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Abstract

Through practice-led research this thesis provides new insight into disregarded 
aspects of ordinary life.  In particular it highlights the potential of improvisatory 
performance practice as a research methodology, which, whilst maintaining the 
ordinariness of the subject matter, reveals its nuanced value and extraordinary 
nature. 

Interest in the everyday as a concept has had an academic resurgence in recent 
decades.  As a sphere in which culture and politics coalesce it is inherently 
interdisciplinary and has been a focus for anthropology, political science, philosophy, 
geography, cultural studies and contemporary art.  Arising from revolutionary Marxist 
ideals of social praxis and Lefebvre’s philosophical development of demotic cultural 
agency, the study of the everyday signals a concern with democratic inclusivity. 
When aligned with socially engaged art forms of the late 20th Century, through an 
ethnographic sensibility and an attention to the overlooked aspects of daily life, the 
everyday emerges as an artistic genre.

This thesis provides a longitudinal scholarly and artistic synthesis that examines and 
refigures habitual domestic experience. The work is underpinned by an 
understanding of the everyday encapsulated in Highmore’s phrase ‘the background 
hiss’ (2011:1), and a phenomenological description of first hand experience as both 
immanent and intentional. Three strands of practice each interrogate the everyday 
through performance, the spoken word and collaborative strategies.  In a reflexive 
approach working with critical perspectives on philosophical, aesthetic and cultural 
theories, the thesis opens up a space to interrogate the invisible, inaudible plane of 
ordinary life, bringing discontinuous, unvoiced knowledge to the fore.

The work contributes to the discourse on the everyday in several ways. Practice-led 
methodologies are expanded through the development of iterative and speculative 
performance making as research that critically inhabits and disrupts the 
extraordinary/mundane paradox of everyday life.  This is achieved through 
performance in, and of, the everyday, evidenced in collaborative diaristic audio and 
film making, which is then examined in live improvised one-woman performances.  
Secondly, the thesis reveals everyday experience through oblique examination of the 
spoken word.  In studio composition and in performance, improvisatory sampling, 
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repetition and replication connect to the distinctiveness of individual voices and lives.  
Finally the thesis underlines the importance of the interplay between the discursive 
and the experiential as a vital component in developing an understanding of the 
everyday. 

This thesis is significant in that it occupies the analytical interstices of everyday 
scholarship and complicates the association between the embodied nature of 
experience and its verbal expression.  The research echoes and is drawn from the 
rhythms and practices of everyday life, bringing to the surface what is already 
extraordinary. Unique insights are produced through the visceral experience of 
performing the works, connecting subjectively with the participants’ words and 
images and making the hitherto indiscernible everyday available for scrutiny. In this 
way the research makes a valuable contribution to practice-led research in the arts 
and to the broader field of everyday life studies.   
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Chapter 1 Introduction

The areas of the everyday, performance, spoken word and collaborative practices 
are integral to both the content and methodology of this practice–led thesis. The 
project emphasizes human interconnectivity and invites a questioning of everyday 
life.

The thesis will explicate my research, which explores everyday domestic experience.  
This is realized through an iterative process of devising performance works with 
video and voice recordings donated by participants.  Utilizing a collage of context, 
reflection, description and documentation this exegesis navigates a route through the 
research process, to an articulation of everyday experience made of connections and 
insights that indicate and complicate rather than solidify and reify the everyday. The 
choice of artistic examples for illustration purposes often stem from a reflection on 
what has inspired certain approaches. The inclusion of Alastair MacLennan’s Coil to 
Met (2015) for example evidences a sympathy with a strategy that presents the 
viewer with an uncertain meaning, and the possibility of alternative ways of knowing 
and a poetic encounter.  McLean is of course not the only artist who does the 
inspiration comes from the sense of ambiguity and evocation in his work and his 
assertion that ‘The viewer should be mirroring him or herself in my performance 
work. I am not willing to give an answer with my art work. I would like to raise 
questions. The recipient can choose for himself whether he needs an answer or 
not’ (Theurich,I 2009:71).

The work examines and reworks diaristic commentary through improvised repetition 
and sampling, emphasizing and concentrating the detail of what usually remains an 
un-communicated internal monologue.1

In this written thesis I use an assemblage of different materials to attempt to describe 
how the performances convey the hidden elements of the everyday, that I assert are 
problematic for a textual analysis.  The centrality of the lived experience of everyday 
life and the live experience of the performance negates a reliance on documentation. 
None of the performances are made to camera and are only documented 
incidentally.  The performances generate knowledge that is neither objective or 

1

1 Denise Riley discusses this inner voice in A voice without a mouth: inner speech  in Lecercle J, and 
Riley, D. (2005)The Force of Language, Palgrave Macmillan: Basingstoke UK.



absolute through an open and discursive process of action and interaction that takes 
place in real time. Insights gained are therefore in the context of a live temporal 
experience that enfolds the viewers’ presence, personal history and present 
sensibilities. This thesis therefore forms a framework within which to consider the 
artistic research. 

Everyday life is a locus for complex, embodied and tacit knowledge (Harrison, 2000) 
often described as indeterminate and amorphous, but the thesis seeks to 
demonstrate that the acknowledgement of the ordinary and the process of 
articulation can illuminate the evanescent background of daily existence.

Artistic methodologies can allow for a consideration of what is lost in a more textual 
examination and it could be argued that in the process reveal peripheral elements of 
the everyday, what Baruchello (1984:14) calls ‘the figure in the corner of the eye.’ 
This research looks particularly at the moments that do not stand out, the 
inconspicuous moments that go by un-noticed but which once considered, become 
exposed as extraordinary. 

Ben Highmore talks of being shamelessly partial and optimistic in his approach to the 
everyday, describing ‘scavenging’ for insights ‘that lay the foundations for an 
approach to everyday life’ (2011:1).  This project will also take a selective approach, 
focussing on theories of the everyday that relate to performance, the domestic 
experience, and aesthetics which underpin the research questions. The ‘scavenging’ 
method is exactly the activity by which the pursuit of a theoretical framework has lead 
to the discovery of texts that illuminate aspects of theory embedded in the practice.  
The seesaw between studying texts and reflecting on practice has been constant and 
this is expressed in the writing. The thinking and original note taking process that is 
intertwined with the reading is manifested in the use of footnotes that also at times 
connect with the practice of attending to the hidden beneath the surface aspects of 
everyday experience.2 

Initially the task was to form thoughts into words – to let thoughts appear without any 
pre-conceived ideas and without producing random words as if ‘automatic writing’ in 

2

2 The familiar is what identifies the everyday and this can refer to place, objects, actions, routines and 
interactions; the familiar, even things we do not like, that irritate us, but are nonetheless safe and even 
comforting.



the mode of the surrealist technique. At this point theoretical discourse did not inform 
this attempt, in fact the intention was to discover through practice what was possible 
and build the work from that basis. As is the case throughout this project, theoretical 
texts have provided a reflection on the results of practical research and helped make 
sense of the outcomes which then inform the next stage of development.

This work could not happen without a sensitive appreciation of and in some cases a 
deep connection with the participants and collaborators. Due to the personal nature 
of the content and the speculative approach that I was taking, trust between us was 
essential. What distinguishes this research is that the reflexive approach produces 
increased understanding as a result of an improvised performance based 
engagement with participants’ words and voices. The space of the ordinary everyday 
is subtly evoked through listening and attention – both my own and the audience’s, 
and insights are created in the process.  These insights are then fed back into the 
next iteration of the work, which addresses further aspects of the research.

1.1  Research Aims and Questions

The aim of this research is to develop a practice that facilitates an experiential 
examination of everyday life, and a consideration of how new insights can be 
engendered and communicated through a collage of methodologies. The work aims 
to provide a space to witness and identify with others’ ordinary lives and in the 
process become closer to understanding the significance of the everyday in our own. 
This has been achieved by devising a method of making ‘active work’ that requires 
the audience to invest knowledge of their own experience in the witnessing of the 
performance, creating a connection between participants, myself and the audience 
through an expression of ordinary life.  

This research seeks to interrogate the over-arching research question: What can be 
captured and expressed in an artistic presentation of personal everyday experience?

Integral to this query are the following questions:

In what ways can the idiosyncratic detail of ordinary everyday lives be expressed 
through sound and performance? 

How can an iterative making in performance methodology be utilised to inform 
3



practice as research? 

What can be learned from the juxtaposition of privately made voice and video 
recordings and their public artistic instantiation?

In so doing, this research seeks to demonstrate what contribution these artistic 
practices can make to the wider study of the everyday.

The research questions are examined through three main strands of work as follows:

The Long Thread – A long-term collaborative work between myself and fellow artist 
Di Clay which explores the communication of everyday thoughts and activities as a 
way of maintaining a deep connection over time and distance, resulting in live and 
installation based work.

Domestic Spaces – A work developed out of close relationships with three people 
who donated personal audio and video diaries of their everyday, which grew into my 
live improvised performance with recorded speech and film. 

An Everyday 2mins – As a result of a mail out, a collection of 2minute audio clips 
made on the 28th February 2015 were contributed and gathered to form the basis of 
several live works, involving both fixed and improvised sound making, text, and 
performance acts. 

1.2  Motivation for Research

1.2.1 The Everyday 

The everyday that is examined as in this practice-led research is characterised by the 
too close, too familiar to pay attention to, and surfaced through a process of re-
evaluation as a result of personal circumstances at the end of my first year of study.  
The preoccupation with the everyday became meaningful perhaps because it was 
what was happening for me most of the time – daily life, keeping body and soul 
together for the family.  Throughout this concentrated period there was also a 
growing awareness that these ordinary ways of behaving are very descriptive of a 
person in a way that nothing else is, they are the bits left out of knowing others 
unless we live with them.  Being prepared to see the wonder in the ordinary as did 
Michel de Certeau (as Giard explains,1998:xxii) and comprehending the importance 
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of the role these acts of day to day emotional and practical maintenance have in 
society compelled me to attend to these things more closely and record them.

The Long Thread work begun in my first year became increasingly important, 
sustaining my practice during a year out and eventually being pivotal, forming the 
basis of my research in the everyday.  During that year under the umbrella of the 
ongoing Long Thread project, myself and Di shared instances of attention to 
moments of daily life through email, video, post and audio recordings and in the 
process created a deep communication from seemingly insignificant details.  The 
realization that this produced a subtle evocation of a rich ordinarily silent inner life 
gave birth to the idea that aspects of this process had the scope to be adapted for 
more projects, with other people. 

The realm of the everyday in the context of this work is life that is habitual, ordinary 
and mundane, and based in the domestic sphere whatever that might mean for any 
individual.  It is what goes by mostly unnoticed and quantified, a quality of inattention 
almost, lived through a sensate experience of life where one sense is not privileged 
over another (Harrison 2000).  The everyday continues it is temporal, relentless, 
familiar and reliable. It is not just the sum of small units of eating, sleeping etc., it is 
also about the context, the social relations in which life occurs; it is a set of daily, 
interlinked acts which together form a whole. 

This description however cannot be counted as a general definition of everyday life 
because, as so many have explained (Highmore 2002, Certeau 1984, Certeau et al 
1998, Lefebvre 1947 for example), it is too amorphous to be defined. Many other 
writers from a variety of fields such as human geography, anthropology, sociology, 
cultural studies, and the arts have provided enlightening descriptions and 
philosophies of the everyday but as Thrift (2008), Anderson and Harrison (2010) 
have established through their work on non-representational theory, the everyday is 
above all practiced, embodied and emergent and analysis often leaves the less 
obvious edges of everydayness unseen and unexplored.  

After initially struggling to clarify this study and accurately define what I was 
investigating, I came to understand that this was a consequence of the fact that at 
the project’s core is the nebulous everyday forcing an acceptance of the undefined.  
The research became about attempting to capture the indistinct and appreciate it 
without removing the ambiguity or uncertain meaning.  The work was to practically 
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examine the subject from different angles to show multiple meanings without 
quantifying or pinning down.

The detail of everyday actions has been articulated by social science scholars (Giard 
1998, Pink 2012, Stewart 2007 for example) in order to illuminate practices and the 
affect of such practices. It is the space between these descriptions that makes the 
everyday so appropriate for examination through artistic means and specifically the 
means I have employed throughout this project which includes difficult to explain 
concealed knowledge.  The work does not only focus on identifying everyday acts 
and individuals’ very particular approach to them, but seeks to connect people to 
common experiences and to see themselves in others’ lives. The everyday is the 
conduit through which the work is made, attempting to illuminate the everydayness 
without transforming it, to retain its experiential context even as it becomes an 
artwork.3  The subtle balance of this intention is one of the approaches that 
distinguishes this work. 

Artists who have made work that focuses on the everyday including Annette 
Messager,4 Chantal Akerman5, Mierle Laderman Ukeles6 and Richard Wentworth7 to 
name but a few have taken a variety of approaches which in some way put forward a 
particular attitude towards daily life. However through my research into the literature 
and study of everyday life it became clear that there was little evidence of a 
longitudinal scholarly and artistic investigation that articulated not a study of the study 
of everyday life but an understanding of what is actually experienced - a situated, 
personal and tacit knowledge.

1.2.2  Performance 

6

3 See Yuriko Saito (2001, 2007) on how artists lose the everyday in their attempt to articulate it.

4 ‘For me, the fantastic is in daily life; real life is more extraordinary than all of the imagination.’ http://
mariangoodman.com/exhibition/3013/press-release

5 See her work Jeanne Dielman, 23 quai du Commerce, 1080 Bruxelles.(1975)

6 See her Maintenance Art Works series of public performances which comment on the invisibility of 
both maintenance of home life by women and maintenance more generally in the public sphere.  
Ukeles was artist in residence in the New York Sanitation Department for several years.(1969-1980)

7 Wentworth, in his photography project ‘making do and getting by’ asserts 
‘I applaud the unruliness of the world in a sense and of course the unruliness of the world is because it 
contains unthought-of variables of which the chief component are humans who, you know, wear things 
out in surprising ways or abuse things or simply don’t conform to the rules that are laid down’



Performance has been part of my practice as an artist for over 15 years and has 
always been about making work that is ephemeral, coming as it does from a socially 
engaged art background that puts process and product on an equal footing. Since 
the work has no life outside of the performance time it cannot be traded - it is 
therefore about experience not things, it does not add to thingness, to consumer 
culture, to waste, it is about retaining experiences in our heads, turning them into 
whatever we want, its about memory. As the performer it is about immediacy, 
presence, action and being oneself.

In relation to the relevance of performance to the everyday there is something 
inherently performance like about everyday acts. The mundane tasks that we carry 
out are in some way performed in our own invented rituals and many performance 
works have emphasized this (Laderman Ukeles8, Abramović 9, Baker10) Although the 
importance of the ordinary domestic everyday is obvious - it is what sustains life, it 
can be assumed that most people see the mundane and repetitive realm of the 
everyday as a necessary evil, however none of us can avoid the everyday and 
anyone who studies it is necessarily implicated in the inquiry. The role of performance 
in this study allows a way of working which produces experience in itself – a way of 
being drawn in to the work and drawing out from it (Ingold 2008). When defining 
socially engaged art Helguera (2001:5) states that art functions by ‘attaching itself to 
subjects and problems that normally belong to other disciplines, [and] moving them 
temporarily into a space of ambiguity.’  This can also be applied to performance in 
this thesis through the confluence of ‘the intimately familiar and infinitely 
other’ (Pearson 2003:175). 

The everyday is nothing if not an experiential fluctuating process. It is therefore 
entirely appropriate that the process of making this artwork is actually experienced in 
time by myself as performer with the inherent risk that it involves, and by the 
audience.  One might say that the evidence of time is present in all artwork and the 
action of the artist is implicit in the finished object, however in performance that is 

7

8 See particularly the Washing, Tracks, Maintenance: Outside (detail), 1973 for a work that highlights 
the ritualistic aspect of repetitive cleaning tasks .

9 Abramović’s Rythm 10 (1973) explores the ritualistic repetition of the act of stabbing a knife between 
the spread fingers of her outstretched hand producing a rhythmic soundtrack.

10 Bobby Baker’s Daily Life Series of performances, Kitchen Show (1991) and How to Shop (1993)



improvisatory or unique, the audience and artist are experiencing the work in the 
moment. Temporal immediacy results.11 

As performance is time-based it remains only in the mind of the observer and the 
performer and even though it may be re-activated by subsequent documentation or 
conversation the experience cannot be replicated.12  It remains open to be endlessly 
interpreted and incorporated into imprecisely remembered incidents which are filtered 
through personal experience and added to the texture of our lives. In this way an 
experience of making or witnessing a performance artwork can be akin to everyday 
experience in that it passes, we are dealing with the past as soon as we think in the 
present.  

1.2.3  Collaborative Practices 

There is a wealth of literature (Bishop 2012, Kester 2004, Kwon 2004, Bourriaud 
2002, Helguera 2001, Lind 2007) on art making that is dependent on the involvement 
of others through participatory or collaborative processes; that interrogates and 
reflects on how the practice has developed since the sixties, what has shaped its 
emergence and the issues it raises. Discourse around authorship, ownership and 
agency has become subsumed into practice and educational contexts through a 
proliferation of courses which teach novice artists how to approach working through 
what is termed  ‘socially engaged art (Helguera 2001). Although the work in this 
thesis could not be described as socially engaged by Helguera’s definition which is 
akin to activism, it has grown out of a background of working through collaborative 
projects with democratic principles and an uneasy ambiguous relationship to the 
infrastructure of the traditional art world. 

My masters entitled ‘Beyond Participation’ drew on the current discourse whilst 
exploring mechanisms of participation and the effect that they had on the reception 
and making of my artwork. As a result of that study and nearly twenty years of 

8

11 Peggy Phelan (1993:146) discusses the importance of this temporal immediacy asserting that 
‘performance’s being …..becomes itself through disappearance.’   

12 Paul Auslander (2006:1-10) discusses the performativity of performance documentation and the 
prevalence of performance artwork that is staged for camera more than for the immediate audience.  



collaborative and participatory artistic practice I concluded that I wanted to make 
active work and quoting Thomas Hirschorn asserted that  ‘ I do not want to do an 
interactive work. I want to do an active work. To me, the most important activity that 
an artwork can provoke is the activity of thinking. An active work requires that I first 
give of myself.’ (quoted in Bishop 2012:272) . The MRes was crucial in creating the 
seed for works such as Domestic Spaces, An Everyday 2mins and The Long Thread 
which each follow slightly different collaborative pathways.

‘Beyond Participation’ lead me to a point where the work needed to focus on dialogue 
and that therefore collaboration was the only possible process through which to 
create a connection with the self and with others in the act of performing.  There is no 
doubt that I could have made work about the everyday without involving other people 
– I could have made work about my own everyday life and invited other people to 
view it. However there is an element here which is about the core values which are 
the impetus behind seeking to create connection through the ‘collective elaboration of 
meaning’.(Bishop 2006:12).  Making work with participants in this case is not about 
collecting ‘data’ from them, it is about a personal connection - relationships, and 
trying to understand each other through our everyday lives.

The pieces of work I am presenting here are in the mode of what Green13 describes 
as a third artist that exists amongst the intersections of complex overlapping 
relations.  Similarly Kester (2011:3) expresses this as a ‘locus for creative 
transformation’. Although Kester and Green are discussing artist pairings similar to 
the one in The Long Thread, the idea equally applies to the other works in this study. 
It is at the junction of participants’ voice and image, the relationship between their 
identities and my own, the artistic act of making the work and the live performance 
with audience presence where the creativity takes place. 

1.2.4  Spoken Word and Sound

The motivation to use the spoken word as a source material and medium came from 
my own practice of audio diary making.  Past projects working with groups to record 
responses whilst in the Cumbrian Lake District landscape were about capturing the 

9

13 In The Third Hand: Collaboration in Art from Conceptualism to Postmodernism,  Green discusses 
certain artist pairings such as Abramović and Ulay’s in an assertion that in collaboration a third artist 
concept is created which authors the work.



narrative of an engagement with the land. The recordings were often not about the 
land but about ordinary everyday thoughts that were listened to and then voiced – the 
thoughts that usually pass through in a wild place. The reason for choosing voice 
recordings as a method of making work on this project was because voice and 
speech are so wrapped up in identity. The individuals I was working with were people 
from local towns who were long term unemployed through illness or incapacity.  
There was a certain invisibility about their presence to the commissioning 
organization. In contrast to my previous recorded stories from valley residents about 
their experience of the valley which were charming, atmospheric and positive, this 
‘group’ were not the traditional custodians of the land, neither farm workers, land 
owners or ramblers and their voices were not otherwise heard. So there is a political 
context to speaking.  Putting privately recorded ordinary voices in a public gallery 
raises the question of who is speaking and with what authority.

The use of the spoken word in sound art is filtered through many different fields. It 
has its origins in sound poetry, Letterism, glossolalia, and spreads into sound text art 
and others areas. There is a history of artistic investigation into the spoken word and 
language. Composers such as Alvin Lucier and Steve Reichs, composed with voice. 
Jap Blönk14, Tomomi Adachi and Amanda Stewart are amongst the most well known 
artists performing sound poetry. Oswaldo Macià,15 Trevor Wishart16 and Cathy Lane17 
have made spoken word sound works that preserve the words and sometimes the 
semantic meaning of the speakers but use the recordings as compositional material 
to say something about their context.  Sound text works by artists such as Ellen 
Moffat,18 Alessandro Bosetti19 and Sue Tompkins20 highlight the power and visual 
impact of the written and spoken word as does An Everyday 2mins.  Artists who 

10

14 See Blönk’s 1982 - ongoing performance of Schwitters’ ‘Ursonate’ with real time typography.

15 See ‘Vesper’ (2003) a symphonic work made from 90 Caribbean women’s verbal recollections in 
assorted languages.

16 See ‘Encounters in the Republic of Heaven’  (2011) a sound piece composed with recordings of 
voices from the North East of England combining individual portraits and communities of voices.

17 See ‘The Hebrides Suite’  Cathy Lane’s composition mapping the Hebrides through field recordings 
and interviews.

18 see Blow (2004) a spatialised  fusion of speech composition and concrete poetry

19 See Exposé (2010) focusses on the patterns of the human voice, repeating the same sentence over 
and over with an electric piano playing a melody echoing the tonal changes of the speech.

20 Tompkins work uses written words to compose and construct live performances of spoken word 
texts



would not consider themselves musicians such as Janet Cardiff and Susan Hiller in 
her installation work Witness (2000) also create with voice and communication to 
make their pieces.

Artists such as Bruce Nauman who has worked extensively with sound are relevant 
here.  His work lip sync (1969) plays with sound and video synchronization becoming 
out of sync and feels like the speaking along with the audio as part of this work – the 
drifting in and out of time. Raw materials (2004) too is an example of an artist 
working with sound as a medium.  Here Nauman composes recordings into a 
soundtrack that is played in a series of speakers along the turbine hall at the Tate 
Modern so that listeners walk through the river of sound. Aspects of John Cage’s 
work and his ‘intention is to affirm this life, not to bring order out of chaos nor to 
suggest improvements in creation, but simply to wake up to the very life we’re living, 
which is so excellent’ (quoted in:Olson 2009:95) focus on the sounds and silence of 
everyday life.  His writings particularly the lectures also resonate with the textual 
aspects of the later work in the construction of the written text. Gavin Bryars’ work 
Jesus’ Blood (never failed me yet)(1972) is a reworking of a recording of a man 
singing the song of the title.  Bryars combines the looping recording with an 
ensemble and composes a piece of music that continually loops the song in a 
rhythmic evocation of its singer.

The work which makes up this research project has notes of all these categories and 
also contains a responsive improvisatory element which comes from a tradition of 
performance more akin to the work of Alison Marchant in her work Wall Paper History 
21 where she is the live element of a work which contains archival material, but also in 
the sound and voice improvisations of Amanda Stewart for example.22

The mass observation project, a social science study of everyday life that was carried 
out from 1937 to the early 1950s and revived in1981 is one key example of an 
archive of everyday commentary that illuminates aspects of historical events and the 
ordinary everyday occurrences of life.  There is a long history of written diaries and 
these records are invaluable, however the act of speaking ones thoughts is even 
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more intimate, the human voice connects, it is so utterly idiosyncratic and today 
modern technology makes the act of recording those idiosyncrasies very accessible. 
The diaristic commentary and video of all the pieces presented in my work are 
specifically made to communicate something.  They are not made in private in order 
to be kept secret, there is an explicit arrangement to make them public as part of the 
work, therefore they are diaristic because they are self recorded personal everyday 
thoughts and actions. 

1.3  Thesis Structure

The thesis is organised to first set the context of the research in a theoretical 
framework and then to outline the methodological approach.  A discussion of the 
practice which articulates the detail of the research is then followed by reflections and 
a conclusion.

Chapter 2  The Everyday

The thesis commences in Chapter 2 with a historical, philosophical and cultural 
overview of the literature and is followed by an examination of aesthetics paying 
particular attention to a view of aesthetics that counters the sublime with a 
consideration of the boring, unattractive and trivial.  Politics and the domestic 
everyday are interrelated and explored through a feminist perspective whilst theories 
of affect provide a lens through which to understand what is happening when nothing 
seems to be happening. Finally the routine, daydreaming and counting section 
unpicks the rhythms and friction in everyday life.

In this chapter I discuss seminal texts and current approaches to everyday life 
studies and highlight the breadth of activity.  Drawing on examples of artistic study I 
argue for a creative investigation and communication of the everyday that is a 
‘situated and personally motivated nature of knowledge acquisition’ and ‘presents an 
alternative to traditional academic pedagogies’ (Barrett and Bolt 2007).

Chapter 3  Methodology - Performing and Speaking Together
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In this chapter I consider methodology in relation to the practice works.  I discuss the 
possibility of the communication of arts based research through artworks, and the 
characterization of what is communicated as ‘unfinished thinking’ (Borgdorff, 2011). 
Each of the key methodological areas that are the corner stones of the research are 
contextualised and placed alongside their actualisation which is discussed and 
enfolded into the following chapter.  

Performance is analysed in connection to the performance of everyday life and also 
to the practical  techniques used to devise the live work. Iteration, speculation and 
improvisation are explored as part of the making process whilst remediation and 
experience are examined to consider the affects of performing or engaging in the 
performances.  In the following section I discuss the significance of the spoken word 
and sound as a research strategy for this work.  I describe features of language, 
speech, listening and recording and identify connections to the specific practices 
involved in my work. Collaborative practice supported the formation and progress of 
the research and is discussed in the context of current discourse on socially engaged 
practices. 

Chapter 4  The Mess of Research 

In this section I analyse each of the performance projects in relation to the everyday 
and methodology chapters referring to research diaries, documentation and audience 
observation.  The chapter is divided into three sections which each interrogate one of 
the strands of practice which are:  The Long Thread, Domestic Spaces and An 
Everyday 2mins. The Long Thread was a longitudinal development of installation 
based work and co-located performance through a series of workshop intensives and 
a long term exchange of letters, audio diaries and video. Domestic Spaces 
progressed alongside and as a development of The Long Thread working with an 
iterative performance making in process activity.  The development of the work began 
in a domestic setting through recorded monologues and films of everyday tasks, and 
was realised via public performances. The Everyday 2mins performances grew out of 
Domestic Spaces and built on technical skills and insights developed through 
experimentation with duration, staging and sound composition. 
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Chapter 5  Reflections

I return to the research questions in this chapter and draw together the strands of 
practice and theory. I discuss the challenges and advantages of the approach I have 
taken........

1.4 Contributions

This thesis contributes to practice-led research in the arts and to everyday life studies 
in several ways:

 Practice-led methodologies are expanded through the development of iterative and 
speculative performance making as research that critically inhabits and disrupts the 
extraordinary/mundane paradox of everyday life.  This is achieved through 
performance in, and of, the everyday, evidenced in collaborative diaristic audio and 
film making, which is then examined in live improvised one-woman performances.  
Secondly, the thesis reveals everyday experience through oblique examination of the 
spoken word.  In studio composition and in performance, improvisatory sampling, 
repetition and replication connect to the distinctiveness of individual voices and lives.  
Finally the thesis underlines the importance of the interplay between the discursive 
and the experiential as a vital component in developing an understanding of the 
everyday. 

This thesis is significant in that it occupies the analytical interstices of everyday 
scholarship and complicates the association between the embodied nature of 
experience and its verbal expression.  The research echoes and is drawn from the 
rhythms and practices of everyday life, bringing to the surface what is already 
extraordinary. Unique insights are produced through the visceral experience of 
performing the works, connecting subjectively with the participants’ words and 
images and making the hitherto indiscernible everyday available for scrutiny. 
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Chapter 2 Everyday Life

2.1 Introduction

Banality? Why should the study of the banal itself be banal? Are not the 
surreal, the extraordinary, the surprising, even the magical, also part of the 
real? Why wouldn't the concept of everydayness reveal the extraordinary in 
the ordinary? (Lefebvre, 1987:9)

There is much talk in cultural studies and aesthetics discourse of how neglected the 
everyday is as an area for academic study but as Sarah Pink (2012:7) notes it has 
not avoided scrutiny if one casts the interdisciplinary net wider. 23  Everyday life 
studies stretch across disciplinary boundaries and are significant to a number of 
fields particularly in the arts and humanities.  Cultural theorists (Ben Highmore 2002, 
2011, Michael Sherringham 2006), philosophers (Henri Lefebvre 1971, John Dewey 
1934), anthropologists (Michel De Certeau 1984, Sarah Pink 2012), geographers 
(Nigel Thrift 2008, Yi-Fu Tuan 1989), aestheticians (Yruriko Saito 2007, Thomas 
Leddy 2012), writers (Gerorges Perec 2008, Allan Kaprow 1993) and artists Sophie 
Calle, Tehching Hseih and Chantal Akerman for example engage with the issues 
through exploration of 20th century life, and art. Since the everyday as a concept is 
studied so widely it is necessary to select from the discourse to present a broad 
overview of pertinent areas for this research.

Within this very interdisciplinary field attempts to define everyday life can seem 
elliptical, from Henri Lefebvre - ‘whatever remains after one has eliminated all 
specialized activities,’ (1991:97) to Ben Highmore - ‘the everyday presents us with a 
recalcitrant object that does not give up its secrets too readily.’ (2002:1), but these 
single definitions belie the comprehensive, interdisciplinary and multi faceted writing 
engaged with everyday life issues.  
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Rita Felski (1999:17) discusses a generally negative view of the everyday in 
academic study that falls on ordinary life as a way of adding authenticity and 
legitimacy to an otherwise esoteric pursuit.  She remarks that ‘The concept [of the 
everyday] is marked by a rich history of hostility, envy and desire, expressing both 
nostalgia for the concrete and disdain for a life lacking in critical self-reflection.’   
Everyday life is experienced by everyone at some time as both concrete and lacking 
in self-reflection but what I propose here is that the taken for granted everyday hides 
the most potentially transformative in the most trivial daily actions. Therefore the 
most apposite reading of the literature on the everyday in this context is one that 
treads a line between the microsociological examination of everyday actions and how 
they are shaped by what extends beyond them, relating the particular to the general.  
A focus purely on the minutiae may imply that our daily actions are neutral and lead 
to a restricted view that is without a true critique.  

One reason that everyday life has come in for critical scrutiny in the modern era 
could be that it is a result of the increasing mass of people living together in cities, so 
that the everyday is condensed and the repetitive regularity of life becomes more 
obvious, even highlighted. This would certainly explain why much of the work on the 
everyday is focused on urban life, from De Certeau and the situationists to Lefebvre 
and Perec. 

George Perec (2008:210) asks:

The banal, the quotidian, the obvious, the common, the ordinary, the infra-
ordinary, the background noise, the habitual? […] How are we to speak of 
these common things, how to track them down, how to flush them out, wrest 
them from the dross in which they are mired, how to give them meaning, a 
tongue, to let them, finally, speak of what it is, who we are.

This ‘what it is’ and ‘who we are’ that Perec speaks of here is key to questioning the 
everyday and our perception of it. Even to say ‘our perception’ implies a collective 
interpretation of what is a very vague term.  Lefebvre (1978:17) characterises the 
everyday as ‘sustenance, clothing, furnishing, homes, lodging, neighbourhoods, 
environment’ by the familiar object, event, routine or practice, which can often be 
carried out with little thought or planning: it is always in flux, changing intentionally 
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and unintentionally as we respond to outside events. However, as Highmore 
(2011:21) explains, the term does not only indicate a straightforward surface reality 
but also a subterranean everyday. The detail of everyday life is not self evident 
because a person’s everyday life is just that, theirs, and private.  Our everyday lives 
are not always knowable, our thoughts and actions are often not in the conscious 
realm. Despite the difficulty in identifying what our daily actions mean, the everyday 
can highlight the differences in how people in different societies live, and the cultural 
specificity of everyday practices, but it can also connect us to each other through 
common concerns, namely the ‘who we are’. There is a sense that, whatever a 
person’s culture and background, if the everyday is grounded, in some way life may 
continue. 

Despite this common ground, one cannot assume that the everyday is universal, that 
one can know how someone else sees theirs, because our responses to daily life are 
individual, we can only ruminate on how we see it. As Highmore explains, ‘Claiming 
everyday life as self evident and readily accessible becomes an operation for 
asserting the dominance of specific cultures and for particular understandings of 
such cultures’. (2002:1) The processes of lived experience are sometimes so 
embodied that they are pre-language and not necessarily conscious. It is not possible 
to make accurate generalisations. A need for the concrete and quantifiable in order to 
analyse and study the everyday has, according to Harrison (1999), left the very 
everydayness unexplored because it is always in a state of becoming and operates 
through embodied sense making.  It is difficult to stand back from everyday life and 
look at the totality of what is actually happening. It may be impossible, in fact, to gain 
a total picture, to navigate the complexities and the density of experience.

It is easy to imagine that the everyday is divided into the surface that can be seen in 
the world around us, and our daily personal activities and thoughts which are difficult 
to discern in our own and others’ lives.  What is important in what Lefebvre writes, for 
example, is how he sees society as a whole affecting our less public everyday 
actions, but also that there is a constant flow between the macro and the micro, 
making a distinction between personal and public everyday life less clear. The 
difference between the everyday and the non-everyday is also very indistinct.  The 
everyday works as a process of incorporation – what was once revolutionary and 
remarkable, in the hands of everyday life becomes absorbed; processes become 
second nature, products familiar.
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In the context of this work ‘the everyday’ is the realm of life that is habitual, ordinary 
and mundane, and based in the domestic sphere whatever that might mean for any 
individual.  It is what goes by mostly unnoticed and quantified, a quality of inattention 
almost, lived through a sensate experience of life where one sense is not privileged 
over another. The everyday is sustained, it is temporal, relentless, familiar and 
reliable. It is not just the sum of small consumer units - eating, sleeping etc.-  it is also 
about the context, the social relations in which actions occur; it is a set of daily, 
interlinked acts which together form a whole.  A resolutely down to earth concept, the 
everyday is grounded in a shared practice of the mundane and recognizes that every 
life contains its share of the ordinary.

Whilst in Lefebvre’s critique of everyday life the notions of resistance, the increase in 
consumerism, and alienation are important in framing the way that mechanisms of 
power govern some of our daily habits and actions, it is also important to emphasize 
that home centred aspects of daily life are central to modern experience.   Langbauer 
(1999:177) asserts that, the everyday can bring ‘lasting comfort, deep and abiding 
joy’.  This pleasure in life, which could not be described as banal or tedious, is for 
many people where the significant aspects of life reside.  It is also important to 
recognize that the everyday that is about routine, what we do daily, what keeps body 
and soul together, is also what allows a freedom of mind.  To be occupied in almost 
automatic tasks and routines can free the mind.  As Rita Felski (1999:27) writes citing 
Agnes Heller (1984:129), ‘we would simply not be able to survive in the multiplicity of 
everyday demands and everyday activities if all of them required inventive thinking’ 
and that ‘disengagement is an indispensable precondition for … continued activity.’ 
Disengagement is possible because of the habitual. The ability to carry out routine or 
mundane tasks or actions is learnt but also held in the body, no conscious thought is 
necessary to carry them out.  Time may pass by in doing mundane everyday tasks 
but the mindlessness with which we are able do these things is possible because we 
are living these processes, they are embodied.  This is the freedom of an easy life, 
the ability to go about our daily routines almost automatically.  However in crisis 
situations constructing what may seem trivial habits is essential in maintaining a 
‘normal’ life.24  
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It is said by many scholars (Highmore, Sherringham, Saito, Blanchot, for example) 
that the everyday is no longer everyday when it is subject to scrutiny – the 
everydayness slips away, yet what is lost in that scrutiny is never fully articulated.  If  
‘the background hiss of the ambient everyday’ (2011:1) that Highmore speaks of 
marks a characteristic aspect of daily life, one could argue that it is formed by an 
absent mindedness or a lack of presence; ‘it’ doesn’t disappear because it has some 
special illusive quality, it disappears under scrutiny because it is the passing of time 
within the social, economic and cultural sphere that we happen to be living in, 
actually ‘it’ is as flexible and amorphous as time.  The flow between these spheres 
and the personal private everyday is what gives the everyday significance. What is 
lost in the scrutiny is an absence of attention.

To say that the everyday ‘escapes our grasp’ is to say that our own thought and 
experience escapes our grasp.   The work of Freud is also influential here. Freud was 
concerned with observing what was ignored by other sciences and looked to human 
behaviour, what people were actually doing to tell him what lay underneath.  He 
insisted that small flimsy everyday occurrences can hide in them the answers to 
important questions and issues.  He explains that in psycholanalysis ‘the material for 
its observations is usually provided by the inconsiderable events which have been 
put aside by other sciences as being too unimportant - the dregs, one might say of 
the world phenomena’ ([1916], 2001:27)  One such phenomena is the study of what 
Freud called ‘parapraxes’ and what has become known as the Freudian slip which he 
explores fully in the Psychopathology of Everyday Life (Highmore,2002:39). 

The perception of opacity perhaps comes about through the complexity of everyday 
life.  It is impossible to see all of it all the time and because we often respond to 
everyday stimulus on an intuitive bodily level it cannot be described or explained 
adequately through the written word. As Lefebvre explains  ‘Daily life, like language, 
contains manifest forms and deep structures that are implicit in its operations yet 
concealed in and through them.' (Lefebvre, 1981:2)  It is partly because our thoughts 
are transitory that everyday life feels like that too.  What we put into language is 
selected by us, and our minds’ inner workings are exposed momentarily just as 
everyday life is exposed momentarily – we are never able to produce more than an 
approximation of what is really happening because speech is not entirely adequate to 
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the task.  This problem can be partially addressed through the making of artwork that 
is experiential, which in some way echoes and remediates the everyday experience 
asking – what can be captured and expressed in an artistic presentation of personal 
everyday experience?

Although, as stated previously, the everyday has been critiqued in various different 
fields, Henri Lefebvre and Michel De Certeau (et al.) have produced studies which 
examine and re-examine everyday life in the 20th Century.  Lefebvre at first applying
his theory of the everyday to the Marxist position at the time and then diverging from 
that, and De Certeau working with an ethnographic approach to assert the 
importance of individual practices of living in forming society. Through the three 
volumes of The Critique of Everyday Life and the two volumes of The Practice of 
Everyday Life these two writers together cover a central aspect of my enquiry and 
that is our collective and individual experience of the everyday. They are foundational 
texts for the reading of Domestic Spaces, The Long Thread and An Everyday 2 mins 
and have become seminal texts for anyone studying everyday life. The overarching 
philosophical grounding through Lefebvre’s writing firmly plants the work within a 
marxist discourse and the ethnographic rigor of De Certeau’s examination chimes 
with an intention to interrogate the seemingly obvious. 

 2.1.1	  Lefebvre, De Certeau and the Everyday 

Everyday life and Marxism are bound together in Lefebvre’s philosophy which is 
connected to a varied history of work including the Surrealists, Freud, Queneau and 
Benjamin (Sherringham 2006) but begins with Marx and Engels’s early work which 
grounds philosophy in everyday life asserting that ‘we do not set out from what men 
say, imagine, conceive, nor from men as narrated, thought of, imagined, conceived, 
in order to arrive at men in the flesh. We set out from real, active men, and on the 
basis of their real life-process we demonstrate the development of the ideological 
reflexes and echoes of this life-process. ([1845]1968:9) The everyday may not 
feature explicitly in these writings, Marx saw alienation in the economic realm as 
more pressing, stating that political economy  ‘does not consider him when he is not 
working, as a human being; but leaves such consideration to criminal law, to doctors, 
to religion,to the statistical tables, to politics and to the poor house 
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overseer‘ ([1844]1968:6) however they offered a deep root to Lefebvre’s thinking. 
Stuart Elden (2004:110) states that Lefebvre argued both that “Marxism as a whole, 
really is a critical knowledge of everyday life” and that it does not already “offer a 
complete critical knowledge of everyday life”. Lefebvre develops this into a reading of 
capitalism’s impact on the cultural and social worlds too. 

The turmoil of the Russian revolution brought about a positive almost utopian 
consideration of daily life and Trotsky’s writings for Pravda in the aftermath of 1917 
foreground Lefebvre’s belief in the revolutionary potential of everyday life. In a 1923 
article Trotsky called for a course of action which recorded what was happening in 
the factory, school etc in order to ‘recognise the remnants of the past and the seeds 
of the future’ and asserted that ‘In oder to reach a higher stage of culture, the working 
class - and above all its vanguard - must consciously study its life.  To do this, it must 
know this life’ (1923:27).

Picking up this baton	  the Russian cultural avant-garde sought to remove the 
distinctions between art, life and politics to form a new democratic everyday and 
actually affect social transformation through their work.  Vertov’s Man With a Movie 
Camera (1929) for instance used all the current technological breakthroughs in film to 
record ordinary Russia."

" " " "

The dissolve, split screen, and slow motion techniques produced a dynamic 
groundbreaking film still influential today.  The acute observation of ordinary life and 
actions in this artwork emphasised the speed and pace of life at that time and the 
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race to create a new society. (Harte,2009) Many artists at this time were working to 
reflect modern life and reject the old ways of representation and identified a need to 
‘distill the eternal from the transitory’ (Baudelaire,1863:6)  Baudelaire rejects the 
‘sheer laziness’ of the artists of the time who he says took the convenient route of 
maintaining the status quo rather than applying themselves to the task of seeing the 
hidden beauty in life. He asserts that ‘Modernity is the transient, the fleeting, the 
contingent; it is one half of art, the other being the - eternal and the 
immovable’ (1964:7) This resonates with Lefebvre’s endeavour to seek the eternal 
meaning in transient daily occurrences and practices.

