 
our thoughts, emotions, and desires into expressions  
of rebellion. 

In moments of frustration and anger, our bodies bear 
witness to our defiance, embodying our refusal to accept  
the status quo. Our rage, once suppressed and internalized, 
manifests as a visceral sickness, a physical rejection of  
the injustices we have been asked to endure. Yet, amidst 
chaos, our bodies——once the site of our discomfort and  
anguish——become our allies, our feminist friends, standing  
in solidarity with us as we navigate the complexities  
of resistance. 

The expressive body stands for the reminder of the 
heartfelt connection between our physical selves and our 
lived experiences, bearing witness to our joys and sorrows, 
triumphs, and tribulations. Yet to make from the body a work  
of art involves the creation of an extension. 

It is from what we come up against  

that we gain new angles on what we are 

against. Our bodies become our tools; 

our rage becomes sickness. We vomit; 

we vomit out what we have been asked 

to take in. Our guts become our feminist 

friends the more we are sickened.   

① Ahmed, 2017
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MAKING ROOM FOR THE BODY 

The last decades we made room for the body. 

The body communicates 
tales without the need for 
words. Each movement, every 
curve, carries with it a distinct  
identity. The body is more than  
just a vessel; it is a record  
of our experiences, visible  
in our deeds, responses,  
and the shapes we inhabit. 
Emotions find expression  
in the unspoken language  
of the body——a constant  
poem written in gestures  

and postures, unfolding with each passing moment.  
The body stretches limits, revealing strength in  
the unexplored. It moves through space, leaving  
behind traces and echoing the tales of its passage. 

(...) the last decades have seen  

an ever-increasing number of studies 

about the human body, representing  

a bewildering array of perspectives  

and approaches. Today we know the histories  

of a sexual body, a female body, a pregnant  

body, a Greek body—to list but a few  

of innumerable examples—as well as  

the histories of a body-in-pieces;  

in other words, of a certain organs  

and body parts in their specific cultural, 

historical, and geographical configurations. 

⑧ Wegenstein, 2006
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Ⓒ

In today's discourse on the body is  

the conflict between essentialism  

and social constructionism; do our bodies 

determine us, or is culture victorious 

vis-a-vis our flesh? (...) Bodies do in fact 

‘talk back’ at us all the time, reminding 

us of our mortality and cooling us down 

in the midst of all our self-constructing 

projects. ⑳ Davis, 1997

In its simplicity, the body 
stands as a manifesto;  
a visible, tangible statement 
of beliefs and values on both 
individual and collective 
levels. By approaching  
the body in a straightforward, 
realist perspective, it implies 
a preference for a pragmatic, 
evidence-based understand-
ing of the body, considering both biological and socially  
constructed elements. This approach recognizes and engages 
with the ongoing dialogue surrounding the nature of the body 
in contemporary discussions, considering various perspectives  
and debates between essentialism and social constructionism. 

Essentialism suggests that certain characteristics or 
features of the body are intrinsic, universal, and biologically 
determined. In contrast, social constructionism posits that 
aspects of the body, such as gender roles or identities, are 
shaped by societal influences, cultural norms, and historical 
context rather than being predetermined. Despite the body 
gaining attention in scholarly discussions, it sometimes  
becomes an abstract concept in anti-essentialist debates, 
where the focus shifts away from embodied experiences 
towards theoretical abstraction. 

Yet, there is a noticeable trend in gender studies  
to reestablish the body’s materiality and corpo(re)ality.  
This perspective contends that bodies aren’t only surfaces  
for cultural inscriptions; they continually ‘talk back’ to us, 
serving as a reminder of our 
mortality and grounding us 
amid our self-constructing 
projects. Combining this 
understanding of the body 
with studies of fashion and 
dress enriches our exploration  
of how cultural narratives and 
personal expression intersect 
in shaping our perceptions  
of the physical self. 

Looking throughout art 
history, artists have shifted 
away from the stereotypical 

Psychologists study body images  

and self concept. Anthropologists deal 

with cultural meanings which are  

attributed to the body. Sociologists have 

discussed the body as a carrier for  

the ‘self’. The body is treated obliquely, 

as a symbol for something else: ‘nature’, 

desire or biology. In this context,  

the recent interest in the body can be 

viewed as a long overdue attempt  

to redress an imbalance. By ‘bringing  

the body back in’, social scientists are 

retrieving a neglected topic and making  

it the focus rather than the implicit 

backdrop of their analyses. (...)  
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ways of portraying the human 
body. Despite moving beyond 
traditional mediums,  
the fascination with the body 
persists, whether as a medium,  
object, or subject. In post-
modernism starting from  
the late 1950s, artists often 
deconstruct the body, dividing 
it into fragments and challeng-
ing the idea of reassembly.  
As artists move beyond traditional mediums, their departure 
reflects a broader societal shift towards individual expression 
and a rejection of fixed meanings. Amidst these transformations, 
it’s noteworthy that people harbor a fascination with observing  
other bodies. Confronted with a representation of a person,  
we respond based on the spectrum of attraction or repulsion, 
considering how it expresses something about our own bodily 
awareness. The fragmentation of the body in postmodern art 
disrupts traditional representations, echoing the era’s skepticism  
towards grand narratives. Recent interests in the body in art 
can be viewed as long overdue attempts to redress imbalances. 
 

Drawing on Elizabeth 
Grosz’s——Australian feminist  
theorist and philosopher  
born in 1952——insights into  
the textualization of bodies  
in modern Western societies, 
we recognize the widespread 
influence of societal norms  
in shaping our perceptions  
of the body. She emphasizes 
how the body becomes a text,   
 “a system to be deciphered and 

read into”, often leading to 
shallow assumptions about 
individuals and entire groups 
based solely on appearances. 
However, amidst these 
deep-rooted assumptions, there exist ways for challenging 
and undermining these expectations. Body extensions offer 
unique opportunities to disrupt conventional norms of bodily 
representation. By deliberately altering or embellishing  
the body, these extensions not only challenge preconceived 
notions of what constitutes a ‘normal’ or ‘ideal’ body  

Contemporary feminist theories have  

historically drawn upon the body in 

order to understand gender and sexual 

difference. Scholars have shown how  

the female body is implicated in the 

construction of femininity as well as 

how differences are constituted along 

the lines of social class, ‘race’, ethnicity, 

nationality, sexuality, able-bodiedness 

and more. ⑳ Davis, 1997

The appeal of an image of a body,  

has to do with ‘likeness’, a term that 

shifts meaning situationally, like  

the pronouns I, you, we, they.  

Confronted with a presentation  

of a person, we respond according  

to how and why we are attracted to it,  

or repelled; how it expresses something 

about our own bodily awareness; in other  

words, how we are like it or unlike. Many  

images of human beings that have survived  

from ancient times through the Renaissance  

were intended for ritual and devotional  

use, expressing religious beliefs that  

developed as a means to understand  

the natural world and perhaps to manage  

social behavior. ㉑ Phaidon Editors, 2015



71

“
I
t
 
i
s
 
a
b
o
u
t
 
a
t
t
r
a
c
t
i
o
n
 
a
n
d
 
r
e
p
u
l
s
i
o
n
,
 
a
c
c
e
p
t
a
n
c
e
 
 

a
n
d
 
p
r
o
t
e
s
t
,
 
a
n
g
e
r
 
a
n
d
 
t
e
n
d
e
r
n
e
s
s
.
 
A
b
o
u
t
 
f
i
n
d
i
n
g
 
f
o
r
m
s
 
 

o
f
 
n
o
n
-
d
e
s
t
r
u
c
t
i
v
e
 
f
e
m
a
l
e
 
a
g
g
r
e
s
s
i
o
n
.
”

R
en

at
e 

B
er

tl
m

an
n

, ‘
T

en
d

er
 P

an
to

m
im

e’
, 1

97
6

R
e
n
a
t
e
 
B
e
r
t
l
m
a
n
n
:
 
w
o
r
k
s
 
1
9
6
9
-
2
0
1
6
,
 
e
d
i
t
e
d
 
b
y
 
G
a
b
r
i
e
l
e
 
S
c
h
o
r
 
a
n
d
 
J
e
s
s
i
c
a
 
M
o
r
g
a
n
 

p
u
b
l
i
s
h
e
d
 
b
y
 
P
r
e
s
t
e
l
 
P
u
b
l
i
s
h
i
n
g
 
(
2
0
1
6
)

Ⓕ

Ⓖ

“
O
n
c
e
 
I
 
w
a
s
 
a
b
l
e
 
t
o
 
r
e
t
u
r
n
 
t
h
e
 
g
a
z
e
,
 
t
h
a
t
 
w
a
s
 
t
h
e
 
s
o
r
t
 
 

o
f
 
l
i
k
e
 
t
r
i
u
m
p
h
a
l
 
m
o
m
e
n
t
,
 
b
e
c
a
u
s
e
 
o
b
v
i
o
u
s
l
y
,
 
s
h
e
 
w
a
s
 
 

c
o
m
p
l
e
t
e
l
y
 
o
b
j
e
c
t
i
f
i
e
d
,
 
p
u
t
 
o
n
 
a
 
p
e
d
e
s
t
a
l
,
 
r
i
d
i
c
u
l
e
d
 
 

i
n
 
E
n
g
l
a
n
d
,
 
o
b
s
e
r
v
e
d
 
i
n
 
F
r
a
n
c
e
 
l
i
k
e
 
a
 
s
p
e
c
i
m
e
n
.
 
