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Nothing is contained

I need the Universe as background.
We float.

I} Think atmosphere

Noises,

Scratches, scrapings.

TVs going on, switching off.
Ghost wriring on the wall
Strange occurences

The lights flickering on/off

II) Think noise

Think big THUMP

Think heavy boots marching

Think TV screen pyramids, from wall
to ceiling

Think bigger than big

Think a speaker, with a microphone and
the sound of rhundering applause.

A hittle dog hops once, twice and

jumps through a flaming hoop.

III) Think quiet!

There’s a dripping, dripping,

constant rattles, constant goings-on,
watch ticking

A mixer switches on, twirling a neteed
knotted skirt, and switches off.
Someone coughs,

On the TV screen, a tiny glimpse of
fear followed by the sound of
hundreds of shopping trolleys.

The sound of a piano drifts on the hot
evening air.

Scales, arpeggios, a simple melody.



INTRODUCTION FIG. 1 {PREVIOUS PAGE): MONDAY AND TUESDAY
Insrablariin view, Upsears gallery, Michaehs School

‘ . . : of Eine Are. Cape Tuwn
In today's capicalise society, the environment of the home has become

mcreasinily insular. Though there may be television, Internet and other forms
of technology that connect one to the 'ourside world’, time spent indoors s for
many people nme spent alone. My body of work is concerned with an
individual’s experience within the confines of the home, where the exterior
(physical space) becomes a reflection of the individual’s interior experience.

The home takes on the funcrion of an enigma machine! when ir becomes a
device thac constantly encodes human responses. [ts workings can become
mysterious, for instance, when one ordinary household acrivity sets off a
stream of events, or when its familiar aspects become strange. At 1ts extreme
the home can be a 'lethal landscape' when familiar objects rake on a menacing
character. Unravelling the domestic experience becomes a means to reveal the
undercurrents of a ‘normal’ existence. In my view the home is not a neurral
stage on which events unfold. Insread rthe home shapes us, as we continue with
our datly lives. The home becomes an arena in which physical and emotional
energy 1s reansferred and animared.

In my view, domestic space 15 the serring for dynamic interchange. A domestic
space? is nor fixed ~ it 15 constantly reinterpreted conceprually, emaocionally
and in the imaginacion. I argue thar alchough a domesric space is often accepred
as synonymous with boredom and the mundane, ic offers the potential for
crearivity and liberated forms of expression. In my investigarion of domestic
space, | took into account my expenence of isolation and emorional inreracrion
with my environment. | also considered the tradicional female presence wichin
the home, and how this may 1mpact on my own (female) interpretation. It is chis
vision that animares and empowers the series of interlinked, and separare,
arrworks described in this dissertarion,

In the first chapter, | examine the cheories that support my creative body of
wark. The first section offers an explanation of 'lived™ space. Subjects are affecred
by their relation ta spaces, cherefore domestic spaces are dynamic because chere
is an interdaction berween subject and environment. As my concern lies with a
subjective experience wichin the home, [ will establish the human subject as
embodied — one thac is always implicated in her/his surroundings — and
engendered®~ where gender forms an important part of the subject’s identiry
The myth of the objective 'neurralicy’ of che Cartesian subject has already
been exposed, bur needs to be reaffirmed within the present context, in order
to speak of idenricy in rerms other than subject/object or binary relationships.

! The Enigma Machine was a coding device used by Nazi Germany in World War 11, Deciphering
the Emgma Machine is seen as one of the decisive evenrs thar led ro Allied victory (Dodd and
Kelso 2000).

21 take rhis teem from che seéries of work by Tony Oursler by the same ricle (Janus & Maure
2001). showing photographs of ordinary landscapes — a suburban road or 4 pavement — referring
ro the fear and danger that lurk wichin familior surroundings.

4 The terms ‘domestic space’ and 'the home are interchangeable, although 'domestic space’ is 2 more
defined focus on the mutine aspecrs of the home.