Lefebvre was"also a sociologist within a tradition of Marxist influenced social history 
spearheaded by the Annales journal founded in the 1920s and developed from 
Durkheim and Weber’s theories indicating the importance of studying the social 
factors influencing society. Lucien Febvre and March Bloch who founded the Annales 
periodical began to see history through a different lens. The History of mentalities as 
it came to be known aimed to address the limitations of archival history as it was then 
studied by focusing on the aspects of societal structures that form attitudes to life 
such as ‘aesthetic images, linguistic codes, expressive gestures, religious rituals, or 
social customs’ (Hutton,1981:238) This change in emphasis from concentrating on 
the history of elites to a focus on the changes in human nature naturally dissolved 
cultural and class distinctions by prioritising the everyman. The history of events was 
being replaced by the history of underlying structures and their effects (Campbell,
1988)  The shared endeavour of these historians was to examine the ‘boundary 
between structured and unstructured domains of human experience in the civilising 
process’ (Hutton,1981:239)

In talking about ‘ordering rhythmic regimes’ Shove et al (2009:5) references 
Lefebvre’s view that the temporal rhythms are imposed by social agencies and 
unwittingly followed but that De Certeau sees this as a site of social reproduction. 
‘One key difference is that De Certeau takes this to be a terrain of potential and 
actual resistance and subversion, rather than the arena of more passive compliance 
depicted by Lefebvre.’ However if one is not working ethnographically but instead 
looking at the general in society then it is possible to argue that one would agree with 
Lefebvre.  I would contend that Lefebvre doesn’t often talk about individuals but he 
does see the everyday as a site of potential, resistance and also complexity as 
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attested to by his theory of moments. 
Lefebvre was the first to really interrogate the everyday philosophically and define it 
as a cultural category (Kelly, 1997). In Lefebvre’s hands ‘by bringing the alliance of 
culture and politics under the mantle of the everyday, the revolutionary transformation 
of the everyday presupposes the radical transformation of the content of social and 
cultural experience itself.’ (Roberts 2006:4) The assertion of the revolutionary 
potential of everyday life has been a hugely influential and positive undercurrent for 
this thesis and has driven further research. It is in part because the everyday is an 
eternal palimpsest that this almost iterative approach in the three works by Lefebvre 
spanning 1947 - 1981, is so pertinent.   Even though his work on everyday life could 
not be counted as current exactly, the grounding and context that his writings provide 
for all that has come since is invaluable, and the observations that he makes about 
‘alienation’ amongst other things have become more acute and even prophetic in the 
present day in an age of ubiquitous information technology and almost global, 
rampant consumerism.  Lefebvre’s approach was to weave together the particular 
and the general; he saw the particular as being imbued with the general. This 
dialectical approach recognized and sought to examine the complexity of everyday 
life, even though his Marxist principles lead him to exaggerate the general over the 
personal. 

In the Critique of Everyday Life (1947-1981) Lefebvre gives us an account of how, in 
his view, capitalism has come to dominate in the economic, social and cultural areas 
of life.  What is so positive about Lefebvre’s view of everyday life is that in his 
analysis he uncovers the socio-historical causes of the reduction of everyday life to 
repetitive monotony and loss of power.  He re-asserts the power and richness of the 
potential of everyday experience.  One might assume that in some ways ordinary 
everyday life encourages apathy rather than action, conformism rather than 
radicalism, insularity rather than engagement but what is interesting about Lefebvre's 
everyday is that he sees it as a site of activism. His early life as a resistance fighter 
and the writing of the first volume in a period of liberation in France shaped this 
attitude. His coming through the Second World War, the communist party and the 
Paris riots of the 1960s, places him in an era where the fight for the right to live life 
freely was present and urgent.  This in contrast to what might be described in the 
present  as an apathetic approach to social justice and a reliance on ‘big 
government’ to make changes to our everyday life - in the UK particularly.
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It has become increasingly apparent in making this work that the need to develop it is 
driven by a set of personal principles around equality, agency, difference and 
everyday creativity which are political in essence and chime with some of the root 
foundations of Lefebvre’s and others’ philosophical stance on the everyday.  It is 
useful, therefore, to define the essentials of Lefebvre’s philosophy of the everyday as 
described in his Critique of Everyday Life,(Volume 1) to outline the scope, depth and 
importance of the study of everyday life.

2.1.2 Marxism and Alienation
Lefebvre sets out his position through several key themes – a) individuality, b) 
mystifications, c) money, d) needs, e) work, and f) freedom, which elucidate his 
concept of alienation. I will explore each of these points in turn since they form the 
ground on which he builds his subsequent writing on the everyday.  

Lefebvre first declares that philosophy has been involved with lofty issues and a 
mind/body dualism that rather imperiously doesn’t wish to sully its reputation with the 
messiness of the everyday. Whilst he argues strongly for a sociologist philosophy 
that anchors itself in the realities of the everyday, his writing makes strident 
statements and claims which are not clearly substantiated by experience, but by 
observation and theory, and yet his arguments still ring true today if one takes them 
less objectively.  There is a sense in reading Lefebvre that we are all part of the 
society that he is criticizing, part of making it and sustaining it, not separate from it, 
and with that comes a certain defensiveness because his call to arms for social 
transformation in the 1940s is even more necessary over 65 years later. 

On individuality he claims that:
When an individual life is shaped by individualistic tendencies, it is literally a 
life of ‘privation’, a life ‘deprived’: deprived of reality, of links with the world – a 
life for which everything human is alien. It is a life split into contradictory or 
separate poles: work and rest, public life and personal life, public occasions 
and intimate situations, chance and inner secrets, luck and fate, ideal and 
reality, the marvelous and the everyday. Instead of expanding, or conquering 
the world, this consciousness shrinks in upon itself. And the more it shrinks, 
the more it seems to be ‘its own’. Crass and complacent, the individual settles 
down amid his familiar surroundings. Consciousness, thought, ideas, feelings, 
all are seen as ‘property’ on a par with ‘his’ furniture, ‘his’ wife and ‘his’ 
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children, ‘his’ assets and ‘his’ money. In this way the narrowest, most barren, 
most solitary aspects of life are taken (and with such crude sincerity) for what 
is most human. (Lefebvre 2014:169)

The importance of individuals’ possessions and property has only intensified and 
become more widespread since Lefebvre wrote this statement.  Some might say that 
this indicates a rise in the standard of living and greater access to commodities.  
However it goes deeper than that, and what Lefebvre calls ‘keeping themselves to 
themselves’ (2014:172) one could argue, creates an inward looking society.  What he 
couldn’t have foreseen is that today this willful isolation is joined by the use of 
communication technology and the influence of the media so that these processes of 
communication both reinforce our private worlds and connect us to others’ lives 
through news media and online interactions.  There is of course a question that it is 
not possible to explore further within the scope of this thesis around what contribution 
online and broadcast communication make to expanding connectedness whilst 
reinforcing alienation and economic inequality (see Turkle, 2012 and Badger, 2013 
for example). As Lefebvre himself acknowledges, ‘These contradictions are at the 
same time a measure of the greatness, the richness and the suffering of the age in 
which we live.’  (2014:171)

The mystified consciousness that Lefebvre discusses is associated with the private 
consciousness he explores in his writing on individuality, and explains how the 
proletariat are hoodwinked by the bourgeoisie into doing their bidding, through 
opaque mechanisms of influence. Everyone understands themselves to be an 
individual and yet the ruling classes impose ideologies which whilst dividing and 
isolating the populace, treat them as the masses. The need for conformity acted out 
in the endless reproduction of aspirational lifestyles designed to assure people that 
they are special and different, paradoxically only produces an illusion of difference.  
This drive human beings have to be individuals is always in balance with the need to 
fit in.  What is perceived, as freedom of choice is only possible for most people within 
very narrow parameters,  which is an issue of money and ‘economic 
alienation’ (2014:173), a core aspect of which is explained by Lefebvre in terms of a 
‘sentimental rhetoric’ spouted by the ‘petty bourgeois’ (ibid).  Lefebvre’s description is 
almost comic in its definition of an attitude that pervades today as much as it did in 
the 40s, that is the patronizing justification and negation of wealth by claiming that 
‘the best things in life are free’. (ibid) This may be true but in today’s ‘must have’  
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climate where buying ones way out of economic difficulty is desired by and denied to 
most people, it is in direct contrast to the unattainable affluence that is pedaled by 
advertising and commerce.  The Marxist project is therefore to bring about a social 
distribution of wealth since ‘social wealth’ cannot continue to develop within the 
existing capitalist structures according to Lefebvre, something that is echoed by Paul 
Mason in relation to neoliberalism in his writing about the banking crisis (2010).

Following on from the critique of money is the critique of needs and what this 
produces psychologically. Lefebvre states that ‘The need for money is an expression 
of the needs of money.’ (2014:176 emphasis added) which brilliantly encapsulates 
today’s imperative for consumption to drive growth and for commerce to create the 
need for consumption and acquisition.  What this does according to Lefebvre is 
alienate human beings from their basic sensory and social needs.  We see ourselves 
reflected in the world around us and reflect the world around us in our lives in a 
never-ending cycle of the incorporation of new needs.  Part of the drive to make the 
work in this research is to reconnect with basic needs and to pay attention to what is 
really happening.  In the words of Carole Luby, one of the contributors to Domestic 
Spaces when talking about chopping vegetables for the film, ‘Its so important for me 
to slow down and consider what I am doing moment to moment, so that I can focus 
on what this body and mind is actually doing, and the chopping gave me the most 
fantastic opportunity to reflect on this.’ 

Lefebvre’s critique of work, which is the principal priority of Marxism (Gardiner, 
2002:80) is particularly focused on alienation.  He explains that the worker sells his 
labour and becomes a commodity and something to be used for production thus 
objectifying him and alienating him from himself.  The social construction of life 
through capitalism creates a parallel but unreal existence that for many is their 
overwhelming reality.  He asserts that being aware of this construct is the only way to 
avoid being subjugated by it.  Lefebvre contends that alienation will become the most 
important concept in philosophy and discusses it at great length however, 
frustratingly he never offers any concrete examples of alienation, of human and 
inhuman, essence and appearance, real and unreal, perhaps because he is 
describing a Marxist philosophical critique and therefore theorizing, not proving his 
point. 

26



In actually producing the world around us through capitalism and labour we in turn 
produce ourselves in its image and visa versa so that the division between what is 
created by society and what is essentially human is indiscernible, but Lefebvre insists 
that a distinction must be made. He begins to discuss the everyday here in relation to 
unreality and alienation, arguing that the result is that a certain form of the State 
seems infinitely more important than a humble, everyday feeling or a work ‘born of 
man’s hands.’ (2014:188) Post war optimism empowers him to claim that ‘Alienation, 
now made conscious, and thus rejected as mere appearance and superseded, will 
give way to an authentic human reality, stripped of its façade, and liberated’ (ibid), 
however alienation is ever present.  In the work that I have made the monologue 
functions as a bridge that spans existing feelings of alienation and human 
connectedness through everyday testimony.  The act of recording spontaneous 
thoughts pulls us out of our somnambulistic behaviour and forces a presence in order 
to pay attention to and recount essentially human activities. 

Quoting Marx Lefebvre defines freedom, the final theme of his treatise on the 
everyday, asserting that ‘The realm of freedom is established progressively by the 
development of human powers as an end in itself’,’ and goes on to explain that 
freedom is not automatic it has to be developed and that of course there are degrees 
of freedom according to the society that a person lives in, and types of freedom, all of 
which involve ‘the exercise of effective power’. (2014:191) This is in contrast to what 
Lefebvre saw as the current state of affairs whereby the illusion of freedom is 
enshrined in law as the right of the private individual to private property, a right to the 
freedom of opinion and the entitlement to exploit the free market economy for 
personal gain.  Gardiner (2002:81) confirms that, for Lefebvre, ‘In the ‘good society’ 
the individual would be able to live his or her life in terms analogous to a ‘work of 
art’,’ This brings to mind artistic projects like Barruchello’s How to Imagine (1984) text 
which documents his life and work running a farm outside Rome or more recently 
Lena Simic’s The Institute for the Art and Practice of Dissent at Home(ongoing) an 
activist initiative where her family life and home are an art project in themselves.
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fig 2.1 Lena Šimić Medea/Mothers’ Clothes, 2016 Studio 12 Bratislava 

Although resolutely Marxist in tone, Lefebvre’s philosophy of the everyday does 
retreat from a literal Marxist reading in that he recognizes that an examination of 
labour does not constitute an understanding of the multiplicity and density of 
everyday experience.  Lefebvre rejected the Marxist project as a political organizing 
force because of very basic differences. Soviet communism was increasingly about 
the building up of the state to the detriment of freedom and human needs.

Lefebvre believed that philosophy is capable of transforming daily life and advocated 
an approach to philosophy that is about an increased consciousness of everyday life.  
Changing life, inventing a new society, can be defined only, Lefebvre says, 
‘concretely on the level of everyday life, as a system of changes in what can be 
called lived experience. (Merrifield 2006:70) and following on from that, the idea that 
everyday life is where society needs to look for change - that only through ordinary 
people can change be realised on any scale.  His assertion that we need critical 
knowledge of the everyday in order to transform it, to be aware and not alienated 
from its workings ironically chimes with the ‘personal is political’ slogan of second 
wave feminism in the late 1960s.

What is important in considering the paradoxical nature of daily life is that it is not in 
opposition to life that is not everyday, there is a flow between different norms, from 
the domestic to the societal to the imaginary. Lefebvre points out that the everyday 
has been studied as something concrete and real in a scientific way, as the sensible, 
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practical actual and perceptible surface. However it is part of a constantly shifting 
reality and includes 'lived experience, fleeting subjectivity - emotions, affects, habits 
and forms of behavior,' (Lefebvre 1981:5) and, crucially, a quality that is abstract and 
in-articulable.  

A significant aspect of the everyday for Lefebvre is that the everyday is comprised of 
two types of rhythm, the cyclical such as the movement of time and life/death, and 
the repetitive such as labour and production/consumption. He argues that the 
repetitive dominates the cyclical but that although each day repeats itself the 
contradiction is that ‘at the heart of everydayness-everything changes.’ (Lefebvre, 
1987:10)

This way of looking at everyday life in detail, below and beyond the surface is 
expansive. Consequently Lefebvre’s attitude towards a way of seeing that only deals 
with what constitutes a 'practical reality’ is that  'it is a realism which is vulgar and 
produces vulgarity.' (Lefebvre, 1981:73) in the sense of something that is over 
simplified, devoid of all nuance and subtlety.  This view communicates a particular 
attitude to the everyday that is coarse and which rejects the extraordinary in the 
ordinary and is an attempt to protect ourselves from all that is unpalatable or contrary 
to the existing order. What Highmore calls a ‘conventionalising conservative 
power’ (2011:171). Lefebvre consistently asserts that the everyday is a constraining 
influence - it imposes itself and for most people the possibilities for changing those 
constraints in order to make a difference to their world, is very limited.

Although everyday life is confirmed as a site of continuity, that is, it is what keeps the 
ball rolling, keeps everything in motion and allows systems to work, the paradox is 
that the everyday is also fragmented and hierarchical. Time is fragmented by tasks 
and disconnected. According to Lefebvre (2005:761) ‘the homogenous covers and 
contains the fragmented making room for a strict hierarchization.’  This hierarchy 
sees the 'rejects of society as living in an 'infra - daily life' and the 'olympians' a 'supra 
- daily life'  which leaves the broad area of the middle and working classes to 
represent the continuity of daily life.

Lefebvre discusses this social order, this consumerist society alienating us from 
ourselves, from life, from being present.  He says that everyday life has been 
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colonised by capitalism and consumerism and that notions of consumerism and 
government infiltrate people’s lives through the media.  A lack of separation between 
work and home has occurred and because of this people have become consumers 
wherever they are and only valuable in terms of what they can exchange for their 
labour. Their private lives become where they can spend and consume.  In line with 
this idea there is an argument to be made that the blurring of social/private life 
currently facilitated by ubiquitous mobile computing and social media and work binds 
us all to the repetitive rhythms of work.  It would be easy to see this as either a 
limiting or a liberating factor; one or the other, however, as with most aspects of 
everyday life, the reality is messy, it is both and neither.  For Lefebvre ‘the 
contradictions of everyday life inevitably find their solutions in everyday life’. 
(Merrifield, 2006:13) 25

 
There is in Lefebvre as in any political writing perhaps an idea of society as a whole - 
what the large movements, ideologies and social forces are creating, a sense of the 
zeitgeist, which make it possible to critique society as a unit. Then there is a 
recognition that on an intimate level people are individuals and can perform daily acts 
of personal revolution - we are subject to the capitalist machine and bound by it but 
we are not it. Everywhere there are people trying to free themselves from the tyranny 
of capitalism but the overarching control mechanisms are alien to most of us, we 
don't know how they really work and we feel powerless to change anything large 
scale.

There is a way of looking at the everyday which is negative, a view that we are 
subject to it, that it encourages an un-reflexive habit which is ultimately about self 
preservation and personal interest, that it is dominated by the bureaucratic structures 
of government and the all pervasive lure of the acquisition of commodities. However 
there is also a tension between this pressure on life and the resolute irrationality of 
human beings who populate society.

Although in some ways daily life is easier to analyse if one can view it through a 
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particular ideology or split it up into constituent parts, which is what Lefebvre does, 
even so it remains opaque.26 It is this opacity that drove my desire to look more 
closely at the everyday - this recognition that the everyday is made up of individual 
subversions, instances of life which exist underneath and through the perceptible 
surface, which give meaning and value.  

The connections that I have made with Lefebvre’s theoretical ideas are not more 
theoretical ideas but a sideways shift in to practice. In many ways because Lefebvre 
asserts that praxis is at the heart of the everyday, and is lived, it is appropriate that 
the response is that of practice, of illumination through action.  For example in 
retrospect the idea of repetition that Lefebvre discusses, expresses itself in the work, 
many of the monologues show that the repetition of daily tasks produces a moment 
of possibility.  The very mundane repetitions free the mind to ponder or bring to mind 
deeper thoughts. Lefebvre talks of something novel coming out of repetition for 
example the repetition in music which leads to perpetual reinvention in the same way 
that repetition of words in some of the performances leads to a re-evaluation of the 
words themselves.

2.1.3 The Theory of Moments
Despite Lefebvre’s Marxist anti capitalist stance and the belief that the system has 
infiltrated everyday life, insidiously controlling, he does recognise that this control is 
not complete and that there are always 'moments of potential'.  This theory of 
moments is a central idea that counters the hopelessness of ever escaping 
consumerism and capitalism.  As Lefebvre proclaims, everyday life ‘is the native soil 
in which the moment germinates and takes root’. (Merrifield, 2006:30) These 
moments that Lefebvre describes can be compared to the art and everyday life that 
Dewey promotes in the idea that experience can be art and there are stand out 
moments of aesthetic experience. There is a difference in what they are saying which 
is very important however: Lefebvre's moments are much more disruptive, they are 
not aesthetic moments, they are moments as possibilities.
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Despite Lefebvre’s sometimes obfuscating approach to communicating this theory, 
what encapsulates his theory of moments is that it points to a reading between the 
lines of the everyday and to a sense of being present and engaged with life so that 
attention and action is possible. Moments are active they are ‘the attempt to achieve 
the total realization of a possibility’ (Lefebvre, 2014:598) 

There is a connection between what my work does with language, and the everyday, 
the way that the monologues and their manipulation articulate both obvious and 
hidden aspects of the everyday, and Lefebvre’s assertion that the theory of moments 
came from ‘an effort to give language significance and value’. (2014:591) As he says 
‘Words are no more than arbitrary signs, and discourse is no more than a formal 
construction.  But discourse is linked to praxis, a level of experience, and it has 
meaning because it has both a logical (disjunctive) form and an emotional and 
affective content, which it efficiently transmits.’ (2014:590) Again the everyday 
requires a reading and listening between the lines and so does language if we are to 
glean subtleties and nuances that point towards moments. Moments are potentially 
pivotal points of change, emotional clarity, self-presence and the basis for becoming 
more self-fulfilled personally and societally whilst at the same time being containers 
for the tension between triviality and tragedy.27  

This links to the experience of making a diary recording for this research. A change 
takes place as a result of speaking the monologue.  Once those thoughts have been 
spoken, the instances or actions that they are describing are remembered more 
clearly - can be recalled more easily and are set apart even though the content is 
very mundane.  In a sense the recording produces a moment that in turn creates the 
possibility of an artwork.28 As Lefebvre describes 'In day-to-day language, the word 
‘moment’ and the word ‘instant’ are almost interchangeable. However, there is a 
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27	  I would argue that this tension is always subtly and sometimes not so subtly present in the work I 
have made.

28	  For example in the monologues; I am going to vote green next time, I am going to go and get some 
chips, the alarm going off for dinner, the don't do the cleaning go and do something you really want to 
do, the primroses under the tree, the daffodils at the end of the garden, the whole confessional of 
Catherine's story, Jon's listing is a prolonged moment, he is making something happen in his day by 
recording it, Nick skidding over the big puddles, the forgetting his name, the day before Fraser's 
birthday.  The utterances themselves form a moment - they raise up the ordinary and make us pay 
attention to it.  



distinction between them. When we say ‘It was an enjoyable moment …’, for 
example, it implies a certain length of time, a value, a nostalgia and the hope of 
reliving that moment or preserving it as a privileged lapse of time, embalmed in 
memory. It is not just any old instant, nor a simple ephemeral and transitory 
one.’ (2014:593)

Lefebvre’s moments are ‘perceived, situated and distanced.’ (2014:600, original 
italics) The distance brings more definition just as when we say what is on our mind it 
is no longer on our mind in the same way - we are distanced from it with our use of 
language.  Lefebvre states that at the heart of the everyday nothing is clear, therefore 
the moment represents an instance of increased clarity perhaps.

Andy Merrifield (2006:28) maintains that the moment for Lefebvre has the importance 
of the blank spaces in the type setting of Mallarmé’s poetry - the silence of the white 
paper being akin to the between the lines and uniquely temporal sense of moments.  
If one pays attention to the prosody of speech or transcribe it as in An Everyday 
2mins, spaces emerge which give clues to those instances that might disrupt the 
linear duration of the speech and imply the meaning of the words, the feel of the 
monologue.
 
De Certeau (1984:77) also discusses the importance of language and speech in the 
study of the everyday saying that ‘If the art of speaking is itself an art of operating 
and an art of thinking, practice and theory can be present in it.’29 

2.1.4  Michel De Certeau and the practices of everyday life.
Lefebvre’s last volume was printed in 1981 and De Certeau’s practice of Everyday 
Life volume one was first published in 1980.  There is no doubt that he must have 
been influenced by Lefebvre although the only reference he makes to him is: ‘the 
works of Henri Lefebvre on everyday life constitute a fundamental source.’  (1984: 
205 Footnote 5) relating to a section which explains how his book will expand on a 
notion of the ‘antidiscipline’ (a reference to Foucault’s volume - Discipline and Punish 
1978).  De Certeau uses antidiscipline to name the range of practices and tactics 
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used by consumers to subvert ‘discipline’  or the dominating socio economic order.  
This shares a dialogue with Lefebvre’s theory of moments as potentially 
transformative acts that derail the capitalist mechanisms of control.  There are 
several similarities between Lefebvre and De Certeau’s ideas about the everyday 
even though they each had a very different modus operandi. 

In terms of giving a perspective on the articulation of everyday life through 
performance and the use of recorded monologues it is the fact that De Certeau was 
less about the mechanisms of control in everyday life and more about ‘a practical 
science of the singular.’ (1998:xxxviii): a method of identifying the elements of 
everyday practices that dissolve the conflict between the particular and the general.   
As Luce Giard explains ‘We had to grasp the multiplicity of practices in action, not 
dream about them, succeed in rendering them intelligible so that others in turn might 
be able to study their operations’. (ibid) In this same vein De Certeau discusses what 
theorists exclude from their field in order to make it a discourse.  He calls what is 
excluded ‘ordinary practices’, or ‘what remains’ as Lefebvre suggests (Lefebvre,
1991:97).  The Practice of Everyday Life is a much more anthropological study than 
Lefebvre’s philosophical treatise. However, De Certeau is very clear that he is not 
asserting the importance of individuality but stressing that the individual is the 
location for social and relational interactions that establish ways of acting and 
operating in the world.  The work sets out to	  bring to light how the public (or 
consumers) act, react and interact with the systems of domination and what 
combination of actions work together to create a cultural whole.	  (1984:xi)  

Whilst Lefebvre was more concerned with overarching interpretations of the 
everyday, De Certeau examines what people or consumers actually do, not purely as 
individuals but in relation to others and society.  His focus is on how society resists 
the mechanisms of power and seems to be altogether more positive about how 
people go about their daily lives.  As Giard explains  (1998:xxii) ‘If Michel de Certeau 
sees these wonders everywhere, it is because he is prepared to see them’.  A 
sentiment which is at the heart of the listening to and repetition of the monologues in 
Domestic Spaces and An Everyday 2Mins.

De Certeau, like Lefebvre, looks upon the everyday as only materialized through the 
actions of people and identifies the ways that human beings dominated by 
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consumerism counter that status. De Certeau however, wants to know exactly how 
people do that – the detail of life in the way it is practiced and how that forms culture.  
It is this attention to detail that makes his work so pertinent since I am looking at lived 
experience through the commentary of individuals.

He is skeptical about the apparent neutrality of consumption and asserts that it 
infiltrates the everyday. The navigation through and re-appropriation of consumption 
by the public that De Certeau describes is not necessarily conscious though; it is 
something that he has to uncover, and in this way chimes with my practice of 
illuminating background thoughts and practices through the use of monologues. De 
Certeau talks in terms of ‘users’ of culture rather than citizens or ‘man’ as Lefebvre 
does.  This could be seen as simply a more modern term but it is also intrinsically 
different because it indicates an attitude towards people which sees them in control 
of how they ‘use’ culture. For De Certeau his enthusiasm for this study is that it 
represents a celebration of the ‘froth’ (1984:xxi) by which he means the transitory 
events in daily life which appear and disappear again that result from the richness 
and vigor of the ordinary.  

The principal discussion hinges on the agency consumers leverage by means of 
inventing ways of operating: it is what we do with frameworks and rules we are given.  
Interestingly like Lefebvre, he uses language as a theoretical model and the act of 
speaking as an example of the way that people re-appropriate a system for their own 
ends saying that ‘the act of speaking (with all the enunciative strategies that implies) 
is not reducible to a knowledge of the language.’ (1998: xiii) and neither is the 
everyday reducible to a list of what has taken place on any given day – what 
Lefebvre calls a ‘vulgar’ (2005:73) understanding.

De Certeau uses enunciation and articulation in speech as a metaphor adumbrated 
by a way of identifying and exploring the detail of everyday practices; we adapt life as 
we adapt language to suit our purposes - something that is highlighted in the 
monologues I have worked with and their contributors’ idiosyncratic use of language.  
Whilst De Certeau needs to make general points about how a whole society might 
use language in this way, my series of works look at individual behaviors in order to 
make connections with the wider picture.   The idea that speaking as the act of 
making use of knowledge and molding it for ourselves is the equivalent of making 
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use of systems available to us and re-appropriating them, can actually be heard in 
the voices of the participants talking about their everyday. They are both actually 
describing how they go about adapting daily life and also describing that in the way 
they speak, the prosody of their speech explains in another less conscious way.  
Therefore although De Certeau uses language as a parallel and a metaphor for 
everyday life practices, in this work of mine language and everyday life are one and 
the same, they exist in symbiosis.  The way of speaking cannot be divorced from the 
meaning of the speech and the individual making the monologue, all are made 
‘bricolent’ (1984:xiii) and emeshed into one entity.  The‘ antidiscipline’ (1984:xv) that 
De Certeau investigates is apparent in individuals’ ordinary life when we look closely 
as in the monologues.

De Certeau’s aim was to illuminate the ‘ways of operating’ that people employ, to pull 
out the detail by means of analysis and spell it out - render the background visible 
foreground.  It is specifically modes of operation that interested him, not the 
individuals that carry out these actions.  He intimates that there is perhaps a way of 
behaving that is innate and much older that consumer activity and disguised by a 
western rationalistic society. This chimes with Paul Harrison’s recent work on 
embodiment (1999:497-517) where he discusses how the background noise of our 
existence is hidden from us.  De Certeau has a pragmatic approach however, and 
concentrates on actions and practice, not getting drawn into existential questions as 
Harrison does about the nature of consciousness.

De Certeau explains that Durkheim and Freud produced theories of our ‘enlightened’ 
societies by looking at ‘primitive’ ones without ever having actually observed those 
societies personally, asserting that they never met those people.  Still they formed 
their theories from practices carried out there and in fact asserted that these 
‘primitive’ practices contained the key to understanding our social practices saying it 
‘bears the secret of our rationality’.  He problematizes the notion that although these 
practices are located far away from theoretical knowledge they possess its secret. 
One might say that even if a person had observed these ‘primitive’ practices directly, 
to generalise and draw conclusions about our own ‘enlightened’ practices is 
dependent on how acutely understood those practices are since they are born of 
different cultural biases.
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De Certeau does not break down everyday life practices into parts that can be clearly  
identified, divided and catalogued despite what seems like a systematic approach to 
the research. There is a recognition that even when this is done it does not represent 
the whole the ‘efficacious meanderings’ (1984:xviii) which make up human behavior.   
He does divide and analyse but not without relating one practice to another and then 
to the whole enquiry.  He does this mainly by working with ‘tactics’ and ‘strategies’.  
Strategies being the preserve of the controlling powers and tactics being 
opportunities made by consumers to manipulate those systems of control asserted 
with strategies.

I would suggest that particularly in An Everyday 2mins there is contained a rich seam 
of tactical resistance to what each individual perceives as the constraining influences 
of control, and it is partly this which makes them so compelling.  

Going to collect a load of planks tomorrow to build a shed

That’s what I’m

You know

It’s the only kind of thing that is cheering me up really

I’m going to build a nice shed in the garden out of planks

Umm

That I can hide in and listen to the radio

(Dudman 2015 An Everyday 2mins)

De Certeau’s use of similes to form concrete examples always pulls theory back to 
everyday.  As an example he gives the idea of someone renting an apartment and 
making it their own, transforming it through their own idiosyncrasies.  He points out 
that this is analogous to how readers (or in the case of my work, listeners, or if we 
take text more broadly to mean the object of study, simply people) insert themselves 
into a text and how speakers insert themselves into language through their life 
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experience and the way that they speak.30 Human beings are exemplars of the art of 
inserting themselves in to the text and the ways in which we do that is a main thrust 
of De Certeau’s everyday studies. 

The work in Domestic Spaces inserts my experience into the text.  It is not far from 
knowledge and aspects can be extrapolated to apply to the general population within 
certain cultural boundaries.  However it is important to recognize that we all have an 
everyday life and that the study of ordinary life necessarily engenders connection and 
identification with others.

Aligning everyday practices with art, De Certeau suggests that the practice of art 
(which he uses to mean an art not Art) might not have a scientific discourse but it can 
work things out in an experimental and practical way and that the resulting ‘know 
how’ ‘surpasses, in its complexity, enlightened science.’ (1984:66)(original italics) It is 
difficult to work with the terms that De Certeau uses which take science to be on the 
side of theory which it is in one sense but some scientists would argue that it is a 
deeply practical and experimental ‘art’ too, and art on the side of practice which it is 
in one sense although there are many theories which explain and elucidate the arts.  
Another way of looking at it may be that although art and science may start from 
different points they overlap in the middle with experimentation and creativity.  
However, there is, he suggests, a third position in between practice and theory – a 
root that will later be activated through practice. He calls it primitive and not 
discursive, and not ‘enlightened’ as in theory.  When it comes to articulating 
discourse around the everyday, De Certeau is not alone in asserting that ‘something 
slips away’ ‘something that can neither be said nor “taught”’ ‘but must be 
“practiced”.’(1984:77) 

One could say that this is the source of art practice and the practice of the everyday, 
in that it is not necessarily conscious, it is a cognitive operation but not necessarily a 
self conscious one in its making.  Decisions are made because they feel right - it is 
tacit knowledge, therefore one could conclude that in some sense art making is a 
practice in parallel with the practice of everyday life.  De Certeau paraphrases Freud 
saying that ‘there is knowledge but it is unconscious , reciprocally it is the 
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something distinctive, despite and because of the constraints.



unconscious that knows.’ (1984:71) suggesting that knowledge resides in practices of 
behavior, walking, talking etc (ibid)

De Certeau contends that since machines have replaced what human beings used to 
do in order to produce or manufacture by extracting the most productive practices 
and automating them, society deems the practices that are left like cooking, cleaning, 
sewing etc - tasks traditionally the preserve of women - insignificant and therefore not 
worthy of their own discourse. This is addressed in the second volume particularly 
where Mayol and Giard analyse the understanding of ‘neighborhood’ through 
everyday practices of work leisure, shopping and cooking.  Of course today in 
western economies the nature of production has changed beyond recognition even 
since The Practice of Everyday Life was published in the 1980s which Giard 
acknowledges in her update in the new edition of the mid 1980s. In the age of hifi 
and video recorders De Certeau asserts that increased consumption won’t do away 
with the inventiveness of users. The way that people appropriated and made use of 
these devices is the same as the way that we use mobile devices and platforms 
today – we make our own culture from them – a ‘private library of visual and sound 
archives’ (1984: 254)

Today digital technology produces both leisure and work practices, often at one and 
the same time and becomes part of a discourse that includes the individual and 
society as a whole - shaping science and everyday life and ultimately, knowledge.  It 
could be argued that most machines in daily life today are ‘push button’ devices 
where the thinking has been done for us by the designer or engineer and the ‘know 
how’ that De Certeau talks of is largely lost.  One could conclude that what links 
science and art is the practice of working it out, doing it your self, and that if this 
seems lost in everyday life it has been transformed by mobile technologies into a 
know how that is around connecting with other people – a social know how - a 
production of culture that is perpetrated by the masses through mass consumption.

In terms of the articulation of everyday practices De Certeau (1984:70) maintains that 
literature fills a gap and makes space for ‘everyday virtuosities that science doesn’t 
know what to do with.’ (Orphir 2006, Longbauer 1999, go into this in more detail) 
Writers like Virginia Wolfe in Mrs Dalloway (1925), Georges Perec in Species of 
Spaces (2008) , Proust in Swan’s Way (1981 trans), and more recently in the novels 
of Nicholson Baker (1988, 2004) give voice to the incidental actions and thoughts of 
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their protagonists.  Simialrly Giard (1998:160) when she describes the interview 
process and states that the ‘ sole intention was to hear women speak : to talk about 
the very activity that is generally accorded no attention.’ (original italics) This is 
echoed in the Domestic Spaces and The Long Thread films, which are unedited 
participant filmed sequences of themselves involved in an everyday activity. The 
rhythms and patterns of movement and body language speak of the detail of these 
mundane tasks in a way that speech alone cannot.  

fig 2.2  film poster for Jeanne Dielman (1976)

Chantal Akerman’s film Jeanne Dielman (1976) does something similar in the way 
one is drawn into the central character’s daily repetitive actions depicted in a 
deceptively straightforward way.

Lefebvre (1971:2 ) contends that it is Joyce in Ulyses (1922) who properly excavates 
the everyday saying ‘Joyce’s narrative rescues, one after the other, each facet of the 
quotidian from anonymity’, and asserts that the ‘momentous eruption of everyday life 
into literature should not be overloooked’(ibid). It was not only Joyce who paid 
attention to the daily in the one day novel, the modernist concentration on realism 
and thus everyday life was explored by writers such as Samuel Beckett, Gerturde 
Stein and Virgina Woolfe. A principal concern of modernist literary experiments was 
to represent and manifest the detail of the everyday – to ask, in the words of Liesl 
Olson (2011:180) ‘What is the significance of this insignificance’.
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Woolfe, particularly in Mrs Dalloway, explores the representation of life in one day. 
Her perspective on the daily life of women is particularly relevant to this research as it 
pertains to the daily life of writing a thesis – at home with an oscillating attention 
between inconstancy and stability.  Bryony Randall explores these tensions and the 
importance of the work of reading and writing in relation to Woolfe and her essay 
Modern Fiction (1984:160) In Woolfe’s writing the intellectual and domestic everyday 
are woven together and critiqued by Randall (2009) in her chapter Reading Writing 
and Thinking where she asserts that women’s labour is often undervalued and 
assumed to be mundane, whereas in fact women often have a clear appreciation of 
both its restrictions and its pleasures.  In connection to Lefebvre’s portrayal of 
women’s stance toward the everyday Olson (2011:179) asserts that ‘Lefebvre, for 
instance, has argued that women are so entrenched in the everyday that they are 
unable to critique it – as if it is women’s inexorable fate to generate the phenomenon 
on which his theories are sustained.’  

The inner life is examined extensively in Woolfe’s essay for example where she 
suggests that we  

Examine for a moment an ordinary mind on an ordinary day. The mind 
receives a myriad impressions – trivial, fantastic, evanescent, or engraved 
with the sharpness of steel. From all sides they come, an incessant shower of 
innumerable atoms; and as they fall, they shape themselves into the life of 
Monday or Tuesday, the accent falls differently from of old; the moment of 
importance came not here but there.

The way that she describes the inner dialogue making up each day resonates with 
the practice of recording daily thoughts and especially in The Long Thread 
experiments the attempt to capture fleeting impressions spontaneously. ‘From all 
sides they come in’ speaks to the babble running alongside conscious action that my 
work examines.  Beckett echoes this in the Unnamable (1953) 

words are everywhere, inside me, outside me . . . impossible to stop them, 
impossible to stop, I'm in words, made of words, others' words . . . everything 
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yields, opens, ebbs, flows, like flakes, I'm all these flakes . . . I'm all these 
words, all these strangers, this dust of words.

  
This mode of writing as a flow of consciousness is visible in Stein’s work which again 
focuses attention on the voice of the writer – the internal monologue that is so 
present in the work of this thesis. In Portraits and Repetition (1935) she writes a 
description, which echoes the rhythmic character of some of the composed sound 
tracks in Domestic Spaces and also the feel of the transcribed audio in the Hatton 
iteration of An Everyday 2mins that continually printed on a loop

    One is what she is.  She does not need to be changing. 
She is what she is. She is not changing.  She is what she 
is.
    She is not changing. She is knowing nothing of not 
changing.  She is not needing to be changing. 
    What is she doing.  She is working. She is not needing 
to be changing.  She is working very well, she is not 
needing to be changing.  She has been working very 
hard. She has been suffering.  She is not needing to be 
changing.
    She has been living and working, she has been quiet
and working, she has been suffering and working, she
has been watching and working, she has been waiting,
she has been working, she has been waiting and work-
ing, she is not needing to be changing.

Stein (2001:300)

As in the extensive repetition of some phrases in Domestic Spaces and the other 
works, the words draw attention to and express the everyday in a conscious effort not 
to remove its ordinariness. Olson (2009,p6) reminds us that:

The ordinary is an affective experience of the world characterized by 
inattention or absentmindedness ….. This kind of ordinariness allows for a 
reader’s own affective disinterest: the great risk that modernist literature takes 
is to bore its readers, pulling us into the very ordinariness that the text 
represents and embodies.
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The durational iteration of Domestic Spaces expressly plays with this risk through 
exhaustive repetition of phrases and the use of sudden interruption to disrupt the 
rhythm. Randall (2009:92) asserts that through their structure Stein’s texts ‘articulate 
and require the activation of alternative ‘ways of knowing’.’ – also an ambition in the 
work of this thesis.

However modernist fictional experiments also acknowledged and eventually 
embraced the impossibility of representing the ordinary without transforming it and 
thus Lefebvre’s work is more connected to the work of Perec who melded theory and 

literature on the everyday in his writing (Olson 2011) Perec’s practice was concerned 

with how to look at the everyday. Sherringham (2006:248) describes his four modes 
of practice as ‘sociological’, ‘autobiographical’, ‘ludic’, and ‘romanesque’ all of which 
interconnected and combined to present an oblique view of the everyday, never fixed 
and always inventive.

2.1.5  Conclusion

Everyday life is a central and yet extremely diverse theme for contemporary 
philosophy and cultural/social theory.  Multiple meanings are implied by this 
polysemic term for an amorphous subject. In this brief introduction to the field of 
everyday life studies an analysis of many significant and important texts by authors 
such as Debord (1961), Barthes (1973), Wittgenstein (1958), and Goffman (1969) to 
name but a few has been omitted in favour of what in the context of this research are 
foundational writings.  The texts I have drawn upon focus on a practical philosophy of 
everyday life and advocate a discourse which dissolves persistent binaries such as 
essence/appearance, particular/general, abstract/concrete, cognitive/pragmatic 
(Sandwell, 2004:161) 

What is revealed in the grounding given particularly by Lefebvre, De Certeau is that 
everyday life is a rich, political and heterogeneous world that is intertwined with 
paradoxes of possibility and constraint.   Ordinary life is both the site of individual 
appropriation and subversion but also the most powerful arena for societal change.   
The philosophical and historical foundation provided by Lefebvre maintains the scope 
of the everyday and counters its reduction to a free floating conglomerate of insular 
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actions and reactions.   The parallels drawn between language and the everyday are 
particularly relevant to the practice of recording and re-figuring spoken commentary 
about ordinary life that is core to this research.  The sense that both conceal through 
what is familiar.  

 Highmore hints that a concentration on life’s minutiae can be reductive asking 
‘whether ‘a science of singularity’ is actually symptomatic of neoliberal culture 
itself.’ (2011:166) He suggests that neoliberalism has been such a successful project 
in the west that there now exists a ubiquitous opinion that selfish disconnectedness is 
the natural state of human beings and kind connectedness is extraordinary.  As 
Highmore (2011:166) asserts ‘Since at least Hobbes’ Leviathan (1651) the idea that 
human nature is self-centred has been taken as common sense.’    

Ultimately everyday life is the matrix through which we make sense of the world.  
This section of the thesis illustrates the development of an instinct that the everyday 
needed to be the core subject of my research because of its personal significance, 
into a growing contextualised knowledge of the depth and breadth of the subject.  
What is essential is to see everyday life as the site where all of life is assimilated.  
Therefore the aim of this chapter section has been to bring together differing 
approaches to create a nuanced picture that emphasises the value of practical 
philosophy and ethnographic sensibility in order to look into, through, and up from the 
everyday.

2.2  The Aesthetics of Everyday Experience

There has been an increase in writing specifically about everyday aesthetics in 
recent years and there are many different approaches to the subject. Some believe 
that everyday aesthetics, are necessarily aligned with art aesthetics, some believe it 
to be an entirely new branch of aesthetics and some would argue that aesthetics 
itself needs to be redefined in order to encompass the unexceptional everyday.  The 
similarities between the views of the various authors do overlap however, and it is 
possible to navigate a path through very nuanced but strongly held opinions.

Highmore (2011:x) describes aesthetics in relation to its etymological root as ‘our 
lively sensitivity to stimulus from without and within; our sensate connectivity to a 
world of things and other people; our responsiveness to a world of feelings.’ In a 
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sense he is returning to a pre-Enlightenment idea of aesthetics as description of 
sensory experience not as an evaluation of it or a judgement of value. This might be 
the only practical way to examine the subject of an aesthetic of the everyday, since if 
we stick with a definition of aesthetic theory as philosophy as applied to art, everyday 
aestheticians who argue for an aesthetics of such things as smell, taste, sport for 
example would need to wrangle with justifying their subjects as Art. There are 
questions about whether legitimising everyday aesthetics is saying that those 
everyday things and experiences are Art or that they could be if considered in a 
particular way.  As Dewey (1934:3) and Leddy (2012:260) explain, what is more 
important to grasp is the continuity between art and aesthetic experiences. Leddy 
(2012) and Saito (2007) both highlight framing and context as the main factor in 
perceiving an everyday non-art event as aesthetic, explaining that the ordinary 
becomes less ordinary when experienced in aesthetically positive ways.