T
h
e
n
 
g
o
i
n
g
 

b
a
c
k
 
t
o
 
E
n
g
l
a
n
d
 
a
n
d
 
t
h
e
y
 
d
e
c
i
d
e
d
 
t
o
 
c
r
e
a
t
e
 
t
h
e
 
b
u
s
t
l
e
;
 
 

b
a
s
e
d
 
o
n
 
h
e
r
 
b
e
h
i
n
d
 
w
h
i
c
h
 
w
a
s
 
k
i
n
d
 
o
f
 
a
 
w
e
i
r
d
 
t
h
i
n
g
 
 

t
h
a
t
 
I
 
f
o
u
n
d
.
 
A
n
d
 
w
h
e
n
 
I
 
b
e
c
a
m
e
 
f
a
m
i
l
i
a
r
 
w
i
t
h
 
t
h
e
 
h
i
s
t
o
r
y
 
 

a
n
d
 
w
h
a
t
 
h
a
p
p
e
n
e
d
 
t
o
 
h
e
r
 
a
n
d
 
t
h
e
n
 
w
h
a
t
 
h
a
p
p
e
n
e
d
 
t
o
 
h
e
r
 
b
o
d
y
 

a
f
t
e
r
 
s
h
e
 
d
i
e
d
 
I
 
m
e
a
n
 
I
 
f
e
l
t
 
c
o
m
p
e
l
l
e
d
 
t
o
 
t
r
y
 
t
o
 
i
l
l
u
s
t
r
a
t
e
 

t
h
a
t
 
a
n
d
 
c
a
m
e
 
u
p
 
w
i
t
h
 
t
h
e
 
n
o
t
i
o
n
 
o
f
 
d
o
i
n
g
 
t
h
e
 
H
o
t
t
e
n
t
o
t
 
V
e
n
u
s
 

m
y
s
e
l
f
.
 
T
h
e
 
m
o
s
t
 
i
m
p
o
r
t
a
n
t
 
t
h
i
n
g
 
w
a
s
 
h
e
r
 
h
a
v
i
n
g
 
t
h
e
 
g
a
z
e
 
 

a
n
d
 
p
o
w
e
r
 
t
o
 
t
u
r
n
 
i
t
 
b
a
c
k
 
o
n
 
a
l
l
 
t
h
e
s
e
 
p
e
o
p
l
e
 
t
h
a
t
 
h
a
d
 
 

o
b
s
e
r
v
e
d
 
h
e
r
.
 
I
t
 
w
a
s
 
o
b
t
a
i
n
e
d
 
a
c
t
u
a
l
l
y
 
i
n
 
a
 
c
o
s
t
u
m
e
 
 

H
a
l
l
o
w
e
e
n
 
s
t
o
r
e
…
”

R
en

ee
 C

ox
, ‘

H
ot

te
n

to
t 

V
en

u
s’

, 1
99

4

y
o
u
t
u
b
e
.
c
o
m
,
 
“
A
ft
e
r
 
H
o
t
-
E
n
-
T
o
t
:
 
A
 
C
o
n
v
e
r
s
a
t
i
o
n
 
w
i
t
h
 
A
r
t
i
s
t
 
R
e
n
é
e
 
C
o
x
”
 

S
p
e
l
m
a
n
 
C
o
l
l
e
g
e
 
(
2
0
1
0
,
 
J
a
n
u
a
r
y
 
5
)

Elizabeth Grosz (one of my favourite  

philosophers) describes the role of  

the body in modern Western societies 

and thus our complicated obsession with 

our own and everyone else's: ‘The body 

becomes a text, a system to be deciphered,  

read and read into. Social law is corpo-

realized, bodies are textualized, read by 

others as expressive of a subject's psychic  

interior. The scene is set for shallow 

assumptions to be made not just about 

individuals, but entire groups of people, 

based on what they “look like."  

⑪ Dabiri, 2023

but also provide individuals with the opportunity to inhabit  
and experience diverse bodily perspectives. Furthermore,  
by prompting critical reflection on the social construction  
of beauty and bodily norms, body extensions encourage  
a more inclusive and accepting view of bodily diversity.  
The extensions create space for dialogue and exchange  
about representation, identity, and the politics of the body. 

Emphasizing queer  
and feminist perspectives 
involves scanning the body  
as a social construct shaped 
by historical colonization.  
It seeks to understand  
and recognize the desires  
of queer, Black, colonized, 
female, and disabled bodies, 
challenging the conventional, 
male-centric approach. 

 The feminist lens, 
particularly within sociology,  
critiques predominant male-centric viewpoints, aiming  
to redefine our understanding of the body in societal 
and historical context. Scholars such as Judith Butler 
and Donna Haraway stress the importance of listening  
to marginalized bodies, amplifying their voices,  
and recognizing their agency in shaping  
body narratives.

By connecting these bodily concepts——the countersexual 
body, the disobedient body, the oblique body, the body- 
in-pieces——with fashion and 
dress studies, we can explore 
the diverse role of body exten-
sions in art. The combination  
of studies offers a blanket  
of the value of the clothed 
body in contemporary artistic 
expression, where the move-
ment of the fabric and the 
contours of the body contribute  
to the blurring lines between 
body and garments. 

Enter Gayle Rubin, Sylvia Wynters,  

Judith Butler, Rod Ferguson, Kara Keeling, 

and Donna Haraway. Enter generations 

of queer, decolonial, and feminist scholars  

who know exactly what “women” want—

namely, the end of the culture within 

which woman is defined in relation to 

man, female embodiment stands in for 

the lack that all humans experience, 

black bodies represent the aberrant 

shadow of whiteness, colonized bodies  

aspire to become real only through imitation  

and subordination, and the phallus is 
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still the (white) penis. Preciado, writing 

after Butler but before queer people of 

color’s critiques, also aspires to know 

what the queer/black/colonized/female/

disabled body wants—it wants pros-

thetic extension, dildonic substitution, 

inauthentic routes to non- redemptive, 

anti-capitalist, somatic insurrection.  

If for Lacan, the human wants, period; 

if for Freud, the human body orients 

towards death, dying, and unbecoming; 

if for Marx, revolution depends upon  

the white male working body and its  

orientation to liberation, then for Preciado,  

what we want hangs in the balance and 

its contours will be known only once we 

overcome what he calls heterosexual  

choreographies in favor of a “new political 

organization of sex and sexuality.”  

㉒ Preciado, 2018 (2000)

When we approach body 
extensions in art, we look at 
our personal relations with  
a lot of different aspects of 
the body concerning a variety 
of studies; extending the 
personal into the political.  
It acknowledges the inter-
connectedness of individual 
experiences with broader 
socio-political structures.  
Body extensions are a collective achievement of encounters  
between bodies and fashion, and various scholars under-
scored and emphasized the indispensable link between  
fashion studies and embodied studies.

Joanne Entwistle, who has widely published on fashion,  
dress and the body, notes on the lack of theories about worn 
and lived fashion, stressing on the interrelations of body-  
and fashion studies. Studying sociological approaches to 
fashion instead of economics. Professor of fashion history 
and theory, Caroline Evans, takes a personal position into 
a critical and theoretical framework of fashion “against the grain” 
reading of fashion classical theory. Encouraging non-linear 
reading and offering new insights to look at the history of 
fashion. Researchers Andrea Eckersley and Cameron Duff 
bring contemporary studies 
on fashion into closer dialogue  
with contemporary studies  
on the body and embodiment. 
Giving insights about encoun-
tering fashion in moving from 
what fashion is to what  
fashion does. 