A1 base my undermstanding of 'lived' space on the theory of Henre Lefebvee (1991b),

* The 'engendered’ subjece is explained in ferminise spacial theory (Duncan 1996, Meskimmon 1997),
The usage of ‘engendered’ refers to its meaning 'to cause or give rise to' (Pearsall 200161 1) and also
implies 't reproduce sexually’ (Meskimmon 1997:1). In other wards gender difference 15 presene —
subjects are not “gender-neutral’ (ibid.),












A. SPATIAL THEORY AND THE EMBODIED SUBJECT

Conrexrualising domestic spaces as dynamic

Spaces are dynamic where human emotions, relations and experience of the space
are concerned, to the extent thar one could even question the concept of domestic
space as a stable area within the fixed paramerers of the home's archirecrure
and societal structures. Instead, domestic space, like any ocher space, is a 'lived’
space (Lefebvre 1991); it becomes invigorated by the changing relationship
berween its inhabitant(s) and the physical space.

The subject 18 thar which experiences and lives the space in which it is entangled,
in other words, the subjece i3 produced along with and in relavion to s lived space
{Henn Letebyre quoted in Nunes 1997),

Much has been written on the urban space in terms of how people relate
expenientially to a conserucred environment, OF the precursors to current
theorists on the utban milieu, the Situationist Incernarional deserves ro be
mentioned® Influenced by the teachings of Lefebvre, the Situationists
investigated the relacion between lived space, consciousness and behaviour in
an urban setting, which they termed psychogeography. Or: ‘the active study of
mental states and sparial ambiances produced by rhe material organisation of
the urban terrain' (Kaplan & Ross 1987:2). Their wanderings involved an
immersion in spatial forms rather than a distane meellecrualising of their effects.
The Sicuationises stressed thar che ciry 1s an 'interrexrual, performacive entity’
(Enwezor 1999:20) and not only the appearance of its marerial scrucrure (ibid.).
Their conception of the city in these spatial terms shows a perceprion of space
that differs from the modetnist model.

At the dawn of the age of modernism, with the advene of sceam-locomotion
and the subsequent rechnological advances involving elecericity and mechanical
producrion, speed became paramouat and time was reconfigured The city
became the anathesis of a domestic space thar embodied familiarity and comiort
In the progressive expressions of modernism, the city was the future (Asendorf
1993, Meskimmon 1997). The concepr of space in modernist terms signified 4
concrete, stable and fixed enuty. Time, on the ocher hand, was characrerised

by mobility and flexibilicy (Harvey 1989:205). Space was a pre-existent given
wherein remporal processes (history) took place (ibid.). In recent years,
however, the appesl of time over space has shifred and anocher concepr of
space has evolved.

Looking ar recent writings on the concepr of space, especially the idea of
‘social space’, it 15 evident thar this shift has altered the way that different
disciplines view the idea of space. In social theories, especially in the last decade,
space is recognised as an acrive force in the culrural process. The writings of
Henn Lefebvre are receiving renewed attention as a model for contemporary
studies (Nunes 1997). According 1o Lefebvre, space can be understood as not
static, bur rather produced together with its user or inhabitant. For Lefebvre
(1991b) the essence lies in the ‘social space’ of lived action. Time remains an
important factor, but it is the production of space rhat defines the social. Subjects

 The Sicustionists for a brief period, during which their actyiries were controversially
linked to the May 1968 student upnisings in France.







baundaries down, the Cartesian subject has had to be displaced Feminise, pose-  FIG. 2: SELF-PORTRAIT (1832)
seructural and post-colonial theories have influenced the repair of the mind/body CLAUDE TAM
1 ¥ Geltrin ulver pant 10 x 7.7 cm Callection of John
split and the search for s differenr model for understanding the world, ane Wakwham, Jersey (e Zagher 19507
which could incorparate difference. In the postmodern paradigm a subjece has
emerged thar is embodied and engendered, where race, sex, class and location
make up rhe identity of che subjecr, which evolves as a process. Sexual
difference (s dispured term in femiunsst circles)’ is rhen read as constitunive of
the individual’s subjectiviry and should not be erased in gender theories
Judich Butler (1990) describes pender as a performarive social effect, practised
through che repetition of gender norms. Furchermore, she argues that gender
categories are unstable, and have to be so, in order ro incorporate the
complexicy of the categories ‘women’ and 'men’.