Brady (2005) opens up the field by discussing the impact and importance of smell 
and taste on our aesthetic appreciation of everyday life.  What we can appreciate 
aesthetically in everyday life may not be beautiful in the traditional sense, it may be 
mundane, and not singled out for attention because of some outstanding quality, but 
nonetheless, given a certain sort of attention and consideration, it can give a subtle 
pleasure.  For example, in the carrying out of a task, chopping apples for instance, 
there might be pleasure to be gained from getting the peel off in one go with a 
particularly favourite peeler and then the feel of getting the slices just right, holding 
an apple portion in your hand whilst slicing it into a pan, listening to the way they drop 
first onto the bare metal and then onto other pieces of apple.31 

Leddy (2005:17) discusses this type of attention and refers to the ‘Zen Buddhist 
monk’ and the ‘Schopenhauerian artist’ being capable of transforming everyday 
aesthetic experience into something extraordinary.  He calls it the ‘aesthetic attitude’ 
and, although he doesn’t align himself with them, explains that some have claimed 
that ‘anything can be appreciated under the aesthetic attitude and hence become 
aesthetic.  Such a position dissolves the distinction between everyday aesthetics and 
every other form of aesthetics.’ (2005:17) Leddy goes on to discuss LS.D induced 
experiences and calls for a distinction to be made between ‘the aesthetics of 
everyday life ordinarily experienced and the aesthetics of everyday life extraordinarily  
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experienced.’ (2005:17) He concludes that to increase the intensity of everyday life 
experiences pushes them in the direction of the extraordinary, so that they might then 
stand out from the ordinary.  He maintains that to call something everyday it needs to 
be inconspicuous, but actually in order to appreciate an ordinary occurrence 
aesthetically it has to stand out to make us notice it.  We can’t possibly see 
everything with an aesthetic attitude - it would be mentally over stimulating and life 
would grind to a halt, however this does not mean that aesthetic interruptions cannot 
punctuate the plane of daily life and still remain very much in the realm of the 
ordinary. Leddy does concede that there is a tension in the concept of the aesthetics 
of everyday life and suggests that rendering something aesthetic takes it out of the 
everyday, and therefore there is a push and pull between what can be truly everyday 
and what can be termed aesthetic.32  

This conflict about what could be termed aesthetic in everyday life is investigated by  
Emily Brady who makes a case for negative aesthetics in her work on ugliness and 
nature (2005).  As Brady states, some theorists assert that there is no such thing as 
ugly in nature just a lack of knowledge about nature which once corrected enables 
the appreciation of beauty in the ugliness. Yet another side to disagreeable 
aesthetics is the repetitive, mundane, ordinary, boring and monotonous, which, once 
framed in a positive way, could be seen as aesthetic.  The counter argument to this 
would be that in fact many of the tasks we have to carry out in our daily lives to keep 
the domestic wheels turning, we would happily do without and lavish our positive 
aesthetic attention on something else more exciting or gratifying, however, and here 
is the paradox, the everyday is both a source of frustration and resentment and the 
precious binding that holds life together.33  

One could summarise that everyday aesthetics is more broadly that which creates 
meaning through our relationship with it. Arto Haapala (2005:52) outlines his position 
suggesting that ‘we should simply become more aware of the pleasurable aspects of 
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32 So if I am saying that I am not lifting the everyday up to turn it into art, not transforming it but shining 
a light on what is actually there, is that disingenuous? I am making art out of the everyday, there is no 
doubt about it, but I am trying to preserve the actual nature of the everyday in that, not to transform but 
to remediate and re-present so that it is available for others to see.  It comes back to this quality of 
attention – everyday occurrences change when you pay them attention, when you hold them in your 
consciousness for a while and look at them, they become part of memory then, it is a way of stopping 
time.

33 The durational Newbridge Domestic Spaces work was partly about testing the boundary between 
real life and art – did the work also exist in everyday life – did it form part of the mundane too?



the everyday without making them objects of aesthetic appreciation in the traditional 
sense. Perhaps we could give new meaning to the phrase ‘the aesthetics (or the art) 
of living,’ that is, to value the particulars of the everyday.’ He adds that aesthetics 
don’t have to be about the exceptional; it can be about our daily patterns and habits. 

This relationship between aesthetics and the everyday is played out in the works in 
this thesis.  In watching the films made for Domestic Spaces and The Long Thread, 
the compelling simplicity and beauty of these everyday tasks comes across even 
though the instruction to collaborators was to place a camera and let it run while they 
were doing the task.  No conscious attempt to ‘make a film’ was required and there 
was no editing carried out afterwards.  Still the films attest to ‘the art of living’ and the 
simple beauty of that.  The films, rather than turning mundane acts into art only make 
us pay attention to them; creating a relationship between what we see and our own 
lives.  

Sherri Irvin (2009:136) states that:

Theorists in the aesthetics of the everyday typically claim that objects and 
activities not essentially connected to art or nature can have aesthetic 
properties and/or that they can give rise to significant aesthetic experiences.  
Aesthetic analysis, then, is appropriately extended to virtually all areas of life.

An important point to make in relation to this quote is that a person’s everyday life is 
not just anything they do everyday, it is not about what occupies an individual, for 
example a musician would say their everyday experience is focused around music 
but this is not an everyday that connects us all – it is not something that we all have 
in common. Yuriko Saito (2001:88) states that ‘most non-art objects and activities 
concern our everyday experiences of eating, clothing, dwelling, cleaning, and dealing 
with natural elements. Unlike the institutionalized art world, these are shared 
universally.’  

The aesthetic of the everyday shares terms and identification with the aesthetics of 
art, but the aesthetic of the everyday is not so neatly defined as that of the arts, the 
object and the experience are not so tightly packaged.  For instance, a painting is 
traditionally isolated on a wall with no interference, and a protocol exists for how one 
should take time out to view it, and this would also be said for theatre and music for 
example.  In contrast the everyday ‘non art’ aesthetic experience is much more 
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messy and likely to encompass the whole experience including background noise, 
visuals, activity, people, interactions, and as Saito says they ‘almost always engage 
us bodily’.(2001:89)  She describes the Japanese tea ceremony, which can be seen 
as an aestheticized form of everyday life, as an example of a cultural practice that 
engages the aesthetic sensibility.  However, she does not immediately account for 
artwork that is also open ended, ‘frameless’ and facilitated by participation. It is not 
that art is always restricted to what she calls ‘the higher senses’ of seeing and 
hearing; it is the context of the experience that marks the difference between art and 
the everyday.  Despite the seeming fluid adaptability of some artwork, particularly in 
the areas of socially engaged and performance art, the experience is still defined and 
bracketed within artistic parameters.34 However in pointing out the difference 
between some (paradigmatic) art and everyday life she is highlighting the importance 
of context to the categorization of aesthetic experiences. Saito states that there is no 
frame for everyday life aesthetic experiences and that there is no particular way to 
experience – it is up to the individual to decide.  

Perec’s writing and the Fluxus instructional works can be seen to be bridging that 
divide between the framed and the frameless experience by providing instructions for 
everyday life.  Attending to the insignificant in everyday life as a strategy for aesthetic 
appreciation is particularly prominent in Perec’s work although his intention is about 
questioning everyday life anthropologically, being curious, not taking what is in front 
of us for granted but looking again.  The result of putting into action some of his 
suggestions however is an aesthetic appreciation of the mundane.  He tells us to 
‘Make an inventory of your pockets, of your bag’ ,‘Question your teaspoons’  and 
asks ‘What is under your wallpaper?’ and ‘How many movements does it take to dial 
a phone number?’  and follows with:
" It matters little to me that these questions should be fragmentary, barely 
" indicative of a method, at most of a project.  It matters a lot to me that they 
" should seem trivial and futile: that’s exactly what makes them just as essential, 
" if not more so, as all the other questions by which we’ve tried in vain to lay 
" hold on our truth. (2008:210-21)
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34 Perhaps taking everyday routines and thoughts out of the everyday and turning them into an art 
experience is the equivalent of what Dewey calls ‘having an experience’ – making those open ended, 
fluid, frameless experiences of everyday routine have a frame – so that they may be elevated?  
Elevating everyday life into an extraordinary experience.  I am trying to say that all this inconsequential 
stuff is also where life is – it is important too and extraordinary in its own way and perhaps making it 
into art is the only way for me to do that.  It’s still not about the stand out moments.



Perec is concerned with making art-like life not life-like art.  There is a difference 
which is that the first is in a life context not an art context and the latter the 
opposite.35

Whilst it is true that a visual artwork or musical composition which takes inspiration 
from the everyday can bring those things to our attention and perhaps even cause us 
to look at them differently, I would argue that it is not the everyday that is being seen 
in an aesthetic light but its treatment by the artist. It is somebody’s vision.  These are 
artworks, they are not everyday objects and events that are experienced in our 
everyday lives.

Leddy expresses an opinion that the everyday is banal and uninteresting otherwise it 
is not strictly the everyday and goes on to say that Art that takes the everyday as its 
subject matter is proof that everyday life experiences can be aesthetic. They can be 
aesthetic however Art makes things aesthetic too; those things don’t have to be 
aesthetic to begin with.  What makes everyday experience aesthetic is our 
construction of it, a theory endorsed by Yi-Fu Tuan (1989:234) when he says ‘The 
aesthetic response depends on, and can perhaps be endlessly extended by, 
association, memory, and knowledge.’ Tuan asks if it is ‘right that we only attend to 
the magic and beauty of the surface without looking underneath.’ 36 There is a 
difference in being aware that one is having an aesthetic experience and looking at a 
moment retrospectively and appreciating it as such – the implication being that 
imagination and memory also form aesthetic experiences and in some cases actually 
strengthen the aesthetic properties through the knowledge, context and imaginative 
enhancement of the memory. 37

Sherri Irvin who argues for an everyday aesthetic writes that artworks using ordinary 
objects and sounds as subjects  ‘invite us to apply to everyday objects and events 
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35 Save our railway! Postcards on the table to join the petition, hot sun through the window just missing 
me and allowing me to be cool whilst typing.

36 Maybe I am still looking at this, the boring under the surface stuff, and saying the mundane bears 
looking at because it yields insights - the retelling is part of that process, like Lulu’s monologue about 
getting photos printed and my recording whilst having left overs for lunch.  Making more of those quite 
tedious observations, by looking at them again.  A sense of making the most out of the inordinate 
amount of time all the everyday stuff takes.

37 In retelling our stories of ordinary life through this work they become aesthetic experiences for 
others because they make us think of other things, memories and reflections that are the result of the 
re-framing. It is what happens as a result of the retelling.



the same aesthetic regards traditionally reserved for artworks.’ (2009:137) I would 
argue that this is taking everyday things and making them into art, they have been 
transformed, they are not in their original state, they are no longer commonplace or 
everyday.  

  fig 2.3. B.Wurtz, Untitled 2013, Wood, Wire, plastic cup, plastic bag

Seeing a work of art in a gallery or hearing a musical composition in a concert hall 
does not necessarily connect with our everyday experience.  There is an aesthetic 
distance necessary to transform the everyday into art, but the distance is necessarily 
shortened in order to explore the raw detail of the everyday (Dezeuze: 2005).38  It is 
important to maintain a critical objectivity when making a piece of artwork but it is 
only possible to attend to everyday experience through a thoroughly subjective and 
immersed attitude.  As soon as we step back we are observing ourselves and the 
observations are reportage, witnessed and for an invisible audience. 

Yuriko Saito draws conclusions in her book Everyday Aesthetics where she writes of 
the tension in making artwork

Much of art is inspired by and based upon everyday life, from the symbolism of 
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Vermeer’s Dutch interiors of the 17th century, to Duchamp’s Fountain (1917), 
Kaprow’s 1960s happenings, Baker’s Kitchen Show (1993) and Tiravanija’s cooking 
performances begun in 1992.  What the everyday aesthetic is about however is a 
much more holistic appreciation of experience: experience which can occupy all our 
senses and be triggered by place or sensation as much as an object.  In the practice 
works for this research the aesthetic experience of recording, performing with, and 
engaging with the performance of everyday life is central. 

When discussing the aesthetic experience, Irvin as well as Leddy and other theorists 
of everyday aesthetics refer substantially to Dewey’s Art as Experience (1934) as the 
basis for critical accounts. Dewey’s central endeavour is to assert that everyday life 
as distinct from the fine art experience can also be the site of an aesthetic 
experience. Dewey talks about ‘lived through experience’, ‘that is eventful for the 
subject without being retrospectively acknowledged as such through the process of 
reflection’ (Highmore 2011:23), intimating that aesthetic experience can be felt 
without it being possible to express it verbally.  The lived through experience is about 
the moment, what happens in the present, and therefore cannot be caught hold of 
and expressed without engaging an awareness of having an experience, an 
awareness which transforms the event in the way that Tuan explains39.  This links 
back to Lefebvre’s theory of moments and the creation of an aesthetic experience 
from those moments of attention in my work.  Dewey goes on to say that ‘aesthetics 
names the exteriority of interior life’ and that ‘ aesthetics originate in everyday life but 
that aesthetic experience transforms and supersedes its origins’  Highmore states 
that ‘it soon becomes clear that to do this means we have to exercise a sense of 
discrimination about what is going to count as aesthetic within the 
everyday.’ (2011:39)  There is a question over what I am taking out of the everyday to 
make into art, what it is that attracts me. The aspects of everyday life that have been 
pulled out of experience to make into artwork are not accidental, there is something 
about those very particular things which make them, although very everyday and not 
contrived, somehow more worthy of attention.  Barthes in Camera Lucida (1981) 
talks about the ‘punctum’ in relation to photography to describe an element in an 
image which connects with one’s own experience and adds meaning. The question 
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argue that any event or occurrence that one attends to in detail, becomes an aesthetic experience – 
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remains as to whether this seemingly unconscious selection is actually a judgment 
on aesthetic grounds or a visceral response. It may be impossible untangle. 

Dewey defines the aesthetic experience as that which stands out from ordinary 
experience but it could be argued that these experiences are ‘special’ occurrences 
and not everyday.  He gives an example of what one might call an aesthetic 
experience of the everyday as a meal in a restaurant that is a particularly fine one, or 
a storm on a sea crossing that was particularly fierce. Dewey focuses on the 
memorable event that can be shaped into art as it has a beginning and an end, it is 
complete and defined.  However the everyday is more often than not unresolved, 
timeless, and uneventful.40 According to Dewey ‘the enemies of the esthetic (original 
spelling) are neither the practical nor the intellectual. They are the humdrum; 
slackness of loose ends.’ (1934:40)  Dewey talks of ‘drift’ in everyday existence 
saying ‘we yield according to external pressure, or evade and compromise’ and goes 
on to say that ‘There is experience but so slack and discursive that it is not ‘an’ 
experience’. (ibid)41 So although Dewey rejects the importance of the mundane he 
points towards what this experience might be, what form it takes and describes the 
nature and difficulty in categorising and defining the parts of everyday life that are not 
eventful.  In response to Dewey’s thesis Saito counters that: ‘Just as art is 
necessarily defined as an exception to the everyday objects, the aesthetic 
experience conceived as a special experience is also an exception to the everyday 
experience.’  She argues that ‘by making the ordinary extraordinary and rendering 
the familiar strange, while we gain aesthetic experiences thus made possible, we 
also pay the price by compromising the everydayness of the everyday’. (2007:50) 

What about the parts of everyday experience that Dewey discounts as being anti 
aesthetic and not worthy of attention? Irvin (2008:29-44) articulates the reason for 
attending to everyday experience as:

We should attend to the minor moments of experience that supply much of the 
texture of our lives. And we should acknowledge that most of life is, in fact, 
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go by un-noticed but which once considered, become exposed as extraordinary. Paying attention to 
everyday occurrences marks them out as being something other than the everyday – they are raised 
up momentarily before falling back.

41 What remains of the everyday after ‘‘an’ experience’ is the excess, the bits left over. These are the 
points I want to foreground. 



made up of minor moments.’ when we; ‘regard it as unworthy of attention, we 
deprive ourselves of a source of gratification.  If we attend to the aesthetic 
aspects of everyday experience, our lives can come to seem more satisfying 
to us, even more profound.  And of course, through attention we may learn to 
build upon and enhance the aesthetic character of experience.

This openness to the aesthetic in the everyday however is criticised by Christopher 
Dowling (2010) in the Oxford Journal of Aesthetics where he asserts that there 
should be a distinction drawn between what Irvin sites as aesthetic, for example  ‘I 
run my tongue back and forth on the insides of my teeth feeling the smoothness of 
their central surfaces and the roughness of the separations between them’ (2008:29) 
which he considers may be pleasurable, and aesthetic value, which he asserts is in 
danger of being trivialised by what he believes is ‘merely equivocating between 
‘aesthetic value’ and ‘pleasure’ .

 The polysemous nature of the detail resulting from the attention that Irvin speaks of 
makes it difficult to articulate in the written word, a point that Highmore makes 
throughout his writing on the everyday.  However Highmore never really identifies 
what is lost in a scientific written articulation of the everyday, what the meaning of the 
unarticulated is.  The writing searches for the meaning of the everyday but struggles 
to identify it.  However, it could be argued that the issue is the medium and that 
something of this unknowable or, not available for analysis, activity can be expressed 
through a multi sensory art practice that is informed by ‘an indifference to a hierarchy 
of significance’ (2011:46) that Highmore talks of in relation to Ranciere’s attitude to 
the philosophy of art. 

So there is something that makes us stop and take notice and interrupts the usual 
pattern of behaviour or reaction to daily happenings.  Highmore describes it as ‘the 
rip’ (2011:48), the change in how the ordinary is observed or identified with – the 
removal of something, an occurrence, from its original place, a ‘moment of 
negativity’. These things, these splendid experiences and visions may be nothing, 
maybe insignificant, but once noticed become something and once singled out for 
making into art become something else again. Highmore argues for an aesthetics of 
the everyday which does not lift the ordinary out of its place in order for it to be 
realised – it goes by, its aesthetic value disappears with it, as it is lost in memory or 
time.  He maintains that ‘the landscapes of ordinary lives are not rendered aesthetic 
by the practice of art, they are already aesthetic as they are lived in a world sensually  
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and sensorially shaped by a whole panoply of form that includes artistic 
materials.’ (2011:53) However for artists, it could be argued that it is the recognition 
of the aesthetic possibilities of their subject matter that leads them to want to 
transform that into art.  There is no intention to raise it out of ordinary life to the 
elevated status of art, it is already recognised as extraordinary in life. This rip then is 
a punctuation that forces attention where perhaps there was none.42  There is no 
doubt that creating art out of the everyday does put distance between the source and 
the work – this distance allows reflection – allows the gap between art and life to 
become fluid and indistinct, creates continuities. (Kaprow:1966) One could call this a 
remediation of the ordinary rather than a transformation or as Danto (1981) puts it a 
‘transfiguration’.43 

Michael A Principe (2005) discusses Danto’s position on the everyday and makes a 
comparison between his view that the everyday is entering the world of art – almost 
infiltrating it, and that of Gianfranco Baruchello the Italian artist in his book How to 
Imagine (1984) where the everyday is being entered by art, the opposite position to 
Danto.  This is an important distinction because it says that Baruchello acknowledges 
that art has become less part of everyday life and that his work is about blurring the 
distinctions.  Danto on the other hand sees the art world as necessarily separate and 
even ‘higher’ than the ordinary everyday. In Danto there can be no art of ordinary life, 
art is the transfiguration of the commonplace not the actual commonplace.  
Baruchello’s book however describes his life on the farm and how he sees it as an 
actual artwork, in itself an opportunity for creation, attention and meditation on life.44  
This approach to the everyday is echoed by Allen Carlson (2000:51) in his work on 
the environment and nature advocating an attitude which: 

involves recognizing that nature is an environment and thus a setting within 
which we exist and which we normally experience with our complete range of 
senses as our unobtrusive background.  But for our experience to be aesthetic 
requires unobtrusive background to be experienced as obtrusive foreground. 
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Transfiguration of the Commonplace (2005) Danto’s enquiry ‘is restricted by the static polarity it sets 
up between art and a commonplace which remains in essence everything that is not art.’

44 This preoccupation with the everyday comes at the same time as the development of my work 
towards the immateriality of performance.



Like Baruchello, Carlson places importance on noticing the background of our 
environment – and as part of this we can include background thought too.45  Principe 
draws our attention to Baruchello’s paintings of the farm period including ‘a figure that 
looks somewhat like a butterfly’ (2005:60) which Baruchello (9) describes as ‘a figure 
concerned with all the things that are in the corner of the eye where you don’t really 
see them.  Its an image where everything that’s central to vision has been eliminated, 
and what’s left is this corner of the eye and the things that are there are all the things 
of which you don’t usually have any clear realisation’ (ibid).  This goes back to 
Highmore’s assertion that the everyday is elusive and in part unknowable, what he 
calls ‘the background hiss of the ambient everyday’.46 (2011:1)

Saito (2007:39) explains what she feels is the purpose for a study of everyday 
aesthetics surmising that: 

If nurturing this awareness of the neglected, but familiar, aesthetic gems of 
everyday life is an important mission of everyday aesthetics, which I believe it 
is, I also believe that it is equally important to illuminate those dimensions of 
our everyday aesthetic life that normally do not lead to a memorable, standout, 
pleasurable aesthetic experience in their normal experiential context.

She goes on to explain that the very fact that ‘artists maintain their status as artists 
and the works’ distinction as art, then the everydayness that they try to capture 
eludes their works’. (2007:39) Saito consistently asserts Art cannot be everyday 
because it is Art, and is framed as such by the artist, the viewers, and the art world in 
general. One could argue that examining the everyday in any way including through 
academic writing, lifts it out of its ordinary context.  Part of the objective for the work 
in this thesis is to practically explore the everyday through inclusive methodologies 
that work with these tensions. 

2.2.1  Conclusion

Everyday aesthetics are clearly germane to this study but not because aesthetics are  
conventionally applied to the arts but because the study of everyday aesthetics 
exemplified here makes a case for an aesthetic approach to life which highlights the 
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disregarded aspects of life.  However important drawing attention to the aesthetic 
quality of those experiences is, as Saito and others believe, the quality of 
everydayness has to be experienced in the moment.  This does not mean that those 
moments cannot transcend the everyday or that subsequent reflection changes the 
everyday experience. (Dilthey 1976:184)  

Reflection on the everyday aesthetics discussed here leads me to ask what might be 
lost in and artistic presentation of ordinary life and therefore what could also be 
added to the discourse.  The aesthetics of everyday choices, actions and even 
thoughts are all part of ordinary life, thus in the monologues by myself and 
contributors to the research, the selection of words although absolutely 
commonplace has an aesthetic dimension which is then highlighted in the 
performance.  The practice works in this research are positioned within both 
aesthetics in everyday life and aesthetics of everyday life through the recording 
activities and the subsequent public performance. The performances mirror the rise 
and fall of the extraordinary in everyday experience and maintain the integrity of the 
mundane. 

2.3  Politics and the Domestic Everyday

The perception of politics, even what might be termed everyday politics is usually 
understood to be the actions of governments and states and the way that people 
interact with those mechanisms of control and influence. Organization through 
political parties, elections, local councils and even self organized campaigning 
groups such as 38degrees in the UK, often seem very removed from most people’s 
everyday lives.  At the time of writing, the imminent EU referendum in the UK has 
made government politics more relevant to many people, because of a general belief 
that being in or out of the EU will affect ordinary life substantially. It could be argued 
however, that the referendum debate in the media demonstrates a very limited idea 
of the political realm in everyday life, and focuses mainly on financial loss or gain and 
abstract notions of national identity via the issue of immigration.47 

Whilst these issues are undoubtedly very important and do affect ordinary life in 
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particular ways, what is relevant about the focus on the political in everyday life in 
relation to this study, is a more nuanced lived politics and how we influence and 
shape society through our private actions. Statements like the following from Nancy 
Ries the anthropologist absolutely ground the formation of society in everyday life.
‘The critical, even if obvious, point is that it is the local, familiar, quotidian, and quite 
material universe of human labor, cooperation, and consumption—wherever that 
exists and whether market-mediated or not— from which the vehicles of social 
consciousness and the consciousness of society are built, both collectively 
(phylogenically) and individually (ontogenically) (2002. p728)

 If we take Lefebvre to be the forerunner in considering the everyday as a discreet 
subject of study then it is easy to see that there has always been an acutely political 
aspect to the consideration of everyday life.48  Although Lefebvre examined the 
constant flow and intermingling of different realms and believed that the quotidian 
was the site of subjugation, he also asserted that the personal realm is the only 
possible site of resistance to governmentality, explaining that   ‘everyday life is a 
primal arena for meaningful social change—the only arena— an inevitable starting 
point for the realization of the possible.’  (1971:14) Michel de Certeau’s pioneering 
work also attests to this fact asserting that people subvert power systems by 
improvising with their daily almost invisible domestic rituals, through the act of 
consumption in its broadest sense.  De Certeau describes this consumption stating 
that ‘it is dispersed, but it insinuates itself everywhere, silently and almost invisibly, 
because it does not manifest itself through its own products, but rather through its 
ways of using the products imposed by a dominant economic order.’(1984:xii) 

Despite the groundbreaking work of these two authors I would suggest that it was 
really the second wave feminists who took the matter into their own hands and 
grounded politics in real life experience much as Luce Giard did in the second 
volume of The Practice of Everyday Life some years later making this statement 
which encapsulates the importance of foregrounding everyday practices.  ‘In the 
kitchen, one battles against time, the time of this life that is always heading toward 
death. The nourishing art has something to do with the art of loving, thus also with 
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the art of dying.49 (Giard,1998:169)  Activists prominent in the sixties and seventies 
such as Selma James and Carol Hanisch who coined the phrase ‘the personal is 
political’  provide a bedrock for the intention in my work to value women’s ways of 
approaching daily life.

Carol Hanisch wrote a retrospective introduction to her 1970 paper which was 
entitled ‘The Personal is Political’ by the editors of Notes from the Second Year: 
Women’s Liberation. In her introduction to the paper she reiterates its original intent 
and the origin of the phrase. The original paper was a response to criticism that the 
women’s liberation movement’s (WLM) consciousness raising groups were just 
‘naval-gazing’ ‘personal therapy’ groups – ‘and certainly not political’.  She explains 
how in criticism of the groups ‘the opposition claimed if women would just “stand up 
for themselves” and take more responsibility for their own lives, they wouldn’t need to 
have an independent movement for women’s liberation.’ (2006:1) In another paper 
from 1968 Hanisch states that the two aims of the movement were ‘awakening the 
latent consciousness of women about their own oppression, and building 
sisterhood.’ (68:1) The everyday has the potential to produce a radical commonality 
but in order to do that it is necessary to recognise difference and examine the 
idiosyncrasies of daily life, not to make automatic assumptions that maintain the 
status quo but to question the ways we live everyday life.

There is an important political aspect to the rise of everyday life studies itself. It has 
had a part to play in bringing out into the open the lives and practices of those people 
including women who have been left out of historical accounts.  Dorothy E Smith 
(1987), and Luce Giard (in Certeau et al 2000) provide critiques that excavate the 
detail and significance of women’s everyday lives in the 20th and 21st century.  As 
Kaplan and Ross assert, ‘Social reproduction - what we are calling here everyday life 
- has, of course, become in our own time the urgent issue on a host of political and 
cultural agendas, most significantly on that of feminism. For everyday life has always 
weighed heavily on the shoulders of women.’ (Kaplan and Ross, 1987:1-4)
The strength found by many women through the process of sharing personal 
journeys was what enabled the women’s movement to progress and make a 
difference to many people’s ordinary lives. The focus on the effect society’s systems 
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of control had on women’s everyday lives was catapulted into the public realm 
starting with Betty Friedan’s book The Feminine Mystique in 1963.  This was a 
revolutionary process which, as well as having a lasting impact on women has 
arguably enabled the consideration of everyday life as vital to the smooth functioning 
of today’s society. 50 In its most positive guise it was not about championing women 
above men but about a parity of approach.  Today it is about valuing what women 
value and empowering men to take part in that society too, to have the opportunity to 
benefit from a different less adversarial, competitive approach to life.  It is about 
saying look at these things they are important and just because our society is not 
geared up for working practices that value the family, people and equality it does not 
mean that they are not important.  

The work in this thesis is consciously cross gendered and seeks to highlight the 
central importance of the ordinary to society for men and women.  Housework and all 
those domestic chores in the 60s and 70s were hated because they were part of 
women’s oppression and still are to an extent, but the movement took the lid off 
everyday life and paved the way for people like Ben Highmore to be able to write 
about his domestic life and for it to be considered important.  In a recording for An 
Everyday 2mins Sion describes setting the grill pan on fire trying to make his 
children’s tea but finishes his day with the satisfaction of the prospect of building a 
shed to listen to the radio in.  His work, household chores and desires are all treated 
equally in his monologue about the day. Mick describes his weariness after a long 
frustrating day at work and his disappointment at not seeing his family as a result. 
Silverstone encapsulates the range of feeling about home and everyday life 
communicated by the monologues as a whole saying that domestic space is:

" gendered and highly differentiated according to geography, class position and 
" culture. It can be a place of conflict and despair as well as of peace and 
" security. It can be a haven or a prison.  They are social, economic, cultural and 
" political spaces. And they are technological spaces. And in all these 
" dimensions our domesticity is unsettled and vulnerable, extending beyond the 
" physical spaces of the house, or the social relations of the family, into a world 
" of change, of movement. (1994:25)
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enables the organization of home life and enhances moral.  Her experience of working life is that ‘its 
geared up to a certain sort of lifestyle……but my life needs to be very structured I don’t do last minute 
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Whereas Heller describes home as a firm base - 
" Integral to the average everyday life is awareness of a fixed point in space, a 
" firm position from which we ‘proceed’...and to which we return in due course. 
" This firm position is what we call ‘home’...‘Going home’ should mean: returning 
" to that firm position which we know, to which we are accustomed, where we 
" feel safe, and where our emotional relationships are at their most intense. 
" (1984:239)

Silverstone presents a view of the domestic space as conflicted and susceptible and 
Heller describes a more conceptual version of home as an idea of safety and 
familiarity. The two statements together illustrate that the domestic sphere contains 
the most intensely ambiguous aspects of ordinary life.  Highmore discusses the 
ambiguity of domestic routine and ‘its characteristically dual nature of comfort and 
constraint’ (2004:308). Rather than contrasting the routine with the creative moment 
as Fiske(1989) does, Highmore recognizes that domestic routine can contain both 
frustration and comfort in one action at any given time.  For example, identifying with 
Highmore’s personal experience, when I am putting the children to bed at the end of 
a busy day, when they are tired and I am tired, they are resistant to being organized 
and I am distractedly wanting some time to relax and not focusing on them, it can be 
incredibly frustrating and tiresome for us all until something happens to break through 
our pre-occupations, to bring us into contact with what we are actually doing, and for 
instance I am putting some cream on my daughter’s skin and she has her face 
upturned and we feel close and the frustration disappears.  A bed time routine filled 
with contradictions, many conflicting emotions, partly wishing we could just let go of 
the routine, partly knowing that it is necessary and partly it is about finding the 
essential quiet at the end of the day through these simple repeated actions suffused 
with meaning. 

In this sense, my contention is that there is satisfaction to be gained from these 
routines in themselves even though the acquisition and maintenance of routine is 
hard won and some people seem more inclined towards it than others. Often our way 
of doing things is unconsciously passed down from generation to generation, so that 
they are also ‘collective patterns’ (Ehn and Löfgren 2010).  Routine can satisfy a 
desire for meaningful ritual, and combines the imposition of outside forces with ones 
own needs in order to navigate through life. There is no doubt that in some way these 
things provide the scaffolding which allows a more diffuse and imaginative state of 
mind to pervade. 
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These apparent opposites permeate the everyday and are a feature of so many of 
the tasks that we repeat on a daily basis.  This can be seen in Domestic Spaces 
when the school run is filmed – the route is automatic and it is possible to almost 
drive on automatic pilot.  When this route is finished and the children no longer go to 
that school because they have moved on – the route maintains a familiarity which is 
nostalgic but at the same time retains some of the monotony of previous times when 
the journey was part of the morning and afternoon routine. However driving to and 
back from the school run has something of the commuter freedom to it. (Ross 
1995:55) The film shows a peaceful rural scene driving back from the school but it is 
time to prepare for the day, time to both be alone and think freely within the 
constraints of the routine.

Although the domestic sphere is still fiercely contested and loaded with gendered 
stereotypes sometimes the beauty and satisfaction in tasks can be recognised 
without submitting to the drudgery. In an article on the place of beauty in everyday life 
Paulina Rautio (2009:3) looks at domestic life through the eyes of one woman’s 
letters.  Once engaged in writing the letters about her ordinary life as part of the study 
she began to take notice of how certain tasks made her feel. ‘I notice that when I‘m 
hanging laundry I think of the colours.  Its funny really....And then I think about whose 
sweater I can hang next to whose.‘   Luce Giard in her chapter on cooking (1998:149) 
extols the virtue of an embodied learning which took place in her mother’s kitchen 
and which she only latterly valued for its beauty and heritage.  Tim in his monologue 
for An Everyday 2mins describes enjoying the routine of needing to do the same 
things again and again and the simplicity of a domestic weekend - feeding the cats, 
taking a cup of tea up to his wife in the morning, doing the shopping. (see appendix 
no ..)  These instances of the enjoyment of domestic necessities is countered by 
Fiske (1989) who sees domestic chores as disempowering because they are 
compulsory and asserts that ‘the pleasure lies in its creativity not in its 
necessity.’ (Moran 2005:10) Fiske divides the everyday into creative practices and 
monotonous routine in a false separation of practices that in reality create eachother. 
The pitting of routine against spontaneity needs to be questioned in relation to 
everyday life.  Elizabeth Shove (2009:9) cites western traditions which have labeled 
routines as ‘structural non-reflexive processes that alienated individuals from their 
authentic, true self’  and highlights the ‘ideological and moral work that goes into how 
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and what people see as routines.’ Routine practices are comfort or restraint 
depending on very subjective experience not necessarily an instrument of control. 

2.3.1 Conclusion

The impetus to study everyday domestic life through this practice based research 
came from a recognition that although home life can be seen as limited, insular and 
mundane, it is in fact what keeps society productive and is also quietly political. The 
reproduction of everyday life happens in the emotional sphere (Heller 1984, James 
2012). Everyday domestic life cannot be divorced from politics. It matters, not just to 
those people that one’s life directly affects, but to society as a whole.  Routines are 
also shared and historical practices.  

What is clear from this consideration of politics and the domestic everyday is that 
rather than the home being the place where nothing happens it is an intense arena of 
experience and potential for change which shapes and is shaped by singular and 
collective practices.  The concentration on home and the significance of the routine 
activity that happens there in an ordinary day is only part of the story for this thesis.  
In attempting to uncover the unvoiced in daily life51 there is an equal focus on what 
happens inside our heads, the internal soundtrack, even the pre-thought and this is 
inextricably bound up with affect.  The experience of everyday life as previously 
stated is often not conscious.  Mental presence is very fluid, in any given situation we 
move between an aware connection to what we are doing and a state of inattention 
or daydreaming.

2.4  Everyday affects

" Ordinary affects are the varied, surging capacities to affect and be affected 
" that give everyday life the quality of a continual motion of relations, scenes, 
" contingencies, and emergences. (Stewart 2007:2)

" There is no denying, or deferring, affects. They are what make up life,
" and art . . . Affects are . . . the stuff that goes on beneath, beyond, even
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" parallel to signification. . . . You cannot read affects, you can only
" experience them. (O’Sullivan 2001:126)

Affect studies like studies of the everyday cross disciplinary boundaries and produce 
insights in anthropology, cultural studies, geography, and psychology, philosophy, 
queer studies, and sociology. Affect theory in education is a counter to previous 
constructivist models that posited that learning is always an active process of 
constructing knowledge and meaning. It is counter because affect is about non-
conscious knowing and complete immersion in the world as a constant state not a 
series of ‘moments’. Affect accounts for the subtle, embodied and unnoticed in the 
everyday; the inter-relatedness and intermediacy of bodily responses.

Affect is pertinent to this study because affect is that background noise just as the 
everyday is, but affect adds the richness to everyday experience. The two concepts 
interrelate and are both essentially about how we experience life, how we respond to 
what is going on around, between and inside us, individually and collectively. As 
Anderson (2005:649) tells us ‘Everyday life is held together, and fragmented, through 
the circulation and distribution of affects’. Affect is at its most dense in everyday life – 
everything we do has affects that create our complicated personal lives, but the 
theory cannot be boiled down to cause and affect because it is a process perpetually 
in motion.  Affect concerns what can be happening when nothing seems to be 
happening and to a large extent this is also what concerns this thesis - physical 
presence and absence of mind.

The conceptual slipperiness of affect is something that is argued persistently by 
theorists, and attempts to define the study result in contradiction.  For example 
Matthis in The International Journal of Psycho-Analysis asserts that affect is ‘an 
affective matrix linked to a predisposition of the bodily systems to react in a certain 
way to internal or external stimuli.’, but then goes on to suggest that it ‘will be the 
generalized concept for all those embodied processes that, when they reach 
consciousness, can be perceived on the one hand as feelings and on the other as 
emotionally charged physical concomitants.’ (2000:217) however Gregg and 
Seigworthy in their introduction to the Affect Theory Reader insist that ‘There is no 
single, generalizable theory of affect: not yet, and (thankfully) there never will 
be.’ (2010:3) The discourses of affect and the everyday use similar language of 
muddy in-between-ness and they are both concepts that confound binary oppositions 
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between reason and feeling, conscious and unconscious, inside and outside, 
background and foreground for example (Siegworthy and Gregg 2010) and are 
notoriously difficult to interpret.  

Although our bodies can betray when we have had an affective response without our 
minds acknowledging it, mind and body mingle in affect so that it is impossible to 
assert that boundaries exist.  Massumi (1995:84) uses the example of a study by a 
team of German researchers in 1987 which looked at the effect of a short film about 
a snowman melting which had been shown on television and had drawn complaints 
from parents that it had frightened their children.  They discovered that the effect of 
the imagery on a group of children concerned all their affective responses but could 
not make a distinction between what was conscious and what was 
‘autonomic’ (1995:3) or rather how the relation of those two processes produced the 
affect.  

Hemmings (2005) discusses ‘the pitfalls of writing the body out of theory’ and asserts 
the primacy of the body.  In works such as Domestic Spaces and An Everyday 
2mins, how the audience and I engage with the recorded material in our physical 
proximity is important. The speculative aspect of these performances is key to the 
navigation of affects – the body to body communication that is in action during 
performance – the uncertainty and speculative nature of everyday endeavor that has 
to be present in the act of performance.  Even when not totally improvised it is 
responsive – making choices constantly – in dialogue with my own affective 
responses and the narrative of the participants experience. The ordinary is ‘saturated 
with affect’s lines of promise and threat’ (Stewart 2007:129) 

2.5  Routine, and Temporality

The minute we apply a glimmer of consciousness to a mechanical
gesture, or practice phenomenology while polishing
a piece of old furniture, we sense new impressions come into
being beneath this familiar domestic duty. For consciousness
rejuvenates everything, giving a quality of beginning to the
most everyday actions. Bachelard, G (1994:67)
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The absent minded everyday is also the distracted everyday – it is the quality of 
attention that allows a freedom of mind, allows the imagination to take flight or the 
solving of problems which thinking harder will not resolve.  One might say that this is 
the essential condition for any creative ideas in any field to come to light.  Some 
aspects of the everyday routine are positively beneficial to moments of insight.  
People talk of cleaning themselves out of a bad mood or fury about something, and 
then when they have finished, the problem has dissolved and the mind and body 
have worked it out.  In a sense this is the opposite of what Perec and others including 
Lefebvre advocate.  They insist that it is paying attention to the everyday and being 
present which helps us define its features, however being distracted is also an 
essential aspect of everyday existence and is not only unavoidable but actually 
makes creative action and even decision making, possible. 

Margaret Morse (1998:99) discusses this being in two different mind sets at one time 
as distraction and links the actions of television watching and commuting, the 
American freeway and the mall as similar conditions that create a dual plane of 
absence and presence. (see earlier comment about the home school run) I would 
add that the use of the mobile phone has also come to epitomize a state of being 
mentally in one place and physically in another, or a parallel existence.  The action of 
washing up that is recorded by Anna for An Everyday 2mins describes not wanting to 
do the washing up at all and then she gets lost in looking at the garden and the first 
daffodils and is taken somewhere else.  Washing up as a contemplative exercise is 
used by me as part of the final performance of An Everyday 2mins to signal the 
possibility of absence and presence in everyday life.

As Highmore asserts,  ‘our consciousness can be undermined by our 
unconscious.’ (2002:2) the idea that the present everyday is invaded by the past 
creates a sense of time which is intermingling, not constant but always changing.

This is the case in the monologue for An Everyday 2mins in which one of the 
contributors is doing the washing up while talking into the recorder and looking out of 
the window.  Everyone has probably experienced this type of inattention to the task, 
yet rarely is this opportunity appreciated for what it is.  This absent mindedness is 
what allows both a ‘repetitive thinking’ and an ‘inventive thinking’ at the same time. 
(Heller 1984:128).  Heller describes the thinking involved in everyday actions as 
abbreviated – the initial action has been learned and to repeat it takes fewer mental 
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processes therefore allowing space for more inventive thinking. It is the boredom of 
everyday routine that allows space for creative or expansive thinking.  As Lefebvre 
states when he says that certain modes of boredom are ‘pregnant with desires, 
frustrated frenzies, [and] unrealized possibilities’ (1995:124). AS Benjamin so aptly 
states ‘If sleep is the apogee of physical relaxation, boredom is the apogee of mental 
relaxation. Boredom is the dream bird that hatches the egg of experience.’ (1936:5)

There is a wealth of practice both academic and artistic that looks upon the everyday 
as an anthropological field that requires itemizing in minute detail -  looking, listening 
and accounting for. In the context of everyday life, counting cannot be divorced from 
time.  Our daily lives are determined by the clock and the calendar.  In diaries, blogs 
and life logging this could be seen as an obsession with passing time that functions 
as a method of fixing occurrences and observations for future reference.  This is 
important to note because the everyday is so bound up with passing time.  Waiting, 
repetition, cyclical and linear time are all aspects of the everyday that have been the 
subject of enquiry.  In the works as part of my research the passage of time is a 
thread that links the tasks, relationships and speech of, and between the participants.  

Lefebvre examines the rhythm of everyday life explicitly in Rythmanalysis where he 
posits that the duration of time is never linear but is fragmented, and that rhythm is 
held in the social and the biological body.   As in The Critique of Everyday Life 
Levebvre continues his interest in the entanglement of natural rhythms and those of 
the capitalist machine.  It could be argued that in today’s world these temporal 
contrasts are less and less obvious as more and more of our lives are lived by a 
timetable whereby we talk of ‘making time’ as if it doesn’t already exist in a 24-hour 
society.  Part of Lefebvre’s use of rhythm as an analytical tool extends to a 
comparison of musical rhythm and urban life.  He conflates looking and listening and 
remarks that being engaged in rhythmanalysis one is ‘capable of listening to a house, 
a street, a town as one listens to a symphony, an opera.’  One can see that rhythm 
runs throughout the project of the everyday in a way that surpasses antinomies and 
boundaries of place, media, the body and society.  In his essay Seen from the 
Window  in Rhythmanaysis (2004:27-37) Lefebvre goes further and seems to be 
suggesting that the practice of rhythmanalysis is akin to a kind of meditation,  or if not 
that certainly a process of being present and paying attention at the same time as 

66



letting go.  Emphasising the idea of time as something internal and external he 
describes the critical distance or externality necessary to analyse so that therefore 
the ‘letting go’ is not total. 52

An example of counting in artistic practice is One Year Performance (Time Clock 
Piece 1980 -1981) by Tehching Hsieh.  It is the pinnacle of what it means to watch 
time pass and is in some ways a reflection of Lefebvre’s discussion on mechanized 
time and cyclical time.  Time Clock Piece is one of five year-long performances by 
the artist. The density of time in Hsieh’s intense waiting and metronomic timing is 
contrasted with the incredibly long amorphous duration of the piece.  Although it has 
been said that this piece is inspired by the artist’s experience of being in limbo as an 
illegal immigrant for many years, it also communicates a universal subjective and 
context dependent relationship to time.

fig 2.4. Tehching Hseih standing with One Year Performance 1980-1981 at Carriage Works Sydney.
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fig 2.5. Cage Piece 1978-1979 The first year long performance.