The point, we would argue, is that  

fashion is a collective achievement  

of encounters between bodies, human 

and nonhuman, such that analysis 

should move from what fashion is,  

to what fashion does in its  

encounters with bodies.  

 ④ Eckersley & Duff, 2020
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By examining different projects, it is 

 evident that the designer creates  

different intra-activities between bodies 

and garments that unfold themselves to 

non-homogeneous, non singular spaces 

and matters, revealing and concealing 

their inner structures. (...) Exposed  

to the process of constant becoming,  

the body in his collections transgresses  

its dominant position (a masculine, 

white, heterosexual praxis) melding with  

the minoritarian, the rejected/the abject, 

to activate the open-ended process of 

depersonalization. ⑫ Stępienné, 2017

Clothing has tended to be understood as 

craft and in different disciplines it has 

adopted different status. New terms have 

emerged such as wearable art, conceptual  

clothing, conceptual fashion and devised 

costume. However the significance of  

the clothed and communicating body is 

often misunderstood as it is a practice 

 that can transcend disciplines and has 

the potential to be further explored  

in this interdisciplinary landscape  

but grounded in an understanding  

that it is situated on the body.  

㉓ Bugg, 2011

To disrupt the distinction between fashion understood as  
a material object or as a social and cultural doing——practice; 
fashion regards each of these processes but only insofar 
these practices affect bodies in their encounter with fashion. 

Wearing body extensions  
transforms the human form 
and creates a captivating 
distortion that challenges  
the conventional notion  
of beauty tied to symmetry. 
Each element, set in motion, 
contributes to reshaping  
and distorting the body’s  
contours, inviting us into  
the realm of ‘becoming,’ 
where sensations and affect 
unfold in unique ways for the 
observer. Drawing on Karen 
Barad’s concept of intra-activity, where the notion of cause 
and effect is replaced by entanglement, the artist’s body  
and the extensions mutually influence and transform each 
other. Re-connecting the body to the outer world to form 
numerous intra-activities; relations that enable   
to deterritorialize fixed structures. 
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THE BODY AS A TOOL 

The body as a tool, a vehicle, 
a medium upon which 
a multitude of disciplines 
converge and intermingle. 
Similarly, as Italian art  
essayist and curator  
Lea Vergine talks about  
The Body as Language,  
a phenomenon that touches 
upon artists who represent 
different currents and ten-
dencies, who use widely 
differing art techniques,  
and who come from a variety 
of cultural and intellectual 
backgrounds, certain  
characteristics of this way  
of making art are nonetheless 
to be found in all of its manifestations.

Rebecca Horn, a prominent figure in contemporary art, 
has explored the theme of extending the body through various  
mediums during her early years as an artist. Her works, such 
as the ‘Feathered Prison Fan,’ ‘Finger Gloves,’ and ‘Arm Extensions,’ 

exemplify a unique approach to body extensions, blending 
surrealism, symbolism, and sensory experiences. Unlike 
many artists who represent 
body extensions through their 
work, Horn explicitly discusses  
the concept of ‘extension,’ 
viewing the body as a cocoon 
that evolves through cycles  
and using her body as a tool 
for protection. 

Body extensions overstep traditional disciplinary  
boundaries, and many artistic bodily expressions are confined  
to specific categories such as body art, embodiment studies, 
identity politics, feminist perspectives on the body, corporeal 
aesthetics, posthumanism, and others. They all present 
necessary perspectives, and they all focus  
on extending the body.  

The use of the body as a language has 

returned to the scene of the world 

around us in new and different forms, 

and it speaks through altered declina-

tions. The body as triumphant, immolat-

ed, diffused, propagated, dramatic, and 

tragic. The political, social, and mystic 

body. The body as the site of the extreme. 

The body as humanity's most ancient 

instrument for speaking hic et nunc. (...) 

The instrument that speaks and commu-

nicates without the word, or sounds, or 

drawings. The body as a vehicle, once 

again, for declaring opposition to the 

dominant culture, but also of desperate 

conformism. ㉔ Vergine, 2000

Rebecca Horn has pursued the aesthetic  

of the extended body throughout her  

career, repeatedly exploring the intersec-

tions of intimate boundaries, the sphere 

of influence beyond normal physical 

reach, and the metaphysical realms  

of philosophy and art. ㉕ Dean, 2023
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Within fashion and performance, the interdisciplinary nature 
of artistic expression is particularly pronounced. This inter-
disciplinarity——integrating knowledge, methods and approach-
es from different disciplines——stems from the inherent fluidity  
and malleability of both fashion and performance as mediums 
of expression. They both serve as focal points for under-
standing the multifaceted nature of body extensions. 

As already apparent within the clothed body, fashion  
and costume designers draw inspiration from a diverse array 
of sources including art, architecture, literature, and culture. 
This allows for the fusion of different creative disciplines, 
resulting in innovative design that blur the lines between 
fashion, art, and sculpture. Within the confines of traditional 
catwalk presentation, the room for the body to extend  
is limited. The linear and 
static nature of the catwalk 
restricts the range of motion  
and interaction between  
the model and the audience, constraining for dynamic  
and immersive experiences. Despite the limitations,  
imaginative designers have found ways to challenge  
the traditional runway format, incorporating elements  
of performance art to create more engaging  
and momentous presentations. 

Designers like Hussein Chalayan——Turkish-Cypriot 
fashion designer born in 1970——seamlessly integrate elements  
of performance art into their fashion shows, transforming ⓥ
the runway into a stage for artistic expression. Another example  
could be Leigh Bowery——a pioneering figure in London’s art 
and fashion scenes during the 1980s and early 1990s——known 
for his avant-garde style and fearless exploration of the body 
as a site for artistic expression. Collaborating with fellow artists,  
designers, and musicians, Bowery pushed the boundaries of 
conventional beauty and gender norms, leaving a lasting impact  
on bodily practices. Among many others such as Rei Kawakubo 
ⓞ, Maria Blaisse, Lucy Orta; their works challenge traditional 
notions of fashion, transcending mere promotion and marketing  
to communicate themes, ideas, and messages through  
the language of the body. 

Similarly, performance artists incorporate elements  
of theatre, dance, visual arts, and music into their practice. 
Performances blur the boundaries between disciplines, 
challenging audiences to reconsider preconceived notions  

In recent years performance of  

the clothed body has emerged as central 

to catwalk presentation ㉓ Bugg, 2011
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of what constitutes art. Figures like VALIE EXPORT  
and Ana Mendieta practiced this approach, creating gripping 
experiences that defy categorization and invite audiences  
to engage with art on a visceral level. 

Ana Mendieta, born in Cuba, centred her work on  
the decolonization of the body, drawing inspiration from 
indigenous Cuban culture and rituals. She offered viewers  
a glimpse into the interconnectedness of all living beings  
and the cyclical nature of existence; restoring the values of 
the body lost by its reduction to a machine. Seeing the earth 
as the extension of the body she breaches the binary boundaries  
between human-animal, body-nature, and many more. 

Different from fashion, within performance, bodies are 
generally sensed as sites of knowledge, where the attention 
is put on the embodied experience rather than the aesthetics 
of clothing. This underlines the transformative power  
of embodied experiences in shaping our understanding  
of the world, others, and ourselves. Even though conceptual 
fashion and clothing designed for performance have tended  
to be analysed as separate and distinctly different, both use 
the body as a site. The body as a catalyst, through which 
meaning is created, and communicated. Where room  
is created for bodies to be able to question, comment  
and communicate through a shared  
understanding of the body. 

Beyond fashion and performance, body extensions 
manifest in various other disciplines such as interactive 
installations which extend the body experientially, blurring 
the line between the physical self and the artistic creation.  
By combining elements from diverse fields such as art,  
technology, and psychology through tactile encounters  
and interactions, these installations offer transformative 
experiences that engage the senses and trigger reflection. 

In the field of symbolic representations, artists harness 
clothing, accessories, and body markings to infuse the body 
with meaning. These symbolic extensions reflect the inter-
connectedness of human expressions across different cultural  
sceneries, expressing identity and social commentary. More-
over, in collaborative practices active settings are created for 
individuals from diverse fields to gather, to spark shared 
creation and interdisciplinary dialogue. Think of film sets, 
operas, music performances, and many more. 
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Ⓡ

Ⓢ

Within the installations of Kusama, EXPORT, Lumiere Ⓜ,  
et cetera, the concept of body extensions also resonates in 
architecture, where the body and space interact dynamically. 
When a costume becomes more than clothing and starts to act 
like a shelter or hideaway for the person wearing it, it begins 
to embody architectural qualities. They foster dialogue between  
the human body and the spaces it inhabits.  