I have argued for a rethinking of gender construction thar is nor fixed, bue
embodied and engendered. In such a way gender can be seen as performative.
There are sexuul differences, bur "femininity” and 'masculinity’ are cultural
conscnaces.

B. DOMESTIC ROUTINE - MAINTENANCE AND DBLIGATION

Domesticity, morality and the illusion of the ideal home
Historcally, such human beings have existed. Human beings who have warked -
wotked hard — all their lives wich no orher morive than their love and devation,
who have literally given these lives for ochers ouc of love and devorion Human
beings who have not sense of having made any sactifice; who cannor imagine any
other life than giving their life for others — our of love and devorion. In general,
such buman beings are invariably women (Houellebecq 2000, 106-107)

Whenm | make myiel| imagone

When | make myself imagine whar it s like to.be one of those women who live ar
home, farhfully serving their husbands — women who have not a single exciting
praspect in life yer who believe they are perfectly happy — | am filled with seorn.
Sei Shonagon, The Pillow Book, ¢ 1000 AD (Ozek: 1998:17)

Through the ages, women's lives have cencred on “this holy trinicy - husband,
home and family' (Miles 1988:170). From & Western, historical, pacriarchal
perspective, women's designated role has been ro care for, and nurture, Therefore
traditionally, the ‘spaces of femininiry' were domesric inceriors (Pollock 1988
Whereas domestic space was gendered feminine (sec Fig, 2), the bustle and
mavement of the city was seen as "her” masculine counterparr (Meskimmon
1997:1), In my own experience, a domestic space still signifies a female presence,
though not exclusively a female space.

The domesric, as referring o ‘the running of 2 home or ro family relarions’
(Pearsall 2001:876) s hardly a space for adventure. The home is gencrally seen
as a place of familiarity, what one comes home ta. Ideally, [ would say, the home
is seen as a place for nurturing, safecy, protection, comfort, warmth, family
uniry and relaxanion. The media propagates this image of the home and the

7 If focusing on sexual difference may strengrhen mequality berween the sexes

¥ Pollock (L988) argues thar, from the | 8th century, public spaces became increasangly myscified
and threatening” but also more ‘exciting ind sexualised’. For bourgeois women these spaces became

‘morally’ dangerous. Pallock sees the boundaries of bourgenis ciry ner only as 2 gendered male/female
polarity, but also as areas where social class intersecrs sach percepions of gendered spaces.
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sanitation guard the home against che disorder of the spaces outside. The
home requires maineenance, in the form of everyday routines, to keep germs,
dust and insects - the chaos of the narural world — ar bay. It is a constane
battle, a never-ending cycle of thythmic motions, to keep the home sweer
comfortable, familiar and safe. One could see cleanliness as a moral obligation
(Baudrillard 1981)" char needs ro be honoured in order for the inhabitanes of
the home o feel secure

Another aspect of the idealised home is the sechnological “ideal’ of a home where
these battles wirh dirt are dealt wich by machines, not humans. But today’s home
seems ‘invaded’ by technology, as household appliances erail cables, adaprors
and connectors behind them, and the latest ideal techinological home 1s now a
wireless one, In reality, the presence of those cables shaws how sluggish
advancement has been to the hi-tech ideal, and their proliferation disturbs the
stabality of the home, just as the "natural’ invaders do.

The ideal home is therefore an illusion thar must be upheld, actively. Routine
serves as a means ro establish order, yet through it the ideology of a cerrain
rimeframe s repeaced and reproduced. The ideal 1s unateainable; it serves only
us a model for encouraging modes of behaviour in society.

A mundane revolution: everyday theory and resistance
QOuotidie!! how many times a day? How many days? The quotidian is on the one
hand the realm of routine, tepetition, and reireration: che space/time wheee
constrants and boredom are produced. Far from bemg an escape from this realm,
segmented leisure rimie such as the weekend is rather a final €og permitting the
smooth functioning of the rourine (Kaplan & Ross 1987 3).

In a society driven by accumulation and producrion, it appears that everyday
life!? is subjecred ro che same scructure. However, to escape the routine is
passible, as some theories on everyday life maintain, Even wichin the ucter
ordinariness and routine of everyday life there exists the potential for social
transformation; human desires will not be contained by the ‘segmented life’
(Kaplan & Ross 1987:3). The reiceration of our actions reproduces an ideology,
but never perfectly. When actions become syncopated, these instances may
become rechniques of subversion.