This method of quantification as a way of identifying a quality of everyday life can 
also be seen in the writing of Georges Perec.  However Perec’s intention is not of 
course to bring attention to the number of spoons you have, for instance, but rather 
to generate a level of attunement.  He intends to draw attention to the way of looking 
rather than what is looked at and in the process make the familiar, unfamiliar.  In the 
anthology Species of Spaces and Other Pieces (1997)  Perec produces an inventory 
of an apartment building contents and its inhabitants’ actions from a drawing ‘by Saul 
Steinberg that appeared in the art of living in 1952. (1997:40)  From this process of 
numerical listing he extrapolates a systematic method of regular curiosity suggesting 
a series of acts such as:

‘notice how unfamiliar things may come to seem as a result of taking staircase B 
instead of staircase A, or of going up to the fifth floor when you live on the second;’

or

‘look upwards;’

or

‘in the case of a new building try to remember what was there before;’

This way of working that has a well defined structure but is nonetheless always open 
ended, is described by Gratton and Sherringham (2005:192) asserting that:
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" The project is a frame, but nothing that comes to fill that frame can be said to 
" complete or realize the project, which always remains open and unfinished.  
" Yet within its framework a shift, essentially a shift of attention takes place.  The 
" project brings us into proximity with something that might have seemed 
" familiar, but which we now acknowledge more fully.  In this sense we can see 
" at work in the project the interface of alienation and appropriation that is 
" central to thinking about the everyday. 

The work for this research can be considered a project in this way functioning to 
highlight the familiar and encouraging a re-looking. A recent exhibition and 
publication entitled Day-to-Day Data 53 (2005) took the writing of Perec as its 
inspiration and played on the tension between the production of very intimate 
material such as Ellie Harrison’s Daily Data Logger which was a gallery installation 
that displayed twenty different readouts which throughout the day charted numbers of 
her daily actions such as sleep, movement, eating etc. These readouts then tracked 
how many times she carried out these actions for the duration of the exhibition, 
creating a database of her own life, or, Hannha Brown’s DEBASC (Daily Efficiency 
and Behavioural Analysis, Self-evaluation Checklist),  a spoof form designed to allow 
a daily and weekly examination of personal and practical efficiency and the 
categorization of it as data, which is usually considered abstract and alienating.  The 
range of artists involved were working on categorizing, counting, mapping and 
otherwise dealing with the insignificant concrete details of the stuff and bodily 
functions of everyday life. In the exhibition catalogue introduction, Ben Highmore 
suggested that the work represented ‘the living world of material social relations.’  

fig 2.6. Ellie Harrison Daily Data Display Room 
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fig 2.7. Hannah Browne Daily Efficiency and Behavioural Analysis, Self-evaluation Checklist 
(DEBASC)

In parallel with the field of the everyday, time is also both an ordinary mundane 
experience and one that is impossible to fully comprehend. To analyse time in 
everyday life it is necessary to see it as a process of negotiation and maintenance 
that sometimes results in friction and disruption as part of the normal state of things.  
Time and in particular routine temporality can be seen in this light as ways of coping 
and strengthening not necessarily as strategies that are imposed by outside societal 
forces.   There is agency in this attitude towards everyday time not as resistance as 
De Certeau describes but as appropriation and re-organisation. The making and 
unmaking of perceptions of time through glitches in the interface of daily life serve to 
disrupt the flow and necessitate a modification to future practice.54  As Shove argues 
‘If disruptions are unique moments that allow us to see the braiding and unbraiding of 
rhythmic achievements at times of stress, it is worth debating the merits of deliberate 
disruption as a kind of research strategy.’ (Shove et al. 2009)

 2.6  Conclusion

In this chapter I have investigated aspects of the everyday that are raised by and 
reflect on the practice lead research.  An overview established the everyday as a 
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matrix through which to make sense of the world and sketched out the breadth and 
depth of current and past writings provided a foundational grounding.  An 
examination of the aesthetics of everyday life gave a context to the consideration of 
the disregarded and the unnoticed, and begged the question about what can actually 
be captured and expressed in an artistic presentation of personal everyday 
experience. The domestic and political everyday emphasised the ground of shared 
and individual practices that produce and reproduce society whilst affect and absent 
mindedness highlighted conscious and non conscious responses. Finally counting 
the everyday drew attention to the intermingling of diurnal and bodily rhythms whilst 
identifying the human obsession with counting and order.  

The perspective provided by this research gives an insight into what sort of 
idiosyncratic details might be expressed through sound and performance.  The 
process of taking apart and analysing the everyday has made it possible to see what 
was revealed by the practice, and for it to be possible for that knowledge to 
contribute to the wider discourse.  
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Chapter 3. Performing and Speaking Together
This chapter contextualises the practice-led methodology for this work which splits 
into three main strands of practice.  They are: collaborative strategies, the spoken 
word and performance. These three elements interweave throughout the working and 
devising process and are enmeshed in the public performances and are unfolded 
through Chapter 4.

3.1 Performance

The creation of the research outlined in the following pages emerges from a process 
of experimental and iterative making, and fits within a concept of a visual art piece 
that simply put, involves the live presence of the artist in an action that is performed 
in the same time and space inhabited by the viewers (Goldberg, 2001). Performance 
is not only represented by the improvised live performance of the artworks in this 
research, but is also the improvised performance of and in everyday life represented 
by the contributed audio and video.  Thus performance is central to the process and 
the public presentation of this work. There are two integral aspects of performance 
pursued through the practice: the use of language and speech through diaristic voice 
recordings and the refiguring of that speech through live performance, and the 
physical actions of both everyday life and artistic performance.

When positioned alongside the term performance, and its derivative ‘performative’ 
coined by J.L.Austin (1962), speech becomes embroiled in a context where these 
terms are often used to mean very different things. Despite readings of Austin’s work 
as partial and inconclusive (Sedgwick 2003, Felman 2003, Butler 2003) his theories 
have been highly influential and a catalyst for expansion of the theory of speech acts 
and performativity across disciplines.  The use of performative to indicate a quality of 
performance in theatrical and performance traditions is widespread but counter to its 
original meaning in Austin’s How to Do Things with Words (1962).  My own use of the 
term to describe the live actions that I make when performing and those of the 
contributors and collaborators when recording and filming has led me to look more 
closely at its use more generally.
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The term55 refers to the assertion that in certain circumstances specific utterances 
‘issued in ordinary circumstances’ (Austin,1962:22) are also performing an action, for 
example ‘I do’ in the marriage ceremony. Although I would not say that the marriage 
ceremony example that Austin gives counts as ‘ordinary circumstances’ Austin is 
using ‘ordinary’ to mean not theatre - he discounts theatrical performance from the 
categorization of speech acts because it is a form of speech that is not serious in that 
the speech act cannot actually do anything, it is a pretense. Austin asserts, for 
example, that an actor taking the part of a judge in a play cannot actually pass a 
sentence through speaking his lines, therefore the act is hollow. Derrida in his 
discussion of speech acts agrees that they are not a ‘purely semiotic, linguistic, or 
symbolic concept’ (Derrida,1977:130) but goes on to explain that in both ordinary life 
and in theatre the speech act is iterative and theatrical.   However Derrida transforms 
the speech act into written form, which removes the immediate possibility of a 
performative act. 

Von-Hantelmann (2014) notes that there is a misinterpretation of J. L. Austin’s sense 
of the term ‘performative’ of doing something through speech, to ‘a ubiquitous 
catchword for a broad range of contemporary art phenomena that, in the widest 
sense, show an affinity to forms of staging, theatricality and mise-en-scène’ . 
Although Von-Hantelmann repositions performativity in relation to the Austinian 
origination of the term and the analysis of art work by Koons, Sehgal, Buren and 
Coleman she does not include performance art in her discussion (2010).

Speech cannot be divorced from the body though, a fact reiterated by Felman (2003), 
Butler (1997) and Scheer (2014) and therefore performativity in speech is not a 
purely cognitive act.  In the case of Domestic Spaces and An Everyday 2mins the 
use of speech as a performative act connects with and acts upon the audience.  For 
example ‘it’s there but it’s not there’ is uttered on a recording by one of the 
contributors in Domestic Spaces and is repeated and repeated and repeated by me 
before being cut off abruptly and disappearing back into the narrative of the audio.  
The words are saying what they are doing.  This is accidental and doesn’t constitute 
an intentional method of illustration but does point to the fact that the improvised 
nature of the work offers the possibility of alternative viewpoints of everyday 
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experiences through the unplanned selection and juxtaposition of phrases and words 
to repeat.  

The works occupy the ground of performativity where notions of performance and the 
deconstruction of speech through speech act theory intermingle.  It extends across 
the ‘extroversion’ of performance aimed at the audience and the ‘introversion’ of the 
speaker or ‘signifier’ who is speaking her or his own thoughts (Sedgwick 2003:7).  
The speech in these works is both performance and performative.  

Even though the use of words and speech is recognizable and even narrative in 
these works, the transformation of them through digital looping and repetition with my 
live speaking along with the repetitions, connects with the abstract rhythms and noise 
of everyday life where things are not defined.  The performances examine the 
monologues sensorially and reach open ended, provisional and subjective 
conclusions. 

Evoking the undefined through the narratives of everyday life is the undercurrent 
running through the performances.  It echoes the hidden unperceived, transitory 
everyday that lies beneath the obvious routines.  The audience is ‘key to constituting 
any artwork, action speech, or event as “performative” in its power’ (Von-Hantelmann 
2014) and the concept of performance in everyday life echoes this.

According to Judith Butler (1993:234) ‘Performance as bounded “act” is distinguished 
from performativity insofar as the latter consists in a reiteration of norms which 
precede, constrain, and exceed the performer and in that sense cannot be taken as 
the fabrication of the performer’s “will” or “choice”’. In other words performativity 
stresses the unconscious over the conscious.  Gendered, cultured and socialised 
processes are implicitly performed in the enacting of self.  In all the live 
performances, recordings and films in this work, the conscious and unconscious 
performance of self is in progress.

The act of making an audio recording for this research is undoubtedly a performance.  
We are aware of ourselves and an audience and yet we are also recording those 
unconscious norms.  When Butler (1993) says that in performance the un-
performable, the unconscious, remains opaque this chimes with the endeavor in this 
work to uncover what lies behind our everyday thoughts not through a factual 
understanding but through an identification with the self – the being part of the 
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performance as a performer and a viewer too.  However as critiqued by Diamond 
(2000:32) ‘the resignifying of performativity needs a performance, an embodiment’.  It 
is this resignification of the acts of everyday life performances that are happening in 
this work.  I would even say it is doubly so in that in no situation is the actual 
everyday recorded, the unconscious performance of self and everyday life is not part 
of the process, if indeed that is ever possible without a potentially unethical covert 
recording process. Therefore there is a mediation through performance of the already 
re-signified; a re-presentation of the first performances of everyday life that enable a 
looking again.

Theories of performance of and in everyday life by Goffman (1959), Turner (1979), 
Hamera (2006), and Butler (1993) for example put performance ‘at the centre of a 
larger view of culture as constructed, embodied, and processual’ (Hamera,2006:46).  
Hamera suggests that a ‘generative nexus of performance and performativity’ (ibid) 
can expand our understanding of everyday life.  The performances that form this 
thesis are constructed from everyday life, which carries with it an aesthetics of lived 
experience. The work retains that aesthetic whilst attempting to create a public 
performance appropriate to the material; one that doesn’t transform but compliments, 
and creates a relational performance situation.  The works are a meditation on the 
social aesthetics of everyday life and as Hamera asserts ‘Performance exposes 
aesthetics’ social work as embodied, processual, rhetorical , and political and, 
especially, as daily, as routine, a practice of everyday life’ (2006:47).  Madison and 

Hamera (2006: xii) describe performance as a diverse and imaginative ‘way of 

creation and being’ and align it with the everyday proposing that ‘we enter the 

everyday and the ordinary and interpret its symbolic universe to discover the 

complexity of its extraordinary meanings and practices’. 

The question of how can we draw out the underlying meaning or in fact the overlying 

meaning in these performances to film and audio by the participants through the process 

of performing with their contributions can only be answered indirectly.  If examined it 

might be possible to look at this in an ethnomethodological (Garfinkel 1967) manner 

since I am interested in how the taken for granted aspects of our everyday actions 

contain the extraordinary aspects of life, but perhaps the very ambiguity and uncertainty 

in the work that reflects the experience of everyday life would be lost.  The role of the 
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work is not to offer explanations but to allow a relational space for attending to and 

recognising ordinary life as familiar.  It then follows that through performing and 

witnessing the performance that familiarity can be recognised for ‘another first 

time’ (Garfinkel,1967:9) and reflection can take place. One could argue that 
performance becomes more real, more significant or more tangible subsequently, in 

reflection. As Phelan suggests when discussing the way that performance always has to 

deal with its own disappearance, - ‘the after effect of disappearance is the experience of 

subjectivity itself’ (1993:148). It is important in this work that there is room for reflection 

within the performance space so that there is the possibility of connection and 

recognition on the part of the audience.

3.1.1 Performance and Everyday Life  

I am an artist. I am a woman. I am a wife. I am a mother. (Random order). I do 
a hell of a lot of washing, cleaning, cooking, renewing, supporting, preserving, 
etc. Also, (up to now separately) I 'do' Art. Now I will simply do these everyday 
things, and flush them up to consciousness, exhibit them, as Art.

(Ukeles, Manifesto for Maintenance Art, 1969, extract)

	   	  
fig 3.1 Mierle Laderman Ukeles (1973), Washing, Tracks, Maintenance: Outside (detail)
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Ukeles wrote The Manifesto of Maintenance Art in reaction to the change in her life 
from autonomous artist to mother and carer and how contrary those things were to 
the modernist individualistic approach. She wanted to highlight the reality of this 
experience but also the value of the hidden task of maintenance.  In an interview with 
Tom Finkelpearl, Ukeles talks about the crisis she felt when faced with not being able 
to make work any more after the birth of her first child and how she remedied this 
through performance. ‘ I had struggled for so many years to become an artist, I felt 
that if I stopped working, it - the magic “it”- would evaporate, because that happens to 
a lot of people.’ (Finkelpearl,2000:302) For Ukeles it was making time by making 
what one might called found performances, that is ones that require no special 
materials and extensive making, just the artist and the idea. The time spent making 
the work is the time spent showing the work.

Artists generally find ways to continue working by taking the most practical route, this 
might be reducing the size of what is made, in response to a lack of space, or taking 
to the internet to continue making work internationally when commitments preclude 
travel, or making sculpture out of found materials when finances don’t permit casting.   

" " "  

fig 3.2 Hillary Kneale (2007) Peel, The Art Shop Gallery Abergavenny

Kneale (2007) describes this live installation as ‘the endless turning of the daily 
round’.  The work highlights what we may consider not worthy of attention and 
perhaps through witnessing her act of endlessly peeling potatoes we are able to 
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reflect on the familiar beauty of such acts in our own lives. Mundane diurnal rhythms 
are not necessarily perceptible but they have a capacity to exist in embodied memory 
and become automatic or subconscious.  The artist in Peel can peel the potatoes 
without much thought. The action becomes automatic and lets the mind wander. The 
repetition of phrases in Domestic Spaces is an echo of this becoming automatic, 
rendering the words meaningless at first and then transforming them into something 
else, a different form that is internalized.

3.1.2 Acting and Non-Acting – The Role of Performance

The question of what distinguishes the performer from the actor and where the lines 
intersect is pertinent because elements of the authentic, personal ‘real’ everyday are 
important to the meaning of the work.  I am not in a different time or place from the 
observers when performing and I don’t pretend to be other than myself, nonetheless I 
do perform myself in a sense.  There is a continuum of behavior from acting to non-
acting that the public performance of self sits on. 

Michael Kirby (1972: 3) describes performance which is not acting as that which took 
place in the happenings of the 1960s where performers ‘tended to “be” nobody or 
nothing other than themselves; nor did they represent, or pretend to be, in a time or 
place different than that of the spectator’.  However as he explains, acting and non-
acting run from one extreme to the other and of course we can ‘act’ ourselves as 
much as a given character.  

For instance what I wear in performance is a conscious choice – I am creating a 
symbolic image whether that is wearing an evening dress, ‘ordinary’ clothes or a 
specific outfit, there is intention behind it, it is not arbitrary.  So the performing of the 
self is important in this work, both in relation to the participants’ recordings and my 
live performance.   In the case of my live performance there is a very delicate line to 
tread between trying to maintain a certain objectivity to allow for conscious decision 
making, and a lack of theatricality. I am still unwittingly performing myself; not being 
able to change the way identity and gender are embodied and therefore affect how I 
manifest as a performer.   So in this drive to lend a certain naturalism to the 
performance of course one cannot take away the fact that it is a performance.
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3.1.3 Private/public/remediation

The issue of presence is ambiguous in this work since although I am present as the 
performer, the participants and collaborators in the performances are always 
physically absent.  

Some would object to including in the public event the single reader alone in a 
room, but the word spoken, embodied, is very different from a private event. 
That is why many people are reluctant to rule out the rehearsal as a valid 
performance in itself, and I for one share that reluctance. Any of us crying out 
alone—quite apart from reading—is reaching out, outering, othering; it is a 
communicative act whether or not there is a listener’ (Bacon 1980:1).

I am attempting to bring together everyday life, the act of recording it, and the act of 
mediating it through performance.  There is a tension in this endeavor as it is coupled 
with the process of building a piece of work.  Richard Poivier describes it in the 
context of writers as a gap between the performative acts that went into creating the 
work, and the finished work. ‘There exists a perpetually tensed antagonism between 
acts of local performance, carried out in private delight and secretive plotting, and 
those acts of presentation when the author, spruce, smiling, now a public man, gives 
the finished work to the world’ (2003:4).  The recording of monologues and the films 
are in a sense these ‘acts of local performance’ as is the planning that goes into the 
performance.  Although he is talking about writing fiction here, the same rules apply 
in that there is always a tension between what is seen in the ‘finished’ work or in my 
case iteration and the activity behind the work. The tension in the case of Domestic 
Spaces is between those private performances of self on the film and audio and the 
public performance and what is more real or more performed.  The gap between 
making and presenting is what I am trying to bridge in my performances. To express 
the messiness of life which is more real or more of the process of performance than 
the end result.  The iterative approach and the improvisation is a way of bringing that 
process into a live situation again.  The performances evoke the energy and 
presence of the time of the original recordings, in a sense to invoke what has passed.
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3.1.4 Pushing the inside out/improvisation/’real’ experience

In the long thread the audience reported that it made them feel voyeuristic – as if 
they shouldn’t really be listening – and in Domestic Spaces a participant and 
audience member reported that it was ‘like being in someone else’s head’.
In the first Long Thread the process of performing was pushing through the difficulty 
of listening to your own thoughts in a public space and speaking them and this was 
also an element of An Everyday 2mins at Gallery No.3.  This has affinities with Vito 
Acconci explaining that his performance are to ‘send my inside out’ (Kaye, 2000:161), 
that the revealing of a private action in a public space produces ‘performance as 
overlapping situations; one place in two different social occasions at one 
time.’ (Acconci,1996:65)  This is a key factor in all three of these works – that they all 
have a past private action presented and mediated in the present.

The body as a site of everyday difficulties and tensions is important in this work.  The 
everyday body in performance throws the viewers’ attention back on themselves. The 
Long Thread at first exemplified this through the struggle to bring to mind thoughts in 
the moment as they were being made or struggling to remember events.  To have 
this as part of the performance is an attempt not to shy away from the difficulties of 
everyday life – the difficulty in the subject matter and the difficulty of performing.  In 
The Long Thread that was about actually being able to keep going, to keep bringing 
thoughts to speech whilst subliminally responding to the other performer and trying to 
make sense of the experience, being viewed doing it, making a piece of work in 
public and sharing a personal dialogue.  

In Domestic Spaces this discomfort came from the act of improvisation and the 
unknown but also from the duration (6hrs in the case of the Newbridge piece)– 
representing the real time performance of research – a process of making in action in 
an attempt to find the real in performance as in the everyday.  As a performer I 
perceive this uncertainty as risk, as I feel it as risk during the performance, 
regardless of how it appears – it is not the intention to exaggerate the conditions of 
the performance to make them obvious to the audience but this tension could be 
seen as a ‘charge’.  Oppenheim when explaining his response to body art’s 
beginning in the 1970’s  says that the results often had problems of authenticity and 
that the element of danger made the work more convincing.  He described the 
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approach as raiding the real.  Although my performances cannot be categorized as 
body art and I do not put myself in danger in the way that Oppenheim did, the 
connection sought with the real world through the placement of the body in relation to 
it is significant.  In the final iteration of An Everyday 2mins the smashing of crockery 
juxtaposed with speaking banal everyday thoughts, created a real tension.  As 
Phelan (1993:148) submits ‘performance implicates the real through the presence of 
living bodies’ and it is this suggestion of the real that is so important to the aim of 
preserving aspects of everydayness in the work and why the presence of myself as a 
performer is important.

What does it mean to ‘raid the real’ because performance is most definitely not 
without artifice whether acted or not.  Linda Montano produced work such as the Art/
Life Rope Piece (1983-1984) with Tehching Hseih, Seven Years of Living Art 
(1984-1991) and Happiness Piece (1973) which all took place in daily life and were 
often unseen during the process.  They were not transformed into a performance by 
their viewers therefore but by the framing of them as art. It could be said to be a 
difference between the process and the presentation.  This blurring of art and life is 
first making the work as part of everyday life and then re-presenting it in an art 
context either through documentation or enactment to camera.  The actions that are 
made, such as being tied to another person for a year without being able to touch 
them as in the Rope Piece are not ordinary acts even though they are situated in 
ordinary life. The aim of the work in this thesis is not to make artistic performances in 
everyday life but to do something with already extraordinary everyday life.  

There is an issue about what this transformation does to the subject of the work.  I 
would argue that one cannot divorce the thinking act of the experience of 
contemporary artwork from what is being presented.  By this I mean it isn’t possible 
to simply present something without the audience/viewers thinking about what its 
meaning might be or what the artist is trying to say in other words it is always loaded 
no matter how subtle.  

3.1.5 Iteration and Speculative Performance

These strategies are both a conscious demonstration of risk and discomfort and an 
experimental approach to public performance that is not entirely worked out, that is 
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speculative, that leaves wide margins for ‘undecidability’ (Bishop 2012). According to 
Bishop the creation of open experiences for spectators is essential to the aesthetic 
experience and to allow for different interpretations.  

As an example of the experience of a work giving space for reflective subjectivity I 
would cite Alastair Maclennan’s work generally and Coil to Met (2009) specifically.  It 
is in one sense a static visual image, an object, nothing happens only contemplation 
and the spectacle.  However this is an active work because the audience are able to 
participate in creating the performance for themselves through their impressions at 
the time and subsequently.  Some may not of course as the experience is always 
subjective, but the work is not a description or a representation, it is itself and the 
viewers are part of its completion as an event.56

ig 3.3 Alastair Maclennan, Coil to Met, 2009
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It is not only the audience who are experiencing and making the event by watching 
and listening to the performance in my work it is also about the process of a shared 
experience.  Everyone can respond to the words of the participants in a way that is 
performative. As Phelan (1993:147) maintains, seeing can have a performative 
quality and in the case of my work, so does listening. 

The use of iteration as a strategy to develop the performances, works with a method 
of reflection that takes place through an awareness of what is happening in the 
moment of a performance experiment.  There is a precarious balance between 
maintaining a provisional attitude towards the process of performing to encourage 
accidents and fluidity, and my own sometimes unacknowledged need to produce a 
successful performance.  For me a certain masochistic attitude towards performing is 
necessary to present works that are in progress even if they are for an invited 
audience.  However the gains to be made from examining a speculative work in a 
real situation make this desirable.  Without the performance the essential 
consideration of how the work ‘feels’ to perform cannot take place and the next 
iteration cannot be informed by that.   Often what feels right is instinctive and 
embodied rather than as a result of a worked out process.   The work for this 
research process is all experimental and treads new ground for my artistic practice 
so there were very few instances where I could take for granted that something 
would work without trying it in performance first.

The significance of this iterative making in performance strategy to practice as 
research is that the whole performance methodology fits and reflects its subject. 
I would argue that performance is capable of bringing out the obscured and ephemeral 

aspects of everyday life through what happens when the ‘third hand’ (Green 2001) 

comes into play.  It is these aspects of collaboration that can produce more than an 

aggregation of actions.

3.2 Collaborative Strategies

In recent years the field of artistic practice has reaffirmed a move away from purely 
object and exhibition based work towards a more multifaceted collective approach 
that may include participation, social interaction, performance and site specificity.  
This is hardly a new situation.  Since Kaprow’s happenings in the 1960s to feminist 
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art practice in the 70s, collectivity and social engagement have been prevalent if 
marginal.  Today this move is a global phenomenon (Kester 2011) and signals a 
response to increasingly neoliberal economic strategies and a confusion of societal 
and political forces.  The prevailing climate of relational practices, collective action 
and common goals in the arts is according to Kester ‘part of a cyclical paradigm shift 
within the field of art, even as the nature of this shift involves an increasing 
permeability between “art” and other zones of symbolic production (urbanism, 
environmental activism, social work, etc.) (Ibid:7)’ 

Two critics who ostensibly have sympathies at opposite ends of the socially engaged 
continuum are Claire Bishop (2006,2006,2012) and Grant Kester (2004,2005,2011).  
They are engaged in debate around the critical validity or otherwise of socially 
engaged artwork and particularly the perceived contrast between artists who utilize 
participants to produce a project and those who allow it ‘to emerge through 
consensual collaboration’ (Bishop,2006:180). Or according to Kester between ‘post 
modern appropriation’ and ‘mono-authorial’ traditions, and artwork where ‘the 
process of participatory interaction itself is treated as a form of creative praxis’. 
(2011:8) I would argue that in reality artistic projects operate on a participatory 
continuum and approaches often and necessarily overlap.57 Artworks at either end of 
the continuum are very different propositions and cannot be examined using the 
same criteria. However despite Bishop’s critique of works which adhere to ‘an ethics 
of authorial renunciation’ (2006:3) and Kester’s assertion that ‘dialogical practices 
may expand our understanding of what art can be’(2004:188), both accept that artists 
can have an attitude towards participants that is consensual, respectful and ethical 
whilst producing a piece of artwork that bears their signature as the ultimate author. 
A great deal of negotiation has to take place and an intense sensitive engagement 
with the process, the public and the product is required.  There are few studies that 
include a detailed description of the process of an artist engaging with a project on 
this level.  It does depend on who the people involved are and what their contract of 
engagement is.  There is obviously a great deal of difference between an artist 
working with visitors to a Paris Triennale and an artist working with women in social 
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Opinions were that ‘Some works would not be classed as participatory and yet produce an affect due 
to the participation of viewers and their reception of the work’ and ‘Some works may seem to be more 
participatory but are embedded in a very directed process decided at the commissioning stage.’



care contexts.58

A long standing involvement in socially engaged arts practice has informed my 
epistemological stance towards this research. I have a commitment to working 
collaboratively with a focus on developing dialogical, accumulative insights between 
myself and the participants in a process of both ‘connected and separate 
knowing’ (Belenky et al 1986).59  A priority has always been a direct engagement with 
others and this has taken many different forms over the years.  Part of the desire to 
undertake PhD research came from a need to interrogate my own artistic practice – 
the motivations behind making and how I wanted to proceed in the future.  I needed 
to retreat from the sort of commissioned socially engaged work I was doing with 
vulnerable adults and children because negotiating between the often conflicting 
needs of the artistic work, the participants, funders and managers prioritized the 
needs of the participants and our close relationship through making the artwork that 
drove the project. For me to thoroughly examine my own motivations, processes and 
responses to the work, the engagement with participants had to change, it had to be 
with people who were comfortable with helping to facilitate an artwork rather than 
being part of making it.  In the past my work necessitated a high level of responsibility 
for the participants’ engagement and agency in the work, not in a negative sense, in 
fact this dialogue was part of a mutual engagement where roles were fluid and 
separation between artist and viewer blurred. 

The relationship between the artist and those involved in the artwork is described by 
Bourriaud in reference to artists’ relational practices when he explains that ‘It is true 
that the artist and the receiver are on the same ground; they are in fact playing the 
same game, as artists, as critics, or as spectators. But, as in a tennis game, one 
serves and the other returns. So it is the same game, but it is not the same 
gesture’(2010:8).  Bourriaud here is discussing the work of artists such as Rikrit 
Tiravanija whose relational works involve the pubic in events where they are making 
the work by being active, eating, talking, or being sociable.
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59 Connected and separate knowing are identified by Belenky et al as aspects of procedural 
knowledge construction of the type that I have experienced in socially engaged projects. 



fig 3.4 Soup/No Soup 2012 Installation view, La Triennale, Grand Palais, Paris.

The possibility of ‘being on the same ground’ is much more problematic when the 
activity involved in making the work is more challenging to the artist, participants and 
funders.  Although as Bishop (2006:10) discusses ‘a dialectical pull between 
autonomy and heteronomy is itself constitutive of the aesthetic’ which is a productive 
tension when it exists within the concept of the artwork, in practice this desire for 
unpredictability can often be superseded by the organizational and epistemological 
antinomies of a project with multiple demands.  

Often artists working in participatory settings are in a precarious position between the 
focus on the artistic product and the negotiation of relationships between all of those 
involved in the project and their status within it, including the funders and 
commissioning agencies. (Kester 2005) The artist in these situations can be 
regarded as the expert outsider albeit a vulnerable one often with only partial 
understanding of the context and the contingency of their engagement despite their 
best efforts.  Although artists are not actually in a position of power vis-à-vis the 
project management and commissioning body, there is usually an underpinning belief 
that artists know things that other people do not and cannot, harking back to Kantian 
notions of the single artistic genius60.  The result is that they can find themselves 
co-60 opted in to a covertly paternalistic approach towards the participants in a 
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 ‘Genius is the talent (natural endowment) that gives the rule to art. Since talent is an innate productive 
ability of the artist and as such belongs itself to nature, we could also put it this way: Genius is the 
innate mental predisposition (ingenium) through which nature gives the rule to art.’ (Kant,1790:307)



playing out of what has been in the UK at least, a government lead 
instrumentalisation of the arts to counter social and economic exclusion in policy 
debates that set up a dichotomous relationship ‘between the ‘intrinsic and 
‘instrumental’ value of the arts.’ (Belfore and Bennet 2007:27)  This can create 
tension between an organization’s self promotion and avowed aim of increased 
participation, and the artist’s aesthetic considerations. 

In the art works that form this research there is a conscious attempt to be in the work 
much as Kaprow stated when describing being in the work whilst making the work 
(1993); emphasizing commonality in a recognition that society in the west may be in 
danger of being, in the words of Grant Kester ‘an atomised pseudocummunity of 
consumers’ (Kester 2004 in Bishop 2006:2) in a process of alienation (Lefebvre 1991, 
Debord 1967). The research seeks to articulate common aspects of ordinary life with 
the aim of connecting people through everyday details.  It is not appropriate then to 
‘target’ specific groups or marginalized communities, everyone has an everyday life 
and all are relevant to this work.  I am not looking at an issue outside of myself and 
commenting on it through a piece of artwork, I am joining with the contributors and 
the audience in mutual recognition. 

In the work for this thesis there are active contributors and collaborators.  The people 
involved in Domestic Spaces and I had direct contact with each other over a 
prolonged period of time and we knew each other well before the start of the project. 
Di Clay was a collaborator because although ultimately the work was of my devising 
she joined with me to develop the work and was part of most aspects of the making 
and showing process.  Both of these works were developed through long term close 
relationships because in order to make very speculative work that I could not explain 
and didn’t know how I was going to make, the participants in the project had to trust 
that I would respect the sometimes sensitive and always personal recordings that 
they donated.  I had to establish a way of working before opening the research out to 
other people, albeit in a different form.  In An Everyday 2mins a call out with no 
personal contact recruited people who contributed by recording their video and audio 
independently, their agency was in creating their own contribution and then handing 
the material over to me to devise the work. The method of engaging people to work 
with had to be appropriate to the nature of the artwork produced.  
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3.3  Sound and Words/Speaking and Listening

The methodology that developed for this aspect of the work involved distinct areas of 
experimentation which were speech, talk, listening and composition.

3.3.1 Speech

	   The spoken word is a genuine gesture, and it contains its meaning in the 
" same way as the gesture contains its. (Merleau-Ponty,1962:183).

	   The relation of thought to word is not a thing but a process, a continual 

	   movement back and forth from thought to word and from word to thought. 
" Thought is not merely expressed in words; it comes into existence through 
" them. (Vygotsky,1962:5)

This research began with an ambition to verbalise spontaneous thinking in the 
moment, and create a dialogue about ordinary life in the process. Bakhtin (1986) 
claimed that we live our everyday lives dialogically in response to the world around 
us.  Much of this dialogue is carried out silently, bodily, and intangibly.  Creating a 
dialogue in The Long Thread was about making that dialogue accessible using 
ordinary identifiable vocabularies and language forms; facilitating a deep 
communication through listening and repetition.  

The task was to form thoughts into words – to let thoughts appear without any pre-
conceived ideas and without producing random words as if ‘automatic writing’ in the 
mode of the surrealist technique. At this point theoretical discourse did not inform this 
attempt, in fact the intention was to discover through practice what was possible and 
build the work from that basis. As is the case throughout this project, theoretical texts 
have provided a reflection on the results of practical research and helped make 
sense of the outcomes which then inform the next stage of development.

Vygotsky asserts that inner speech develops from ‘egocentric speech’.  Gradually 
children learn to think words rather than say them, in the same way as they gradually 
learn to read to themselves rather than out loud. The process of making the 
monologues can be seen to be a process of going back to ‘egocentric speech’ and 
verbalizing inner speech.  As Vygotsky states (1962:13) inner speech is an entirely 
different function and ‘compared with external speech, inner speech appears 
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disconnected and incomplete’ and is essentially thinking with meanings.  According to 
Vygotsky the distinctive factor of inner speech is the fact that it needs many fewer 
words because we always know the context and subject of our own thoughts and 
therefore the meaning is much more important than the communication, that is ‘Inner 
speech works with semantics not phonetics’(Ibid:18).  However because inner 
speech is seen to be very different in purpose to audible speech and uses different 
modes of articulation, an intricate process of reshaping and translation is necessary 
to convert inner into spontaneous communicative outer speech.

There is a question as to whether thought exists without language and that 
spontaneous speech	  concerns audibly verbalising ones ‘inner speech’ (Leclercle and 
Riley,2005).  Also there is a sense that ‘speech always brings the body—the 
unconscious—into play’ (Felman,2002:ix) The dialogical nature of everyday life 
ensures that speech is never an isolated phenomena but draws meaning from the 
immediate environment and the context of one’s life. 

The Long Thread (TLT) was the first work in this thesis to explore the idea of 
spontaneous speech, and grew out of previous works that examined the use of non- 
verbal vocalisations to describe and communicate abstract experience. Introducing 
spoken words potentially edged the process towards making representational or 
descriptive works because language is always marked by the ideology, institutions 
and practices of the society if represents. (Butler 1997, Labelle, 2006:133) Despite 
the adherence to accepted formal vocabularies and patterns of language, potentially 
limiting expression, improvised speaking can bring thoughts to consciousness. The 
use of recognizable language whilst giving the impression of lucidity can and did 
produce a communication as oblique as the previous non-verbal explorations. 

As Butler (1997) explains the paradox is that language may attempt to express the 
indescribable but in so doing the ambiguous quality of that which it seeks to describe 
can be lost and language become concreted.  Although Butler here is discussing 
language as a potentially damaging force in society, this statement is relevant in that 
there is a point in saying that the effort to express what may be beyond words 
destroys something of the feeling by fixing it in a language that does not fit.  Once 
said, it is difficult to find alternative expressions. 

 In performing TLT, this led to a friction in the speaker between the intentional 
meaning of the improvised speech and an uncertain connection to the self brought 
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about by the translation of inner to outer speech.   Add to this the scope for 
collaborator and audience interpretation, and language becomes a slippery 
instrument of communication. Importantly the difficulty of the task was evident in the 
first performance of TLT, the halting speech, the tension caused by the intense 
listening to and repeating the other’s speech, the long silences whilst images and 
words came into focus reflecting the chaos and complexity of everyday thought.  In 
this vein Christof Migone’s work ‘Evasion’ (2000) is an example of an exploration of 
the moment before speech, a performance to video – ‘that prolonged hesitation 
between sense and sound’ ‘where communication breaks to communicate its 
incommunicability’ (Labelle, 2010:136). Migone holds out his tongue for as long as he 
can whilst amplifying and recording the sounds of his struggle.

fig 3.5 Christof Migone (2000) Evasion performance stills

Testing the question of whether one can speak thoughts directly also asks whether 
the act of speaking itself turns someone into a performer and therefore creates a 
distance between what one might feel and what one might say.  There is a distance 
from those thoughts that are not expressed in language and also a lack of ownership 
over the words once they are performed.  Bakhtin describes their nature thus: 

" The word (or in general any sign) is interindividual. Everything that is said, 
" expressed, is located outside the 'soul' of the speaker and does not belong 
" only to him... The word is a drama in which three characters participate (it is 
" not a duet, but a trio). It is performed outside the author, and it cannot be 
" introjected into the author. (1986:122). 

This could be seen as the difference between subjective and objective although there 
is not a clear distinction between the two.  One could put it that there are conscious 
and non-conscious phenomena or ‘the idea that something might happen for a 
subject, and in that sense be subjective, but nevertheless not be accessible to this 
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subject.’ as Varela and Shear (1999:3) explain.  Gillian wearing’s work Signs (1992-3) 
deals with this distancing of yourself from yourself. In this work Wearing asks 
members of the public to write a thought on a piece of paper and hold it up so that 
they can be photographed. The participants thus perform their statements by 
allowing themselves to be photographed and externalizing their thought. 

fig 3.6  Wearing, G, 1992-3 I'm desperate Edition 9/10, plus 1 Artist's Proof

Part of - Signs that say what you want them to say and not Signs that say what someone else wants 

you to say 1992-3 Framed colour photographs on photographic paper mounted on board

Each 1220 x 920 mm (48 x 36 ¼ inches)

The physical expression of the unconscious awareness of experience or what Varela 
calls the ‘pre-reflexive’ is something that artists have wrestled with since modernism.  
Through art making visual artists particularly have worked with methods that 
communicate human experience by moving between the conscious skilled effort to 
craft a work and non-conscious decision making. However there is a sense that we 
speak through language in the same way - we appropriate the rules and use them to 
create language with its own personal characteristics.  With both language and the 
visual arts the materials or words are transformed by the creative act. Bakhtin 
(1986:119-120). 

91



Language about ordinary everyday occurrences can seem uninspired and even 
boring, but if one takes Queneau’s ‘Exercises in Style’ (1981) for instance which tells 
the same story 99 times, it is clear that repetition of the ordinary can produce rare 
insights.  In fact in the preface to the book by Barbara Wright she states that ‘The 
more I go into each variation, the more I see in it’ (1981:15) This is precisely my 
experience of working with the monologues in EaR, my own and those of my 
collaborators and participants. Queneau’s 99 ways to tell the same story reflects that 
in any story one is told there is an equally valid and unexpressed equivalent story. 
What is not said is as important as what is spoken, the bias and therefore singularity 
of the storyteller is implicit in each case. 

3.3.2  Listening

A method of exhaustive listening both in composing with the monologues and in 
improvised performance is what has formed the backbone of this work – a listening 
that is actively engaged with the voice.  The performances are acts of listening and 
the role of the audience is to also actively listen as a performance itself of sorts. In 
this way we were all participants in the interrelationship in a Bakhtinian 

sense(1993:17-18) and as Shotter (1999) illuminates ‘it is only from within our 
common participation of such moments that we can construct between us, a world 
common to us both’.  

Pauline Oliveros (2005) pioneered the practice of active listening, or what she calls 
‘deep listening’ in relation to sound composition.  She puts forward the idea that to 
learn to be conscious of ones own listening in a controlled and disciplined way is to 
expand consciousness and facilitate creativity. When the listening is to another’s 
speech, what they are saying as well as how they are saying it, another element 
comes in to play which is a form of listening that is also about really hearing the other 
person.  In Experience and Re-presentation (EaR) this is not in the sense of a 
therapeutic listening as in the active listening approach of Carl Rogers(1987) for 
instance because the other person is never actually present. The voices in the 
monologues are mediated by the recording process and cannot respond but from the 
active listening emerges a process of copying, mimesis and repetition, an almost 
inbuilt impulse that begins in childhood with language acquisition and chimes with 
Oliveros’s practice of meditative emersion in sound.  The intense listening in 

92



Domestic Spaces necessary to perceive the detail of the monologues at a micro level 
is nonetheless connected to what Oliveros terms the ‘space/time continuum 
(context)’ (2005:xxiii) at a macro level which in this case is the personal everyday 
lives of the participants’ monologues and their implications for the understanding of 
the wider everyday.

3.3.3  Talk 

There has been a lot written from different angles and disciplines about how we use 
language to manifest the unexpressed and the tension caused by using a restrictive 
form to express an uncertain and indistinct meaning.  Of course crafted written 
literary forms such as poetry and fiction can and do manage to artfully express the 
nebulous human condition, however spontaneous speech is not crafted.

So there is language and speech and then there is talk.  Talk is a form of speech that 
is inherently social (Schegloff,1986:112). Talk is also the ultimate tool for facilitating 
sharing and belonging and is ‘fundamentally human’(Gardener, 2004:263). Talk is 
always an act of sociality even if it’s function is to communicate with the self as a 
method of working out patterns of behavior and sense making and this is evident in 
some of the audio recordings.  Similarly when thoughts are articulated out loud they 
are then available for scrutiny or reflection unlike unvoiced thoughts which are often 
forgotten. In the case of this work the talk is not strictly a conversation because the 
participants are communicating their experience to an absent audience. However we 
are in constant dialogue with our surroundings and otherness and we cannot help but 
act in response to that (Bakhtin:1981) 

Despite Bakhtin’s assertion that a monologue is always complete, fixed and unable to 
engage with a response I would argue that in making the recordings, myself and the 
other participants are in performative dialogue with the space we inhabit, the 
imagined listener and our own thoughts, and therefore exemplify Bakhtin’s statement 
that ‘The single adequate form of verbally expressing authentic human life is the 
open ended dialogue’ (1984:293 in Shotter:1999).  
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3.3.4  Talk and the Diary

As a document the diary can be a private out pouring of personal thoughts and 
feelings, a chronicle of significant events, a daily log of experiences or an intended 
for publication record as in the political or sociological diary. (Plummer, 2001:48, 
Allport,1942:95, Denzin,1978) The written diary requires a certain amount of planning 
in terms of vocabulary, grammar and readability, it is not spontaneous.  Despite often 
being made for personal reflection only there is inevitably an effort towards 
comprehensibility, which stifles extemporaneousness.  It is reported that solicited 
audio diaries in a participatory process have the potential to capture ‘the ‘mess’ of 
life’ (Worth 2009, Crozier and Cassell 2016) In parallel with Vygotsky’s work on the 
disjointed nature of inner speech, the fragmented narrative of audio diaries is 
commented upon by Monrouxe (2009:100) adding that ‘this discursive think-aloud 
process is an unintended, yet profound insight into an individuals' sense-making 
activity’.

The combination of spontaneous speech and the diary in this research, in the form of 
diaristic audio monologues, produces a personal evocation of daily life.  What sets 
these audio diaries apart from more directed ethnographically orientated studies is 
the specific open ended instruction to talk about the fleeting thoughts of daily life and 
in the case of An Everyday 2Mins about a particular date in a thinking aloud activity. 
Participants were asked to speak spontaneously for a maximum of five mintues and 
not to prepare or write down what they were going to say.  It was important that the 
monologues were not edited speeches but reflected the relationship of the speaker to 
the recording activity and the process of articulating the usually unarticulated detail of 
life.  In this way the prosody of the talking illustrated the slightly awkward task and by 
implication the unpolished nature of ordinary life.  