Akin to Rebecca Horn’s Ⓛ cocoons, the costume  
as a form of architecture embodies principles of shelter,  
enclosure, and spatial manipulation, redefining  
the boundaries of both disciplines 

The trans-disciplinary nature——the fusion of conceptual 
frameworks that extend beyond disciplinary perspectives——
of expression opens new possibilities; by breaking free from 
the constraint of tradition, artists can explore new aesthetic 
territories and challenge established norms. The intersection 
offers unique opportunities for social and political commentary,  
fostering fruitful dialogues and collaborations across different  
fields. Artists use their platforms to address pressing issues, 
to spark thought through and with bodies. By harnessing the 
expressive power of the body, they can communicate complex 
ideas and emotions in ways that transcend language  
and cultural barriers. 

(…) we begin to understand the significance  

of the body itself as the site and it is in 

the context of the performing body that 

ideas are experienced, communicated 

and understood. It is the focus on  

the body both physical and emotional 

and the experience of clothing as part 

of a complex performative dynamic that 

enables communication through and on 

the body. I argue that it is the concept of 

"situated bodily practice" that resonates 

with and in many cases drives the practice  

of conceptual fashion design, performance  

art and costume design. The body in 

effect is the site for the creation of and 

communication of meaning whether that 

be a narrative, a concept, an emotion  

or character. ㉓ Bugg, 2011
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Ⓣ

Ⓤ

In scanning the expressive body, we are reminded  
of the importance of physicality in communication.  
Through experiencing the body, whether our own or others’, 
we are able to connect and become participants in the creation  
of interpretation of meaning. These moments of connection, 
grounded in the reality of our physical selves, offer glimpses 
into shared understanding and empathy. 

However, as we delve deeper into the expressed body,  
we must also confront the challenges posed by the absence  
of the physical body in art. In an era dominated by digital 
interfaces and virtual spaces, the challenge lies in preserving 
the authenticity and richness of embodied experiences.  
This absence underscores the importance of recentering  
the body as a site of expressions and understanding  
in artistic discourse. 

Ultimately, the expressive body serves as a demonstration  
to the enduring power of physical presence. It is a reminder 
that, despite technological advancements, the corporeal 
experience of the body remains irreplaceable in its capacity  
to evoke emotion and forge meaningful connections. 

The concept of body extensions serves as a testament  
to the boundless potential of the expressive body. As we  
move forward let us cherish transdisciplinarity and celebrate  
the impact of embodied experiences in shaping our collective 
understanding of art and the multifaceted nature  
of human experience. 
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In a world of fragmentations, the self 

is our main focus, repeating, echoing, 

partly remembered, partly anticipated. 

㉖ Virginia Woolf, 2016

Throughout my research on body extensions, I delved into  
the theoretical frameworks that underpin my understanding, 
encountering a fragmented field. Just as a body itself can be 
seen as a collection of fragments——each extensions a piece 
that both completes and redefines——the field of study is  
similarly composed of desperate yet interconnected parts.  
A body-in-pieces is not simply a metaphor but a lived reality 
for many, reflecting our fragmented experiences and identities 
in a constantly unfolding digital world. 

This final chapter bridges these theoretical insights  
with a personal reflection on extending the body. It underscores  
the tender act of curating our bodies, of caring for our bodies, 
where each extension is a gesture of empathy, inviting us  
to rethink our shared experience. 

I WOULD RATHER BE A CYBORG  
THAN A GODDESS 

Within this research, I find myself confronted with a paradox 
——a territory with boundless possibilities yet lacking a com-
prehensive theoretical framework that correlates with my 
perspective. It is within this paradox that the heart of body 
extensions reveals itself——evidence to the inherent complexities  
of the human condition and the innumerable ways in which we 
seek to extend our physical limitations. 

Artistic exploration knows no bounds, and this fact 
becomes more apparent when exploring body extensions. 
Although comprehensive theoretical frameworks specifically 
addressing body extensions in relation to cultural practices 
may be lacking, this absence mirrors the interdisciplinary 
complexities inherent in investigating the relationship  
between the body, identity, and artistic practices. 

The development of a unified theoretical framework is 
challenging since the study of body extensions emerges at  
the crossroads of transdisciplinarity. The term ‘extension’  
carries fluid and subjective connotations, shaped by cultural, 
historical, and individual contexts, complicating efforts  
to establish rigid theoretical boundaries.
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Although I highlight a dearth of studies on body extensions,  
I discovered several theoretical frameworks that serve  
insights on the topic. 

In a 2017 study written by Popat S. et al, titled  
 ‘Bodily Extensions and Performance,’ we are invited to peer  
beyond the surface and delve into the symbiotic relationship 
between flesh and technology. Through a collection of essays 
spanning diverse themes and contexts, we are confronted 
with the transformative power of bodily augmentation.  
Among the voices, the intricate processes involved in  
the formation and experiences of bodily extensions are  
acknowledged. From Daniel O’Brien’s exploration of  
the experience of interactive art installation to Vivian 
Sobchack’s study on bodily extensions through everyday 

movement; they reveal layers 
of fragility at both individual 
and cultural levels and all 
authors return to narrate 
from the viewpoint of the 
human body, emphasizing  
the critical role of the sensory 
field in interfacing with  
technological parts. 

One of the essays from 
the collection above called,  
 ‘Savage Beauties’ by Justyna 
Stepien, explores how  
Alexander McQueen’s  

posthuman bodies, augmented by their material extensions, 
serve as assemblages that give rise to novel forms of  
subjectivities. Highlighting McQueen’s transformative  
approach to fashion, wherein his projects redefine the body, 
offer an entirely new language that transcends traditional 
binaries. Leading to the creation of pieces where these  
divisions are abolished, fostering a dynamic interplay  
between opposing forces. 

‘Extending Bodies’ (2019), 

by Lisa Le Feuvre, dives into 
how artists interact with and 
utilize prosthetic technologies.  
In the examples, the artists 
not only humorously critique 
aspects of humanity but also 

Bodily extensions can attach to or connect  

with human bodies to adjust, change or 

augment them in physical (or virtual)  

spaces. They may be perceived as enabling  

tools by some, replacing or augmenting 

body parts, capacities or abilities, … 

However, others may see them as disabling  

restrictions, with their use enforced  

by social or cultural expectations about 

what a body should be. Inevitably,  

extensions are incorporated into body 

images and implicated in social 

identities. ㉗ Popat et al., 2017

His projects alter the body, offering  

an entirely new language of fashion that 

could embrace the dynamic relation of 

the world’s polarities to form an assemblage 

where the division into beauty/ugliness, 

human/nonhuman is abolished. 

⑫ Stępień, 2017

˛ ´

Extensions celebrate possibilities while 

revealing the constraints we have  

engineered for ourselves. 

In all these examples, artists utilize 

technology to exceed and extend  

the body, showing humanity is too 

often inhuman. ㉘ Feuvre, 2019

The term technology (from techne, 

“craftsmanship,” versus physis, “nature”)  

puts a series of binary oppositions into 

motion: natural/artificial, organ/machine,  

primitive/modern, where the “tool” has  

a mediating role between the terms.   

㉒ Preciado, 2018

earnestly strive to enhance and extend the capabilities  
of the human body. This involves a nuanced examination  
of the relationship between humans and prosthetics,  
aiming to both satirize 
and contribute to the goal  
of pushing the limits of  
the human body. Yet, as  
I navigated through these 
studies, I kept questioning 
——what role does technology 
truly play in shaping our 
understanding of the body and its extensions? 

Some may argue that technology serves as a mere tool, 
a means to an end——a way of extending the capabilities of  
the human body beyond its natural limits. Others, however, 
contend that technology is more than just a tool;  
it is a reflection of our longings and dreams,  
a mirror that reflects back to us.

In the words of Paul B. 
Preciado, indeed, it is this 
mediating role that is central 
in this research——one that 
oversteps mere functionality 
and extends into the field  
of identity, embodiment,  
and expression. 

Through technology artists explore new sensory  
experiences; from cybernetic enhancements to prosthetic 
limbs, from wearable technology to virtual reality, we witness 
multiple ways in which artists harness the power of technology  
to push the boundaries of human experience. 