Routine may be one of the greae problems facing modern life, argues Lefebvre
(1987:10). In his view the uniformicy of rational, linear nime chreatens o
conceal the workings of cyclical rime, which he connects to narure. Both linear
and cyclical time are ‘modes of repetition’ (ibid.). Everyday life ~ the ordinary
events of self production, habits and other routines that are a pare of our daily
lives — takes the form of a cyclical rourine, an endless return to the same
dishes, the same washing, the same routes, the same order of life. It s different

10 In Jean Baudrillard’s view (1981) every funcrion hsaqwbulxngmfm l'mt and fm
Thetefore the woman perfoming domestic duties within the bome is doing s to uphold

class values. Symmetry and framing are methods used o sepacire the mi huncfrunrh
lower classes, Tt 1 a sacrifice in rerura for 2 socal
"Qoddun&nloHewsuﬁbvwsCMwuéhumuNﬂ.amwth
condition of uniformity that charactenises modern hife.

12 Ir may be valid o question whose ‘everyday’ 15 referenced, mdwhnuulmafwgmudm
everyday life theory. mdmalu&rmmmmh:dwnhmhrm alise Wesiern
sociery. In my view these theofies are commiteed to mnclude every aspect of human life as worthy
of enatical acrention and can be useful in linking different subjective expenences







































FIG, 12: HEADSTANO FOR TWO PEACOCK EGG!S
(1981)

REBECCA HORN

Filrm susll from L Ferdtmasds (1981) (Haenlen 1997)

mind free to explore the realms of the imagination as a means of escape. The
Surrealists explored the unconscious using techniques thar involved automatism,
chance, dreams and games such as the ‘exquisite corpse’, believing thar beneath
the surface of appearance lies a hidden dimension, an irrational life chac defies
concrol by reason. Through the erotic they thoughrt they could access these
hidden currents and escape the propriety of bourgeass life. They expected an open
realm of the imagination or unconscious that they would be left free to explore.

‘Withour fantasy no imagination, without imagination, no image’ (Van
Nieuwenhuysen 1999:13), meaning thar artistic invention is in every case reliant
on an element of fantasy. Furthermore, the viewer’s teception of an image
sumulares an imaginanive response (1bid.), For instance the work of Rebecca
Horn, Headitand for two peacock eggi (1981) (Fig. 12), signifies a poetic (and
eroric) tmage, when the ordinary — a uniformed nurse in the film — 1s turned
upside down

"...An undeniable and sometimes frigheening thread of the miraculous [is]
woven nto che very fabric of hie' (Miller 2001b). A reviewer of Haruki
Murakami's novel, Spurnik Sweerheart (1999), once commented on this tale in
which reality sheds its skin to reveal anocher, startling solution. In the lireracure
genre of magical realism, nacration overflows with fantastical situacions and
irrepressible life, sometimes even after death (in the novels of Isabel Allende,
Gabriel Garcia Marques and Salman Rushdie). In Marukami’s novel (though
not of the magical realist genre) an unusual disappearance brings the stabiliry
of the perceived reality into question. lts implicarion disturbs che conventions
of space and time

Whar is fascinating abour rhe fantastical or miraculous is nor so much thar i«
presents an escape from the real world, an exit to another world, but chae i
reveals the fantastical in this world. Reality is never whar it seems.










A. AN INTRODUCTION TO THE INSTALLATION AS ART PRACTICE FIG. 13; MILE OF STRING 11342)

MARCEL DUCHAMP
- Inscallacion view, Farir Papers of Surrecilim Whielaw
In contemporary art practice the insrallarion is a way of engaging wich the Rend AR, New Vit St Disinins
space the work s exhibited in, in order to activate the relation berween viewer, vanable Phoro, Juhn Sehiff, Philadelphia Museum

of Arr, Marcel Duchamp Archive. (Seeaner 200027

space and work. According to Suderberg, the installation engages ‘aural, spacial,
visual and environmental planes of perceprion and interpretation’ (2000:2),
The immediate, physical experience of the artwork 1s important as an initial
encounter, whereafrer the work can be accesséd intellecrually. In the conrext of
my own work, the viewer 1s always considered as an acrive subject moving
through the environment that the work is shown in, and whose passage through
the space will affece the reading of the work.