The nature of the films and audio of everyday life produced by myself and the 
contributors for this work can be seen in the context of life logging and the personal 
archive but with significant differences. The act of re-watching and re-listening to 
one’s own recordings is undoubtedly an aid to memory and reflection.  In the same 
way my repetition and re-performance of the audio also produces a result that 
encourages engagement and reflection. Crucially this is about revealing elements of 
everyday life and thoughts rather than preservation as in archiving or the quantified 
self as in life logging.  However there are aspects of these practices that overlap with 
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the methods used in the work of this thesis not least because they all attend to the 
usually disregarded details of ordinary life.

Central to the personal archive is the idea of collecting, documenting, and preserving. 
Once the domain of institutions and the state, archiving is now commonplace as 
digital technology makes it possible to document and store almost every aspect of 
our lives. (Gemmell, Bell and Lueder 2006). Yet archives are ambiguous in that they 
demonstrate a drive to retain information for prosterity, and, they can also represent 
the burden of ownership.  Ilya Kabakov (1977) Zöe Mendelson (2013) have both 
produced work that focuses on the obsessive collecting and hoarding of detritus. 

Fig 3.7 Kabakov (1995) The Man Who Never Threw Anything Away, Installation

Fig 3.8.Zöe Mendelson (2013) This Mess is a Place : A Collapsible Anthology of Collections and 

Clutter.  Artist’s Book

The idea in their work that even the throwaway rubbish of life can be precious, is a 
reflection on deprivation in the Soviet Union in Kabakov’s case and an inquiry into the 
grey area between pathological behavior and ‘normality’ in Mendelson.  Their 
understanding of and attention to the overlooked resonates in this work with the 
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practice of including all the most mundane thoughts in my audio visual recordings 
and emphasising the pauses and filler sounds in the repetitive performance of them.  
In one manipulation of a donated piece of audio for An Everyday 2mins all the filler 
sounds were taken and composed into a track that recorded only the bits in between 
words - the ums, ahs and pauses. 

The obsession with collecting and hoarding can be seen as the same impulse as 
obsessive documentation and recording.  Although the artwork of Mendelson and 
Kabakov displays and documents the practice of collecting, it is a separate activity – 
the original activity is made into something.  The video diaries of Dieter Roth and the 
life on film project of Christian Boltanski61 are instances of the artists simply recording 
their daily lives in the studio.  Roth’s Solo Scenes (1997-1998) and Boltanski’s Life on 
Film (2010- ongoing) are made very much in the mode of the self recorded films 
made as part of Domestic Spaces and The Long Thread in this thesis, the artists set 
up a camera and let it roll, but continually. 

" "  
$    Fig 3.9 Roth, Solo Scenes video  Installation 2013 Camden Arts Centre

Both artists’ films are rolling towards their eventual death at the same time as the 
death of the artist.  This sense of the immortalisation of their lives on film and the 
idea of the archive as a severance from form or the object, is in contrast to the 
majority of their work which quantifies, itemizes and archives objects, and can be 
seen in relation to much of Perec’s work such as I Remember (1978) for instance. 
However the films make their lives into objects, into saleable commodities. They hold 
within them a tension between the public and the private also seen in Beckett with 
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the play Krapp’s Last Tape (Houston:32) The Krapp character listens to his audio 
archive in real time on stage, a labour intensive, time consuming process partly due 
to the technological simplicity of the equipment which emphasizes the duration of the 
archive and the passing of life. 

The almost absurd and untiring pursuit seen in these three examples can be 
contrasted with the activity of life logging today, which promises to enable the user to 
produce an undiscriminating record of their entire lives, which can be retrieved easily 
and at will.  Gordon Bell’s work on the personal archive/life logging (2009) is possible 
because of technological innovation, particularly the affordability of large amounts of 
hard drive storage, devices such as fitbits, wearable cameras and the capacity of 
mobile phones.  The software facility to record and keep everything digitally 
described in My Life Bits (Gemmel, Bell and Leuder 2006) which used Bell’s growing 
personal archive as content also becomes a museum object as Bell donated his 
archival material to the Computer History Museum subsequently (Houston 2015). 
Although he doesn’t place any artistic value on his archive his project is very much in 
sympathy with the immortalizing tendencies of the artistic projects described here.  
However the material of daily life that can be recorded – data - does not add up to a 
life, it adds up to a record and cannot pick up the remaindered aspects of everyday 
life without some form of analysis, re-mediation or interpretation.  Crucially life is 
always in dialogue with the world. 

Life logging is used extensively in the health sector for self monitoring to help people 
make lifestyle changes or to track issues which individuals may not be able to 
consciously monitor because of communication difficulties for instance. Generally the 
technologies involved in life logging are used for obtaining information about ones 
own actions and habits, finding a way to learn from it and then acting accordingly.  
There is a sense that by collecting enough data it might be possible to reveal a 
deeper truth about ourselves, however the practice is often uncritical in that sense 
and is ultimately rational, deliberate and can only develop knowledge of what can be 
measured. The work as part of this thesis uses digital audio-visual recording and 
sharing technologies to consciously sidestep the idea of quantifying the self and the 
everyday.  The thesis works against the notion of the archival object, using the 
recordings in performances that underscore the ephemeral nature of the everyday 
and the precariousness of self knowledge.
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The risk of over sharing on social media such as Facebook, Twitter and Instagram for 
example, is pertinent to this thesis in that it could be said that the participants’ 
personal audio and video contributes to that phenomenon.  The instance in 1996 of a 
college student in Pennsylvania broadcasting her daily life 24hours a day on a 
webcam for six years called Jennicam was not an art work but a life experiment 
(Krotoski 2016).  Viewers found the 15 second updates compelling and made her 
famous for being herself and forever known as the first to stream her ordinary life.  
Although this same compelling quality can be found in my video and audio recordings 
a crucial difference is that they are not in the public domain, they are only shared with 
me prior to their public re-mediation into performance.  The issue of privacy in social 
media is more about who see the information once it is released, and this is, in 
essence, anyone who wants to see it.  The process of my work creates a network of 
sorts – between myself and the participants and between us all and the audience.  It 
is however closed and only in the public realm for the duration of the performances.  
 
In the performance of the audio – the sampling and repetition, and the soundtracks of 
over lapping voices, seek to cut across the listening experience – to make the words 
strange and refute the comfort of listening to the narrative of everyday life.  The 
Everyday 2mins performance at no.3 Gallery particularly plays on this disruption to 
the narrative – forcing a re-adjustment and a re-listening made possible through the 
digital manipulation of the audio. Taussig (1993) discusses our growing familiarity 
with technology and that in the west we take the reproduction of sound for granted, a 
facsimile which could be seen as a bridge between the living and the non living – and 
- the live and the non live.  He also discusses the refiguring of the everyday inTactility 
and Distraction (1991) where he looks at the reflection of ourselves prioritises the 
senses in the everyday seems to say that it is the reflection, the mimesis which 
enables us to see the everyday and the technology that allows that reflection in all 
the detail thus becomes visible –  we can comprehend detail that we are not 
conscious of in ordinary life it is only the copy that reveals the magic of reality.  In this 
way my analysis of the contributed audio recordings made possible because I could 
listen and re-listen to voices which have a tactile quality, that seem real, reveal an 
almost super real evocation of individual voices.  The transcriptions also illustrate the 
motion of the speech and capture the involuntary un-conscious vocal ticks.  
References to photography and Benjamin’s discussion of the ‘optical unconscious’ 
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the fact that a so called reproduction did not produce what the human eye saw as 
real can be similarly applied to the recorded voice.  I would argue that it is the making 
unreal through recording and repetition which highlights what is really being said.

3.4  Conclusion

The methodology outlined in these pages contextualises a mesh of practices that in 
combination with theoretical reflection have interrogated what elements of the 
domestic everyday can be captured.  The detail and route of the process is unfolded 
in chapter 4.   Although I have separated the methods in order to comment on them 
in this written thesis they were always wrapped up together and crucially 
indispensible to each other in the process of making the work.    At times it has felt as 
if I was a participant in my own research. The work seemed to have a life of its own 
and acted as a container for all the verbalized thoughts of those who contributed. 

fig 3.7 research activity

The decision to work with others, first with Di and then with Carole, Nick and Lulu and 
finally the contributors who mailed their audio to me, was essential to the need to 
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connect with others’ ordinary lives and draw together our common practices and 
concerns.  Small speaking and listening experiments were carried out with 
collaborators to begin with which led up to the formation of the idea for Domestic 
Spaces and the approach to Carole, Nick and Lulu.  The planning and consideration 
towards the people who worked with me came naturally out of my experience of 
socially engaged practice.  The people who contributed were generous and 
interested.  Initially I had wanted to enlist a broad age range in order to provide 
different perspectives.  It became clearer however that the aspect of the everyday 
that I wanted to focus on was the struggle to see the beauty in the ordinary and an 
awareness that ordinary life is often the site of conflicting needs and desires between 
the essential mundane routines and the imaginative transcendence of that.  The 
everyday that I wanted to examine included this very specific friction that drove the 
inquiry.  

Having come through the era in the UK under New Labour (1997-2010) where the 
arts were partly funded for their socially ameliorative possibilities, I had been involved 
in projects where the art had to prove that it had tackled the social aims of the 
funders in order to be considered successful regardless of the quality of the work.  In 
my experience this attitude had an increasingly negative affect on the scope and 
potential of art work to challenge or even comment on the status quo. There was an 
intention in this work therefore to make work with people ethically whilst producing 
individually authored artwork that produced collectivity and commonalty through the 
treatment of the subject of the everyday. The nature of people’s involvement in 
making the work varied and wasn’t a neat fit with any particular practice of 
participation.  One could say that the contributions were the materials out of which I 
made the work as in works such as Encounters in the Republic of Heaven, Trevor 
Wishart’s 2011 composition with voice recordings for example, and in An Everyday 
2mins this was nearer the truth.  The works are part sound composition, part 
performance art and are socially engaged in their intent. 

The utilization of performance as a research methodology has permitted a subtle and 
embodied consideration of the detail of everyday lives.  
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Chapter 4 The Mess Of Research
Unless the identity (and thus the meaning) of what the artist does oscillates 
between ordinary, recognizable activity and the “resonance” of that activity in 
the larger human context, the activity itself reduces to conventional behavior. 
Or if it is framed as art by a gallery, it reduces to conventional art…… But 
ordinary life performed as art/not art can charge the everyday with metaphoric 
power.
(Kaprow 1986:220) Art Which Can’t Be Art

Since this statement was made by Alan Kaprow, the remit of art galleries has 
expanded somewhat as attested to by the many retrospectives and re-enactments of 
Kaprow’s work in gallery settings.  What was often created in opposition to the art 
establishment in the 1960s has paved the way for the development of socially 
engaged practice, which may or may not be exhibited or take place in a gallery. 
However the subtlety and the paradox at the core of Kaprow’s approach is the 
conundrum of artlike life/ lifelike art and the impossibility/possibility of art/not art.  For 
example he proposes that ‘the attraction of artists to nonart over the last century 
suggests that the idea of art as a thing apart has not always been satisfactory; that at 
certain times the rest of life is more compelling.  That’s why art cannot be entirely 
forgotten and why, at the same time, it can be left behind.’ (1993:230) The duality 
embedded in Kaprow’s philosophy is also central to this research, in fact a 
recognition of the importance of ‘oscillation’ as described above is essential in any 
attempt to understand the works contained within this thesis.  All the works are 
underpinned by a drive to become aware of the interstices of the everyday. The 
research suggests that this can only be achieved by paying attention to the fulcrum 
where inner voice switches to vocal expression, ordinary becomes extraordinary and 
the comfort of privacy is forced into public exposure. 

The three strands of work that make up this research are ‘The Long Thread’ which 
began the process and ran throughout, ‘Domestic Spaces’ which developed out of 
the ongoing work of the ‘The Long Thread’, and ‘An Everyday 2mins’ which grew out 
of ‘Domestic Spaces’.  This suite of works represent a research process studded with 
works in progress and more resolved pieces in public that together chart a reflexive 
journey.  Taken in chronological order each will be discussed in turn in this chapter.
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Each description uses direct quotes from notes or recordings of conversations made 
at the time.  This is more extensive in The Long Thread because the collaboration 
necessitated a continuous communication of ideas and thoughts in order to progress 
the work.  In the other works that were not collaboratively made my thoughts are 
often enacted through the performance iterations. The inclusion of direct quotes is 
essential to explain the research contained in the practice but also emphasises the 
everyday process of making an artwork, as at times this thesis highlights the 
everyday experience of writing a thesis. The details of research are often omitted 
from the exegesis but in this case the failures, dead ends, messiness and creative 
ramblings are as important to the elucidation of the everyday and the process of 
research by practice, as the stand out successes and clear thinking.

4.1 The Long Thread

The Long Thread (abbreviated where necessary as TLT) came out of a desire to 
make work about the past 15 years of collaboration and friendship between myself 
and Di Clay, prompted by Di’s move abroad. The work grew out of previous 
collaborations that focused on the verbal and non-verbal communication between us. 
It was developed for this research from the first performance at Tullie House in 
Carlisle into an ongoing collaborative exchange and performance project that 
centered on the communication of everyday thoughts and experiences through 
exchanges of written materials, spoken audio, and video recordings. Importantly the 
dialogue involved continual examination of practice and outcome that questioned 
every aspect of the work.  The process took the form of the ongoing exchange of 
materials punctuated by several workshop intensives and exhibited through two 
pieces of work.  The chronology of which was as follows:

4.1.1 The original Tullie House proposal and performance

The Long Thread (one durational performance)
There are two active performance elements to this piece. One is speaking and
listening, and one is doing and undoing.

Jane and Di sit facing each other at opposite ends of a large space. This could be 
any space it would not have to be a dedicated and empty space.
Each artist wears a radio mic, and is surrounded by an array of materials and
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objects with which to perform tasks.

One speaks very quietly to the other who will hear through her headset. The
other repeats the words as they are said, (into a mic so that it can be heard by
onlookers), not waiting for the other to finish and not knowing what they are
going to eventually say.

The words will be chosen by each artist and may be improvised at times,
quoted from texts, personal thoughts or writings.
At any point one of the artists may chose some of the materials surrounding
her to perform a task with, which she will present to the other who will undo the task 
and keep the materials.

These two different exchanges will continue until all the tasks have been
completed and all the materials shared.

The eventual form of the work began with the preparation as follows:

• Exploring the exhibition space physically. What pieces in the exhibition would 
accommodate a performance alongside them.

• How much space would the performance need – what was the optimum.

• Talking with the microphones and testing the range.

• Practicing repeating and talking.

• Deciding on texts, prompts, themes, for speaking.

• Deciding on space to be used.

• Collecting materials to make with – already owned bits and bobs – everyday             
materials – string, tin foil, paper bags, tape, plastic forks, shells, card, paper.

Through discussion, preparation and experimentation in the performance space, a 
format for the performance was arrived at. Each decision was as follows 
accompanied by the rationale for it.

• Jane and Di sit on ordinary plastic chairs diagonally opposite each other in the 
space, each one with a clear uninterrupted view of the other approximately 
5metres apart.

" Seated to allow stillness and both the artists and the audience to focus on the 
" speech and the making.
" The ordinariness of the chairs to lend them no significance.
" The distance apart to be in the same physical space, allow movement (of 
" artists and audience) between seated positions and so that both artists 
" could be seen at once.
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fig 4.1

• Beside the chairs they each have a large bag filled with scrap material.
" Everyday materials of little monetary value to signify the flotsam and 
" jetsam of life and in our minds echo our words.

• They each make an object from the materials as they are speaking. The object 
is then placed in the space between them.

" The objects are thus shared and pooled. We are putting our thoughts 
" together as a resource for the future, making an object conversation.

• The talking will be about memories and observations of times spent making 
artwork together, watching each other’s work. This will be ad-libbed and in no 
particular order or chronology.

" The work came from the fact that Di had recently moved overseas and that 
" our collaboration would have to continue in a different way. The theme of our 
" speaking was therefore to take stock and reflect and share.

• They each wear an earpiece through which to hear the other speaking and a 
microphone through which to speak. These are small and discrete but still 
visible and not meant to be hidden. No trick intended. This was important that 
what we were doing was apparent – no artifice.

" The work was designed this way to emphasise the communication over
" distance, the necessary amplification for listening. Also the lack of
" theatricality was to give an air of ordinariness to everything we were 
" doing and saying although there was an implicit acknowledgement that 
" what we were planning was extraordinary at the same time – we don’t 
" ordinarily make objects like that or speak our thoughts to others in that 
" way.

• They each have a small notebook, which they may look at for reference when 
speaking – for prompts rather than to recite or read from.
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" The speaking needed to be spontaneous for us to draw out previously
" unconscious thoughts. The notebooks were a safety net in case either of us 
" became blocked in a way that was irretrievable.

The performance progressed in the following way:

• The artists enter the space and sit on the chairs. The person arriving in the 
space first takes the chair furthest away. Silence.

• One speaks very quietly to herself, the other hears through her headset, and 
repeats the words as they are said, but not into a mic – the audience have to 
listen to the person repeating who is speaking much louder and clearer than 
the person speaking their own words. The repeater does not wait for the other 
to finish, and therefore cannot anticipate what they are going to eventually say.

• The speaker does not at any point look at the repeater but the repeater looks 
intently at the speaker, hanging on their every word but with no pretense only 
intense concentration.

• The person speaking also rummages and chooses materials from the bag 
next to them, with which to make an object. The objects are abstract 
assemblages or a simple manipulation of the materials. When the speaker has 
finished speaking and making she stands up and places the object in the 
space between herself and the other artist, returns to her seat and waits for 
the other to begin her speaking and making. Once the objects are placed they 
are not removed or moved, thus the collection mounts.

                     
• Mostly the notebooks are not referenced. Only on one or two occasions at the 

beginning of the performance does either of the artists look at the writing.

• The action continues in this way and finishes after silent intuitive agreement 
between the two artists. A very momentary eye contact signals the end and 
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both artists cease activity and stand. Those present acknowledge the end by 
applauding.

• The left over materials remain in the bags and the assemblages remain in the 
centre of the space. The artists leave. Duration – 2.5 hours.

4.1.2 Subsequent observation and points for consideration

Without having a conversation – jotted thoughts and observations in the weeks after 
(in italics) were shared and formed the basis of subsequent reflection and points for 
consideration.

These fell roughly into three categories:
a) Participant/artist/viewer experience
b) Speaking
c) Making

a) experience

It got really hard in one part and we almost stopped – I like this being 
exposed– not knowing what to say – a stutter in the communication.

! I hadn’t realized how loud the background noise of the other works in the 
! gallery was, and the people walking about until I saw the documentation.

! We had pictures in our minds from what the other was saying – shared
! memories, - the audience didn’t.
! The words can only have made snatches of sense to the viewer
!
! Relationship between the spoken words and previous abstract vocal 
! sounds that we have used – is the verbal language any more intelligible to the 
! viewer?

! How performance-aware were we? Or do we need to be?

! I questioned our pace and rhythm

There was a strong tension between the performance situation, being aware of 
making a live public performance, and a very real situation where we were attempting 
to speak personal and very honest words extemporaneously. Rather than this being 
a fault in the work, we consciously put ourselves in this situation knowing that it 
would be very difficult to execute. The exposure of this effort and the lack of 
theatricality in the performance connects to works of endurance by notable 
performance artists such as Marina Abramovic’s The Artist is Present (2012) but in 
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this case the work was purely a psychological endurance. 

Our aim was not to clearly communicate what we were saying to the audience, but to 
each other. There is a question over the effect of using verbal communication in this 
situation – does it create a tension for the audience in that the meaning of the words 
should be transparent but are made opaque by the way they are performed. This 
puts me in mind of many paintings (for example Bourgeois’ ‘I Give Everything Away) 
which use handwriting that can often only be partly read, as part of the image, so that 
they are only hints at meaning.

b) speaking

Quotes from the audio – repetition is clearly important.
Spoken thoughts are fragments.

“Shall we build a hut?
Shall we make lots of them?
Shall we do that?
Shall we keep doing that until we understand why?”

 “What comes to the surface from looking and sieving the earth – the meaning 
just comes to the surface. The process is about bringing things to the surface 
like little plastic toys.”

The musings – the structure of the spoken language – the way the meaning 
and sentences wander.

The intensity of our concentration the fact that, it was necessary.
Looking at Di making and talking she looks like she’s talking to herself or 
expressing inner thoughts.

Me not speaking loud enough occasionally in repeating, but Di’s voice
repeating mine is like an echo.

These acts of memory, when they are spoken in this situation become entirely 
present and thoughts that are taking place now. This points to the impossibility of 
replicating a live action like this because it is ad-libbed but also because time 
changes the content. As Phelan (1993) explains ‘Performance occurs over a time 
which will not be repeated. It can be performed again, but this repetition itself marks it 
as ‘different’. The document of a performance then is only a spur to memory, an 
encouragement of memory to become present.’ 

This work in a sense took the form of a document of past performances through 
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another performance.
Perhaps because this work is so absorbing to make, the form of the work gets
forgotten momentarily and the public dissolve, hence me sometimes not speaking 
loudly enough for the audience to hear when I am repeating Di because I am so 
absorbed in repeating for myself.

c) making

A lot of the things we made involved putting things inside other things.
Wrapping, folding and layering.

The documentation seemed to focus on the making – close ups of hands 
rummaging and the pooled objects.

Our making looks purposeful – especially as we look for things in the bags. I 
like the ordinariness of the objects we made, that they are made from rubbish 
but take on a significance. Its like they are ordinary bits of our lives that we are 
pooling like a visual conversation placing meaning on the everyday.

The making used certain techniques because we made a decision not to use tools or 
tape or glue to make with. It had to be intuitive and enable us to focus on our 
speaking. Everything had to be tied, bound or inserted. The idea of being occupied 
with a mundane task which allows the mind to wander or focus on something else is 
an idea that can be carried forward. The fact that we could confidently make 
continually in a rhythm of first one of us, and then the other, provided a stable 
background for the much more difficult speaking.
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fig 4.3. notebook reflections - ‘Spoken thoughts are fragments’

4.1.3  Summary – significance for further work

The process of devising and making this work has had a lasting affect. Key aspects 
were carried forward into the development of the piece through the next worshop 
intensive and into the research for the entire project.  An audience member described 
the experience of watching the performance as voyeuristic and tense because she 
wasn’t sure if she should be listening or not.  The acknowledged friction between 
public and private, inner and outer, which is explored in further works began here.  
Another viewer described her sense of the connections between our improvised 
spoken non-sequiturs and her own previously unacknowledged experience of 
everyday life. This possibility of connection to others through ordinarily unspoken 
details of life became an underlying and underpinning aspiration of the project.  
We both remarked later that what was happening in this work was the creation of a 
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third space in between us (the in between as a central theme runs throughout this 
project) and this space was the active space of the performance like a magnetic field 
between two like poles. The sense that in the process of making this performance 
piece new insights were being developed subconsciously was exciting, ultimately 
sustaining and has coloured my approach to research by practice in the project as a 
whole. 

4.2  Residency at 25 Stratford Grove 

25 Stratford Grove or 25SG was an artists space run from the director’s own home.  
The residencies had a specific remit to respond to the domestic space of the house. 
Ours was a three-day residency where the themes, issues and further development 
of the Tullie House Long Thread performance were explored. The rationale was as 
follows:

• To look into the recording of the process and how effective the methods were in 
terms of representing what was actually happening and also what the methods 
communicated.  

• Did this change the work, did it enhance it, did it add something or take 
something away or both. 

• To repeat certain aspects of the long thread performance but not in a 
performance situation.

• To play with how repeating and speaking in different ways might affect the work.  

• To look at how intrusive or not recording technology would be.

• To be able to review what we were doing immediately and discuss before 
moving on.  

• To talk and repeat without a theme - to try and draw out thoughts as they come 
to mind and attempt to access the preverbal or at least explore what is meant 
by that. 

• To further explore the difficulty we felt in the Tullie House performance in not 
knowing what to say.

• To understand what needs to happen to make the work possible - what 
conditions are necessary to create this work?

4.2.1 Day 1
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We began with a discussion of original performance, drawing out themes and issues,  
looking at previous work in general and noticing connections, commonalities and how 
these might be carried forward into this exploration or not. This process involved 
recording a free flowing conversation then listening to it and highlighting points of 
interest and significance. The points were then written down and discussed again.  
Notes were made from this and organized into themes.
The points uncovered and discussed fell roughly into three categories and are listed 
under the following headings exactly as they were written at the time and this follows 
for the whole residency. Notes made at the time are in italics.
a) form
b) meaning 
c) process

a) form
How to break down the formal aspects of performance - so it is less of a 
language - what we were saying about not wanting it to be performance but only 
that something has happened - an event. - bypassing the formal language.

It becomes ‘performative’, Actions are being made. 

Think about what formal structures have come about through performance art - 
accepted forms.

Think about whether performance is the right form - is it necessary to have an 
audience present in the same space? To question this.

Space and time is necessary to be able to come to the point of exchange and 
therefore the work has to be durational.  Something about the repetition of the 
action and the simplicity of it creates the space.

Important that you can't do this in a solo work - it can only happen between us. 
The space in between us is a neutral space and is not controlled or possessed 
by one or either of us it is allowed to be fluid and active. There becomes a 
shared voice when our words or actions meet in the zone - one becomes 
indistinguishable from the other. When we are repeating and listening the space 
between us dissolves.  ‘I speak you, you speak me’.

A viewer commented that there is something edgy about the voyeuristic nature 
of watching this work - the private action in a public space - the intimacy of the 
work.

b) meaning

Meaning can only be communicated as something constantly changing.
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The meaning of our work is most tangible in the act making of it.

Do we need to understand how the meaning is made or communicated.

What is the work about - is that different to the meaning?

What is the difference between what the work is about and what the meaning is. 
The meaning is fluid and up to the individual to decide for themselves.

Robert Duncan - 'this is not a story of what he thinks or wishes life to be it is the 
story that comes to him and forces his telling.'

We were exploring the idea of capturing or catching a meaning - looking at it , 
saying it and then releasing it, letting it go, dissipate.

It is what happens in the margins of consciousness.  The automatic speaking in 
‘Thread’ is about bringing to consciousness what usually remains hidden in the 
margins - however it still remains mostly indecipherable to others - it is not 
explicit.

c) process

Talk before the work is all about the form - only the briefest discussion about 
what it is about.  In the making, all the stuff that we have been thinking about 
that has gone into the idea, comes out.

The repetition of themes comes out in the work and in the conversation about it 
- the fine honing and trying to say the same thing in a better way.

The work unfolds in the process of making - we don't over think or over work 
before a performance.

The work is created live, that is really important.  It is a process of discovery for 
us and the audience.  

Despite the formal structure the work is not pre made.  
What the work means doesn't consciously go into the preliminary planning.  

The meaning is revealed through the process.  

Like adding water to a sponge - the work expands the meaning - the meaning 
fills the work, fills up those spaces. The meaning is already there because that 
is where the ideas come from but it is not realised.  That is what the process 
does.  The meaning is multifaceted. 

We create a form through which the meaning can be realised.  We can't say 
what we want to in a premeditated process - it has to be in the process of 
making the work.

We created an active space in the performance - a space where a mental space 
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can be explored.  Exploration, which is crucial to the meaning, takes place 
within the making of the work.

The words improvisation and intuition need unpicking - if we don't mean this 
what do we mean?  Drawing upon subconscious thought by using random acts.

The meaning is revealed through the process. Creating an active space for 
reflection in a live situation

4.2.2  Day 2 

Sitting on chairs in different rooms each of us being recorded with video and audio. 
Taking in turns to speak and repeat.   We couldn’t see each other or hear except 
through an earpiece. There were often gaps between speaking and repeating whilst 
either one of us brought our thoughts to the surface and verbalized them.

a)            b)

fig 4.4 a) Di speaking      b) Di repeating

“I keep thinking about purple and orange and green.  Purple and orange and green.  
It is connected isn’t it with my childhood I suppose.  It gives me a warm feeling.  I 
don’t particularly like purple and orange and green together, not together, but they 
make me feel warm inside.  A dress, that’s it, not mine, it belonged to someone who 
used to look after me when my parents weren’t there.”

113



a)   "   b)

fig 4.5 a) Jane speaking     b) Jane repeating

“I am thinking about spaces, space in terms of distances, distance between us, 
between ourselves and those we love, and how sometimes that space and that 
distance is tangible, feeling as if you can just reach across it, as if you could reach 
across it and put your hand on that person, they feel so close.” 

'Perhaps the things that we want to say disappear when we look at the trees, the 
movement of the trees, they are not needed'

There was a conscious decision not to have any form of prompt, notes or themes to 
work from for our speaking, only that we should not talk about what we could see 
around us or what we were having for tea for example. The words needed to be said 
without any obvious external inspiration.  We were trying to dig below the 
immediately apparent thoughts to a deeper level. This made the speaking particularly 
personal and particularly difficult to execute.  The thoughts were already there but in 
the back of the mind. It should be noted that in a process of this sort, our mental 
state, preoccupations, and the physical situation has a significant affect on what is 
said.  

The process was recorded using video cameras and audio recorders and the video 
cameras definitely made a difference to how we felt when speaking or repeating.  
They were positioned directly in front of us so that we would almost fill the frame, and 
therefore it was difficult to ignore them.  They were in a sense taking the place of our 
audience except that any viewer’s attention wanders over a period of time and also 
we were both in the same space in Tullie House creating a joint image.  The camera 
at 25SG was recording our every movement and so self - image became part of the 
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work in a way that it hadn’t before perhaps also because we were absorbed in other 
tasks.

The video was effective at capturing the concentration and atmosphere. The stillness 
of the image made watching them absorbing, like watching someone’s inner thoughts 
as they move across their face. There is often no difference in the look of when we 
are speaking or repeating.  Sometimes though the repeating looks lighter, less tense.

Listening to the audio of our speaking and repeating allowed a focus on the words 
and the way they were spoken without the interference of a visual image.  The audio 
was also largely just one of us at a time since most of the work was made with us in 
separate rooms. 

4.2.3  Day 3

The process on day 2 was repeated but we also decided to use the sense cam and 
the live scribe pen to record and this time sat opposite each other in the same room.  
This experiment was much more about the effect of using additional recording 
methods. Each analysis of the methods brought up questions about their use and 
effect.

Drawing with the Live Scribe Pen at the same time as speaking and repeating, the 
drawing is abstract and seems to reflect what is being said. For example when 
talking of endings, a spiral form is drawn with arrows following the path of the spiral. 
The drawing becomes descriptive.

The loudest sound picked up by the pen is the sound of the pen on the paper.  Voices 
are also recorded.  The sound of the scratching pen is at first distracting but there is 
a quality of rhythm that goes with the words too – that sound transmits the action of 
the drawing.  Very useful in attaching sound and image to the voices in time – could 
not possibly remember the timing of drawing to words without it. I was not 
consciously making the drawings fit the words but perhaps the fact that drawing is a 
natural part of my artists toolbox that interpretation comes instinctively.  The action of 
drawing, the fact that it was an action, helped the flow or feeling of flow in the 
speaking – added something.  Action and sound together – even if that sound is non 
verbal creates a tension both in me as a performer and in the look of the work.  It’s 
not distracting but there is a question over what is happening – is the drawing 
following the words, are the words scripted but cleverly spoken, is the drawing 
doodling or is it scripted too.

Could this be done on a large scale with a huge piece of paper on the floor and 
symbols for the pens incorporated – need to find out how the pens work.
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Could the drawings be construed as the intangible aspect of thought – or is this just 
that the coded nature of drawing is not as readily understood as the coding in speech 
is.  Is it really expressing anything more intangible or is it just a language like any 
other.  So what isn’t a language?  What doesn’t already have form that can be used 
for expression? Is it true that to take chance or non - art and turn it into art is 
destroying the initial encounter, the happening that inspired it? Soon as it is staged 
something is lost OR is it added?  Can the action be highlighted in a way that does 
not destroy but enhances and shines a light on it?  Of course it can.

The Sense Cam photos are interesting. The ones I took over lunch show an 
everyday dinner table scene.  I like the viewpoint – not on eye level, but body level.  
This gives the photos a secretive or hidden feeling. The feeling that they are taken 
without the subjects’ knowledge.  The looking in to a private moment, as expressed 
by one of the viewers in the Tullie House performance. We weren’t doing any activity 
that would greatly affect our bodies’ readings so the data will reflect that stillness. It 
would be interesting to look at the data as the result of the performance as an 
abstract thing as in the drawing.  Does it really reflect anything; perhaps it is no less 
meaningful than the speaking.

Wearing the camera isn’t comfortable because it swings about with any movement. 
The images are often blurred, which shows movement however and thus looks less 
staged.  The cameras might be more appropriate to use when there is more 
happening.  Experimentation is needed to find a way of fixing them with a clip or such 
like. 

fig 4.6 Lunch-time images
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fig 4.7 Drawing/speaking/repeating images

4.2.4  Subsequent Observation and points for consideration

Looking back at the videos and documentation certain observations and questions 
recurred.

It looks strange when we are in the same space drawing and repeating.  We are not 
looking at each other because we are drawing and yet we are in very close proximity. 
It doesn’t feel right. We should be paying visual attention to each other.  The intense 
watching of the Tullie House performance was important to the tension created.  
What we are saying sounds contrived in this situation, less intuitive. It works very well 
when our voices overlap more - when we are both talking and when the person 
speaking is saying longer sentences instead of odd words or phrases.  I am not 
repeating as Di is speaking and that doesn't work - I need to do it as she is speaking, 
it mixes our words. Looking back at the videos what we were saying looks as if we 
think we are saying something really important but we are not- we are saying very 
simple and often universal sentiments or thought. The fact that we are not doing 
anything except speaking makes it look as if what we are saying is important. 

So how can we and should we change what we are saying? Perhaps we need to 
focus on becoming aware more - practice bringing out a stream of consciousness 
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and then repeating.  Perhaps saying anything and everything that occurs to us. 
Speaking the babble that goes on in our minds – becoming aware of it and bringing 
into consciousness. Letting it all out like automatic speaking.  Often what we were 
saying was like automatic poetry. Often though, the inner language and outer 
language don't match, thoughts come so quickly that it is difficult to hold onto them 
long enough to speak them.

It was good to be sat quietly.  Time goes by.  Although we could hear each others’ 
voices through the ear piece they cannot be heard by anyone else - so no-one else 
gets the overlapping of our voices.

The mark making as we are speaking felt natural, but perhaps it would be good as an 
activity of drawing on the floor or on the walls on much bigger scale, talking as we go.   

Not being there with the person but repeating what they are saying. Could it be done 
over distance with Skype or live streaming or even mobile phones?
What does the repetition do?  What happens to the everyday when it is re-affirmed? 
That feeling of listening so intently to somebody else without interrupting or making 
any judgment but just repeating. Getting to know somebody else's thoughts.
What would it say over a long period of time, would there be threads that could be 
pulled out?  Would the listening to it over and over make a difference in what you 
could see in it?  

Di found the drawing really helpful.  Being in the same room and not being able to 
hear me through her ear piece meant that she looked at me more. In terms of 
performance we also need to be able to hear the other person in the same room so 
that the viewer can hear and see at the same time. 

An experience contains all the thoughts we have in our heads at that time - things 
that we can't articulate.  How can we pay attention to our pre-verbal thoughts and 
articulate them.  Is the spoken word completely inadequate for the task?
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4.2.5  Significance for further work 

How can we and should we change what we are saying?

What does the repetition do and how does it relate to ritual?

What happens to the everyday when it is re-affirmed?

What would it say over a long period of time, would there be threads that could be 
pulled out?  

How can we pay attention to our pre-verbal thoughts and articulate them?  Is the 
spoken word completely inadequate for the task?

Is it possible to develop a new language which expresses experience other than the 
written or spoken word.  How can a method be developed without it becoming overly 
esoteric?

Could the drawings be made on a large scale with a type of Live Scribe Pen? What 
effect would a change of scale have on the intimacy of the work for the making 
aspect too.

Could the work be made over distance with Skype, or live streaming or even mobile 
phones? Is bodily presence essential?

Could the work be developed into a solo work with video, or an action with several 
people?

Is the repeating/echoing itself a communication that can be replicated in other media/
actions?

If an experience is expressed by someone and faithfully echoed by another is that 
experience then communicated, and what gets lost in translation?

4.3. Landroanac Intensive

A workshop intensive at Di’s home in France took place to further develop the work 
and questions that came out of the 25 Stratford Grove Residency. 

In the intervening time between the Stratford Grove workshops and the France 
intensive, the emphasis of the work had moved towards communicating our everyday 
experiences to each other, and seemed to be developing into a project which was 
looking at the importance of communicating the ordinary every day when distance 
precluded us experiencing that together and therefore the everyday familiarity in our 
friendship and collaboration could be lost.  There was a growing realisation of the 
importance of incidental, mundane thoughts and incidents to the maintenance of a 

119



connection and a suspicion that this seeking connection through ordinary experience 
might be relevant for others.

Through discussion we decided that the most significant points for exploration were:

a) Could the work be made over distance with Skype, or live streaming or even 
mobile phones? Is bodily presence essential?

b) If an experience is expressed by someone and faithfully echoed by another is 
that experience then communicated, and can we know what gets lost in 
translation?

c) How can we and should we change our monologues?

4.3.1  Day 1

It was decided that we would focus our speaking on an actual even to begin with.  
Very differently to the set up at Stratford Grove, which was definitely not to have 
anything in mind before we spoke but to bring to the front whatever we felt was 
lurking in the back of our minds. The reason for this decision was that we decided 
speaking without any focus other than whatever comes, at times was a little 
hackneyed, or clichéd. Sometimes the words came out as sound bites and were too 
self-conscious, possibly as a result of sitting in front of the camera. This time we 
would share an experience and then each talk about it to camera without the other 
one there, to try and get over the self consciousness and look at what difference it 
made to the feeling of speaking.   We used the laptop camera and simply spoke our 
recollections and thoughts of the bike ride we had that morning with each film lasting 
approximately five minutes. We didn’t decide to do this until we were having a 
conversation over coffee in the bar in Mur already half way through our bike ride. The 
mixing of life and Art highly appropriate. We were suffused with our environment and 
the process of making artwork.

fig 4.8
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My favourite little bike ride, into Mur from, from the house, with Jane hooray.
Those feelings of yes, I love doing this and I am so glad Jane is here and the 
first thing we really do together is cycling into, into, Mur, and we are gonna have 
coffee and we're gonna get some bread and I suspect probably a croissant but I 
didn't actually, mention that until we got there.  Huffing and puffing I was up the, 
up the hill bit, had to get off and walk as usual just at that really steep bit well I 
find it steep on my sit up and uh beg bike, and going along getting on the cycle 
track and Jane saying 'Oh this is great isn't it this is great" and my awareness of 
her and remembering thinking how its the first time for her and thinking about 
my own sense of how its just like normal life now, just cycling to Mur to get 
some bread. I'm just so glad that Jane is here to share it.  I remember having 
that really good feeling about setting off on the bike as we cycled along, thinking 
Jane is seeing all this for the first time really.  to me it is so familiar but I 
remember thinking that.  We were chatting and talking, i can't really remember 
what we were saying at that point actually when we started off and cycled in 
maybe I was just rabbiting on about where I go and she was asking questions 
and we cycled on chatting really and then I told her, that's right, about the fact 
that I was taking a photograph of it every month and how much I liked the track.  
and we got to the, we went over the road, the little road that crosses it and we 
carried on and I said soon, where, well when we get round the bend a bit I said 
round, round about where that person is we are going to turn, there is a little cut 
through and we turn left and go up to a little side road that will take us into the 
centre and we soon reached that and Jane called out and said ' there are a lot 
of wooden houses aren't there' and I think she said ‘they are horrible’, I can't 
remember now, I didn't actually quite hear her. and anyway we went up and I 
got off my bike to push it up the gravel I warned Jane that maybe the gravel 
could be a bit um you know slippy but actually it was a lot easier and she cycled 
straight up it and onto the little road.

fig 4.9

I was riding a green mountain bike that is Di's. I remember her riding it around 
Carlisle. Zooming about.  And its er um, its er one with a cross bar on, and I 
realised how long it is since I have been riding a mountain bike. I could feel the 
pressure on the, the balls of my hands.  Um, so, I, changed the gears, and 
couldn't get used to that for a little while. trying to work out which gear I needed 
to, which gear lever I needed to use to change it, so I rode up and down the, the 
drive way a little bit, and then we set off. Di on the sit up and beg bike. La 
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Bicycle, LA Bicycle. and, rode up the drive the driveway that went to the road 
and there was lots of plant debris on the drive crunching under the wheels of 
the bike and I could feel a slight chill in the air and on my face and it felt really 
nice and it felt really nice to be moving, it was a very easy bike to ride.  So we 
rode along surrounded by the trees on either side and fields beyond that. to the 
end of the drive and across the road. and then right, down the cycle way. the 
cycle way surface has a, a, um sort of light, very light sandy coloured surface 
but its sort of a slightly, I don't know what it is, its not shingle, its sort of like a 
chalky material but its very, its  lumpy like gravel but its a sort of a sandy colour.  
I don’t know what it is but its crunchy it sounds crunchy as you are riding on it, 
and its quite wide and er, apparently its an old railway line.  so its wide enough 
for two bikes without having to worry about bashing into each other and you can 
ride along side by side.  So we headed down there and its funny I was thinking 
about Di and how we always walk really quickly everywhere in Carlisle and I 
always find that really funny or wherever we are walk really quickly and er Di it 
was funny Di on her bike cycling really quickly and then, and then us realising 
oh we should slow down a bit, sort of, that was quite funny thinking about that.  
And so we were cycling along just feeling the, the air and thinking how lovely 
this is to be able to cycle all the way to, to Mur along a cycle path.

We also repeated each other’s audio in the same way as we had face to face for the 
Tullie House Long Thread.  We copied, saying the same words at the same time, 
forming a close echo of the other. We discussed the experience afterwards and 
noted that the question over coffee was would our recounting even sound like the 
same journey?
We discovered our joy in sharing this everyday occurrence each with our own 
perspective – Di excited at being able to show me an aspect of her life there so 
easily, and me excited about discovering new experiences and understanding 
something of Di’s life in France.  The joy of small things comes across in the audio. 
There was also a sense that all the detail of the bike ride just happens, we don’t need 
to make it happen, it is there or we think thoughts which are not forced but just come. 
There is such a richness to it. 

We talk about the fact that thoughts on the bike ride – for instance me thinking about 
Di zooming about on her bike in Carlisle and us walking so quickly everywhere, are 
so fleeting, but because we are recounting the ride, we remember them, and in fact 
the retelling of that thought takes much much longer than the actual thought took to 
think.  The conversion of thought into communication takes time. It is not until we 
have the time to focus on our own thoughts without a conversation that those things 
can be remembered and be retold.  The idea that so many of our experiences are 
accompanied by such thoughts, so much lies underneath our actions, paying 
attention to such thoughts lends a richness to experience, and the meaning that is 
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contained within it.  For me all our history and the hope of a continuing connection 
was contained within the thought about Di in Carlisle on her bike and us walking 
everywhere quickly, something that we do.  These thoughts come unbidden. As Di 
describes in a recorded discussion below.