Cybernetic enhancements merge organic and mechanical  
elements, transforming the body into a canvas for innovation, 
from bionic limbs to sensory implants, these advancements 
offer not only functional improvements but also drive movements  
for artistic expression, blurring distinctions between human 
and machine. Similarly, prosthetics have evolved beyond 
medical aids, becoming platforms for creative experimentation.  
Collaborations between artists and engineers result in prosthetic  
limbs that celebrate individuality, challenging societal norms. 
Rather than viewing prosthetics solely as tools for restoring 
function, they design prosthetic limbs that reflect  
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the wearer’s personality, preferences, and identity.  
This celebration of individuality is evident in the diverse 
designs, colours, and functionalities of modern prosthetics, 
which allow wearers to reclaim agency over their appearance 
and express their sense of self. 

Furthermore, the collaboration between artists  
and engineers in the development of prosthetic limbs  
challenges societal norms by reshaping perceptions of  
disability and beauty. Historically, prosthetics were often 
designed to mimic the appearance of natural limbs, adhering 
to conventional standards of beauty and normalcy. However, 
contemporary approaches to prosthetic design embrace 
diversity and creativity, rejecting the notion that disabilities 
should be hidden or normalized. By creating prosthetic limbs 
that are bold, innovative, and visually striking, people  
challenge societal norms regarding appearance, disability, 
and bodily perfection. This shift towards embracing uniqueness  
and individual expression contributes to a more inclusive  
and accepting society, where differences are celebrated 
rather than stigmatized. 

Nonetheless, beyond technological extensions lies  
another, equally potent form of extension embodied in  
the clothed body. While the evolution of technology often 
dominates discussion in extending the body through art,  
it’s important to recognize that body extensions extend  
beyond mere technological advancements. 

In the transdisciplinarity of body extensions,  
the boundaries between art, technology and fashion blur, 
giving rise to new modes of expression that defy conventional 
categorizations. As artists continue to share embodiment, 
they invite us to reimagine our relationship with our bodies, 
our technologies, and the ‘others’ around us. 

Building upon the practical manifestations of body extensions 
explored in the studies above, we now turn to a theoretical 
study in 2009 by Helena De Preester and Manos Tsakiris.   
 ‘Body-extensions versus body-incorporation: Is there a need for  

a body-model?’ delves into philosophical and psychological 
perspectives of the human body and its relationships  
with technology and the environment. The authors discuss  
the distinction between body-extension (in the case of tool-
use) and body-incorporation (in the case of successful  
prosthesis use), exploring how individuals perceive  
and interact with their bodies in relation to external tools, 
prosthetics, and technological extension. 

They argue for the necessity of a comprehensive body 
model that can account for the dynamic and complex ways in 
which humans incorporate external elements into their bodily 
experiences. For them body-extensions are the utilization  
of external tools or technology to extend the body’s capacities,  
placed side by side with body-incorporation, which involves 
the seamless integration of external elements into one’s 
bodily schema and sense of self. This distinction underscores 
the evolving relationship between humans and technology, 
wherein body-incorporation suggests a deeper level  
of interaction and a more fluid relationship between  
the body and its environment. 

De Preester and Tsakiris examine the distinction  
between body extensions and the replacement of body parts 
with non-corporeal elements, emphasizing the potential for 
completion. As they note in their research, not all prosthetic 
users necessarily experience a sense of completion; instead, 
many articulate a profound sense of extension. Crucially, 
within my theorization of body extensions, I emphasize the 
potential of temporary completion rather than a fixed state. 
This perspective resonates with the notion of the body as  
a dynamic site of continual transformation and adaptation. 
However, this does not mean that all prosthesis users do  
or should experience a relation of completion with their  
prosthesis. Often, they experience a relation  
of extension, as reported by  
the following subject. Using a prosthetic is not a natural  

thing, because a prosthetic is not  

a substitute leg, it is a tool which may  

or may not do some of the things  

that a leg might have done.  

㉙ De Preester & Tsakiris, 2009
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In intending to understand 
body extensions, it becomes  
clear that the phenomenology  
of bodily changes outdoes 
mere replacement, embodying  
a relationship of addition.  
The question they ask what 
can induce the relation of  
completion is not irrelevant  
in a highly technological  
and ‘cyberized’ society. 

Yet, in essence, the human experience is not confined  
to the biological body alone but is intrinsically intertwined 
with a broad range of prosthetic elements that co- 
constitute the world inhabited by humans. 

Drawing upon Stiegler’s 
context, wherein prosthesis  
is construed broadly as any-
thing that contributes to the 
human experience, we come 
to recognize that humans are 
in essence prosthetic beings. 
This perspective reframes 
our understanding of  
the human condition,  

highlighting the intricate web of relationships between  
bodies and tools, technologies and cultural artifacts  
that shape their existence. 

As such, being a prosthetic being implies that our identity 
and agency are intertwined with the various extensions that 
co-constitute our reality. From the tools we use to the clothes 
we wear, each external element becomes an extension  
of ourselves, influencing our perceptions, behaviours,  
and interactions with the world around us. This perspective 
challenges traditional notions of human autonomy and indi-
viduality, emphasizing instead the interconnectedness  
and interdependence of all beings and things. 

This perspective resonates with the insights of Preciado, 
who explores the complex dynamics of power, desire,  
and technology in shaping the human experience.  
Preciado’s work underscores the ways in which technology 
mediates our relationship with our bodies and the world, 

It is not easy to maintain an adequate 

conceptual distinction between a tool 

that extends the body, and a prosthesis 

that is incorporated into the body. (…) 

The above examples illustrate that  

the difference between incorporation  

and extensions, and this between tools 

and body-parts, and between tools and 

protheses, is most often blurred.  

㉙ De Preester & Tsakiris, 2009

In Stiegler's context, a prosthesis is  

considered very broadly, as anything 

which does not belong to the biological 

body but co-constitutes the world  

inhabited by humans. In this sense,  

prostheses, or technics in general,  

constitute an essential characteristic  

of humans, i.e. human are essentially  

defined as prosthetic beings.  

㉙ De Preester & Tsakiris, 2009 

It means both building and destroying 

machines, identities, categories,  

relationships, space stories. Though both 

are bound in the spiral dance, I would 

rather be a cyborg than a goddess.  

㉚ Haraway, 1991

blurring the boundaries between nature and artifice,  
organic and synthetic. By embracing a cyborg consciousness, 
Preciado invites us to reimagine our relationship  
with technology and to embrace the fluidity  
and hybridity of our identities. 

Including at last the concept of cyberfeminism  
and the figure of the cyborg, as discussed in Donna Haraway’s  
 ‘Cyborg Manifesto’, to further understand the prosthetic nature 
of human existence. Haraway’s manifesto challenges tradi-
tional notions of gender, embodiment, and identity, proposing 
instead a vision of hybridity and multiplicity. The cyborg,  
as a symbol of this vision, embodies the fusion of human  
and machine, nature and technology, blurring the boundaries 
between self and other, individual and collective. In embracing  
the cyborg perspective, we embrace a politics of difference 
and a celebration of diversity, acknowledging the myriad 
ways in which technology shapes our lives and identities. 

I would rather be a cyborg than a goddess——rejects fixed 
identities and hierarchical binaries. By preferring the cyborg, 
Haraway embraces the fluidity and multiplicity of identity  
and signifies the departure from traditional notions  
of perfection and divinity associated with the goddess  
archetype. Embracing the cyborg and acknowledging  
the prosthetics nature of 
humans, we extend the body 
outside binary constraints. 

At the heart of extending the body lies a call to embrace 
a flexible approach that acknowledges the fluidity of contem-
porary lived bodies. As prosthetic beings, as cyborgs, we are 
not defined by the boundaries of our physical bodies.  
This perspective steps over traditional dichotomies,  
urging us to envision a world where extensions cease  
to be mere tools but rather, where  
the body itself becomes a tool.
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AN OUTSTRETCHED HAND 

I often find myself crawling inwards, seeking solace from  
the overwhelming stimuli of the people around me. Each  
of us moves through life with our own set of experiences,  
struggles, and triumphs. As I reflect on the concept of body 
extensions, I focus on intention as a guiding force in our 
interactions with the world. From the uninhibited body that 
revels in its rawness to the constructed body that beat  
the weight of societal expectations, from the clothed body  
that hides and reveals in equal measure to the expressive 
body that communicates without words. We wander  
the abundance of embodied experiences. 