The installation as are practice is informed by many phenomena, including
‘vernacular architecrure, multimedia projections, urban gardens, shrines, land
arr, earchworks, trade shows, eighreench- and nineteench-century panoramas,
Arte Povera, follies, and the visionary environments of "folk” artists’
(Suderberg 2000:2). Duchamp in his collaboration with the Surrealists is credired
as one of the innovarors of the installation as art form (Nodelman 2003:57).
For example, Mile of srring (1942) (Fig. 13) obstructed the viewer's movement
within the exhibition space, in cffece forang the viewer's active participarion
in the work. The web of string also visualised the conringencies thac affecr a
viewer's response toa work of art, over which the artist has lictle control
(ibid. 60),

In the trajectory of are history, installation as practice developed at a time when
the limits defining different disciplines in art were questioned. Ar the same
time, the mareriality of art had become problemaric, and ofren this reflected
its starus as a commodity, The performance arr and happenings of the 1960s
and 1970s creared arr ourside of art insticutions — such as galleries and museums
— in forms thar were ephemeral, in order to resist commercial pressure. Lucy
Lippard argued for the ‘dematerialisation’ of art where the eradicarion of
‘uniqueness, permanence and decorative atrractiveness’ (Suderberg 2002:20) in
the arrwork becomes a strategy against power structures?. The form of
insrallation thar developed in this rimeframe was reacrionary. Often short-lived,
installation became an ideal mode for refleceing nomadism and fuidiry.

1 feel the use of the installarion 1n contemporary art as an oppositional stance
to power structures has changed. 1 would racher agree that the installation s a
technique that adapes to the forms of everyday life (Bourriaud 2002). The artist
funcrions wichin cerrain strucrures, cherefore the work will reflect an immersion
in these. The work funcrions as a set of operations that may reveal these
structures but cannor suggest an objective poine of view, since the artist 1s always
implicated. In orher words, if knowledge is situared, a neucral perspective is
impossible, because a subject will always be gendered and embodied. This shift
reflects the influence of post-structuralist, feminist and post-colonial theories,
which supporr this chinking.

27 Luey Lippard's Six Yesri: rhe denuatericlisarion of vhe are obgect from 1966 10 1972 (1973) was
conceprualised as an arc objece iself. The work funceions as a cricique on arr crinicism's deological
l:rase.cty disrupring chronology and linear index, leaving che reader to draw heethis own
canclusion (Suderberg 2000:20).
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My body of work consists of seven separate works, although each should be seen
us consticutive to the whole installarion. The spatial relarion berween the work,
the environmenr and the viewer 1s imporrant in conveying a sense of being
‘within’ the work. The work comprises found household appliances and objects,
sewn fabric pares, cables, connectors and controller unirs, rogerher indicating a
domestic envitonment. Animaced by the movemenc of the appliances and
accompanied noise, the environment becomes a living. breathing entry.

A. THE TUPPERWARE DAYDREAM - DOMESTIC SPACE AS CONTAINER

The domestic space is demanding, it requires maimnrenance and refuses to
reset. The activity necessary o preserve irs present srare is a will ro establish
order, where the cycle of duties in a home — cooking, cleaning and self-hygiene
— becomes a defence against the chaos thar threatens to overwhelm the home.
Therefore the immersion within the environment of the work may indicare
that the boundaties berween inside and outside, order and disarder, are
penerrable and temporary. [ have mentioned the insular quality of rhe domestic
experience before: an the one hand it refers ro comforr and prorecrion within
the home, on cthe other hand to feelings of isalation. One can compare rhe
damestic space o the ubiguitous Tupperware container found 1n the kicchen,
when che inhabirant feels sealed off from interaction beyond the confines of
the home. When opening the domestic space to the Alow of relarions, emarions
and mental srares, the insularity falls away: [ am intmigued by rhe immediacy
of spaces and the psychological response to domestic space in particular. The
home is the exterior to the fiction of appearance. On the inside, the home does
not shaw ‘the real’ as opposed o the “acr’, racher it becomes anorher
performance, which may reveal emotional and mental states of the inhabitants.

