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Reference to typical and atypical female bodiesasional by technological invention
and intervention is demonstrated in Cynthia Verspagd Adam FiannacalscuBra(2006) — a
black gothic, high couture fetish corsembedded with a air bladder, temperature gauge,
warming mechanisms, micro video unit and an incubtdiat sustained and nurtured a minute
amount of human biomateridl$ncuBra underscored the significance of the corset ashfeas
technology to fashion the unrestrained female badyyearable art, as vehicle for reciprocity
between artists and for duty of care to the livies of others. Verspaget performed with
IncuBraby using a pump embedded in the corset to eldatbreasts, which drew attention to
them as objects of desire and as glands for naggi$ince she wore the ‘incubator bra’ to
provide alternative housing for the biomaterialaobther couple, this occasioned a reading
consistent with the notion of the female body asogate? However, since the incubator and
biomaterials were such a small element of the dhvaravork, the function of the corset requires
consideration.

A hybrid of soft luxurious fabrics combined withrdandustrial materials, such as glass,
plastics and electronickicuBraillustrates techno-fetishism that portrays a duediety, read as a
fear of entrapment or control through a technolalgicosthesis, whilst simultaneously desiring
containment in order to take advantage of the trredoffered. The Gothic bra, which alludes
to certain freedoms associated with normative amdnormative sexual practices and desire, was
embedded with high tech gadgets, which, in lighteafnt developments in technologically
mediated human reproduction, simultaneously grotimel$emale in her biology as well as
exempting her, through technological innovatiomiroaving to carry a child or engage in usual
sexual practices in order to become pregnant.

ThelncuBra,like other technological prosthesis, such as ViftMarlds, provide

occasions for the adoption of an imaginary avatantity and an idealized bodily form. However,
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in these interactions the individual is essentitdiyrered to the computer console in order to
become the person that they desire to be. The el is only possible by technological
mediation and even then, the marker for what ifepeis consistently moved along a continuum.

Zygmunt Bauman'’s take on the infinite choices todme ‘anybody’, in what he refers to
as ‘liquid society’, is wrought with disquiet, se¢The state of unfinishedness, incompleteness
and underdetermination is full of risk and anxiddyt its opposite brings no unadulterated
pleasure either, since it forecloses what freedeatls to stay opehindeedincuBrapresents the
fluid body, that is, the body that extends in inadirections and form (fat is deposited randomly
throughout the body), as thoroughly restrained@mdained in the prosthesis, which delimits
this flow.

IncuBra, which restrains Verspaget's body, covertly dratsntion to the way that the
female body has become a site of contestationgim teich biomedical negotiations that fulfill
consumer desires for perfect bodies, through casmetgery, breast implants, liposuction and
tissue-engineering and perfect offspring enabledrbipryo procurement and NRT’s. Indeed the
fluid body, natural and unrestrained is playedagffinst the fantasy body through the prosthesis.

SincelncuBrahoused a ‘relic’ of another artwork in a smalhgparent container, our
attention is drawn to body surveillance, authetytiand fragmentation. Authenticity of bodily
remnants has a long history and was exemplifigtlémrmedieval Catholic ‘cult of relics’, which
...emphasized body as the locus of the saéradtording to Michael Barilan, ‘The tradition of
the relic is metonymic, respectful and highly paado..import from this tradition may enhance
our respect for images of the body and for iteshparts.

In contemporary biomedicine bodily fragments (huraad animal DNA, stem cells,
tissue and organs) are venerated for their hepliwgntial and Verspaget and Fiannaca aptly
demonstrate theoretical associations to be drawnea® procured or cast off body materials,
their use and reuse in other artworks or bodemfinitum as well as the manner in which bodily
fragments have become sacrosanct through the ihefdsiomedical discourséncuBraposes a
challenge to our notion of the authentic body—asgaizable and belonging to a particular
individual or individuals by combining unrecognitabfragmented and partial bodily parts with a
real body, albeit one constructed as fantasy. Uabtignwe are forced to ask whether the

authentic body (of Verspaget or the artists fronomitthe biomaterials were gleaned) is the
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biological body or whether authenticity is attriedtto personal identity and gender maintained
through the trappings provided to us by consumeiesa

By recuperating a remnant that refers to live iidlials the artists remind us of the
delicate balance between life and death deploydibipolitical relations (surrogacy, live organ
donations, cell and bone marrow procurement) akaged providing a persuasive metaphor of
tissue engineering cell lines, such as HelLa, whahbe immortalized in that they can be
reproduced over and over agaierspaget previously drew attention to ethicalossns
surrounding use of HelLa cells in hemarchy Cell Ling2000)—a tissue engineered heart shape,
constructed from her own as well as Hela cellaas appropriate that Verspaget create a heart
shape, since the heart is potent metaphor of ‘.cémeer of decisive things, of the moral
conscience, of unwritten law.'”Verspaget drew attention to the fact that althodghrietta
Lacks’s cancerous cells are immortalized and heygeition to science engendered through the
cells naming, that a certain exploitation occumieethis African American woman and her
descendants. Indeed, Henrietta Lacks’ family hagmeeceived any financial remuneration even

though Hela are used in hundreds of laboratoriesral the world.
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