Combining these body-models sheds light  
on the extended body——marking how we wear our defiance, 
how we kill joy, and how we reimagine our bodies.  
In the words of Preciado, 

And as Dabiri asks:

By moving away from viewing ourselves as ‘deficient beings’ 
and striving for perfectionism, we can begin the process 
deconstructing our perceptions. Through body extensions 
and the liberation of our bodies, we can experience joy  
and untangle ourselves from some of the more  
destructive dynamics. 

Ahmed describes a manifesto as a statement of principle,  
a mission statement, a declaration of the intent, to make 
manifest. How can one write a manifesto around  
a practice, an activity: extending the body. 

...inspired by the autistic and infantile  

energy that sprouts and resists  

the processes of discipline and control 

of the body”, this essay is a theoretical 

and visual attempt to understand  

the many artistic practices that escape 

from the power dynamics governing 

our bodies. ㉒ Preciado, 2018

...what might our relationships to  

ourselves, our bodies, and each other 

look like under the light of other suns?  

⑪ Dabiri, 2023

Extending the body is about 
what we come up against.  
To think of body extensions 
as manifestos is to say that  
a politics of transformation is not a program of action that 
can be separated from how we are in the worlds we are in. 
We enact the world we are aiming for. Our lives become 
archives of rebellion and disobedience. This is why,  
just like Ahmed talks about a personal killjoy manifesto,  
every body extensions will be personal. There is no doubt  
that a body extension is for something. 

 As Ahmed states, ‘a life can be a manifesto,  

and a manifesto has a life, a life of its own, a manifesto  

is an outstretched hand,’ and if a manifesto is a political action,  
it depends on how it is perceived by others. Writing a mani-
festo is not a commitment or an idea of how to move forward 
but an expression of principles that guide us. 

As an artist focused on extending the body, principles 
are important to me. Every artist has their own guiding  
principles, but extending the body is not just about making 
art; it is about challenging the power dynamics that affect  
our bodies every day. Think of body extensions as practices 
and actions——rather than forms and aesthetics. These principles  
are not set in stone; they are the beginning of something. 
Every time I find myself crawling inwards, I think of these 
principles. Inspired by Ahmed’s notion that a killjoy manifesto 
is a wilful subject, I express these principles as statements  
of will: ‘she can share them if you can bear them.’

1. I AM WILLING TO CARRY MY BODY AS A TOOL 

Use your body actively as a means  
of expression and engagement. 

Why is it important?  

It is about what we come up against.

① Ahmed, 2017

The tools are often stories, retold  

stories, versions that reverse and  

displace the hierarchical dualisms  

of naturalized identities. In retelling  

origin stories, cyborg authors subvert 

the central myths of origin  

of Western culture  

㉛ Haraway, 1985 
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2. I AM WILLING TO WEAR MY BODY

Engage with the body actively, living and acting through 
it, rather than focusing on appearance. The opposite:  
to disown, or to dissociate from the body.

Wearing the body means to not look a certain way  
but act a certain way. Engage with your physicality.

3. I AM WILLING TO TREAT MY BODY OBLIQUELY 

Approach the body from different, non-direct  
perspectives to gain new narratives. Instead of addressing 
the body head-on, in a straightforward manner, treat it  
from a lateral angle. As our bodies are written,  
allow new narratives to intersect. 

4. I AM NOT WILLING TO CATEGORIZE MY BODY 

Reject predefined categories and appreciate the body’s 
unique, individual state. The body and their extensions laugh 
in the face of our attempts to tame its radicality. Rather than 
analysing and categorizing, seek to marvel at the beauty  
of each individual state. 

5. I AM NOT WILLING TO COMPLETE MY BODY

An extension is not added to complete or to make  
the body ‘better,’ they replace and redefine, and fill voids  
with new narratives. 

We don’t need strong legs to walk  

forward. We need to think differently  

of movement and stillness, action 

and passivity, productivity  

and creation. 

㉒ Preciado, 2018 

Body extensions attempt to make ‘ineligible’ bodies ‘eligible’, 
involving a plural and performative positioning of eligibility 
where it did not exist before. ⑱ Body extensions can blur  
the boundaries between the self and the other.

Extending the body moves from wearing to carrying, from 
passive to active engagement. Through these principles,  
our extended bodies become manifestos in motion,  
(re)shaping the spaces we inhabit. 
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e
 
c
h
a
n
g
e
s
 
 

i
n
 
t
h
e
 
s
h
a
p
e
 
o
f
 
t
h
e
 
l
a
r
g
e
r
 
s
t
r
u
c
t
u
r
e
,
 
c
a
n
 
b
e
 
s
e
e
n
 
 

a
s
 
a
n
 
e
x
p
r
e
s
s
i
o
n
 
o
f
 
r
e
s
i
s
t
a
n
c
e
 
a
n
d
 
i
n
i
t
i
a
t
i
v
e
 
 

f
o
r
 
l
i
b
e
r
a
t
i
o
n
.
”

L
u

cy
 M

cR
ae

, ‘
H

op
e 

F
lo

at
s’

, 2
00

8

d
e
z
e
e
n
.
c
o
m
,
 
“
I
’
m
 
i
n
t
e
r
e
s
t
e
d
 
i
n
 
g
i
v
i
n
g
 
s
c
i
e
n
c
e
 
fi
c
t
i
o
n
 
a
n
 
o
v
e
r
d
u
e
 
 

s
e
x
 
c
h
a
n
g
e
”
 
s
a
y
s
 
L
u
c
y
 
M
a
e
,
 
b
y
 
A
m
y
 
F
r
e
a
r
s
o
n
 
(
2
0
1
9
,
 
S
e
p
t
e
m
b
e
r
 
1
1
)

s
t
i
r
w
o
r
l
d
.
c
o
m
,
 
O
s
l
o
-
b
a
s
e
d
 
M
a
l
i
n
 
B
u
l
o
w
 
d
i
s
c
u
s
s
e
s
 
b
o
d
y
,
 
r
e
l
a
t
i
o
n
s
h
i
p
s
 

a
n
d
 
e
n
v
i
r
o
n
m
e
n
t
,
 
b
y
 
S
h
r
a
d
d
h
a
 
N
a
i
r
 
(
2
0
2
0
,
 
A
u
g
u
s
t
 
2
7
)

M
al

in
 B

u
lo

w
, ‘

E
la

st
ic

 B
on

d
in

g’
, 2

01
9

:

Ⓧ

Ⓨ
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“
T
u
c
k
e
d
 
i
n
t
o
 
t
h
e
 
h
o
o
d
’
s
 
f
o
l
d
s
 
w
e
r
e
 
s
a
c
h
e
t
s
 
o
f
 
v
a
r
i
e
d
 
t
e
x
t
u
r
e
s
 

a
n
d
 
a
r
o
m
a
s
 
(
l
a
v
e
n
d
e
r
,
 
c
l
o
v
e
s
,
 
a
 
s
a
l
t
y
 
s
e
a
s
i
d
e
 
o
d
o
r
)
.
 
 

C
o
m
b
i
n
e
d
 
w
i
t
h
 
a
 
d
i
s
o
r
i
e
n
t
i
n
g
 
r
e
d
u
c
t
i
o
n
 
o
f
 
v
i
s
u
a
l
 
s
t
i
m
u
l
i
,
 

t
h
e
s
e
 
s
a
c
h
e
t
s
 
w
o
u
l
d
 
s
p
u
r
 
p
a
r
t
i
c
i
p
a
n
t
s
’
 
d
i
s
e
n
g
a
g
e
m
e
n
t
 
 

w
i
t
h
 
t
h
e
i
r
 
v
i
s
u
a
l
 
s
u
r
r
o
u
n
d
i
n
g
s
 
i
n
 
f
a
v
o
r
 
o
f
 
a
 
r
e
d
i
s
c
o
v
e
r
y
 
 

o
f
 
b
o
d
i
l
y
 
e
x
p
e
r
i
e
n
c
e
 
a
n
d
 
a
n
 
i
m
m
e
r
s
i
v
e
 
i
n
n
e
r
 
w
o
r
l
d
.
”

“
A
 
c
o
l
l
e
c
t
i
v
e
 
l
i
s
t
e
n
i
n
g
 
C
l
a
r
k
 
d
e
s
c
r
i
b
e
d
 
a
s
 
“
l
i
k
e
 
a
n
a
l
y
s
i
s
,
 
 

w
i
t
h
o
u
t
 
b
e
i
n
g
 
p
s
y
c
h
o
a
n
a
l
y
s
i
s
.
”
 
I
t
 
i
s
 
t
h
i
s
 
c
o
m
m
i
t
m
e
n
t
 
t
o
 

“
e
l
a
b
o
r
a
t
i
o
n
”
 
a
n
d
 
i
t
s
 
v
a
r
i
o
u
s
 
m
e
a
n
i
n
g
s
 
o
f
 
s
u
p
p
o
r
t
,
 
l
i
s
t
e
n
i
n
g
,
 

e
v
o
l
u
t
i
o
n
,
 
e
x
p
e
r
i
m
e
n
t
a
t
i
o
n
,
 
a
n
d
 
f
a
b
u
l
a
t
i
o
n
,
 
a
s
 
m
u
c
h
 
c
o
l
l
e
c
t
i
v
e
  

a
s
 
i
n
d
i
v
i
d
u
a
l
,
 
t
h
a
t
 
w
e
r
e
 
c
e
n
t
r
a
l
 
t
o
 
C
l
a
r
k
’
s
 
“
a
r
t
 
a
s
 
s
h
e
l
l
,
”
 

a
s
 
W
a
n
d
e
r
l
e
y
 
c
h
a
r
a
c
t
e
r
i
z
e
s
.
 