B. THE UNDESIRABLE MACHINERY OF THE HOME

Household appliances form a parr of the backdrop ta our lives. Their
importance is obscured by the face chat alchough they are necessary "helpers’,
they rarely caprure the imagination. The appliances | have chosen are recent
generic models, with neither a stare-of-the-art aestheric nor a retro appeal. They
are of similar size and with 4 certain relation to the human body and hand,
unlike larger economic investments such as dishwashers, stoves and fridges.
The appliances’ second-hand appearance, wirh their scrarches and flecks of
rust, encourages notions of personality and lived experience. Household
appliances have a limiced life span, some have to be discarded when broken, as
there are no small pares manufaccured for the repair of cheaper models. They
are transient objects rather than iiber-machines.

In this body of work the ordinaty appliances of the home are afforded a
different starus, They are important in the context of the work, and humanised.
They are threatening in somie of the works, for example Monday (2003)%, but
in smaller groups they are less so. in some cases inspiring humour, for instance
Friday (2004). When Marcel Duchamp and Man Ray appropriated machines
and ohjects from the domestic sphere, they managed ra bestow a measure of

3 One can consider the ‘animated’ hame as s living enciry with a will of its own. In my owa
expenence the hume could sometimes revial a spireful characeer, producing dusthalls ourt of thin aie
" The work |s discussed in detail in the last chaprer.
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The techniques 1 used to construce the work were informed by the domestic
context. | was drawn to objects within the domestic environment that could
reramn their original character while having che porential, through configuration,
to become instilled wich a new meaning. Furchermore, the work had to conform
to the funcrional aestheric of the kitchen, where every piece should have a
fabricated appearance. In effect, the configuration of the objects and marerials
had ro be seamless. The works are assisted readymades in the Duchampian
sracition, with a sewing hand in evidence. The implied female presence s
furcher screngehened by the appliances’ connortation to the home, as described
in the licerarure,

A. CHOICE OF MATERIALS

The materials chosen are a reflection of my subjecrive experience of the home.
The second-hand appliances indicare characrer, while the sensuous fabrics frame
the work as ferninine. The colours of the fabrics and cables are importanc for
enhancing the munufaccured aeschetic of the work. At times the mundane
associations of the materials mighe threaten ro engulf any orher association. This
becomes a matter of slippage, where the transformation from the mundane to
the arrwork is never complere.

Household objects and appliances

The materials chosen from the home include household appliances, fridge
compressors, roning boards, dishcloths (both as fabric and readymade), paper
towel dispensers and paper rowels. By configuring rhe household objecrs or
extending the purpose of the appliances, their meaning becomes amplified and
extended as arcworks:

Fabric

The fabrics used in the work range from dishclaths to chiffon and organza The
woven thread thar makes up a piece of cloth is often used as a meraphor for
human relacions. "Tightly knit', ‘interrwined’, ‘social fabric’, and ‘interwoven' are
wortds that speak of commumities and physical closeness,

Dishclorhs were chosen for cheir humble stacus and ephemeral quality. As
casily recognisable domestic abjects, dishclaths appealed to me as near ‘'universal
symbals of domesticity, The weave of the cloth forms a paccern chat can he
beauriful seen close up, bur is usually lost as soon as one registers the dishcloth
in trs toralicy.

My decision to work with sensual fabrics was due to a natural aceraction to the
skin-like quality of chiffon and organza. Fabric is similar o human skin, in thae
it can protect and contain yet it is permeable. Furchermore, | wanted ro give
shape to a marenial thar is soft, flexible and resisrant o being shaped in s
delicacy and smoothness. Chiffon and organza have anocher quality thar makes
them special: the weave is looser and che strands of fabric thinner, making the
cloth transparent. When worn as underwear, the cloth forms a barrier thae 1s
barely there. My use of chiffon and organza indicates the erotic.





















FICG. 28: MONDAY, TUESDAY AND SATURDAY MONDAY
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of Fine Are, Cape Town . .
Household appliances, compressors, control units, cables and connectors.