I had the same thought, before we did the repeating actually I had gone up to 
get this, the recorder, before we had done any repeating so we hadn’t heard 
anything.  I remember having the same sort of thought about well this is what 
we do when I was clomping up the stairs, looking in the studio, getting my thing, 
a here we go again sort of feeling, this is what we do, I’ll just get this and that 
and that, and thinking in my head like that in a moment like you are just 
describing, like that (makes a clicking sound) as I passed Nick, what he might 
be thinking, ‘Oh there’s Jane and Di getting on’ and I actually thought all that, all 
those things in I don’t know a few seconds.

The retelling created a fuller picture for us both and one that we won’t forget now.  
The retelling and repeating cement that memory. 	  It reminds me of the feeling I used 
to get from drawing something from life that required an intense amount of looking 
and concentration – it gives such a strong sense of the object, that by drawing it you 
are almost touching its contours – with the repeating words as they are said this is 
also the affect – that you are listening very intently so that the words and the pictures 
they form are felt.  

The repeating immediately before hearing the meaning or being able to make sense 
of what the other is saying, gets you out of the way, stops you thinking about 
anything other than what is being said.  Pictures come to mind and there is real 
empathy with what the other is saying, but none of it is premeditated.

" Soon as you wait you realize you are already making an assumption aren’t you.

Quite, quite.

This method is quite crucial to what we are doing.

Later I made the following journal notes on listening to audio of myself talking about 
getting up in the morning at Di’s.

I am talking about how I came down to make a cup of tea and what was going 
through my mind as I was doing that - imagining scenarios and thinking about 
others.  This is both uninteresting and interesting at the same time. The actions 
themselves are common place except that to verbalise what you think during 
that action is not usual and reveals the effect of those actions on me.  The 
working processes of my mind - how I see things in daily life.  What affects me 
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and how.

These ordinary affects - the milk in the milk jug giving me pleasure - why is 
that? - What surrounds that thing in my past and my cultural upbringing that 
makes it significant?  I can picture that scene now - the milk jug on the 
sideboard with the curved doors and the tea stained painted top and the all the 
paraphernalia that goes with making tea properly that is peculiar to Nick and Di.  
Part of what I love about them.  The small things about others that add to ones 
perception of them.  Perhaps this way of thinking that I have is peculiar to me - 
the constantly making connections between what I am doing and something 
outside of myself.

4.3.2  Day 2 -Experiment with repeating drawings on projected Skype

We experimented with one person making an improvised drawing on Skype so that 
the drawing filled the Skype window and the hand could be see making the marks.  
The other person tried to copy the drawing in the same way that we copied each 
others speech in that we would try and do it as the other was, without waiting for the 
marks to make sense of form anything before we copied them.  The drawings were 
abstract for the most part but this wasn't intentional but automatic.  Because it was on 
Skype what happened was that we were actually mirroring the other.

‘It was just like copying the speaking - I was aware of times when I was waiting 
to see what you would do next and following you quickly and trying to follow you 
close behind without assuming where you were gong to go at all. and also trying 
to get it accurately in the way that you were doing it. It was just extremely 
difficult, real concentration, really focussing.’

There were lots of practical difficulties with doing this activity to do with scale, 
positioning and mirroring, but it seemed as intense as the speaking in a way because 
drawing is so personal - 'I was not in any way making the sort of marks you would 
make, I imagine.’
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drawing 1

repeated drawing 1
fig 4.10 

4.3.3  Day 3- Experiment repeating over Skype - on screen and to a large 
projection

Repeating using Skype was impossible to get right.  The delay caused by two voices 
speaking at the "same time meant that the signal dropped even on the best 
connection and therefore words were lost and speaking became deliberate and 
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unnatural.  Repeating to a large screen produced a teacher pupil effect - a bit 'big 
brother'.  Repeating to the small screen was more intimate but not good visually.  
There is a question over what is the most important consideration here, the 
aesthetics must match the intention no matter what they look like. 
I am speaking about what I did that morning but I am waiting until Di has repeated 
what I have said before I move on.  Di cannot repeat what I am saying as I am saying 
it because otherwise she will be talking over me.

fig 4.11 Experiment winding wool and speaking.

4.3.4  Summary and significance for further work
This series of experiments winding wool and repeating words was the last stage in 
this workshop intensive and we felt had reached a conclusion.  We immediately 
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planned what I would do when I got back to Newcastle.
This next phase of TLT involved a period of solo experimentation by myself in Culture 
Lab and a week long collaboration period where we both worked through issues and 
ideas.  The initial aim of this work was to produce a video and audio piece that would 
work with a similar one produced by Di in France.  We would have a projected or 
screened video of the other person's hands winding a red ball of wool which we 
would echo by doing the same thing, and an audio track which we would repeat as 
the other was saying the words - leaving no gap between our own and the other's 
words as far a possible. We would repeat the entire audio until the end.  This would 
be filmed to produce a video of just our hands together making the same action of 
winding the wool and an audio of one repeating the other's words in a continuous 
stream.

The process leading up to this was that we would each make an audio recording of 
ourselves speaking or retelling an event.  We agreed that we would both recall a walk 
we had taken together whilst at Di's house in France.  We did not hear the recordings 
before experimenting with them each in our own space - Di in France and me in 
Culture Lab.  

4.4  Culture Lab Development And Workshop Intensive

The words in italics are the reflections written at the time of making, some in note 
form.

The first idea was that we would use a projection screen so that the other's 
hands would be much larger than life, and we would have to stand next to the 
screen in order for our hands to be in shot. 

The resulting video was interesting because the person repeating the winding 
action had to be in front of the projector so there was a shadow cast between 
me in front of the screen and Di's hands on the screen.  In effect there were 
three pairs of hands moving.  However the scale did not work - In order for me 
to only have my hands and arms in shot I needed to stand very awkwardly to 
the side of the projection screen and hold my hands up to Di's so that the echo 
was obvious in the film.  This did destroy the performance element of being in 
the moment - and yet we were already setting up the idea that this would be a 
performance to video or in fact not a performance but a piece of film making.
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fig 4.12

The winding of the wool looked good as an action but did not feel right to 
execute.

There was then a change of screen - I tried winding and repeating to a monitor 
screen which meant that I could get much closer to the film of Di's hands and 
also that the camera could focus in on just the screen.  
This was ok when just winding but when adding in the repeating too it became 
too difficult to concentrate on the words and the wool winding.  It occurred to me 
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later that when we initially performed the long thread we were never doing 
anything else when we were repeating the others' words - it took so much 
concentration to do that in itself it wasn't possible to do anything else.  Why did 
we think we could do it this time?  I tried a total of six times to wind the wool and 
speak without dropping the ball of wool.

 

fig 4.13

At first I focussed in on the screen only, to capture just our hands - this 
produced a fairly slick image, however why was it good to pretend and isolate 
the image - if the work is in some way about what is, then the reality of the 
situation should be shown.  The camera was then panned out to reveal the 
edges of the screen at first and then more of the room around it.  This was more 
in keeping with the content of the work however if part of the aim was to share 
instances of our separate lives at home then the space of culture lab was at 
odds with this. 
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fig 4.14

After I made this experiment Di and I had a Skype conversation so we could discuss 
the many issues that resulted.  My subsequent thoughts below chart a stage in the 
development of the TLT.  Apart from adding punctuation later the words are as they 
were written in note form, to preserve the immediacy of a train of thought.

Domestic setting - that is something to try.  We are communicating something 
about our domestic lives so it makes sense for it to be in that environment.

The film of it (the setting) would be from behind, the video could show what is 
going on around the screen as well.  So the repeating would be to a screen, and 
on the screen the film would be of a domestic setting.  Would you just have the 
hands again? Play with it and what it might look like. 

The thing is you can't decide what is best once you do you discover that 
something is not the best way.  In Culture Lab I worked with the projector 
screen but the scale was wrong, and then worked with a computer screen but 
then thought why don't I show the screen too, why hide it?  That is because the 
room at culture lab is not significant to the piece - therefore any background has 
to fit in with the meaning of the work.  At home it is interesting and relevant.

When I came to do the film - repeating and winding the wool - very awkward 
getting myself out of the picture and the wool in shot. The result of having so 
many false starts in trying to get it right was that I eventually knew exactly what 
Di was going to say so there was no spontaneous response to her words. There 
could not be.

Consequently the film and the audio recording need to be separate things. If I 
was sat in front of the screen looking at it and repeating, it would have been 

130



possible but of course it would not have worked aesthetically.  Went through 
thinking it was just me not trying hard enough but finally came to the conclusion 
that it was impossible.  Felt like I was doing a performance and mucking it up - 
was supposed to be a coming together activity not a nervous thing.

The content was quite forced too.  The concentration on a given instance/event 
like the walk or the bike ride was too restrictive. Works better when there is 
something going on underneath the narrative - like my description of the dogs 
barking for instance. 

This last note refers to an instance where I was recording myself describing a walk in 
Landroanac and some dogs started barking in the distance.  I then spoke about why 
they might be making a noise, whose they were, what the scenario was. It brought 
into focus the collision of memory and the present – the memory of the walk I was 
describing and the dogs barking and the flow between past, present and future that is 
possible in our minds.  The note below shows how even the smallest experiments in 
practice can result in decisions about the whole process.

fig 4.15 Notebook reflections ‘Amazing what one can recall’
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There is a danger of contriving something. If we think about these exchanges 
being letter equivalent - a stream of consciousness which we tie to an event 
which would give it some content without it being too big with no context for it.  
Perhaps it could just be some part of the day that you reflect on.  You don't 
worry in letters that it will become public in any way.  Perhaps a context will……  
The content is as relevant or almost more important than what we are doing - 
that we are getting to something somehow.  Trying different approaches.

Going back to why are we doing this - in terms of the development of our work - 
trying to make something work.  Trying to find a performative form of 
communication which is honest and real that we can do at a distance.  In the 
long thread there was that sense of it being real, it wasn't made up or 
insignificant. We need to know why we are doing it - that it is something 
communicative.  Maybe the context doesn't have to be that strong.  The 
material in the original was very good because it wasn't a narrative - it had an 
abstract quality, we were conjuring pictures, they weren't trying to be related to 
one another - people were hearing that we were communicating.  Telling the 
story is less important.  How to have a context without always drawing on 
memory - a context that is in the present.  The work is what we are 
communicating.  What is it about these everyday thoughts that are transferrable 
into a performance context? 

So the context is the film - that it is of just a room with one of us going in and out 
of it doing everyday things - difficult to make that short though.  The film could 
be anything.  The audio could be speaking thoughts often not connected to the 
activity that is on the film.  Like thoughts are often not connected to what we are 
doing.  Like an abstract chink.  Perhaps it is the mesh of background thoughts 
that we are trying to capture.

The wool and talking meant that you couldn't be in it - that very important part of 
performance that is about being in the moment cannot happen - being present 
was not possible.

Skype is too real to communicate abstract thought it is a commonplace interface 
and you cannot do it without looking at a screen.  A projected screen might have 
been different but wasn't, it doesn’t work for video.
Skype may be too laden, too obvious.  Could use Skype to copy actions not 
words but then the delay and movement breaking the picture up would be a 
problem.

4.4.1  Subsequent Observations 

In conversation afterwards we discussed:

• The possibility of using non-verbal vocalisations and repeating them as an 
interruption to the spoken word performance – that they might work together.  

• Previous collaborations figuring in some way.  
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• Each making three films and audio and then getting together to work through 
the possibilities - funding might be necessary for Di’s travel.

• The next steps:

! Make films of ourselves doing everyday activities - not consciously 
" beautiful but well composed/filmed. Send these to each other.

" Write everyday thoughts and observations in a notebook in the mornings 
" and then select to make an audio recording reading sections - cobbled 
" together without a narrative - fragments. Send these to each other.

" Independently play the films and audio together and repeat the speaking 
" along to it whilst watching the video.  

Listening to ‘The Landscape’ by Harold Pinter in the days after this conversation: - 

I realise that the communication between Di and I needs to be whatever we 
want to say.  Actually that is the most important thing, not that it is the same, in 
fact that it is different is good - we are communicating our separate thoughts.   I 
will send her another file today then get on with writing. Perhaps not reading the 
words though - reading and then speaking it.  In a series of words like the Pinter 
- not necessarily connected to each other.  It is about stuff but not with a distinct 
narrative, and not talk to someone, just words to myself. Perhaps I could mix up 
what I am saying so that different stories interweave.

4.4.2  Summary – significance for further work

This experimentation and reflection illustrates the importance of fully accounting for 
work that despite a rigorous process of analysis, ideation and decision making still 
produces unexpected and unsatisfactory results.  I was convinced that as a result of 
the Landroanac work I had conceived a perfectly feasible solution that I was excited 
about experimenting with.  However in the making process at Culture Lab a much 
greater insight was possible.  The perspicacity enabled by the experience produced 
not just practical approaches to the development of the piece but new understanding 
of how the conceptual underpinning can become unstable if all the elements of the 
piece are not perfectly balanced.  However that conceptual underpinning can also 
shift as a result of experimentation in a positive way so that what seemed certain 
before is re-evaluated.  In the words of Joanne Lee (2014) 
" I've become aware that it is a curious form of research, where rather than 
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" gaining clarity and conclusion through sustained investigation, what I reveal 
" most of all is further uncertainty. It is, though, an uncertainty characterised by 
" increased interpretative potential: things mean more, sense is manifold and 
" interpretation is infinite.

As a result of this period some of the major developments in the work began, moving 
away from the original TLT and into new territory that built on that experience and fed 
directly into Domestic Spaces. 

These were:-
• The importance of being engrossed in the performance

• The context of the films needs to be domestic, it is part of what we are 
communicating.

• The importance of the content.  The content is the context, it creates place. 
What we are communicating is facilitated by how we are communicating it.

• How to transfer everyday thoughts into a performance context.

• The film provides the context and the audio provides the interweaving 
thoughts, which are not connected to the activity on the film.  It is about trying 
to capture the mesh of background thoughts.

4.5 Culture Lab Intensive

After the exchange of audio and video as planned above, Di and I embarked on a 
workshop intensive together.  We had already studied the exchanged audio visual 
materials. Some of the audio was recited and some spontaneously spoken but all 
focused on ordinary events and daily ritual.
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fig 4.16 Notebook commentary ‘Everything in my body is high pitched’

Everything in my body is high pitched. My lips are zinging, their dryness 
exacerbated by my licking them constantly.  My nose itches, my eyes are dry, 
the air on their surface causing me to blink regularly.  My jumper is irritating 
my back, I want to scratch.  The burn on my hand is stinging.  The feel of the 
cotton of my jeans on my skin is tight in places.  My feet hum with a high note 
that causes them to pulse slightly inside my shoes.  My bra cuts into my sides 
slightly, the underwire badly designed.  Holding the pen causes tension in my 
dicfingers so that I can feel the blood pumping to my finger tips like pins and 
needles.  My hair rests on my scalp unmoving but growing imperceptibly.  I 
feel it moving the follicles.
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fig 4.17 Notebook commentary ‘Sat on the train reading’

Sat on the train reading. A young man walks by very quickly with long strides 
determinedly.  He is very tall with a Nordic looking cardigan on with a hood 
and jeans.  He has shortish thick sandy coloured hair.  He whooshes by the 
length of the carriage and gets off at Bardon Mill.  People usually stumble or 
walk slowly off.  Maybe he thought he was going to miss his stop.  Why did he 
get off at that end of the carriage?

There are many of these thoughtful observational notes during this time, almost all of 
them in the process of travel which is one of the only times my mind was free to 
wander.  It struck me that it must be how some novelists work by making notes 
constantly about what they see about them and here I looked at Proust’s ‘Swann’s 
Way’, Virginia Woolf’s ‘Mrs Dalloway’ and Nicholson Baker’s ‘The Mezzanine’ all 
novels that deal with the passing of time through the minutiae of life. Slowly the 
commentaries moved into something focused on domesticity also. Taking the 
interplay between observation and reflection forward into the home setting.
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The workshop process at Culture Lab focused on experimentation with verbal and 
non-verbal vocal communication, the use of equipment and mocking up artworks. 

fig 4.18 Recording conversations, speaking spontaneously and without prior thought. Sometimes 
speaking in glossolalia.
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fig 4.19 Experimentation at Culture lab working on projecting Skype messenger with audio and video 
playing in the room.

4.5.1 Summary – significance for further work

What this process uncovered was a strong feeling that we are always translating 
each other’s words whether in conversation or communicating over distance.  The 
instant messenger typing highlighted this as we selected excerpts to type from each 
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other’s audio producing pieces of miscommunication, a series of non-sequiturs that 
reveal the fragments of a story. 

At this time I was also experimenting with voice recognition software.  I found that  
the programme would insert a word as an approximation of what was detected which 
resulted in a sort of gobbledegook that could nonetheless be made sense of through 
a combination of attention and imagination. There is a correlation between this, the 
typing activity above and the way that one might try to select and express thoughts in 
everyday life – the bringing thoughts to mind activity that we attempted during the 
25SG residency.  There is a sense that the selection of words is random and arbitrary 
but that human beings either have a need to make sense of everything, or that 
hidden meaning can actually be gleaned from accidental connections.  The Dadaist 
cut up poetry technique that was later applied by writers and artists such as 
Burroughs and Wolman uses this same potential for meaning to leak out from 
juxtapositions.  The following quote from Tristan Tzara’s 1920s manifesto connects 
with the experience of ‘bringing thoughts to mind’ in TLT.

Must we no longer believe in words? Since when do they express the contrary 
of what the organ that utters them thinks and wants?* Herein lies the great 
secret: 
Thought is made in the mouth.

However the development of TLT was moving away from this approach and into 
experimentation with how we could communicate and perform our everyday lives 
over distance.  Domestic Spaces would take up the baton of a sound poetry 
approach. 

As a result of the workshop activity three separate artworks emerged. 

• An audio-visual installation with a simple arrangement of monitors and 
headphones.  We felt that the material made a strong enough statement to be 
shown on its own.

• A durational drawing and sound performance that involved us both being in an 
enclosed space and ‘drawing ourselves into the space with materials which as 
they ran out would be replaced by more from huge pockets sewn into our 
clothes.  We would create an ongoing dialogue with non verbal vocalisations – 
glossolalia that would be relayed outside the space with speakers.

• A live Skype installation based on the experiment above but with Di in France.
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4.6 The Long Thread Public Works At Exlibris  (Newcastle) And The Old Fire 
Station (Carlisle)

The Ex Libris piece developed directly out of the Culture Lab intensive idea for a 
Skype performance.  In the interim between the intensive and the showing in Ex 
Libris, films and audio were refined, edited and compiled, experimentation took place 
with instant messenger between Di’s connection in France and Newcastle University 
and decisions were made about the structure and practicalities of the installation 
through experimentation.

Each of us set up an installation with:

• Two speakers, each one playing one of us speaking the monologues we had 
been exchanging, thus separating our voices.

• Two projections or screens showing the everyday films – one of Di in France 
and one of me here in the UK.

• A computer onto which we were selecting and typing parts of the other’s 
monologue as we were listening to them through headphones.

• A projection or screen showing the typing onto Skype instant messaging in 
real time.

In this extension of TLT the difference was that neither of us were uttering our words 
live – there was none of the discomfort associated with ‘bringing thoughts to mind’ as 
in our past experimentation. The repetition was more about listening for both of us 
and the projected words about making connections between our words, as a text of 
the ordinary. Very much exploring the spaces between words, between places and 
between lives.

We both invited a small number of people and in my case those who would be willing 
to offer some feedback.  We planned to make the activity last for approximately one 
hour. People walked into the activity already taking place.

We listened to each other’s audio commentaries and typed as we went along, in the 
manner of repeating each other’s words as in the original Long Thread. The selection 
of words to type was not pre planned. Although we had heard the audio as we set up 
the sound in the space and as I had compiled it for the installation, we listened anew 
as we concentrated intently on the audio and typing.

Below is a five minute excerpt of what appeared on the screen as we typed.

140



[6:50:53	  PM]	  Jane	  Dudman:	  Its	  hot	  outside

[6:51:03	  PM]	  Jane	  Dudman:	  cool	  an	  docmparitivley	  dark

[6:51:12	  PM]	  Jane	  Dudman:	  I	  always	  choose	  this	  shadier	  seat

[6:51:21	  PM]	  Di	  Clay:	  newly	  positiioned	  in	  this	  little	  space

[6:51:22	  PM]	  Jane	  Dudman:	  the	  right	  hand	  end	  of	  which	  is	  the	  till

[6:51:30	  PM]	  Jane	  Dudman:	  scratch	  cards	  and	  bits	  and	  peices

[6:51:37	  PM]	  Jane	  Dudman:	  to	  the	  left	  is	  the	  coffee	  machine

[6:51:45	  PM]	  Jane	  Dudman:	  the	  other	  lo]enght	  has	  the	  beer	  taps

[6:51:53	  PM]	  Di	  Clay:	  they	  seem	  to	  have	  amind	  of	  their	  own	  i	  must	  get	  things	  out	  all	  the	  
time	  but	  i've	  only	  just	  tidyed	  it

fig 4.20  Di in France – still from video

[6:52:02	  PM]	  Jane	  Dudman:	  their	  raised	  elbows	  on	  the	  suface	  must	  be	  on	  a	  raised	  
platform

[6:52:13	  PM]	  Jane	  Dudman:	  the	  walls	  are	  quite	  bear

[6:52:19	  PM]	  Jane	  Dudman:	  	  and	  a	  clock	  and	  a	  bell

[6:52:21	  PM]	  Jane	  Dudman:	  with	  a	  chord

[6:52:26	  PM]	  Di	  Clay:	  there	  are	  four	  pairs	  of	  glasses	  -‐	  just	  scattered	  round	  slightly	  
immrove	  what	  I	  see	  -‐	  can	  barely	  focus

[6:52:33	  PM]	  Jane	  Dudman:	  on	  my	  right	  is	  the	  newspaper	  stand	  and	  a	  magazine	  rack
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[6:52:49	  PM]	  Jane	  Dudman:	  	  I	  bought	  my	  granddaughter	  something	  last	  christmas

[6:52:53	  PM]	  Jane	  Dudman:	  	  a	  haven	  for	  some

[6:52:54	  PM]	  Di	  Clay:	  there's	  a	  purse	  that	  was	  given	  me	  as	  a	  present	  it	  has	  a	  press	  stud	  
to	  fasten	  it

[6:53:07	  PM]	  Jane	  Dudman:	  on	  the	  other	  side	  of	  that	  is	  an	  old	  fashioned	  fruit	  machine

[6:53:16	  PM]	  Jane	  Dudman:	  peole	  drop	  in	  to	  try	  their	  luck

[6:53:21	  PM]	  Di	  Clay:	  like	  a	  satchel	  but	  tiny	  I've	  got	  in	  there	  all	  my	  spare	  buttons	  attched	  
to	  teh	  label

[6:53:26	  PM]	  Jane	  Dudman:	  I	  never	  have	  to	  lock	  ithere

[6:53:30	  PM]	  Jane	  Dudman:	  now	  a	  cycle	  path

[6:53:38	  PM]	  Jane	  Dudman:	  the	  cows	  are	  back

fig 4.21 Jane in UK – still from video

[6:53:55	  PM]	  Jane	  Dudman:	  I	  watch	  them	  through	  the	  kitchen	  window,	  lumbering	  
neighbhours

[6:53:57	  PM]	  Di	  Clay:	  and	  you	  lose	  it	  -‐	  I'll	  keep	  that	  button	  have	  to	  scroll	  aroudn	  
drawersa	  and	  boxes

[6:53:58	  PM]	  Jane	  Dudman:	  borders	  the	  garden

[6:54:08	  PM]	  Di	  Clay:	  	  I	  actually	  lose

[6:54:09	  PM]	  Jane	  Dudman:	  I	  listen	  to	  hteir	  gentle	  breasthing

[6:54:14	  PM]	  Jane	  Dudman:	  ever	  present	  Sleis
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[6:54:26	  PM]	  Jane	  Dudman:	  watching	  their	  muscles	  an	  dbones

[6:54:32	  PM]	  Jane	  Dudman:	  	  never	  really	  still

[6:54:38	  PM]	  Di	  Clay:	  there's	  a	  little	  ciccada	  that	  my	  daughter	  gave	  to	  me	  she	  likeso	  to	  
know	  that	  I	  apprteicate

[6:54:44	  PM]	  Jane	  Dudman:	  huge	  and	  full	  catch	  their	  haunches

[6:54:55	  PM]	  Di	  Clay:	  sitting	  waiting	  for	  breakfast	  he's	  reading	  a	  paper

[6:54:59	  PM]	  Jane	  Dudman:	  somehow	  more	  interesting	  large	  brown	  eyes

[6:55:10	  PM]	  Jane	  Dudman:	  different	  charcacters

[6:55:18	  PM]	  Di	  Clay:	  	  his	  hair	  is	  greasey	  and	  unkempt	  she	  comes	  in	  wearing	  sunglasses

[6:55:22	  PM]	  Jane	  Dudman:	  a	  couple	  of	  years	  back	  one	  gave	  birth	  in	  the	  Sield

[6:55:28	  PM]	  Di	  Clay:	  	  an	  elderly	  couple	  sit	  in	  the	  back

As we typed the people in the room quietly moved around listening to the audio, 
watching the films and reading the Skype conversation/not conversation.  In both 
places they had to get close to each of these media to be able to hear or see them, 
which added to the intimacy of the piece. The experience of typing each other’s 
words was absorbing.  Some of our recordings were read from writings we had made 
and some were recited ad lib.  Each had a different quality.  The videos also varied.  
My films were made in HD and Di’s on an old digital camera.  The difference in tone 
reflected the difference in location in that my films were in a modern setting and Di’s 
in a very old rural French farmhouse.   These material differences created a texture 
to the media presented along with the small type of the instant messenger text.  
There was a conscious attempt not to manipulate the materials for the sake of 
uniformity but to allow the idiosyncrasy of their making to come through in the 
presentation. 
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fig 4.22  Di in France

fig 4.23 Ex Libris Gallery Newcastle
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4.6.1 Subsequent Observation 

The reality of making live work is that any shortcomings are always public. This is 
something that in ordinary circumstances I would work hard to avoid, perhaps taking 
fewer risks as a result. In this work however, and particularly in the context of PhD 
research, there was an opportunity to take risks, to push at my limits as it were and to 
treat works as speculative in progress tests of ideas and competencies.  However 
this approach that I took throughout the research is not without personal 
consequences.

This work was extremely difficult to execute, in a way that I hadn’t anticipated.  The 
Ex Libris gallery was an ideal place for me to set up my installation ready for the live 
Skype.  However I only had the gallery for one day (it was between shows), therefore 
which all the gathering of equipment, installation and performance had to happen on 
that day. With no assistance I wrestled with misbehaving monitors, media players 
and cables setting up the installation. The internet connection cut out so that we 
could not test the messenger text in the gallery and there were threats of storms in 
Brittany at any moment which commonly wiped out any service available. In my 
haste to begin on time, aware of Di waiting in France, I did not re-check the sound 
balance between the two speakers and consequently the volume varied between the 
different audio too much for it to be read as an idiosyncratic quirk. The result of 
wearing headphones to listen to the audio was that I could not re-balance using the 
mixer in performance and I did not wish to break off writing and alarm Di at the other 
end. It was to this background of tension that the performance began. Despite 
everything the work, which I was calling a live installation began and continued for 
the allotted time while listening, attention and performance took over from anxiety.  

An account of this detail of the making process in the context of practice lead 
research is important because these live pieces are affected by that preparation 
process in a way that an object based work without a performance element is not.  
Although no art object can be divorced from the making process or the artist, in this 
work performance, materials, performer and audience form a collage of intersecting 
influences that come together in public. The making is not separate from the public 
showing and therefore as a performer one has to divest oneself of any visible signs 
of uncertainty and maintain performance focus. It is very difficult on a personal level 
to separate the feeling of making the work from the end result because my live 
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presence and that of the audience is always a determining factor.  The affect of 
performance is felt by performer and audience, however subtly it is staged, and the 
audience become part of the work.  The contingent immediacy of this methodology 
demands a fine balance between performance and exploration, and even though the 
practice is expressly intended as research through making/performance the 
responsive loop between audience and performer is still central to the experience. 
Although I was engrossed in the work once it was underway I was alert to how the 
set up was working for the audience and what was happening between the different 
elements in the space.  This coupled with the very subjective action of typing Di’s 
audio and mentally noting my responses to what she was expressing, formed a very 
active and productive research environment. 

In the immediate aftermath I felt a huge relief that it had actually happened. There 
had been progress. As expressed by Bolt (2008:6) ‘In everyday life we don’t always 
welcome the misfires.  In the creative arts, on the other hand, it is these ‘misfires’ that 
become the source of innovation and movement. This is the ‘stuff’ of research.’

4.6.2 Conclusion

It is significant in this work that the intuitive decisions that were made during the 
workshop phases, and particularly the last one at Culture Lab, are manifest in the 
making of the performance.  A conceptual and material vocabulary developed 
through years of practice can be drawn upon to develop still inchoate work 
instinctively, but the enacting of those ideas and decisions in public reveals their 
performative potential.  New understanding of what the work actually does can only 
be perceived through its public presentation. In an echo of the process of internal 
thoughts only effectively being revealed through their utterance, the concepts present 
in the work were only perceptible through reflection in and after the performance.  
This is not to say that the completed work answered questions and pinned down 
conclusions.  It was much more that the complexity was highlighted.  One audience 
member commented that it was interesting for him to think where the work was 
produced – was it between the materials in the room, in the typing, in the making of 
the audio and video or in the point of exchange? 
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A combination of post performance conversations with audience members and my 
own reflective notes produced several points for consideration.

Time - There was a strong temporal element to the work.  There was 
obviously a time difference between the UK and France that would be evident 
in the time signatures of the instant messaging. In the content of the audio and 
video there was a sense of the passing of time and how the small occurrences 
are significant in our lives.  The reflective nature of the commentaries evoked 
a feeling of melancholy for some of the audience who commented that it made 
them think of their own mortality in relation to the everyday.  There was also a 
certain dissonance between the different elements: the very meditative slow 
films of everyday tasks, the audio which described both memories and present 
observations, and the immediacy of the instant messenger typing, which 
underlined both the longevity of our exchange and the day to day 
communication.

Women and the everyday - The work stemmed from a very particular 
relationship expressed through the sharing of the most mundane aspects of 
our everyday lives, therefore the two voices were ours, two women. The 
subjects explored were consequently from a female perspective.  One 
audience member asked ‘whose everyday life? All the voices were women’s’.  
There was no intention to particularly highlight women’s everyday life and yet 
there is no doubt that our everyday activities would be different to most men’s 
everyday activities, or at least the ones they might chose to focus on.  The 
work and in fact our history of making artwork owes a debt to the work of 
second wave feminist artists such as Barbara Kruger, Judy Chicago, Miriam 
Schapiro, Martha Rosler and Merle Laderman-Ukeles for instance. The TLT 
development subliminally incorporated that history.  

Spending time in the installation whilst typing I was struck by how 
synchronous our filmed activities were at times. They were chosen 
independently and only came together in the exchange when we realized we 
had often chosen the same tasks.  The audience in France who were all 
female felt that these aspects particularly resonated for them. 

Place - This is a very prominent and obvious theme in this work because of 
the two locations and the communication over distance.  The material quality 
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of the videos and the content of the audio also told the story of their location.  
Di’s house in Brittany, mine in Cumbria, the locations spoken about in the 
audio (Northumberland, Norfolk, Paris) the Ex Libris Gallery and the online 
location together created an extraterritorial feel, that the work was elsewhere, 
in the gaps between places.

Practical considerations – This mainly involved re-editing and balancing the 
audio. A question for further work had to be whether it would be better to have 
all ad libbed or all recited audio, or if it was better to keep to a mixture of voice 
qualities.

fig 4.25 Installation view

Leading into the subsequent installation at the Old Fire Station the audio editing 
process took place and a decision to play all ad libbed audio was made.  I felt that 
the more spontaneous monologues worked better, fitting with the aim of articulating 
the everyday rather than a personal communication based on shared knowledge and 
past confidences.

The installation set up was as follows:

• 2 screens showing the films – Di on one screen and me on the other.

• 2 sets of headphones plugged into the monitors to listen to each person’s 
audio commentary

• 1 dot matrix printer continually printing the full transcript of the instant 
messenger script from the Ex Libris Gallery performance.

• A display of the prints on the surrounding walls to be read.
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The work was a documentation of another work in a sense, but also of our process. 
Although the live element was missing, the varying elements of the installation and 
the printer making an ever increasing stream of paper, created movement and 
dynamics.  The close proximity of the installation elements to each other created an 
intimacy between them and also for the audience who could only listen one at a time. 

This work was only available for the preview night because the next day the bottom 
floor of The Old Fire Station was under water.  The flood waters in Carlisle appeared 
over night and the exhibition was marooned on the upper floor, preventing me from 
making the planned performance of An Everyday 2mins there the next day.

4.7  Domestic Spaces

	   I would argue that everyday life studies demands the kind of attention to form 
" that is usually reserved for art. (Highmore, B 2002:xiii)

The Domestic Spaces series came about after initial experimentation with the Long 
Thread.  I became more interested in the compelling details of the lives we were 
exchanging and how that might work with other people and those I didn’t know 
personally. I also became more interested in the effect of the repetition of each 
other’s words and the mimesis that was growing in importance within the work.

During the Long Thread experiments when we were attempting to copy each others 
non verbal vocalisations, I was reminded of the game that children play at a certain 
age where they repeat what another person says as they say it, so that it becomes a 
parody and unpleasant for the person being mimicked.  Perhaps this is a way of 
children understanding what others say or how they say it.  In the copying that I was 
becoming more interested in, the way that it was carried out was very important, the 
intense concentration on the content of what the other was saying ensured that it 
didn’t descend into mimicry but was more akin to empathy.  The way that a person 
might unconsciously change the way they speak to echo the other person’s speech if 
they admire them, or want to show that they are in alliance with them is also similar 
to this. The copying of Buddhist texts in chant during a period of my involvement in 
the tradition is like the repetition in this work.  The feeling then was that even though I 
couldn’t read Sanskrit and the words were phonetically translated into the roman 
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script, I was reciting the same text every day and repeating the same short phrase in 
chant.  This act of daily repetition of the text had an affect.  I was told the 
performance of the words would be imbued with the meaning of the text, even though 
the chanting became pure sound the more it was repeated.  The vow was reified 
through the use of the short chant. 

fig 4.26 ‘I think I am heading towards something’

It seemed that the more I copied and repeated Di’s words the more it marked out the 
difference in the repetition – both emphasising our individuality and facilitating a 
connection. The act of copying can provide insight into the thing that is copied and 
this is the case in many spheres of cultural life, from the 1990s UK TV talent show 
‘Stars In Their Eyes’ where contestants performed as their celebrity idols, to the 
practice of faithfully coping old master paintings to learn the techniques used.  From 
birth human beings learn about the world around them through copying the actions of 
their parents, right from the first smile, the impulse to copy would seem inbuilt. (Boon:
2010) There is a difference in this work however between copying to deceive or 
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mimic as in forgery or faking, and repetition, which carries the copying impulse with it 
but works to articulate the space of the everyday separating the original and the 
copy. 

In Domestic Spaces I wanted to explore the idea of repetition more, and the process 
of bringing thoughts to mind, therefore using language to try and express the usually 
unexpressed experience.  There was an intention to utilize technology to find ways to 
articulate or find access to ones own thoughts. An idea that it might be possible to let 
the mind wander and verbalise it in the moment but without explaining it.  It was to 

this background of uncertainty and fluidity that I began planning the first iteration of 
Domestic Spaces.

Beginning with the idea of repetition I experimented with copying speech in groups of 
three, maintaining eye contact and speaking spontaneously. Then in pairs we tried 
repeating over the phone so that concentration was purely on the voice.  Reflection in 
notes immediately afterwards was as follows:

Experiment repeating in a group of three is confusing if one is the third person.  
Babble of sound is good, pleasing.  Interesting that to repeat someone’s words 
who you don't know well makes you really listen, and get alongside them, get 
drawn in.  Important that you are not looking at each other though, this creates 
a tension that gets in the way of relaxed thought.

4.7.1 Iteration #1

These initial sketches resulted in the development of the first public work in progress 
at a group show in Culture Lab, Newcastle University. 

Despite the note above that repeating someone you don’t know well draws you in, I 
approached three friends to see if they would like to take part in making some work 
with me around everyday domestic life.  The decision to work with people I knew well 
grew out of my work with Di for The Long Thread recognizing that there was an 
intimacy in the work.  An already established  trust was necessary to be able to ask 
people for private recordings which I would work with publicly.  Since I was in the 
early stages of researching and didn’t know exactly what I would do with the 
materials I couldn’t tell them what the final result would be or if indeed there would be 
one.  Therefore my collaborators needed to be open and comfortable with the 
speculative nature of the work.  They were all more than willing to take part and were 
concerned to ‘get it right’.
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The specific instruction was to each produce 5minutes of recorded audio of 
themselves talking about their everyday life either at that moment or generally, and 
An equally short film of a domestic task that they would usually do by themselves. 
The two processes would take place separately.

The audio could be recorded on any device (I would provide recorders if necessary) 
and the video would be shot with a static camera which I would provide.  I would 
have no involvement in the decisions made about what they would say and do and 
indeed would not be present at either recording unless assistance was requested 
with setting up the video, after which I would leave.  It was important that they all felt 
comfortable and not watched or steered otherwise the spontaneous everyday nature 
of the talk and actions would be lost. 

It was notable that at first each person felt self conscious about the voice recording 
process.  It was hard to bring thoughts to mind and speak them, to even have 
something to say sometimes. Yet it was clear that once they relaxed into talking they 
became lost in their thoughts and almost forgot about the listener.  However as 
stated elsewhere in this thesis, it was nonetheless a form of performance. The action 
of speaking into a recorder makes one aware of an invisible audience and there is 
therefore a need to make oneself understood, to make the words make sense 
yourself, to communicate what it is you are trying to say.  In fact one would have to 
very consciously use language differently to avoid direct communication.  

The performance used a projection of the films onto a large screen.  Facing and 
looking at the screen I copied and repeated sections of the audio monologues that I 
had edited made into short files to select and loop live with the cdj decks.  The films 
replayed repeatedly in an echo of the endless repetition of daily tasks.

fig 4.27 composite of participants’ films shown as part of the performance
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fig 4.28 performing with the CDJ decks facing the films 

The use of the CDJ decks was an entertaining way to sample and loop sections of 
the audio. It encouraged a method of working with the monologues which was about 
the way it sounded when repeated, the feel of hearing and repeating the words over 
and over - ‘Its like lemon lip balm’, ‘the place was full of heat, and slightly smoky’ ‘its 
there but its not there’ for example. It became a method of live composition playing 
with the sound of speech and everyday stories. Although the sound and video quality 
wasn’t as good as it could have been, due to my limited experience with this 
particular equipment, the process of making the work produced insights for further 
development.

4.7.2  Summary - significance for further work

In reflection immediately after the performance the technical aspects were what I was 
most concerned with at first and noted: 

" ‘does this become a big part of the way I work - the sound element has always 
! interested me but I will have to become proficient at it, at the moment I am 
! reliant on others’.

Part of investigating the ways in which the particularities of ordinary life can be 
expressed through sound and performance was the stretching of my making 
competencies in different directions, in other words to persistently step outside of 
what I knew and felt comfortable with.  The research through making was as much 
about the examination of the performance mode as it was about everyday life.

In this piece unlike any other work I had made, my interaction with the technical 
aspects of the sound was not incidental. In The Long Thread the technology that we 
used was all either of a domestic everyday character - Skype, computer keyboards, 
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TV screens etc, or invisible as the microphones and transmitters were in the first 
performance.  However in this work I was using a very large projection screen, 
several large professional sound speakers and cdj decks that required me to focus 
on using them as the means of making a performance.  In terms of creating a 
performance mode, this was very different to what I was used to. In my notes at the 
time I remarked:

" ‘I can see that I might combine physical performance - in other words, action 
! with sound. There needs to be an automated element but also an in the zone 
! element which allows me to perform in a way that suits me.’

At this time it was not clear if working with the equipment was developing another 
appropriate method of interacting with the monologues or if it was masking the issue 
of listening to the everyday. Also there was a question over whether my ability to 
interact more intuitively with the technology would develop to a point where a visceral 
connection with the audio and films would be possible, or if the interaction itself was 
getting in the way of my ability to immerse myself in the words and images of the 
participants.

It was with this in mind that I made the decision to automate the interaction with the 
monologues and reduce the scale of the films for the next work in progress show.

4.7.3 Iteration #2 

          

fig 4.29
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Working with John Bowers I perfected a programme in Pure Data to automate the 
looping behaviour so that with a combination of three key presses of my laptop I 
could select, loop and continue playing the monologues at any point rather than 
needing sampled sections to work with as with the CDJ decks.  Thus the entire 
monologues were preserved and could be listened to during the performance so that 
I could improvise which sections to highlight.  What evolved was a much more 
sensitive and serendipitous progression that produced a sound collage of speech, 
making juxtapositions between content as well as sound. The video and sound files 
were adjusted for balance and quality whilst the organisation of the sound space 
created an effective listening area for the audience.  The mixture of the ambient 
sound of the films coming out of all four speakers and just one voice being played out 
of the speakers at a time created the right mix of everyday sounds that were attached 
to very ordinary domestic tasks such as chopping vegetables, shaving or cleaning, 
and an overlay of thoughts expressed in the background.

During this performance I worked with extended repetition so that eventually I would 
be repeating a phrase along with the monologue so that the intonation of our voices 
matched.  The effect of this was that the phrase was pulled out of the base 
monologue and emphasised.  Repeating it gave time for me and the audience to 
absorb what was being said, how it was being said and the relationship between 
ourselves and the content of the piece. 

The physical set up of this work gave space for the performance to develop.  The fact 
that the audience sat or stood in front of me looking at the screens and listening 
fostered an atmosphere of contemplative storytelling. 

The interaction with the monologues via the computer was still not intuitive enough 
however, there were times when being engrossed in the monologues caused me to 
miss cue sections and crash the programme momentarily.  I felt I needed to be 
looking at the films not at my computer and yet because the keyboard was to the side 
it was easy to mistakenly press the wrong key.
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4.7.4  Summary - Significance for further work

In analysis immediately after the performance I was excited by the experience and 
commented in notes that ‘I love the action of listening and repeating - its powerful’. In 
response to the performance space and the looping mechanism I reflected:

! How would it be if I was in the middle of the space stood at a microphone - this 
! would be best - how to achieve it I don't know.  I need some other way of 
! triggering the audio and loops.  a hand held thing. will have to make something.

Through this way of interacting with the audio I felt a much stronger connection with 
Carole, Nick and Lulu.  My focus was on what they were saying and through copying 
their speech, really felt the words physically.  At times it was as if we were making a 
duet.  The musicality of the intonation and timing of the phrases when repeated was 
a strong element of the sound and something I wanted to stretch. I realised that I 
wanted to be able to concentrate more intensely on the monologues and in order to 
do this several decisions were necessary to progress the work for the next iteration.  
The slow pace of the work allowed for reflection during the performance.  The set up 
needed to be simplified so that my interaction could be more intuitive.  The 
performance space needed to be more intimate so that the audience could be 
surrounded by the sound space.  The equipment needed to be positioned with 
attention paid to the placing of cables and the visual aspects of the piece as well as 
the sound. 
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4.7.5 Iteration #3

             

fig 4.30

This piece took place at the postgraduate show in the Fine Art building at the 
University.  Carole, Nick and Lulu produced more audio and video and sent it to me 
for inclusion.  They were feeling comfortable with the process and I sensed a shift in 
the content of what they were sending.  The monologues were more spontaneous, 
almost as if they were talking to themselves.  It was as if the spectre of the listening 
audience was fading from their consciousness.  I didn’t question them about their 
monologues at any point but accepted them at face value.  The brief remained the 
same - to produce 5mins audio recordings talking about any aspect of their day from 
what they did to what they thought. Usually they were a combination.  Talking about 
everyday tasks triggered thoughts about other things.  The autonomy of the 
recordings was important, that they were unadulterated by my influence and 
therefore the individual idiosyncrasies were preserved. 