A
n
 
“
a
f
f
e
c
t
i
v
e
 
s
p
a
c
e
,
”
 
a
s
 
C
l
a
r
k
 

a
d
v
a
n
c
e
d
,
 
m
o
b
i
l
i
z
e
d
 
b
y
 
a
 
p
r
a
c
t
i
c
e
 
o
f
 
s
i
n
g
u
l
a
r
 
r
e
p
e
t
i
t
i
o
n
s
 

v
e
s
t
e
d
 
i
n
 
o
t
h
e
r
n
e
s
s
,
 
d
u
r
a
t
i
o
n
,
 
r
e
l
a
t
i
o
n
a
l
i
t
y
,
 
m
a
t
e
r
i
a
l
,
 
 

s
e
n
s
u
a
l
 
e
x
p
e
r
i
e
n
c
e
,
 
a
n
d
 
d
e
e
p
 
l
i
s
t
e
n
i
n
g
.
”

s
t
e
d
e
l
i
j
k
s
t
u
d
i
e
s
.
c
o
m
,
 
H
o
w
 
t
o
 
C
a
r
e
 
f
o
r
 
a
n
 
A
c
t
?
 
L
y
g
i
a
 
C
l
a
r
k
’
s
 
C
a
m
i
n
h
a
n
d
o
 
 

a
n
d
 
R
o
s
á
c
e
a
 
T
o
w
a
r
d
 
C
u
r
a
t
i
n
g
 
I
n
s
i
d
e
/
O
u
t
,
 
b
y
 
J
e
s
s
i
c
a
 
G
o
g
a
n
 
(
2
0
2
3
,
 
J
a
n
u
a
r
y
 
1
0
)

L
yg

ia
 C

la
rk

, ‘
M

as
ca

ra
s 

S
en

so
ri

ai
s’

, 1
96

7
´

“
R
o
o
m
s
 
a
r
e
 
s
h
e
l
l
s
,
 
t
h
e
y
 
a
r
e
 
s
k
i
n
s
.
 
P
e
e
l
 
o
f
f
 
o
n
e
 
s
k
i
n
 

a
f
t
e
r
 
t
h
e
 
o
t
h
e
r
,
 
d
i
s
c
a
r
d
 
i
t
:
 
t
h
e
 
r
e
p
r
e
s
s
e
d
,
 
t
h
e
 
n
e
g
l
e
c
t
e
d
,
 

t
h
e
 
w
a
s
t
e
d
,
 
t
h
e
 
l
o
s
t
,
 
t
h
e
 
s
u
n
k
e
n
,
 
t
h
e
 
f
l
a
t
t
e
n
e
d
,
 
 

t
h
e
 
d
e
s
o
l
a
t
e
,
 
t
h
e
 
r
e
v
e
r
s
e
d
,
 
t
h
e
 
d
i
l
u
t
e
d
,
 
 

t
h
e
 
f
o
r
g
o
t
t
e
n
,
 
t
h
e
 
p
e
r
s
e
c
u
t
e
d
,
 

t
h
e
 
w
o
u
n
d
e
d
.
”
 

H
ei

d
i B

u
ch

er
, s

k
in

n
in

g 
p

ro
ce

ss
 o

f 
‘G

en
tl

em
en

’s
 S

tu
d

y’
 

19
78

 

h
a
u
s
d
e
r
k
u
n
s
t
.
d
e
,
 
E
x
h
i
b
i
t
i
o
n
s
,
 
E
c
o
l
o
g
i
e
s
,
 
B
o
d
y
 

H
e
i
d
i
 
B
u
c
h
e
r
.
 
M
e
t
a
m
o
r
p
h
o
s
e
s
 
(
2
0
2
1
,
 
S
e
p
t
e
m
b
e
r
 
1
7
 
-
 
2
0
2
2
,
 
F
e
b
r
u
a
r
y
 
1
3
)

Ⓩ

🅐

“
I
n
s
p
i
r
e
d
 
b
y
 
F
u
l
l
e
r
,
 
M
a
d
i
s
o
n
 
t
o
o
k
 
a
 
p
a
r
t
i
c
u
l
a
r
 
i
n
t
e
r
e
s
t
 
 

i
n
 
l
i
g
h
t
i
n
g
 
e
f
f
e
c
t
s
 
a
n
d
 
i
n
n
o
v
a
t
i
v
e
 
c
o
s
t
u
m
i
n
g
 
f
o
r
 
h
e
r
 
p
e
r
f
o
r
m
a
n
c
e
s
.
  

S
h
e
 
a
m
a
z
e
d
 
a
u
d
i
e
n
c
e
s
 
w
h
e
n
 
f
l
a
g
s
 
a
n
d
 
f
a
m
o
u
s
 
p
o
r
t
r
a
i
t
s
 
w
e
r
e
 

p
r
o
j
e
c
t
e
d
 
o
n
t
o
 
h
e
r
 
s
k
i
r
t
s
 
w
h
i
l
e
 
t
h
e
y
 
w
h
i
r
l
e
d
 
a
n
d
 
f
l
u
t
t
e
r
e
d
.
”

M
au

d
 M

ad
is

on
, 1

87
0-

19
53

 
“
B
e
r
m
u
d
a
’
s
 
N
e
w
 
T
h
e
a
t
r
e
”
.
 
T
h
e
 
N
e
w
 
Y
o
r
k
 
T
i
m
e
s
.
 
p
1
6
 
v
i
a
 
P
r
o
Q
u
e
s
t

(
1
9
1
0
,
 
J
a
n
u
a
r
y
 
1
6
)

“
A
r
c
h
i
t
e
c
t
u
r
e
,
 
f
a
s
h
i
o
n
,
 
s
o
m
e
 
b
o
o
k
s
 
a
n
d
 
m
u
c
h
 
m
o
r
e
 
c
r
o
s
s
 
 

m
y
 
p
a
t
h
.
 
I
 
b
u
i
l
d
 
t
h
e
 
t
e
c
h
n
i
q
u
e
 
w
i
t
h
 
t
h
e
 
w
o
r
k
.
 
I
 
g
e
t
 
l
o
s
t
 
 

i
n
 
t
h
e
 
m
e
t
a
p
h
o
r
,
 
e
v
e
r
y
t
h
i
n
g
 
f
o
r
 
m
e
 
i
s
 
a
 
w
a
y
 
o
f
 
t
a
l
k
i
n
g
 
 

a
b
o
u
t
 
h
o
w
 
t
o
 
b
e
 
i
n
 
t
h
i
s
 
w
o
r
l
d
,
 
I
 
a
m
 
1
0
0
%
 
a
 
f
e
t
i
s
h
i
s
t
.
”

M
ar

in
a 

D
e 

C
ar

o,
 ‘P

ap
a 

ro
sa

’ ,
 2

01
5

e
l
i
n
fi
n
i
t
o
v
i
a
j
a
r
.
b
l
o
g
s
p
o
t
.
c
o
m
,
 
M
a
r
i
n
a
 
D
e
 
C
a
r
o
 
(
2
0
1
6
,
 
M
a
r
c
h
 
2
6
)

🅑

🅒
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“
A
 
M
A
N
 
A
N
D
 
A
 
W
O
M
A
N
 
L
I
V
E
D
 
T
O
G
E
T
H
E
R
.
 