Dimensions variable,

A group of household appliances is arranged on the floor in 2 programmed
system where a control unir activates the individual machines (Fig. 1 and 28-
30). There are kertles, sceam trons, elecrrical fans, fndge compressors, a horplate
and a grater, orchestrated to switch on and off intermatently. Occasionally, the
kettles release steam when they come to the boil, so toa the irons, as chey heat
up. The electrical fans make a low noise and rorate from side to side before
swirching off again. The buzz of the fridge compressors 1s unmistakably familiar

' —although the machines are not encased in fridges. The hotplate heats up ro orange,

‘ with visible hear waves, At shore intervals the grater emits a loud sound, an
exclamation mark in the otherwise placid noise pattern. The cables that connecr
the appliances to the control units and power points are exposed ro show rthe
coloured earth, neutral and live wires. Smaller slave unirs conrain the relay
switches and emit a clicking sound when activated by the master control, The
profusion of cables, plugs and connectors is a prominent and deliberate feature.
The cables are of surplus length; they function as conduirs and also poinr 1o an
extended purpose, like the appliances.

The nerwork of appliances and cables 1s familiar and strange ac the same time.

At first sighr the work atremprs to connect to @ well-known household expenience
where appliances perform cheir regular functions. The main difference is char they

are taken out of the familisr domestic environment and pur within the galleey 4
space, congrolled by a microprocessor and not human interveation. The sounds
connect to memories of the famibiar and to a parricular situation for the

Viewer.
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The appliances are programmed to perform in a slow symphony. The rhythmic FIG. 23: DETAIL OF MONDAY
changes in tone reveal an orchestrated performance which is gentle, unhurried
and reassuring. However, a degree of expecration is posed for the viewer. | draw
the comparison with a film thar unfolds slowly without commitriny to a plot
struccure, leaving the viewer to comment, ‘Throughour the film 1 was waiting
for somerhing to happen’, In 2 similar sense the appliances do nor deliver to an
expectation; there 1s no climactic event, Unlike Rebecca Horn's machines, these
machines do not 'flip out’ (Celant 1993:18); they merely repeat the program, at
a slow rempo. The tempo suggests bodily rhychms and flows: blood coursing
through the veins, a steady heartbear. When elecericity flow was firse ‘discovered’,
1t was compared to the human spirit, and larer a relarion was drawn to the human
nervous system (Asendorf 1993). The connotation of the human body is
applicable ro the work in its reference to physiological processes over which
humans have no conscious control. These processes carry on without humans
‘thinking’ them to happen. In the work, an “invisible hand’ concrols the activicy
of the appliances: their automaric acrions are ourside the viewer's control.
The machines of the home are seemingly alive, inhaling and exhaling at
regular inrervals.

There is danger, both physical and imagined, which disrupts the ininal
familiarity. The automaric actions of the appliances become disturbing, they
could be benign or hostile. As an imagined threat, the work is suggestive of
the quiet invasion of technology wichin the home, as more and more appliances
are acquired. Though small in starure, the appliances become an entangled mass
of hostile machines, rejecting cheir secondary sranus.
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CONCLUSION

My body of work describes a subjective experience in domesric space, where
desire, emorions and mental staces are made visible. The work acrempts ro
undermine the notion thar whae is familiar is easily understood, and o examine
assoctations of domestic spaces that were based on binary oppasitions. Instead,
the domestic experience reveals a complex interaction with one’s environment,
where the funcrional logic, which circumscribes household duries and
everydayness, is punctured by human responses. The bady of work claims
importance to an area of life, which can often be dismissed or deemed of lictle
consequence, possibly because 1ts immunence serves as a reminder of our own
rime-bound existence.

The work involves a conflicting experience within domestic spaces. On the
one hand, routine chrearens to overwhelm and destroy a sense of personal
freedom. On the other hand, rhere are momenrts when rhe complexity of the
human condition comes to the fore. Routine remains an inescapable pare of
life, On cthe positive side it establishes a sense of conrinuicy and seabiliry,
Yer, av times, routine can have a corrosive effect, dulling sensation and
causing fruscration.

1 have extended the purpose and funcrion of household appliances to become
characters in a performance. The living, breathing space subverts the stability
of the surroundings and points to an experience of the everyday that steps
ourside convenrional modes and habirual workings.
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