In preparation for this work I explored the making of other devices for triggering the 
audio in performance.  From hacking a computer keyboard to building electronic 
switches.
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fig 4.31

All of the alternatives made too strong a statement about the mechanism of looping 
and selecting.  The work wasn’t about making devices, actually the device needed to 
be ordinary. I decided therefore that the laptop was the most appropriate and integral 
to what I was doing.  It was the positioning of the computer that was the most 
important consideration.  As can be seen from the image above the entire 
performance space was simplified and stream lined. I had a direct connection with 
the films which allowed me to be watching and easily selecting and looping sections 
of audio at the same time.  An audience member described the experience 
afterwards as having been immersed in someones else’s mind for half an hour.  I too 
experienced this immersion. 

4.7.6  Summary - Significance for further work

The everyday is full of binaries - personal and public, inside and outside, mundane 
and extraordinary, frustrating and comforting, particular and general that cancel each 
other out or merge when the area of investigation is the unvoiced in between as in 
this piece.  Sandwell (2004:161) asserts that ’binaries and antinomies must be 
abandoned to reveal the histor(icit)y and alterity of lifeworlds in their rich natural, 
incarnate, political, and reflexive imbrications’.  Making this work made clear that a 
splitting of inside and outside of a person is false because we are always a mixture of 
those things – at the same time in our heads and in the world.
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The paradoxical everyday was evident in this Domestic Spaces through the coupling 
of films of mundane tasks and personal monologues.  The particular and the general 
in de Certeau is about identifying modes of practice what Highmore (2002:14) calls ‘a 
grammar of everyday practices’ and this work is also about how we operate and the 
similarities recognizable though the identification of specifics.  What emerges though 
is a sense of how we go about those everyday tasks and what the affect of that is. 
The monologues were completely compelling to listen to in their own right but the use 
of looping and speaking along with the words brought out more of the extraordinarily 
atmospheric aspects of the speech. In everyday life it is impossible to stop time and 
look or listen again; what we say or think disappears.  The work offers a space to the 
sound of individual voices expressing how we operate in the world. 

4.7.7  Iteration #4

fig 4.32

This work at the Newbridge project space in Newcastle was a durational piece of just 
over 6 hours.  I had reworked the audio and video to have a greater diversity of daily 
tasks and thoughts. The practical set up with cabling and extensions was clearly 
visible making it plain that this was a making in progress situation and had the feel of 
something home made.  The work had the form of an exploratory test whilst the 
duration allowed for an absolutely open ended inquiry.  The process was designed for 
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me to experience spending time with the monologues and reflect on how I 
responded.  This work more than any other I had yet made was an example of 
research in action. I was actually inviting others to witness a working process and yet 
the notion of performance was always present.  

There is something about experimentation through performance that is at odds with 
the fact that performance always includes how an audience behaves as an integral 
part of its making.  In this piece the process was completely improvisatory and apart 
from the careful organisation of the space to take account of viewing points, 
complimentary placing of equipment, seating and sound there was no prearranged 
course of action which took the viewers into account. The desire to make a 
convincing performance respecting the audience, and the desire to consciously 
investigate some of the questions that came out of the previous iteration, caused a 
tension for me during the making, and brought into question the very terminology of 
performance as it applied to this work.  

There were periods of time when there wasn’t anybody else present and I found 
myself not relaxing until someone came into the space again.  This highlighted the 
importance for me of the subtle interplay between audience/viewers and artist in 
constituting the work as a performance.  Paradoxically I did feel however that when 
no-one else was present the work remained a performance in the same way that the 
act of recording the monologues was sometimes an unconscious performance to an 
absent audience. Despite this there was a change in how I felt about the work 
depending on whether there were witnesses or not.  The presence of viewers 
legitimised and at the same time questioned and added complexity to the 
performance. 

Domestic Spaces is complicated by an interchange that puts the audience and 
performer in the role of witness.  I am subjectively witnessing the words and films of 
the participants through my interaction.  The audience therefore are not just paying 
attention to me, they are watching the participants and, me watching the participants.  
They are observing the dialogue taking shape.  In terms of the everyday being 
explored in domestic spaces, the idea of witness is an important one because in 
making and sharing the audio recordings of usually unvoiced thoughts we are 
witnessing an aspect of the everyday that would otherwise remain unseen. Therefore 
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the work is composed of a live instance of someone (me) creating the conditions for 
understanding others’ lives, and to become immersed in the process.

This issue of audience as witness and the affect this has on the performer is explored 
by Shannon Jackson (2014) citing Eiko & Koma’s work Naked (2010)

fig 4.33  Eiko & Koma (2010) Naked MOMA

Jackson asked the artists about the experience of performing Naked, a durational 
living installation lasting for up to six hours a day over a total of 144hrs.  Their answer 
was not that it was uncomfortable being looked at but that it was an empty 
experience when they were alone - ‘the absence of the spectator brought not relief 
but a strange tenuousness: it was as if the work, “waiting to be seen” did not quite 
exist without anyone there to witness it.’

The nature of the audio was quite reflective and working with just the three voices 
produced an intensity that allowed me to get alongside the monologues. I didn’t listen 
to the audio beyond editing the files together to play, so there were always surprises 
in new audio clips that I hadn’t repeated before along with favourite sections that I 
remember from previous iterations to speak along with again.  My speaking in unison 

with the audio was an act of empathy but it also accentuated what was being said and 

the difference between myself and the speaker.

The aim of testing out the selection, looping and repetition in this piece was 
thoroughly explored. I had become more proficient at selecting to make interesting 
loops which both emphasised the sound and the content of the audio.  I found I had 
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favourite sections that I would return to because of the way it felt to repeat physically 
and that it was by coincidence, appropriate conceptually.  For example ‘its there but 
its not there’ when repeated ad infinitum almost became a mantra and so significant 
for the study of an illusive everyday.  Many of the phrases would at time lose their 
meaning in the extreme repetition, becoming the sound of words with the ends and 
beginnings indistinguishable.   Selecting short sections of the narrative to repeat at 
length created an interruption to the speech and thus the everyday contained in it.   
In conversation afterwards viewers explained that it was the sudden discontinuation 
of the repetition and the return to the narrative that caused the greatest disruption.  
They described contemplatively listening to the sound of the repetition and then 
being abruptly pulled back to conscious attention to the everyday monologues.  
There is a scene in Terry Gilliam’s 1991 film The Fisher King where Perry played by 
the late Robin Williams goes to central station at rush hour to catch a glimpse of 
Lydia the woman he loves played by Amanda Plummer. All ordinariness is 
suspended, the station turns into a ballroom and everyone waltzes to the music.  
Only she moves through the crowd and he is transfixed until she can be seen no 
more and the commuters return to their journeys.  

fig 4.34

Although the return to normal life is abrupt, the humdrum continues again in the 
same way.  Perry skips and twirls out of the station.   The suspension of the narrative 
in Domestic Spaces when small sections of audio are looped has the effect of 
holding back time and focussing on one aspect of the recording.  Therefore what 
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normally goes by can be thoughtfully reappraised before returning it to the plane of 
the ordinary.

4.7.8  Conclusion

The works that make up Domestic Spaces have explored the idiosyncratic detail of 
ordinary lives through performance that was focussed on the repetition of speech and 
everyday actions.  The works highlight the nature of repetition in that listening to the 
monologues and watching the films produces difference and richness in the repetition 
so that what is familiar can be recognised for ‘another first time’ (Garfinkel 1967:9)  
The repetition in the performances echoes the repetition in daily life.  The attention to 
detail in the repetition of the monologues is to acknowledge the particular 
idiosyncrasies of the narrative and the voices.  If the particularities are ignored and 
generalised the everyday becomes taken for granted again and only the surface is 
visible.  This is something that I actively wanted to counter in Domestic Spaces - 

clumping ordinary life into a homogenous mass of the mundane.   Deleuze suggests 

that we can grasp repetition if  ‘we realize that variation is not added to repetition in order 

to hide it, but is rather its condition or constitutive element, the interiority of repetition par 

excellence.’ (1994:xvi)  Repetition highlights variation; particularities and idiosyncrasies.  

The iterative approach taken here builds the work from inside the performance.  

Decisions made about the development of the piece are in performance insights that are 

put into practice in the making of the next iteration. The live performance always 

confronts expectations as a result of decisions made in the studio because the embodied 

and improvised performance is affected by the different facets of the work both expected 

and unexpected. The purpose of the iteration is not to rehearse and perfect the work in 

any way, it is to capture understanding in process and carry that forward to another work 

which tests assumptions differently and in different circumstances.  For example after the  

twenty minute performance in the Fine Art department of Newcastle University, the 

Newbridge iteration was specifically set up to look at duration in relation to the rhythms of  

daily life and to extend the repetition to its extremities.  This experiment was carried out 

in performance because the audience cannot be taken out of the equation.  The 

consideration of those present adds another dimension to the work that cannot be tested 

otherwise.  
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The making public of others’ privately made voice and video recordings through 

performance  had a secretive element.  As stated previously, one audience member 

commented that it was like being in someone else’s head and this entering into another 

person’s world is partly the purpose of the work and to do that without being voyeuristic 

or attempting to over dramatise for effect.  The commentaries are a mixture of times of 

excitement when people are keen to speak, or when they are very aware and 

uncomfortable with the ordinariness of what they are saying and others still that are 

quietly reflective and personal.  Putting all this into the public realm produced an 

opportunity for reflection and identification with the tiny details of life that pass by that 

would not be possible in ordinary life. There is also a sense that what the experience 

connects with is something entirely more visceral and emotional which is about our own 

mortality as stated by a viewer of the Ex Libris version of The Long Thread.  

4.8 An Everyday 2mins 

An Everyday 2mins grew out of The Long Thread and Domestic Spaces which were 
both coming to a conclusion at this point.  There was a need to broaden the scope of 
the project to include other people who I didn’t know well or at all, so that a greater 
variety of everyday detail could be explored through the monologues.  The previous 
works had been very intimate and intense to make and perform.  I wanted to take a 
lighter approach focussing on accounts of daily activity rather than deeper thoughts 
and to ask what could be inferred from listening intently to very ordinary stories.  
There was no intention in this work to produce a representative sample from any 
particular group.  It was important that the idea of ordinariness is part of anyone’s life 
at one time or another and that therefore it didn’t matter who took part in the project. 
Whatever constituted a person’s ordinary day was valid in the context of this work. 

In Domestic Spaces the success of the physicality of the sound and the musicality of 
my live and the participants recorded voices joining together was a significant 
outcome of the work and pointed towards a need for the idea of live composition to 
be explored further.  In the Newbridge piece particularly it was possible to play with 
improvisatory composition but to a limited extent.  This time I would develop a 
method that would stretch what was possible within the performance.
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A callout was composed to go out via social media.  I also sent the call to people who 
had expressed an interest in the project and who in turn sent it to others.  I decided to 
take the first twenty responses without listening to them so that I was not 
subconsciously selecting stories that I had an affinity with, and closed the call at that 
point. 

4.8.1 Sampling and repetition

There were several processes involved in the building of this work to the point where 
it could be performed.  The style of sampling and repetition possible with the Pure 
Data programme that I was running with Domestic Spaces, limited opportunities for 
chance and improvisation.  I could only select chunks of audio before I heard them 
and therefore I had to already know which sections would be suitable to loop.  In 
collaboration with John Bowers we worked out a method of looping which, on a key 
press, selected the start at a silence and finished at the next silence through using a 
gap detector function.  Since the monologues were often made up of a series of 
statements with pauses this would be an appropriate method of adding another 
possibility into the looping behaviour.  The programme also incorporated a method of 
recording and playing the looped and played files into separate files (delay lines) as 
part of a live composition
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fig 4.35
Diagram of 
programming 
architecture

4.8.2 Compositional work

The aesthetic quality of the donated recordings was varied.  Some of the 
monologues were almost lists of what happened that day, others were introspective, 
some humorous and others reflective but they were all highly idiosyncratic due to the 
standard of the recording, the timbre of the voices, the prosody of the speech and the 
everyday content.  Different recordings invited different treatments.  Unlike Domestic 
Spaces where I mostly left the monologues intact before repeating sections of them, 
with this work I edited and re-composed the audio into files before the performance. 
Some of the monologues leant themselves to a cut and paste approach. One for 
instance was eventually composed almost entirely of sounds of throat clearing, ‘urm’, 
tuts, and swallowing. (see appendix A no. 1) Another had the words ‘and’ ‘and then’ 

 

F select file 

Space bar – to start and 
finish loop points 

L- loop from last gap to 
next 

Play out after loop 

S – stop audio file 
playing 

1 - 8 play delay lines 

0 - silence all audio 
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repeated over and over (see appendix A no. 2) Other recordings were used as 
background sound with their volume turned lower than some of the others so that 
they would form an ongoing river of sound behind some of the other more explosive 
speech. (see appendix A nos. 3 and 4) One contribution was of a family conversation 
over dinner in which the improvisational nature of speech was most apparent (see 
appendix A no. 5) 

What was taking shape was a realisation that this piece was going to involve much 
more live composition and less use of my voice in repetition.  Notes at the time of 
listening and editing reveal a fascination with the improvisational nature of speech in 
conversation and how the piece as a whole could echo that.  Perhaps because the 
audio files were shorter and about a specific day, the contributors made a complete 
narrative with their two minutes.  All the editing was designed to concentrate and 
emphasise the particularities of the monologues which would be highlighted further 
through live composition and interaction in performance.

The audio files required a great deal of work to achieve some degree of uniformity so 
that they could be played together, whilst retaining the individual sound peculiarities 
of the different environments and recording equipment used by the participants. 

4.8.3 Installation Design

The individuality of the recordings and the range of mechanisms used by the 
contributors to record with, from a phone, an old laptop, to a studio recording system 
required a similar individuality in the playback system.  I researched building 
speakers to my own design, installing and hiding speakers in a wall structure, using 
old speakers as cases for new ones and a host of other treatments.  The solution 
came from listening to the monologues and being enthralled by their unique 
singularity.  When listening to a single voice coming out of a speaker, that speaker 
was personified by the imagined character of the woman or man who made the 
recording.  I decided therefore to collect a variety of speakers and use different styles 
of speakers for play back, setting them out as individuals on ordinary household 
shelving, attending to an everyday aesthetic. 

In almost every case in the devising of work for performance during this research, 
many complex and grand ideas were discarded before the final idea was settled 
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upon.  The process of researching and rejecting proposals was ongoing and  
intertwined with decisions which carried through to the finished work . This is not to 
say that the process was confused but that it was always open and dependent on 
what eventually ‘felt right’ in a way that cannot be precisely qualified but is born of 
artistic experience and self knowledge. 

fig 4.36 sound installation in the Hatton Gallery 

4.8.4 Transcription

The transcription of the monologues was an experiment to work out if by having 
printed material in the space with readable sections that could be heard in the 
performance or the sound installation, that the words would be more cemented for 
the audience; if they would reinforce the sound through repetition.  In the process of 
listening, certain treatments presented themselves as appropriate for different 
monologues.  Fig 4.38 shows an excerpt of the text with the typography used to 
represent the prosody of his speech.
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fig 4.37 transcribed monologues printing automatically as part of the installation

last day of winter

a working morning for me

had four hours last night

eleven   t  h  r  o  u  g  h   

three in the morning

woke up

with

a thick head

fig 4.38 Excerpt from Mic’s transcribed monologue (see appendix no.8 for audio)
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4.8.5 Iterations #1 and #2

fig 4.39  Live composition performance 

The performance at the Hatton Gallery above was dependent on the programming 
described earlier that facilitated my live interaction with the recorded audio through 
sampling and repetition.  I planned to loop and speak along with the monologues in a 
similar way to Domestic Spaces except this time the programme had the capability to 
add elements of chance.  The looping behaviour could select between silences in a 
way that wasn’t predetermined and that I couldn’t predict, and still allow me to select 
by determining the loop points myself.  This would potentially produce juxtapositions 
of speech and repetition that could create another way of hearing the monologues 
and produce fresh insights in the process. In summary there were several digital 
compositional possibilities in addition to the use of my own voice to speak and 
repeat, they were: the setting of loop points manually at the beginning and end of the 
desired section for playback, looping using the silence detector method whereby I 
could only set the beginning of the loop, and the re-playing of recorded in 
performance manipulation of single audio files. This would all be improvised.  I had 
already made some changes to the audio by moving phrases and pasting together 
sounds for emphasis, therefore some of the composition work was already done.  
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This was a quiet piece; I found I wanted to repeat even less than I had expected and 
listened more by playing different files.  The subject of the audio was limited because 
it was all about a given day but there were more voices, more stories and much more 
of a narrative than there was with Domestic Spaces where there was no direction 
from me to the contributors about a focus for what to say.  Despite the amount of 
planning that went into this piece, the two looping behaviours did not work together 
and the silence detector programme stopped working.  Consequently I could not 
immerse myself in the performance because I was working out how I could continue, 
and in a live situation with an audience present.  I switched to playing the recorded 
files and building the sound, ending the piece with a crescendo.  

Subsequently I reflected on the experience and thought about how I could develop 
the piece. The reliance on a technology that I did not have sufficient skill to fix in 
performance, was a hinderance, and was pushing the work in a different direction -  
away from a visceral connection and into a calculated playing with sound approach.  
If I was trying to highlight commonalities and make connections through the 
idiosyncratic detail of everyday life I myself had to feel connected to the work in 
performance. I had to be able to immerse myself in the work and engage the 
audience even if that was through them witnessing an intense connection between 
me and the monologues as in Domestic Spaces.  I also knew that I had to put my 
experience into the performance too; that I was too objective as a performer in this 
piece. 

The following day I repeated the performance with a small invited audience and 
played the files without attempting to speak very much myself, I almost stopped 
repeating them altogether.  I had realised that the narrative of the monologues 
needed to be listened to.  I found myself fascinated by them and enjoyed digitally 
selecting and looping sections for emphasis. The playing of the recorded in 
performance manipulations of the audio files and making a very loud sound by 
forming a crescendo with them, caused a disruption to the narrative that fitted 
conceptually with the idea of the tension and paradox inherent in everyday life. 

The sound installation and printer printing out the monologues continued showing in 
the gallery for the duration of the exhibition and worked well as a listening point.  I 
witnessed people standing with their ears to the speakers and listening to the 
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individual voices and people commented how much they appreciated the installation.   
The printed monologues mounted during the exhibition and spread out over the floor 
in a mass of mundane commentaries asserting themselves in the white box space. 

4.8.6 Iteration #3

fig 4.40  post performance installation

The final performance of An Everyday 2mins took place in a gallery in Carlisle.  I had 
been searching for an appropriate site for the work and didn’t want a stark traditional 
gallery space.  The performance site had to be in keeping with what I was planning. 
Gallery no 3 is a pop up gallery in a large victorian house.  There was to be an 
exhibition of paintings and I was invited to make a performance on the opening night.  
I had time in the house to set up the work and the freedom to use any of the rooms 
and arrange the space however I wished.  The living room space was intimate but 
large enough to hold the performance and a good sized audience.  The domestic feel 
of the gallery was suitable for the content of the work also lent itself to a performance 
that could both correspond with and disrupt the ambience.
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The set up for the work was as follows: four speakers were playing a 30min 
composed soundtrack of all the monologues I had received, and attached to each 
speaker stand was a set of headphones with a media player continuously playing all 
the single monologues.  On the floor Crown microphones picked up vibrations from 
the floor and played the sound via a mixer into the speakers. In the center of the 
speakers was an aluminium sink and drainer with washing up gloves, a washing up 
mop with soapy water in a washing up bowl, and piles of crockery stacked on the 
floor.  The piece was designed to address some of the issues raised by the previous 
performance.

fig 3.41 beginning the performance

4.8.7  The interplay between performer and audience.
In previous performances during this research there hadn’t been any overt 
communication between myself and the audience.  The focus had been on the 
intense interaction between myself and the films and recorded audio. The audience 
had their own space to witness and reflect.  

In the last version of An Everyday 2mins it was clear that the monologues were 
sound works in their own right because of the narrative content and because I had 
composed and manipulated them in the studio prior to the performance.  However 
this wasn’t virtuoso compositional work, the composition and sound editing were 
always a part of the performance not the entirety. The previous method of improvised 
repetition and sampling coupled with my speaking along with the audio wasn’t 
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producing anything new or enhancing what was already there.  So much time had 
been spent on the programming architecture and the building of the sound and 
installation that the ‘feel’ of the performance had taken second place.   There had to 
be a different strategy to capture and express the detail of what was communicated 
by the monologues but also by my own live performance.  The audience needed to 
be drawn into the performance by me this time.  

4.8.8  Freedom to improvise 
Improvisation is always a risky strategy in public performance unless one’s suite of 
set pieces is so ingrained that they can be called upon in any given situation.  For me 
improvisation has been about consciously placing myself in a position of uncertainty - 
part of the provisionality with which I have approached the iterative method of making 
work.  In this way what is produced by the research happens in, and, because of the 
performance and cannot be predetermined. In this iteration of An Everyday 2mins the 
improvisation was based around my own speech and actions, relying on my own 
resources in the performance whilst being confident that the audio was already 
prepared and set up to produce an intimate soundscape in the space. 

Initially I planned to wash up for the duration; piling up the washed crockery which 
would occasionally crash to the floor, making a noise that would be amplified by the 
Crown microphones and send a shock through the room.  Whilst getting ready before 
the performance I decided that I would also ad lib everyday thoughts that I could 
remember having or writing down and speak them directly to the audience.  This 
would be similar to The Long Thread  performance where Di and I tried to bring to 
mind thoughts that occurred to us, based on memories or reflections about our 
friendship, albeit indirectly.   This time my thoughts were about everyday 
inconsequential incidents.  These were tiny sometimes humorous things that I spoke 
in ernest to the background of all the voices describing their day.  I had been thinking 
about this action for some time but had not found the right situation to try it in, until 
now.

4.8.9  Disruption
The notion of disruption to the everyday had been a feature of the previous An 
Everyday 2mins works and Domestic Spaces.  In Domestic Spaces the disruption 
came from the repetition of glitches in the audio and  the sudden discontinuation of 

174



the sound.  In the last version of An Everyday 2mins the disruption came in the form 
of a cacophony of voices at the end of the performance.  This time I wanted the 
disruption to be ongoing; to interrupt the narratives but not to derail them.  I wanted to 
draw on a sense of the resilience of everyday life. This performance had been 
planned to take place two months earlier but Carlisle was once again flooded and 
many people’s homes, businesses and public buildings had been under water. The 
amplified sound of the crockery accidentally crashing to the floor it fell off drainer 
provided this disruption and tension.  The monologues kept going and the 
soundscape returned to the gentle narration of the voices.

fig 3.42  crockery in motion

4.9.0  A listening experience
The audience experience of listening was key to all the performances.  I knew from 
working with the monologues that listening to the speech was compelling, but that 
could only happen if the listener was fully engaged because these everyday 
occurrences can easily be dismissed as uninteresting.  Listening is not an easy thing 
to do thoroughly and we can’t generally listen for extended periods of time.  
Oliveros’s work in deep listening training attests to how difficult people find the act of 
listening.  I had to find a way of enabling a listening experience whilst drawing 
attention to the content of the monologues through my performance.  These 
recordings were very different in feel to the ones in Domestic Spaces and needed to 
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be treated differently.   It was important that the monologues were not simply the 
background to my action but that they could be heard individually. 

4.9.1  Performance and its remnants. 
An effect of the Hatton Gallery performance being technically difficult, was that the 
performance aspect was weakened; the relationship between the performance and 
the audience broke down even though there was never any intention to directly 
address the audience.  I knew from Domestic Spaces that a link could be created 
between the work and the audience through the intensity of the listening and 
witnessing experience, and through my focussed performance presence in the 
space.   If this performance had produced the same effect it is debatable whether I 
would have proceeded to a second iteration.  However to interrogate the research 
questions I needed to attend to the contribution that performance was making to the  
expression of everyday life.

In Gallery No.3 I consciously drew in the audience when I entered the space by 
glancing at each person around the room.  The audio was already playing and 
people were waiting, thus my entrance and gaze upon the audience signaled the 
beginning of the performance.   The positioning of the sink in the middle of the 
speakers surrounded me with everyday voices and pointed outwards to the audience 
who periodically took it in turns to listen through the headphones. At first I washed up 
and allowed the audience to settle in and listen to the audio.  When I eventually 
spoke, I stopped washing up, mop in hand and told the audience of some peculiar 
incidence of everyday attention to detail such as a blob of plaster on the wall in my 
house that had been left there and looked careless, or the fact that the train 
announcer said the train would be delayed by three minutes when in it was delayed 
by seven minutes in the end.  I did this periodically as thoughts came to me while I 
was washing up in an echo of Anna’s monologue (appendix A no.7), but in a slightly 
off kilter manner.  This allowed me to improvise whilst making a comment on the 
ability to be in two mind states at the same time whilst undertaking mundane tasks.  
This periodic engagement with the audience also highlighted the tension rising as the 
crockery was balanced since I was ignoring the breakages and seemed oblivious to 
what was happening.  
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The performance ended after twenty five minutes with me casually pushing crockery 
off the drainer and listening to it smash before leaving the room without looking at the 
audience.  I made an audio recording of the performance which was played through 
the speakers for the duration of the exhibition (fig 4.40) with the debris, as a sound 
installation.  It provided an almost ghostly evocation of the performance with no 
images of the live work shown. 

Unlike the Domestic Spaces and Long Thread iterations which were part of a 
stepped process of development, these two works are very different.  The Hatton 
Gallery performance was planned as the last practice work for this thesis but it raised 
too many questions and issues for it to be possible for me to leave the work at that 
point.  The work resolved the issues from the first iteration which were, the role of 
performance, the control of technical elements, improvisation and facilitated listening.  

177



Chapter 5  Reflections and Conclusions

The expression of personal everyday experience through artistic means has been 
interrogated through this research.  From the beginning, the struggle to define the 
everyday shaped the practice led research.  It was clear through theoretical 
investigation that rather than being something that is obvious, that only has to be 
observed to be understood, the everyday is nebulous, indistinct and ambiguous and 
yet, is the ground upon which life is built.  Rather than focussing on an aspect that I 
could quantify or objectively observe in some way I chose to work with a combination 
of methods to uncover the disregarded and overlooked domestic everyday whilst 
retaining the uncertain meaning.  From the outset the work was partly collaborative, 
participatory, and informed by my own and other people’s everyday lives.  Although 
none of the people I worked with actually performed with me in the same space there 
was always a sense for me that it was a joint endeavour.  The voices weren’t random 
off the peg recordings of voices, those involved had chosen to take part for their own 
reasons in response to my request.  

Language and the spoken word
The use of language and the spoken word has examined the transitory nature of 
thought and explored what ordinary un-rehearsed speech is able to articulate about 
the everyday.  Becoming aware of thoughts and speaking them was the basis of the 
early research in The Long Thread but continued to be significant for the contributed 
recordings and the final performance of An Everyday 2mins.  From the first Long 
Thread performance there was a question over whether it was possible to articulate 
thoughts in the moment, or if the gap between thought and expression is the elusive 
everyday which cannot be expressed but only hinted at incoherently.  This verbal 
disconnect lies at the heart of this research.  The impossibility of articulation actually 
and the necessity of uncertainty.  Once accepted that one could not express thoughts 
as they are thought because thinking doesn’t have a coherent language in our minds, 
it is abbreviated and embodied, an intense listening took over.  There is a sense that 
expression and identification are the same thing in that trying to express what I think 
is the same as trying to identify what I think, therefore the action of recording 
thoughts turns them into language.  There is a question over whether it is a case of 
not being able to find the right words to express ones everyday thoughts or it may be 
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that there aren’t the words, there is no equivalent in language and the expression of 
the everyday has to be through the senses.  Listening to the words that people 
including myself were saying in to their recorders revealed the spaces between the 
words; the pauses, idiosyncrasies and the feeling behind the narratives. Listening 
itself is a performative act.

Performance and iteration 
During this research my performance has encompassed several different 
methodologies including the notion of embodied research.  Positioning myself in the 
centre of the research and making live work challenged my idea of what a 
performance is.  In the past, in order to make a performance I had to be present and 
focussed in the space, in this work although presence and focus were of course 
required, a part of me was also evaluating and making mental notes and 
observations, paying attention to what was happening in the work as a whole.  This 
produced only partial immersion in the performance most of the time - the two 
exceptions being the third iteration of Domestic Spaces and the final performance of 
An Everyday 2mins both of which were less speculative than previous versions.  
Where the approach worked was that I could dip in and out of the intensity of 
performance therefore being able to write reflections directly afterwards and for those 
to inform the next iteration.  The speculative aspect of the work was designed to be a 
flexible framework to encourage unanticipated outcomes rather than working out a 
methodology and sticking to it. It challenged my prior knowledge and produced new 
ways of working in response to the materials and to the performance situation.  

There was a concern throughout the work to enable a research process that allowed 
me to connect to the audio visual materials and to the action of performance. To 
quote a reflection after the first iteration of Domestic Spaces again ‘I can see that I 
might combine physical performance - in other words, action with sound. There 
needs to be an automated element but also an in the zone element which allows me 
to perform in a way that suits me.’  The iterative process sustained a fluid 
developmental practice that worked towards outcomes that encompassed and 
established the knowledge gained through the research. Whilst not losing sight of the 
research in performance strategy, in final performances of Domestic Spaces and An 
Everyday 2mins the previous iterations and adaptations enabled more of an 
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immersive experience for me as the performer which ultimately produced a more 
engaging experience for the audience.

Performance in this work was also about the performance of everyday life in the 
sense that every person who made a recording or a film or both was performing to an 
unknown audience.  Layers of performance were present in the live work which  
included the audience’s performance - clearly visible in the images of the 
performance at Gallery No.3 but also in the quiet listening in some of the Domestic 
Spaces pieces.   This interrelation fostered connection and a sense of the 
commonality of the everyday as everyone was investing some of their own 
experience even in witnessing and listening.

Conclusions
Here I return to the original over arching research question that asked what can be 
captured and expressed in an artistic presentation of personal everyday experience?  
The work moved from an intention to investigate methods of digital facilitation at the 
beginning of this PhD study to a personally transformative and embodied process by 
the end. The focus on the everyday as subject matter has largely directed that 
journey, it has drawn me in and enabled an enduring engagement with the research.  
The endlessly fascinating monologues and films have been a privilege to work with.

I have investigated the discourse of everyday life studies across disciplines and have 
discovered the grounding provided by De Certeau (1984,1998) Lefebvre (1959, 
1971, 1976, 1981, 1987, 1991) and Highmore (2002,2004,2011) which  has been 
invaluable for clarifying and expanding my instinct for choosing to research everyday 
life.   The examination of the tactics and strategies that people utilise to resist the 
forces of governmentalism and capitalism by De Certeau gave a perspective on the 
detail of everyday practices and drove an ethnographically focussed search for 
examples to work with.  The wide ranging philosophy of Lefebvre that considers 
Marxism and therefore class, economics and history inseparable from everyday life 
has reinforced a conviction that the ordinary everyday is the robust foundation upon 
which society is built.  Ben Highmore’s work was also a core influence in the early 
stages for a contemporary detailed consideration of the elusive and intangible nature 
of the actual lived experience of everyday life.  The development of my own practice 
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led theories interacted with this theoretical practice through a multiplicity of relations 
which seeped in to and enriched my thinking forming a consistently reflexive 
approach. 

The research is positioned within the aesthetics of everyday life.  The works highlight 
what is already aesthetic by extracting incidences and looking at them more closely, 
suspending time to pay attention.  As the late Carole Luby, a participant in Domestic 
Spaces recorded when talking about chopping vegetables for one of the  films:

" It’s so important for me to slow down, to consider what I’m doing moment to 
" moment, and to bring my mind to the present to focus on what this body and 
" mind is actually doing, and chopping gave me the most fantastic opportunity to 
" reflect on this. (appendix A no. 6)

The principle that theory and practice in arts research are two sides of the same coin 
is echoed by the fact that the study of everyday life cannot be divorced from the 
practice of everyday life. I was part of the researched and also the researcher.  The 
investigation of everyday aesthetics showed that how everyday life looks and feels 
can only be examined through real experience.  The assertion that when the 
everyday is transformed into art the everydayness of it is lost doesn’t account for an 
approach which creates a different form of knowledge, one that doesn’t rely on 
certainty.  As Gardiner (2006) and Heller(1984) assert, everyday knowledge is 
governed by affect, correlational thinking and experience and in parallel with this the 
understanding produced through this research is experiential and multifarious. 

In this thesis I have shown how I developed an understanding of what could be 
captured and expressed about everyday life through an aggregate of performance, 
participation and sound art practices.  The participatory approach to the research for 
producing films and audio, and the specific vocal and digital repetition in performance 
revealed the idiosyncrasies of personal everyday experiences.  The iterative 
performance methodology that developed throughout gives a perspective on how 
public performance might operate as a fluid provisional space of exploration towards 
resolved outcomes.  The placing of the very private voice and film recordings in a 
public sphere was crucial to the articulation of, and reflection on, the interior of 
everyday life. The digital and vocal compositional interaction with the recordings 
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further highlighted the in common experience and the differences in the detail.  The 
work makes public that which would normally remain hidden from view.  The act of 
recording and surrendering to the process uncovered insights by voicing thoughts 
that were formed through speaking.  This physical activity was reflected in the 
performances where often a phrase would be repeated over and over because of 
how it felt and because the physical repetition melded with the recorded voices.

The work in this thesis is made through an original iterative performance 
methodology developed by and for this research.  The research is distinctly 
performative. (Brad Haselman’s article “A Manifesto for Performative 
Research” (2006) in that it produces what it names. 

Going back to Dewey’s art as experience gives this work its grounding in the making 
of commonalities.  Dewey states that ‘A conception of fine art that sets out from its 
connection with discovered qualities of ordinary experience will be able to indicate 
the factors and forces that favour the normal development of common human 
activities into matters of artistic value. (1980: 11)  The sense that my everyday life 
experience is enveloped by the artwork through the practice, and intensified by it is 
because in Dewey’s words in artistic and everyday experience ‘action, feeling and 
meaning are one’ (Dewey 1980:35).

Shön (1983) also provides a reflection on how the knowledge in this work has been 
developed from reflection in and on performance stating that the artist can ‘surface 
and criticize the tacit understandings that have grown up around the repetitive 
experiences of a specialised practice, and make new sense of the situations of 
uncertainty or uniqueness which he may allow himself to experience’ (Schön 
1983:61). The iterative and improvisatory methodology disallowed the use of habitual 
practices of performance and art making and enabled an open ended reflexive 
process.

The work can be seen in the context of other artistic research that focuses on the 
everyday, sound or language.  For instance Lisa Watts’ 32 Significant Moments 
(2014) publication creates a dialogue through the documentation of the tiny decisions 
made towards making an artwork and has parallels with the nature of my description 
of the essential processes of making the research in The Mess of Research chapter. 
Felicity Ford in The Domestic Soundscape and Beyond (2010) produced a series of 
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works that interrogated the domestic home space as a site for making sound art. 
Emma Cocker’s Close Reading/Live Writing (2011) concentrates on the form of text 
in film and animation so much so that the reading becomes nonsensical and the 
writing becomes image.

The work starts out as a decision to try and engage with others’ everyday to make 
the point of collective experience through performance and my interaction with the 
audio – the selecting and repeating in retrospect was a striving to understand to gain 
a thorough knowledge of those monologues – the intense listening and repeating, 
memorising acting like a storage of those words, and paying tribute to their 
generosity and lives.  Once I had got to know the voices in the variety of different 
ways however it became important to be able to reflect on that by explicitly working in 
my own experience to reveal a new relationship to the words – a greater distance 
from them and adding another layer. The act of performing was in itself creating 
embodied knowledge that lead to further iterations. The Newbridge durational 
experiment particularly allowed the time to feel my way through possibilities and 
relationships between the materials of the work – the audio and film projection, the 
materiality of the equipment, and myself as performer.

The problems encountered by the use of computer coding to automate and generate 
sound behaviours in the Hatton instantiation of An Everyday 2mins was pivotal in 
bringing about an understanding that the research had inadvertently lead me to a 
disembodied response to the voices of the monologues.  What was an intense 
engagement through the process of performance had become an engagement with 
the technology instead.  The technological process was invisible when it worked but 
as soon as it crashed it became the most important aspect of the piece, and the 
improvisatory element was ultimately restricted by the computer program. This 
sudden awareness of technology as disabling and disruptive rather than enabling as 
it had been up to this point precipitated an expansion of the research. 

The use of digital recording and manipulation did allow a comprehension of what was 
in between the lines of the audio and then actively performing the words developed a 
very particular mode of working.  This changed from a vocal and ocular interaction in 
Domestic Spaces to an involvement with the work in An Everyday 2mins, which 
synthesized a conscious engagement with my own concerns and that of the 
contributors.  The combination of approaches taken bring together different ways of 
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knowing in a uniquely sensory investigation.  The sound and films have the tactility 
and the presence of the contributors whilst my performance with the materials holds 
up a mirror to them and the audience.  The knowledge gained is thus personal and 
individual. This ‘mirror site’ is also always temporary as the performances are live – 
the impressions are fleeting and the temporal nature of everyday thought is evoked 
through the form of the work. 

As already stated an acknowledgement that everyday life is always in dialogue and 
never fixed was necessary in order to proceed with the research.  A recognition of its 
polysemous nature enabled the performances the freedom to explore and audiences 
the space to make meaning for themselves.  In Domestic Spaces the action was an 
intense concentration and engagement with the audio and video.  The act of 
selecting and repeating the voices produced a deep knowledge of the sound and feel 
of those monologues which rather than producing understanding of them – one 
cannot fully understand another person’s personal thoughts – but a reflection of them 
in my own mind. Connecting with the undefined noise and rhythms of life made me 
think about my own circumstances but also the feel of the words over and over 
passed through a conscious response so that afterwards I felt imbued with the sound 
and the idiosyncrasies of the personalities on display.  This was in part due to the 
action of repeating until I was in unison with their voices in the mode of walking in 
someone else’s shoes. 

There were significant developments that took place in the research.  These never 
represented shifts exactly but were part of an iterative approach An Everyday 2mins 
at No.3 Gallery represented a determination to work with the recordings and yet 
inhabit the work from an embodied perspective – to insert myself into the text as it 
were so that the work was a tangible sharing of everyday concerns.  The smashing of 
the crockery and the amplification of the sound reiterated the disruption to the 
everyday and also the sense of futility felt when doing repetitive daily tasks  that are 
never ending, like washing up.

The final work as part of the series, which was performed and displayed at Culture 
Lab at Newcastle University serves as an artistic practice based conclusion to the 
research.  A textual conclusion although essential does not adequately account for 
the fact that this research produces multiple shifting and unstable meanings. The 
reason for this decision is analogous to Varto stating that ‘Some meanings are lost in 
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translation, and it is worth asking why move between symbolic systems, when there 
is always less and less of the real thing left the further we get.’ (Varto,J 2014:ix) 

fig 5.1

fig 5.2

The work brought together concerns about the impossibility of verbal expression 
explored in the Speech subchapter, in particular the use of the microphone to 
falteringly try and bring to mind thoughts and ideas – to put them into the public 
realm. 

The work explored everyday and time through the temporal immediacy of 
performance – the walking round in a circle with the printed monologues arranged in 
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a clock like pattern reflecting diurnal rhythms and the tracing and re-tracing of 
footsteps back and forth was a meditation on the incomplete linearity of daily time 
and the thoughts that accompany and comprise the everyday.

The reading and repetition of the monologues this time presented on paper reflected 
the way that everyday issues are often repeated again and again in a carousel of 
elements each coming round again. The repetition also eventually destroys the 
meaning and makes it nonsensical turning the words into sound - the more it is 
scrutinized the less clear it becomes. 

The intention of the work was to produce possibilities rather than conclusions and 
resist a single or anchored meaning. The improvisational aspect of the performance 
reflecting the random occurrence within a framework and the white noise audio 
soundtrack reflecting the background hiss – the ongoing everyday, set in patterns.

In the exhibition the speaking slid into image in the form of transcriptions of sections 
of the repeated audio.  The pulling together of films, stills and transcripts was 
designed to allow multiple readings of the works by walking around the space and 
seeing different images and text in juxtaposition with each other. The presentation of 
the research materials in this way aimed to echo the multi media aspect of the 
performances’ and the mode of knowledge they created.

fig 5.3

The inclusion of transcriptions here further developed the transcript idea in the Hatton 
Everyday 2mins. Here the form of the writing – the spacing and positioning of words, 
references some of the literary texts discussed in the thesis such as those of Stein 
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and Perec.  There is also a sense of a theatrical score almost in the mode of 
Beckett’s writing that is helped by the dramatic lighting. 

Finally to respond to the research questions once again, and try to encapsulate the 
multiple answers which are spread throughout the thesis and in the artworks.

In what ways can the idiosyncratic detail of ordinary everyday lives be 
expressed through sound and performance? The idiosyncratic detail was 
expressed through the practice led research process and the resulting 
artworks, built on donated audio and video – working with them in 
performance to bring out specific readings of the speech, and in producing the 
textual transcription. The practice of working with the sometimes very personal 
audio recordings in a public performance is what produced the disruption to 
the habitual. The repetition made strange and dislodged the meaning of the 
monologues.  

How can an iterative making in performance methodology be utilised to inform 
practice as research? The iterative methodology is a technique that allows in 
performance knowledge to be formed and acted upon – folded into the next 
iteration.  The improvisatory element is very important in this as it encourages 
intuitive decision making based on insights being shaped and constructed 
whilst making the work.  In essence the work is being made while it is being 
performed.

" What can be learned from the juxtaposition of privately made voice and 
" video recordings and their public artistic instantiation? It is the ‘rip’ that is 
" produced by this juxtaposition. The digital reproduction of the identities of the 
" contributors through their voices which allowed them to be looped and 
" composed live, pulled them out of one reality into another.  This allowed me to 
" listen ‘for another first time’ again and again and evoke a sense of the 
" everyday that is filled with the wonder that De Certeau speaks of in relation to 
" everyday life.

Further Work

There is a commission to continue the line of enquiry begun in this research by 
working with a Cumbrian organisation. The project will work with migrants into 
Cumbria from different parts of the world and make audio portraits of them.  They will 
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self record their everyday monologues in a counter to the more formal oral history 
interview approach that the project as a whole will be undertaking.  It is envisaged 
that the performance element will be the choral speaking of each others’ words in 
different languages broken down phonetically to aid pronunciation. Working with 
people completely unknown to me will expand the socially engaged stance of this 
research and increase the relevance of this way of working as a methodology. 

188



Bibliographic References

Acconci, V. (1996) Rubbing Piece in Kaye, N (ed) Art into Theatre: Performance 
Interviews and Documents. Harwood Academic Press: Amsterdam

Allport, G.W. (1942) The Use Of Personal Documents In Psychological Science. New 
York: Social Science Research Council.

Anderson, B. (2005) ‘Practices of judgement and domestic geographies of affect’ 
Social & Cultural Geography, 6:5, 645-659

Auslander, P. (1999) Liveness: Performance In A Mediatized Culture, Routledge: 
London and New York(Abingdon)

Auslander, P. (ed) (2003) Performance: Critical Concepts in Literary and Cultural 
Studies.  Routledge: London and New York

Auslander, P. (2006) The Performativity of Performance Documentation. 
Performance Art Journal: No.84 p1-10

Austin, J,L.(1962) How To Do Things With Words, Oxford University Press: Oxford

Bachelard, G. (1984) The Poetics of Space, tr. Maria Jolas, Beacon Press: Boston, 
Massachusetts.