O
N
 
O
N
E
 
E
V
E
N
I
N
G
 
H
E
 
D
I
D
 
N
O
T
 

C
O
M
E
 
B
A
C
K
 
F
R
O
M
 
W
O
R
K
,
 
A
N
D
 
S
H
E
 
W
A
I
T
E
D
.
 
S
H
E
 
K
E
P
T
 
O
N
 
W
A
I
T
I
N
G
 

A
N
D
 
S
H
E
 
G
R
E
W
 
L
I
T
T
L
E
R
 
A
N
D
 
L
I
T
T
L
E
R
.
 
L
A
T
E
R
,
 
A
 
N
E
I
G
H
B
O
R
 
 

S
T
O
P
P
E
D
 
B
Y
 
O
U
T
 
O
F
 
F
R
I
E
N
D
S
H
I
P
 
A
N
D
 
T
H
E
R
E
 
H
E
 
F
O
U
N
D
 
H
E
R
,
 
 

I
N
 
T
H
E
 
A
R
M
C
H
A
I
R
,
 
T
H
E
 
S
I
Z
E
 
O
F
 
A
 
P
E
A
.
”

“
A
n
d
 
y
e
t
 
o
u
r
 
b
o
d
y
 
i
s
 
m
o
r
e
 
t
h
a
n
 
t
h
e
 
s
u
m
 
o
f
 
i
t
s
 
p
a
r
t
s
.
 
 

W
e
 
a
r
e
 
a
f
t
e
r
 
a
l
l
 
m
o
r
e
 
t
h
a
n
 
t
h
e
 
s
u
m
 
o
f
 
o
u
r
 
e
x
p
e
r
i
e
n
c
e
s
.
 
 

W
e
 
a
r
e
 
a
s
 
m
a
l
l
e
a
b
l
e
 
a
s
 
w
a
x
.
 
D
e
s
c
a
r
t
e
s
 
w
r
o
t
e
 
a
b
o
u
t
 
w
a
x
.
 
 

W
e
 
a
r
e
 
s
e
n
s
i
t
i
v
e
 
t
o
 
t
h
e
 
s
o
u
v
e
n
i
r
s
 
o
f
 
w
h
a
t
 
h
a
s
 
h
a
p
p
e
n
e
d
 
 

b
e
f
o
r
e
 
a
n
d
 
a
p
p
r
e
h
e
n
s
i
v
e
 
t
o
 
w
h
a
t
 
i
s
 
g
o
i
n
g
 
t
o
 
h
a
p
p
e
n
 
a
f
t
e
r
.
”

L
ou

is
e 

B
ou

rg
eo

is
, ‘

S
h

e 
L

os
t 

It
’,

 1
99

2

a
r
t
s
p
a
c
e
.
c
o
m
,
 
“
I
 
D
o
n
’
t
 
N
e
e
d
 
a
n
 
I
n
t
e
r
v
i
e
w
 
t
o
 
C
l
a
r
i
f
y
 
M
y
 
T
h
o
u
g
h
t
s
”
:
 
 

A
n
 
I
n
t
e
r
v
i
e
w
 
w
i
t
h
 
L
o
u
i
s
e
 
B
o
u
r
g
e
o
i
s
 
(
2
0
1
7
,
 
A
u
g
u
s
t
 
2
2
)

“
…
a
 
s
e
r
i
e
s
 
o
f
 
p
o
l
y
a
m
i
d
e
 
a
n
d
 
p
o
l
y
s
t
y
r
e
n
e
 
s
c
u
l
p
t
u
r
e
s
 
t
h
a
t
 

m
u
s
t
 
b
e
 
w
o
r
n
 
b
y
 
t
h
e
 
b
e
h
o
l
d
e
r
 
l
i
k
e
 
b
a
g
s
 
a
n
d
 
p
r
o
s
t
h
e
s
e
s
.
 
 

A
f
t
e
r
 
t
h
e
 
t
o
u
c
h
 
a
n
d
 
p
e
n
e
t
r
a
t
i
o
n
,
 
t
h
e
r
e
 
c
o
m
e
s
 
t
h
e
 
t
i
m
e
 
 

t
o
 
w
e
a
r
.
 
H
o
w
e
v
e
r
,
 
i
t
 
i
s
 
n
o
t
 
r
e
a
l
l
y
 
a
 
m
a
t
t
e
r
 
o
f
 
“
w
e
a
r
a
b
l
e
 

a
r
t
”
,
 
o
r
 
a
 
c
r
o
s
s
i
n
g
 
b
e
t
w
e
e
n
 
a
r
t
 
a
n
d
 
f
a
s
h
i
o
n
.
 
W
h
e
n
 
w
e
a
r
i
n
g
 
 

t
h
e
 
s
c
u
l
p
t
u
r
e
s
,
 
w
e
 
f
e
e
l
 
i
n
 
o
u
r
 
s
k
i
n
 
a
n
d
 
o
u
r
 
b
o
d
y
 
t
h
e
i
r
 

w
e
i
g
h
t
,
 
v
o
l
u
m
e
 
a
n
d
 
t
e
x
t
u
r
e
.
 
W
e
 
c
a
n
 
w
a
l
k
 
w
i
t
h
 
t
h
e
 
H
u
m
a
n
o
i
d
s
.
 

T
h
e
i
r
 
v
e
r
t
i
c
a
l
i
t
y
 
i
s
 
p
r
o
v
i
d
e
d
 
b
y
 
u
s
 
a
n
d
 
t
h
e
 
n
o
t
i
o
n
 
o
f
 
 

a
n
t
h
r
o
p
o
m
o
r
p
h
i
s
m
 
d
e
p
e
n
d
s
 
o
n
 
t
h
e
 
h
u
m
a
n
 
b
o
d
y
 
c
a
r
r
y
i
n
g
 
 

t
h
e
 
s
c
u
l
p
t
u
r
e
.
 
W
e
 
c
a
n
 
a
l
s
o
 
s
e
a
t
 
o
n
 
t
h
e
 
H
u
m
a
n
ó
i
d
e
,
 

w
h
i
c
h
 
g
e
t
s
 
m
o
r
e
 
f
l
e
x
i
b
l
e
 
a
n
d
 
p
r
o
t
e
c
t
s
 
u
s
,
 
 

w
i
t
h
i
n
 
i
t
 
a
n
d
 
w
i
t
h
 
i
t
.

E
rn

es
to

 N
et

o,
 ‘H

u
m

an
oi

d
s’

, 2
00

1

r
o
p
a
c
.
n
e
t
,
 
I
n
t
e
r
v
i
e
w
 
w
i
t
h
 
L
e
e
 
B
u
l
,
 
f
e
a
t
u
r
e
d
 
i
n
 
L
a
 
S
t
a
m
p
a
 
(
2
0
2
3
,
 
J
u
n
e
 
1
8
)

🅔

🅓

“
F
o
r
 
m
e
 
t
h
e
s
e
 
g
e
s
t
s
 
a
r
e
 
t
h
e
 
m
e
a
n
s
 
t
o
 
f
i
n
d
 
o
u
r
s
e
l
v
e
s
 
w
i
t
h
 
o
u
r
-

s
e
l
v
e
s
,
 
t
h
e
 
o
t
h
e
r
s
 
a
n
d
 
t
h
e
 
e
n
v
i
r
o
n
m
e
n
t
 
w
i
t
h
i
n
 
w
h
i
c
h
 
w
e
 
l
i
v
e
 

w
h
i
l
e
 
l
i
b
e
r
a
t
i
n
g
 
o
u
r
s
e
l
v
e
s
.
”

“
S
i
n
c
e
 
t
h
e
 
1
9
8
0
s
,
 
M
a
r
t
h
a
 
A
r
a
u
j
o
,
 
(
b
.
 1
9
4
3
 
M
a
c
e
i
o
,
 
B
r
a
z
i
l
)
 
 

h
a
s
 
e
x
p
l
o
r
e
d
 
t
h
e
 
p
h
y
s
i
c
a
l
 
a
n
d
 
p
s
y
c
h
o
l
o
g
y
 
l
i
m
i
t
s
 
o
f
 
 

t
h
e
 
b
o
d
y
.
 
S
h
e
 
h
a
s
 
e
x
p
l
o
r
e
d
 
s
p
a
c
e
,
 
t
h
e
 
b
o
d
y
 
a
n
d
 
m
i
n
d
 
 

b
y
 
a
s
k
i
n
g
 
s
p
e
c
t
a
t
o
r
s
 
t
o
 
u
s
e
 
o
b
j
e
c
t
s
 
a
n
d
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