Bacon, W,A. (1980) An Aesthetics of Performance, The Journal of Literature in 
Performance, Volume 1, issue 1, p1-9 Published online 2009

Badger, E. (2013) How the internet reinforces equality in the real world. http://
www.theatlanticcities.com/technology/2013/02/how-internet-reinforces-inequality-
real-world/4602/  Accessed 20.03.2017

Baker, N. (2004) A Box of Matches, Vinatage: London

Baker, N. (1998) The Mezzanine, Granta: London

Bakhtin, M.M. (1981) The Dialogical Imagination. Ed. M. Holquist, trans. C. Emerson 
& M. Holquist. University Of Texas Press: Austin, Texas.

Bakhtin, M.M. (1986) Speech Genres and Other Late Essays. trans. Vern W. Mcgee. 
University Of Texas Press: Austin, Texas.

Bakhtin, M.M. (1993) Toward A Philosophy Of The Act, trans and Vadim Lianpov, ed 
M. Holquist. University Of Texas Press: Austin, Texas.

Barrett, E,  Bolt, B. (2007) Practice as research: approaches to creative arts enquiry, 
Palgrave Macmillan: New York.

Barthes, R. (1981) Camera Lucida, Hill & Wang: New York.

Barthes, R. (1973) Mythologies, trans A. Lavers, Granada: London.

189

http://www.theatlanticcities.com/technology/2013/02/how-internet-reinforces-inequality-real-world/4602/
http://www.theatlanticcities.com/technology/2013/02/how-internet-reinforces-inequality-real-world/4602/
http://www.theatlanticcities.com/technology/2013/02/how-internet-reinforces-inequality-real-world/4602/
http://www.theatlanticcities.com/technology/2013/02/how-internet-reinforces-inequality-real-world/4602/
http://www.theatlanticcities.com/technology/2013/02/how-internet-reinforces-inequality-real-world/4602/
http://www.theatlanticcities.com/technology/2013/02/how-internet-reinforces-inequality-real-world/4602/


Baruchello, G, (1984) How to Imagine, New York, McPherson

Baudelaire (1964) The painter of modern life, and other essays, Phaidon: London

Bell,C,Gemmell G and J(2009) Total Recall: How the E-memory Revolution Will 
Change Everything. Dutton: New York

Benjamin, W (1936) The Storyteller, trans Zohn, H, ed. Arendt, H.  Schocken Books: 
New York

Bishop, C. (2012) Artificial Hells: Participatory Art and the Politics of Spectatorship, 
Verso: London & New York.

Bishop, C. (2006) Participation: Whitechapel/MIT Press: London.

Bishop, C. (2006) ‘The Social Turn: Collaboration and its Discontents’, Artforum, Fall: 
179-185.

Bolt, B. (2008) A Performative Paradigm for the Creative Arts? Working Papers in Art 
and Design 5

Boon, M (2010) In Praise of Copying, Harvard University Press: Cambridge Mass/
London England

Bourriaud, N. (2010) Artistic Delay, maHKUzine 9, Journal of Artistic Research, 
Utrecht School of the Arts: Utrecht.

Brady, E. (2005) Sniffing and Savouring; The Aesthetics of Smells and Tastes in The 
Aesthetics of Everyday Life, eds A. Light and J. Smith, Columbia University Press: 
New York.

Breakwell, I. (1983) 10 Diary Pages 1968-82
www.Tate.Org.Uk/Learn/Online-Resources (Accessed 18.11.2016)

Butler, J. (1993) Critically Queer GLQ: A Journal of Lesbian and Gay Studies 1, No.
1 :17-32

Butler, J. (1993) Bodies That Matter : On the Discursive Limits of “Sex”, Routledge: 
London and New York" " " "

Butler, J. (1997) Excitable Speech: A Politics Of The Performative. Routledge: New 
York.

Carlson, A. (2000) Aesthetics and the Environment: The appreciation of nature, art 
and architecture, Routledge: London.

Carlson, A. (2005) What is the correct Curriculum for Landscape, Harvard University 
Press: Cambridge, MA, & London.

Certeau, M. (1984) The Practice of Everyday Life. University of California Press: 
Berkeley and Los Angeles.

190

http://www.Tate.Org.Uk/Learn/Online-Resources
http://www.Tate.Org.Uk/Learn/Online-Resources


Certeau, M., Giard, L., & Mayol, P. (1998) The Nourishing Arts in The Practice of 
Everyday Life, Vol. 2: Living and Cooking, trans. T. J. Tomasik, University of 
Minnesota Press: Minneapolis.

Couldry, N. (2004) ‘Liveness, “Reality” and the Mediated Habitus from Television to 
the Mobile Phone,’ The Communication Review 7: 356–7.

Crozier, S.E. & Cassell, C.M. (2016) ‘Audio Diary Studies Methodological 
Considerations in the use of Audio Diaries in Work Psychology: Adding to the 
Qualitative Toolkit.’ Journal of Occupational and Organizational Psychology, 89: 396–
419. 

Danto, A. (1981) The Transfiguration of the Commonplace: A Philosophy of Art, 
Harvard University Press: Cambridge, MA, & London.

Dean, R. & Smith, H. (1997) Improvisation Hypermedia and the Arts since 1945: 
Harwood Academic Publishers: Amsterdam.

Debord, G. (1967) The Society of the Spectacle, trans. Donald Nicholson-Smith. 
Zone Books: New York. 

Debord, G. (1961) Perspectives for Conscious Alterations in Everyday Life, Center of 
Sociological Studies of the CNRS: Berkeley, California.

Depraz, N., Varela, F.J., & Vermersch, P. (2003) On Becoming Aware : A Pragmatics 
Of Experiencing. John Benjamins Publishing Co.: Amsterdam. 

Derrida, J. (1977) Margins Of Philosophy, Harvester Press: Sussex.

Dewey, J. (1934) Art as Experience. Berkley Publishing Group: New York.

Dezeuze, A (2005) ‘Transfiguration of the Commonplace’, Variant, issue 22: Spring. 

Diamond, E. (2000) ‘Re: Blau, Butler, Beckett, and the Politics of Seeming’, The 
Drama Review, 44: 4, Winter: 31-43.

Dilthey, W. (1976) Selected Writings, ed. and trans H.P Rickman, Cambridge 
University Press: Cambridge.

Dowling, C. (2010) ‘The Aesthetics of Daily Life’, British Journal of Aesthetics, 50: 3, 
225-242.

Dudman, J. (2011) Beyond Participation, MRes Dissertation, Newcastle University.

Ehn, B. and Löfgren, O. (2010) The Secret World of Doing Nothing, University of 
California Press: Berkeley, LA & London.

Felman, S. (1983) The Scandal of the Speaking body: Don Juan with J.L. Austin, Or 
Seduction In Two Languages, trans C. Porter, Cornell University Press: USA

Felski, R. (2002) Introduction, New Literary History, 33:4, 607-622, John Hopkins 
University Press: Minneapolis.

191



Felski, R. (2000) The Invention of Everyday Life, New Formations, 39, 15-31.

Finkelpearl, T (2000) Dialogues in Public Art, MIT Press: Cambridge MA.

Firestone, S. & Koedt, A. (eds) (1970) Notes from the second year: Women’s 
Liberation; Major Writings of the Radical Feminists, Radical Feminism: New York.

Fiske, J (1989) Understanding Popular Culture, Routledge: London.

Friedan, B (1963) The Feminine Mystique . W.W. Norton: NewYork.

Gadamer, H.G. (2004) Truth And Method, 2nd ed., trans. J. Weinsheimer & D. G. 
Marshall, Continuum: London.

Gardiner, M, E. (2006) Everyday Knowledge, Theory Culture Society 205-7.

Gardiner, M, E. (2002) Critiques of Everyday Life: An Introduction, Routledge: 
London

Gardner, R. (2004) Conversation Analysis, In The Handbook Of Applied Linguistics, 
eds A. Davies & C. Elder, Blackwell Publishing Ltd: Oxford.

Gemmell,J Bell,G and Leuder,R (2006) My Life Bits: A Personal Database of 
Everything. Communications of the ACM,volume 49.no.1

Goffman, E. (1969) The Presentation of Self in Everyday Life, Penguin: 
Harmondsworth.

Goldberg, R. (2001) Performance Art From Futurism To The Present. Thames & 
Hudson: London & New York.

Gratton, J. & Sherringham, M. (2005) The Art of the Project: Projects and 
Experiments in Modern French Culture, Berghahn Books: New York & Oxford. 

Green, C (2001) The Third Hand – Collaboration In Art From Conceptualism To 
Postmodernism. University Of Minnesota Press: Minneapolis, USA.

Gregg, M. & Seigworthy, J. (2010) The Affect Theory Reader, Duke University Press: 
Durham & London

Haapala, A. (2005) On the Aesthetics of the Everyday: Familiarity, Strangeness and 
the Meaning of Place in The Aesthetics of Everyday Life, eds A. Light & J. Smith, 
Columbia University Press: New York.

Hamera, J and Madison, D.S (2006) Performance Studies at the Intersections in The 
Sage Handbook of Performance Studies, Sage Publications: London and New Delhi.

Hamera, J (2006) Performance, Performativity, and Cultural Poiesis in Practices of 
Everyday Life in The Sage Handbook of Performance Studies, Sage Publications: 
London and New Delhi.

192



Hanisch, C. (2006) The Personal is Political http://www.carolhanisch.org/CHwritings/
PIP.html accessed 20.03.2017

Hanisch,C (1968) A Critique of the Miss America Protest http://carolhanisch.org/
CHwritings/MissACritique.html accessed 20.03.2017

Hantelmann, D (2014) The Experiential Turn www.walkerart.org/collections/
publications/performativity/experiential-turn  accessed 20.03.2017

Harrison, P. (1999) ‘Making sense: embodiment and the sensibilities of the 
everyday.’ Environment and Planning D: Society and Space, 18, 497-517.

Harte,T (2009) The Aesthetics and Ideology of Speed in Russian Avant-Garde 
Culture 1910-1930 University of Wisconsin Press: Wisconsin

Heller, A. (1984) Everyday Life, Routledge and Kegan Paul: London.

Hemmings, C. (2005) ‘Invoking Affect’, Cultural Studies, 19:5, 548-567.

Highmore, B. (2002) The Everyday Life Reader, Routledge: London & New York.

Highmore, B. (2004) 'Homework', Cultural Studies,18:2, 306-327.

Highmore, B. (2011) Ordinary Lives: Studies in the Everyday, Routledge: Oxon.

Highmore, B (2005) Unprocessed Data: Everyday Life in the Singular in Day-to-Day-
Data http://daytodaydata.ellieharrison.com/galleryexhibition.html accessed 
20.03.2017

Hobbes, T. (2010; first published 1651) Leviathan: Or the matter, Forme, & Power of 
a Common-Wealth Ecclesiasticall and Civill, Yale University Press: USA (first 
published in 1651).

Howell, A. (2000) The Analysis of Performance Art: A Guide to its Theory and 
Practice, Routledge: Oxon.

Hutton,P,H (1981) The History of Mentalities: The New Map of Cultural History
History and Theory, Vol. 20, No.3, 237-259 Wiley for Wesleyan University

Irvin, S. (2008) ‘The Pervasiveness of the Aesthetic in Ordinary Experience’, British 
Journal of Aesthetics, 48, 29-44. 

Irvin, S (2009) Aesthetics of the Everyday in Davies, S. et al (eds) A Companion to 
Aesthetics, 2nd ed., Wiley Blackwell: Chichester.

Jackson, S. (2014) ‘Performativity and its Addressee’, in E. Carpenter (ed.) On 
Performativity, Vol. 1 of Living Collections Catalogue: Minneapolis. Available online 
WalkerArtCentre: http://walkerart.org/collections/publications/performativity/
performativity-and-its-addressee. 

James, S. (2012) A Life in Writing  https://www.theguardian.com/books/2012/jun/08/
life-in-writing-selma-james

193

http://www.carolhanisch.org/CHwritings/PIP.html
http://www.carolhanisch.org/CHwritings/PIP.html
http://www.carolhanisch.org/CHwritings/PIP.html
http://www.carolhanisch.org/CHwritings/PIP.html
http://carolhanisch.org/CHwritings/MissACritique.html
http://carolhanisch.org/CHwritings/MissACritique.html
http://carolhanisch.org/CHwritings/MissACritique.html
http://carolhanisch.org/CHwritings/MissACritique.html
http://www.walkerart.org/collections/publications/performativity/experiential-turn
http://www.walkerart.org/collections/publications/performativity/experiential-turn
http://www.walkerart.org/collections/publications/performativity/experiential-turn
http://www.walkerart.org/collections/publications/performativity/experiential-turn
http://daytodaydata.ellieharrison.com/galleryexhibition.html
http://daytodaydata.ellieharrison.com/galleryexhibition.html
http://walkerart.org/collections/publications/performativity/performativity-and-its-addressee
http://walkerart.org/collections/publications/performativity/performativity-and-its-addressee
http://walkerart.org/collections/publications/performativity/performativity-and-its-addressee
http://walkerart.org/collections/publications/performativity/performativity-and-its-addressee
https://www.theguardian.com/books/2012/jun/08/life-in-writing-selma-james
https://www.theguardian.com/books/2012/jun/08/life-in-writing-selma-james
https://www.theguardian.com/books/2012/jun/08/life-in-writing-selma-james
https://www.theguardian.com/books/2012/jun/08/life-in-writing-selma-james


Jurczjk, K. (1998) Time in Women's Everyday Lives: Between Self-Determination and 
Conflicting Demands, Time & Society, 7: 2-3, 283-308.

Kant, I., (1987; first published 1790) The Critique of Judgment, trans. W.S. Pluhar, 
Hackett Publishing Company: Indianapolis & Cambridge.

Kaplan, A. & Ross, K. (1987) ‘Introduction’ to Everyday Life, Yale French Studies, 73, 
1-4.

Kaprow, A. (1966) Assemblages, Environments and Happenings, Harry N. Abrams: 
New York.

Kaprow, A. (1993) Essays on the Blurring of Art and Life, University of California 
Press, Berkeley and Los Angeles

Kaye, N. (2000) Site Specific Art: Performance Place and Documentation, Routledge: 
London.

Kelly, M. (1997) ‘The Historical Emergence of Everyday Life’, Sites: The Journal 
of Twentieth-Century/Contemporary French Studies/Revue d'études Français, 
1:1, 77-9.

Kester, G.H. (2004) Conversation Pieces: Community and Communication in Modern 
Art, University of California Press: Berkley and Los Angles, California.

Kester, G. H. (2005) Conversation Pieces: The Role of Dialogue in Socially Engaged 
Art. In Z. Kocur & S. Leong (eds) Theory in Contemporary Art Since 1985, Wiley-
Blackwell: Sussex.

Kester, G. H. (2011), The One and The Many: Contemporary Collaborative Art in a 
Global Context, Duke University Press: Durham & London.

Kirby, M. (1972) ‘Acting and Not-Acting’, The Drama Review, 16: 1, 3-15.

Krotoski,A 2016 http://www.bbc.co.uk/news/magazine Jennicam: The first woman to 
stream her life on the internet.

Langbauer, L. (1999) Novels of Everyday Life: The Series in English Fiction 
1850-1940, Cornell University Press: Ithica.

Lecercle, J. Riley, D. (2005) The Force of Language, Palgrave Macmillan: 
Basingstoke, UK.

Leddy, T. (2005) The Nature of Everyday Aesthetics, eds A. Light & J. Smith, in The 
Aesthetics of Everyday Life, Columbia University Press: New York.

Leddy, T. (2012) The Extraordinary in the Ordinary, Broadview Press: Ontario 
Canada.

Lee, J. (2014) Gumming Up The Works, Pam Flett Press: www.joannelee.info.

194

http://www.bbc.co.uk/news/magazine
http://www.bbc.co.uk/news/magazine


Lefebvre, H. (2014) Critique of Everyday Life.  Verso: London. 

Lefebvre, H. (1981) Critique of Everyday Life volume 3 in Critique of Everyday Life 3 
volume edition, Verso: London

Lefebvre, H. (1976-78) De l‘État, UGE: Paris.

Lefebvre, H. (1987) The Everyday and Everydayness. Yale French Studies, 73, 7-11.

Lefebvre, H. (1991) The Production of Space trans Nicholson-Smith, D, Blackwell: 
Oxford UK, Cambridge USA

Lefebvre, H. (1971) Everyday Life in the Modern World, Penguin: London.

Lefebvre, H. (1959) La Somme et le Reste, NEF: Paris.

Maclennan, A. (2009) Project Title: Coil To Met,  Locus+Wunderbar Live Art Festival.

Mason, P. (2010) Meltdown: The End of the Age of Greed. London: Verso. 

Massumi, B. (1995) ‘The Autonomy of Affect’: The Politics of Systems and 
Environments Part II, Cultural Critique, 31, 83-109.

Matthis, I. (2000), ‘Sketch for a metapsychology of affect’, International Journal of 
Psycho-Analysis, 81:2, 215.

Mendelson,Z (2013) This Mess is a Place: A Collapsible Anthology of Collections and 
Clutter. And Publishing, London, UK.

Merleau-Ponty, M. (1962) Phenomenology of Perception, trans. C. Smith, London: 
Routledge & Kegan Paul.

Merrifield, A. (2006) Henri Lefebvre: A Critical Introduction. Routledge: New York.

Migone, C. (2000) Video Work Http://Christofmigone.Com/Evasion/ Accessed 
03.12.2016.

Monrouxe, L. V. (2009) ‘Solicited Audio Diaries In Longitudinal Narrative 
Research: A View From Inside’. Qualitative Research, 9:1, 81-103. 

Moran, J. (2005) Reading the Everyday, Routledge, Oxon

Morse, M. (1988) Virtualities: Television, Media Art, and Cyberculture, Indiana 
University Press: Bloomington.

OECD policy paper (2016) ‘The Economic Consequences of Brexit: A Taxing 
Decision,  http://www.oecd.org/economy/the-economic-consequences-of-brexit-a-
taxing-decision.htm Accessed 20.03 2017

195

http://christofmigone.com/evasion/
http://christofmigone.com/evasion/
http://www.oecd.org/economy/the-economic-consequences-of-brexit-a-taxing-decision.htm
http://www.oecd.org/economy/the-economic-consequences-of-brexit-a-taxing-decision.htm
http://www.oecd.org/economy/the-economic-consequences-of-brexit-a-taxing-decision.htm
http://www.oecd.org/economy/the-economic-consequences-of-brexit-a-taxing-decision.htm


Olson, L (2011) Modernism/modernity, Volume 18, Number 1,175-180
(Review) Johns Hopkins University Press

Olson,L (2009) Modernism and the Ordinary, Oxford University Press: Oxford

O’Sullivan, S. (2001) The Aesthetics of Affect: Thinking art beyond representation, 
Angelaki, 6: 3,125-135. 

Offir, O. (2006) Modernist Fiction and “the accumulation of unrecorded life”, 
Modernist Cultures. 2: 1, 6-20.

Pearson, M (2003) Bubbling Tom in Heathfield, A (ed) Small Acts: Performance, the 
Millennium and the Marking of Time, 172-185.  Black Dog Publishing Ltd, London

Perec, G. (2008) Species of Spaces and Other Pieces, Penguin Books: London.

Pink, S. (2012) Situating Everyday Life, Practices and Places: Sage Publications: 
London.

Plummer, K. (2001) Documents of Life 2: An Introduction to Critical Humanism: Sage, 
London

Principe, M. A. (2005) Danto and Baruchello: From Art to the Aesthetics of the 
Everyday, eds A. Light & J. Smith, Columbia University Press: New York.

Proust, M (1981) Swann’s Way Chatto and Windus and Random House Inc: London.

Randall, B (2009) Modernism, Daily Time, and Everyday Life,  Cambridge University
Press: Cambridge and New York.

Rautio, P. (2009) ‘On Hanging Laundry: The Place of Beauty in Managing Everyday 
Life’, Contemporary Aesthetics, 7, Contemporary Aesthetics Inc.: Maine, USA.

Ries, N. (2002) Anthropology of the Everyday, from Comfort to Terror, New Literary 
History, 33:4, 725-742.

Roberts, J (2006)  Philosophizing the Everyday, Pluto Press: London and Ann Arbor 
MI.

Rogers, C. R. and Farson, R. E. (1987) Active Listening, Excerpt from R.G. Newman, 
M.A. Danzinger, M. Cohen (eds), Communicating in Business Today, D.C. Heath & 
Company. (No place of publication found)

Ross, K. (1995) Fast Cars, Clean Bodies: Deconolization and the Reordering of 
French Culture, MIT Press: Cambridge Mass & London.

Saito, Y. (2007) Everyday Aesthetics, Oxford University Press: Oxford.

Saito, Y. (2001) ‘Everyday Aesthetics’, Philosophy and Literature, 25: 1, 87-95.

Sandwell, B. (2004) The Myth of Everyday Life: Toward a Heterology of the Ordinary, 
Cultural Studies,18:2-3, 160-180.

196



Schegloff, E. A (1986) The Routine As Achievement. Human Studies, 9 (2-3) 111-151 

Sherringham, M. (2006) Everyday Life: Theories and Practices from Surrealism to 
the Present, Oxford University Press: Oxford.

Shevchenko, O (2008) Crisis and the Everyday in Postcolonialist Moscow Indiana 
University Press: Indiana.

Shön,D (1983) The Reflexive Practitioner,Basic Books,New York

Shotter, J. (1999) ‘Writing From Within "Living Moments:" "Withness-Writing" Rather 
Than "Aboutness-Writing"’ In Writing Across The Curriculum Conference: Multiple 
Intelligences, Cornell, June 3rd-5th, 1999. 

Shove, E., Trentman, F., & Wilk, R. (2009) Time, Consumption and Everyday Life: 
Practice, Materiality and Cuture, Berg: New York.

Shove, E.A., Hand, M., Ingram, J. & Watson, M. (2007), The Design of Everyday Life. 
Berg: Oxford and New York.

Silverstone, R. (1994) Television and Everyday Life, Routledge: London.

Sim, L. (2010) Virginia Woolf, the patterns of ordinary experience, Ashgate:  Farnham 
UK & Burlington USA. 

Smith, D. E. (1987) The Everyday World As Problematic: A Feminist Sociology, 
Northeastern University Press: Boston.

Stein, G. (2001) “Portraits and Repetition”. Stein. Writings 1932-1946 
Penguin Group USA,

Stewart, K. (2007) Ordinary Affects:  Duke University Press: Durham NC.

Thrift, N. (2008) Non Representational Theory, Routledge: London and New York

Tuan, Yi-Fi (1989) Surface Phenomena and Aesthetic Experience, Annals of the 
Association of American Geographers, 79:2, 233-241

Turkle, S. (2012) Alone Together: why we expect more from technology and less from 
each other. Basic Books: New York.

Tzara,T (1920) Dada Manifesto On Feeble Love And Bitter Love http://www.391.org/
manifestos/1920-dada-manifesto-feeble-love-bitter-love-tristan-tzara.html  Accessed 
20.3.2017

Varela, F.J. & Shear, J.(1999) First-Person Methodologies: What, Why, How? Journal 
of Consciousness Studies, 6:  2–3, 1–14.

Varto,J (2014) in Hannula et al Artistic Research Methodology. Peter Lang Press. 
Finland

197

http://www.research.lancs.ac.uk/portal/en/people/elizabeth-shove%284c9b74b5-2f7a-4d4d-89fb-64a2e43d3cad%29.html
http://www.research.lancs.ac.uk/portal/en/people/elizabeth-shove%284c9b74b5-2f7a-4d4d-89fb-64a2e43d3cad%29.html
http://www.research.lancs.ac.uk/portal/en/publications/the-design-of-everyday-life%28eb1aa1a8-1021-4ca9-a22f-feb19a86f180%29.html
http://www.research.lancs.ac.uk/portal/en/publications/the-design-of-everyday-life%28eb1aa1a8-1021-4ca9-a22f-feb19a86f180%29.html
http://www.391.org/manifestos/1920-dada-manifesto-feeble-love-bitter-love-tristan-tzara.html
http://www.391.org/manifestos/1920-dada-manifesto-feeble-love-bitter-love-tristan-tzara.html
http://www.391.org/manifestos/1920-dada-manifesto-feeble-love-bitter-love-tristan-tzara.html
http://www.391.org/manifestos/1920-dada-manifesto-feeble-love-bitter-love-tristan-tzara.html


Vygotsky, L. S. (1962) Thought And Language, MIT Press: Cambridge. 

Wearing, G. (1992-1993) Signs That Say What You Want Them To Say And Not 
Signs That Say What Someone Else Wants You To Say Accessed 03.12.2016

Wittgenstein, L. (1958) Philosophical Investigations, 2nd edn, Basil Blackwell:
Oxford.

Woolfe, V. (1925) Mrs Dalloway, Vintage:London

Worth, N. (2009). ‘Making Use Of Audio Diaries In Research With Young People: 
Examining Narrative, Participation And Audience'. Sociological Research Online, 
14:4, 9.

198

http://www.tate.org.uk/art/artworks/wearing-signs-that-say-what-you-want-them-to-say-and-not-signs-that-say-what-someone-else-66092
http://www.tate.org.uk/art/artworks/wearing-signs-that-say-what-you-want-them-to-say-and-not-signs-that-say-what-someone-else-66092
http://www.tate.org.uk/art/artworks/wearing-signs-that-say-what-you-want-them-to-say-and-not-signs-that-say-what-someone-else-66092
http://www.tate.org.uk/art/artworks/wearing-signs-that-say-what-you-want-them-to-say-and-not-signs-that-say-what-someone-else-66092


Appendices 

All sound and video files on disc

(A)
Sound files referred to in the text.

1. David
2. Cate
3. Kate
4. Alexia
5. Dodds
6. Carole
7. Anna
8. Mic

(B)
Long Thread audio
Long Thread Video

(C)
Domestic Spaces audio
Domestic Spaces video
Performance documentation

(D)
An Everyday 2mins audio
Performance documentation

(E)
Examples of transcription texts used in An Everyday 2mins
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Appendix (E)

The	  end	  of	  the	  day

It’s	  been	  a	  good	  day

Funny	  at	  the	  beginning

Didn’t	  start	  off	  very	  well

Because	  it	  was

Grey

And	  

rainy

And	  

Dreary

Saturdays

Are	  

Always	  

Odd

Days

I	  think
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The	  mornings	  are	  Sine

Then

Saturday	  afternoon

Starts	  

To

Feel

Like	  Sunday

And	  that	  sort	  of	  feeling	  when

Everybody	  goes	  inside

And

Nothing

Is	  

Really	  

Happening

And	  it	  just	  feels	  a	  bit

Dusty

And

Windblown

Outside

And	  

A	  bit

Dead

I	  think	  Saturday	  afternoons	  are

Like	  that
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But	  if	  you	  disappear	  off

And

Do	  something

You

Really

Want	  to	  do

Don’t	  clean	  the	  house

Don’t	  do	  the	  washing

Do	  something

You	  really

Want

To	  do

Curl	  up

And

Read	  a	  book

Or

Go	  and

Make

Some	  music

Or

Do

Some	  

Art
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Or

Do	  Something

That

Really

Makes	  you	  feel

Fine

About	  life
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last	  day	  of	  winter

a	  working	  morning	  for	  me

had	  four	  hours	  last	  night

eleven	  	  	  t	  	  h	  	  r	  	  o	  	  u	  	  g	  	  h	  	  	  

three	  in	  the	  morning

woke	  up

with

a	  thick	  head

took	  a	  couple	  of	  blues

to	  help	  me	  through	  the	  night

Got	  going	  at	  half	  six

A	  busy	  morning	  at	  work

Wishing	  the	  time	  away	  as	  always

Counting	  the	  consults

Got	  through	  to	  about

Twelve

Half	  twelve

Urr	  

Thought	  it	  was	  all	  over
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Thought	  I	  could

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  go

looking	  forward	  to	  spending	  time	  with	  the	  boys

time	  with	  Anna

she’s	  just	  been	  away

she	  spent	  a	  few	  days	  in	  Berlin

	   that	  week

urm

James	  came	  in

Labrador	  bitch	  with	  a	  pio

He	  started	  operating

Had	  a	  ligature	  slip	  on	  the	  left	  ovary

She	  hemorrhaged

I	  had	  to	  muck	  in

Scrub	  in	  and	  Sinish	  the	  job	  for	  him

Kinda	  gave	  up	  on	  the	  day	  at	  that	  stage

Home

Half	  Sive

Almost	  dark

Urr

Desperate	  to	  get	  out	  in	  the	  garden

205



Desperate	  to	  walk	  the	  dog

Got	  Moss	  out	  for	  half	  an	  hour	  in	  the	  woods

Thought	  about	  where	  I	  had	  put	  the	  bamboo

Checked	  on	  Don’s	  primroses

Under	  the	  ash	  tree

Sixteen	  this	  year

With	  a	  few	  stragglers	  in	  other	  places	  that	  must	  have

Seeded	  themselves

Thinking

Wondering

How	  I	  am	  going	  to	  cope	  with	  my	  impending	  trip	  to	  the	  States

Jet	  lag

How’s	  my	  body	  clock	  going	  to	  cope	  with	  all	  that

Probably	  going	  to	  have	  to	  stay	  on	  the	  blues	  I	  guess

Then

	  

Looking

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Forward
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	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  To	  

Coming	  home

Looking	  

	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  Forward

	   	   	   	  	  	  	  	  	  	  	  	  	  To

Spring
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Finished	  work	  in	  the	  shop	  today

And	  urr

Walked	  home

It	  was	  kinda	  cloudy	  

And

And

A	  strange	  violet	  light

Coming	  through	  the	  clouds

Um

When	  I	  got	  home

I	  put	  the	  oven	  on

And

Accidentally

Put	  the	  grill	  on	  

and

Caught

	   Caught	  

	   	   Caught

Fire

To

My	  urr
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Set	  Sire

To

My	  urr

Grill	  pan

Absolutely	  shattered	  now

Series	  of

Terrible

Events

Spilt	  tea	  leaves	  all	  on	  the	  kitchen	  carpet

And	  urr

We’ve	  got	  two	  sick	  kids

Two	  toddlers

Um

And	  urr

Yeah

I	  am	  pretty	  shattered

Got	  a	  sore	  throat	  now	  so	  I	  think	  I	  am	  coming	  down	  with	  some	  sort	  of	  nasty

Flu	  virus	  that’s	  been	  brought	  back	  from	  my	  children’s	  nursery	  

which	  happens	  every	  other	  week
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And

Urr

Yeah

That’s	  urr

Yeah

I’m	  urr

Going	  to	  collect	  a	  load	  of	  planks	  tomorrow	  to	  build	  a	  shed

That’s	  what	  I’m

You	  know

It’s	  the	  only	  kind	  of	  thing	  that	  is	  cheering	  me	  up	  really

I	  should	  build	  a	  nice	  shed	  in	  the	  garden	  out	  of	  planks

Umm

That	  I	  can	  hide	  in	  and	  listen	  to	  the	  radio

Yeah

That’s	  about	  it

That’s	  my	  exiting	  day

Umm

I	  think	  I’ll	  go	  and	  get	  some	  chips
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Strange	  spending	  a	  lot	  of	  time	  

gazing	  out	  of	  the	  window	  at	  this	  time	  of	  year

coz	  I	  hate	  doing	  the	  washing	  up

I	  always	  feel	  that	  I	  have	  to

Just	  chuck	  it	  out	  of	  the	  way	  and	  get	  it	  done

But	  then	  sometimes	  if	  I	  take	  5	  and	  I	  put	  lots	  of	  fresh	  peanuts	  out	  for	  the	  birds	  and	  put	  up	  
a	  new	  fat	  ball	  then	  I	  can	  be	  distracted	  enough	  to

Almost	  not	  mind

but	  its	  never	  

	   going

	   	   to

	   	   	   become

	   	   	   	   my

	   	   	   	   	   favourite	  job

This	  is	  almost	  the	  best	  time	  of	  year	  for	  the	  birds	  at	  the	  bird	  feeder

I	  am	  desperately	  searching	  for

Signs	  of	  spring

If	  I	  stand	  on	  tiptoes

I	  can	  just	  see	  the	  head	  of	  the	  Sirst	  daffodil	  at	  the	  bottom	  of	  the	  garden

And	  that
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that	  at	  least	  gives	  me	  some

Joy

Even	  though	  it	  just	  seems	  to	  be	  incredibly	  windy	  and	  wild	  today.

Its	  deSinitely	  

Spring

That’s	  for	  sure

Mmmm

Well	  anyway

Got	  the	  washing	  up	  done	  and	  now

I	  need	  to	  train	  myself	  to	  walk	  through	  the	  rest	  of	  the	  kitchen

Without	  paying	  attention	  to	  any	  of	  the	  things	  that	  need	  doing

And	  actually	  try	  and	  do	  something	  that	  

I	  care	  about

But	  I	  always	  end	  up	  at	  the	  weekend	  with	  a	  whole	  list	  of	  things

that	  I	  would	  like	  to	  get	  done

but	  haven’t

I	  was	  gonna	  write	  a	  couple	  of	  letters

I	  used	  to	  write	  so	  many	  letters

And	  I	  have	  had	  it	  in	  my	  mind	  to	  write	  toooo

a	  friend	  and	  his	  parents

coz	  his	  mum’s	  not	  been	  very	  well

And
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And

I	  was	  

I	  was	  working	  away	  and	  I	  thought	  that’ll	  be	  a	  good	  time	  to	  get	  it	  done

But	  I	  never	  do	  it	  when	  I	  am	  travelling	  I	  Sind	  airoplanes	  too	  noisy

And	  then	  I	  thought	  well	  I’ll	  get	  it	  done	  in	  the	  half	  term

But	  

	   	   	   f	  

	   	   o

	   o	  

p

that	  went	  too

and	  um

now	  here	  

another	  week

a	  little	  bit	  more	  travelling	  and	  I	  still	  haven’t	  got	  it	  done	  and	  the	  card	  I	  put	  in	  the	  back	  of	  
my	  diary

is	  a	  bit	  knackered	  now	  because	  it	  all	  got	  bent	  and	  folded

and	  so	  that’s	  the	  end	  of	  that

Anyway

Um

I	  don’t	  know	  if	  I	  just	  set	  myself	  too	  many	  goals	  of	  things	  to	  do	  but	  there	  you	  go

I	  had	  a	  job

I	  had	  ur

I	  have	  other	  jobs	  that	  somehow	  need	  to	  be	  done	  Sirst	  and	  I’m	  not	  quite	  sure	  other	  than	  
wearing	  blinkers	  how	  you	  make	  sure	  that	  you	  don’t	  spend	  too	  much	  time	  
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fafSing	  

about	  

with	  

other	  

things
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So	  yes

So	  today	  is	  the	  28th	  of	  February	  2015	  which	  is	  in	  itself	  quite	  hard	  to	  believe

Uh,	  and,	  um

Today	  has	  been	  a	  typical	  kind	  of	  February	  day

Wet	  and	  windy

And	  uh

Been	  lying	  in	  bed	  

you	  know	  listening	  to	  

the	  ur	  

shutters	  of	  my	  windows	  banging	  like	  uh

like	  a	  ship	  on	  the	  high	  seas	  or	  something

horrible	  horizontal	  rain	  outside

and	  urr

because	  it	  is	  my	  day	  off

for	  a	  change

urr

for	  the	  Sirst	  time	  in	  a	  while	  I’ve	  been	  uh	  essentially	  lying	  in	  bed	  doing	  incredibly	  little

and	  uh

smoking
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and	  

drinking	  coffee

and	  uh

being	  very	  lazy

as	  is	  my	  right	  on	  a	  weekend	  and	  all

and	  ummmmm

watched	  a	  weird	  

uh	  Argentinian	  movie

uh	  which	  was	  very	  good

and	  uh	  Sinally	  got	  up	  at	  about	  half	  past	  six	  in	  the	  evening

and	  uh

had	  a	  beer

and	  uh

played	  the	  piano	  

for	  maybe	  an	  hour	  or	  so	  got	  lost	  in	  that	  for	  a	  little	  bit

and	  um

and	  then	  uh

gonna	  have	  a	  curry	  tonight

aaaand
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ummmm

probably	  drink	  some	  more	  beer,	  maybe	  watch	  another	  movie

from	  urr	  a	  country	  he	  knows,	  see	  what	  comes	  up

and	  um

and	  really	  just	  relax	  and	  right	  now	  I’m	  uh	  interfering	  with	  my	  friend	  Peter’s	  recording	  of	  
his	  own	  music	  to	  do	  this	  recording	  of	  my	  voice	  

rambling	  

on	  

and	  on	  

and	  on

about	  uh,	  about	  what	  I’ve	  been	  doing	  today	  which	  in	  essence	  is

very	  little

Its	  hard	  to	  put	  it	  any	  more,	  any	  more	  plainly	  than	  that.

The	  only	  time	  I	  have	  really	  gotten	  up	  is	  to	  go	  to	  the	  toilet	  and	  make	  more	  coffee.

Until	  now

And	  urr

Yeah	  its	  been	  a	  very	  lazy	  day

And	  uh	  you	  know	  being	  the	  weekend,	  I	  guess	  urr

I	  feel	  like	  I	  should	  be	  able	  to	  do	  as	  little	  as	  possible.

And	  uh,	  I’ve	  succeeded	  quite	  well.
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Just	  recovering	  from	  a	  night	  playing	  poker	  with	  my	  friends	  as	  is	  traditional	  on	  a	  Friday	  
night	  and	  Saturdays	  when	  I’m	  not	  working	  tend	  to	  be	  uh	  

um	  

recovering	  from	  Friday	  night	  which	  usually	  ends	  on	  Saturday	  morning	  at	  about	  four	  or	  
Sive	  o’clock	  in	  the	  morning	  so

ur

I’m	  not	  usually	  feeling	  all	  that	  clever	  on	  a	  Saturday

Although

I’m	  remarkably	  

un-‐hung	  over	  this	  morning

so

that’s	  a	  blessing

and	  umm

so	  yes

that’s	  probably	  2minutes	  worth	  of	  me	  rambling	  on	  about	  today

and	  umm

Happy	  Christmas!

Thankyou	  very	  much

218



Its	  rather	  nice	  being	  able	  to	  talk	  for	  2

Minutes	  without	  being	  interrupted

Um

And	  its	  rather	  lovely	  its	  like	  a	  confessional	  so	  I	  can	  sit	  and	  think	  about	  what	  happened

Over	  my	  day

Today	  was	  a	  bit	  of	  a	  weird	  day

Because	  um

I’ve	  been	  waking	  up	  early

I’ve	  been	  worrying	  about	  um

A	  couple	  of	  things	  

to	  do	  with	  my	  teenage	  son	  whose	  not	  trying	  hard	  a	  school

and	  I	  just	  Sind	  it	  really	  hard	  that	  he’s	  not	  trying	  hard	  at	  school.

He	  used	  to	  be	  so	  gooooood	  at	  primary	  school	  und

Try	  so	  hard	  un

He	  loves	  his	  sport	  and	  he	  still	  loves	  his	  sport

Um

But	  I’m	  Sinding	  it	  really	  hard	  and	  I	  don’t	  know	  if	  its	  because	  I	  worked	  and	  got	  my

‘O’	  levels
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which	  shows	  how	  old	  I	  am	  because	  I	  have	  ‘O’levels

and	  the	  fact	  that	  he	  doesn’t	  seem	  to	  want	  toooooooo

knuckle	  down

I	  think	  one	  of	  the	  things	  that’s	  um	  been	  

going	  on	  in	  Jacob’s	  life	  

He	  was	  quite	  a	  

Worried

Person	  when	  he	  was	  a	  kid

And	  uh

He	  suddenly	  hit	  fourteen

He’s	  tall

He’s	  handsome

Well	  I	  think	  so	  but	  I	  think	  he	  thinks	  so	  aswe	  	  ell

Um

And	  he’s	  got	  his	  conSidence	  un

I	  think	  he	  is	  forgetting	  that	  school	  is	  about

Working

And	  n	  not	  just	  about	  having	  your	  hair

Looking	  lovely	  and	  all	  that	  sort	  of	  thing
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Sooo

Yeah	  I	  am	  worried	  about	  him

Um

And	  every	  time	  I	  talk	  to	  him

I	  feel	  like	  he	  is	  kind	  of	  half	  taking	  it	  in

But	  I	  think	  that’s	  just	  to	  do	  with	  being

Fourteen

So	  you	  know	  when	  I	  look	  back	  over	  what	  I	  used	  to	  be	  like

Sitting	  here

I	  had	  patches	  where	  I	  didn’t	  work	  so	  hard

I	  just	  about	  got	  my	  

‘A’levels	  and	  there	  was	  a	  period	  in	  the	  middle	  of	  my	  degree	  

where	  things	  were	  looking	   	  

	   	   iffy

	   bit

a

but	  I	  always	  pulled	  it	  together	  so	  I’m	  hoping	  he	  will	  do	  too

cuz	  I	  love	  him

and	  that’s	  it	  really.
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So

It’s	  the	  ur

28th	  of	  February

the	  last	  day	  of	  the	  month

unless	  it’s	  a	  leap	  year	  which	  it	  isn’t	  so	  it	  is	  the	  last	  day	  of	  the	  month.

I’m	  looking	  at	  the	  ceiling

Its	  getting	  light

I	  think	  I	  had	  better	  get	  up

Go	  downstairs	  get	  the	  paper

Make	  some	  tea	  and	  toast

Bring	  them	  up

Francesca	  reads	  the	  family	  stuff

And	  the	  medical	  stuff

I	  read	  the	  sport

Bit	  of	  culture	  

We	  do	  the	  crossroa

	   	   	   	   	   	   	   	   Cross

	   	   	   	   	   	   	   	   	   	   not	  the	  
crossroads	  the	  crosswords
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in	  bed

get	  up

have	  a	  bath

listen	  to	  football

poke	  about

go	  on	  facebook

general	  stuff	  I	  think	  we	  go	  urr

shopping	  can’t	  really	  remember

football	  in	  the	  afternoon	  on	  the	  radio

I	  like	  that

And	  um

And	  you	  know	  news	  from	  around	  the	  grounds	  and	  stuff

Blackpool	  

as	  always	  loose

In	  the	  evening

Get	  in	  the	  car

And	  go	  to	  uh
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Egremont

To	  see	  Dylan	  Moran	  whose	  doing	  a

Tour

And	  off	  we	  go	  its	  absolutely	  tilting	  down	  with	  rain

But	  we	  whizz	  along

Yeah

The	  car’s	  skating	  across	  big	  ponds	  of	  water	  and	  things

yeah

Can’t	  get	  anything	  to	  eat	  in	  Egremont	  so	  we	  just	  have	  some	  chips

Watch	  Dylan	  Moran

Drink	  a	  couple	  of	  lagers

On	  the	  way	  home	  I	  get	  breathalised	  	  yeah

I’m	  alright

But	  I’m	  really	  nervous	  yeah

So	  nervous	  that	  when	  they	  ask	  me	  how	  old	  I	  am

I	  can’t	  remember
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In	  fact	  I	  just	  keep	  saying

I	  don’t	  know

Which	  is	  really	  sad	  coz	  these	  ofSicers	  are	  quite	  young	  

Anyway	  we	  get	  home	  and	  all	  in	  all	  its	  been	  an	  odd	  but	  rather	  splendid	  Saturday

Good	  you	  know

This	  is	  what	  you	  kind	  of	  do	  when	  you’re	  retired

This	  kind	  of	  thing

I	  hope	  this	  is	  alright

Life

Is

Good
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