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Abstract

This practicded research proposes that decoration can be deployed as a lens for the
illumination and interrogation of class and hierarchy when used in artworks which address
the workplace. Photographic topologies cutted for the research highlight hierarchical
values exemplified in the workplace; they are revealed as alienating places where, on the
whole, luxury and decoration are restrained or only considered appropriate for those in

seniority.

Looking at the wayin which space is organised (Lefebvre 1991) and how this can be

contested though the introduction of siteelated art (Deutsche 1996; Mouffe 2007), the

ALl GALE AYOGSNBSyidAz2ya YIRS F2N dKAa NBaSIH NDOK
allow for the interrogative quality that Deutsche demands of art in public places. The

artworks highlight hierarchical values and, at the same time, disturb these values through

their placement, materials, form, method of production and their singularity. The language

of decoration provides connective qualities which offset this criticality and afford the

artwork a negotiating potential, providing a politics of pleasure. Thus, these decorative

artworks possess dual value in critiquing aspects of status and alienatiba workplace

while at the same time contributing an ameliorative function.

The use of decorative elements in artworks and the placement of such artworks in work

related contexts is made in close relationship to theoretical readings. These include

referSy 0Sa (2 GKS WSOSNERIFIEQ O0[ STSOONE mMpnTI M
is through praxis that the individual is able to respond creatively using tactics of bricolage

and reappropriation to alter the conditions of everyday life. The everygayking

practices of the workplace are further considered in relation to the work of the artist and

IKS Wg2NlQ 2F ENIo® {SO02yRfés GKS LINI OGAOS A
(1979) as a way of conceptualising class and which, in @stagh to the predispositions of

the individual, is able to encompass attitudes to decoration. Together with the practice

itself, these approaches address the interrogative and disruptive agency of the decorative

in fine art practice.
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Chapter OneSituating the Research

Introduction

The siterelated artworks made for this research provide a critical lens for the examination
of hierarchy and status through their employment of decoration, ornamentation and
pattern. Bespoke artworks placed within three wagtated sites- an office reception area,
an industrial laundry and a series of identical office chairs within an art gallery exhibition
test the extent to which decorative qualities highlight, challenge and to some extent
ameliorate, physical and semiological signstafus, hierarchy and alienation. The
disruption that is referenced in the title refers, therefore, to the visual and conceptual
interference ofthese and othemwork-related contexs when artworkswhich incorporate

elements of decoratiormre added tachem.

Something of the potency of sielated artworks in the very public realm of outdoor

spaces is wellehearsed. However, it is argued here that the value of critical artwork in the
enclosed and senprivate spaces of the workplace is undbeorised andoresents an
opportunity for the acquisition of new knowledge. An obvious exception to this is seen in
the work of the Artist Placement Group (APG) in the 19B@shOp, 2012yWalker, 2002)

which will be cited at various points throughout the thesis. Bultke the APG the research
described here proposes that th@nguage of decorationan be used to foster a critical
interpretation. These decorative qualities are employed in the use of repeated motifs,
playful embellishments and a rich and varied mixtafenaterials. Beyond the cushioned
O2YT2NIlia 2F GKS RANBOGZ2NDRA &4dzAGS RSO2NI A2y
workplace, but its accessible and connective properties enable it to carry meaning that is
easily identifiable. Pattern, specifically aefd as the use of a recurring motif, is utilised as

a metaphor for repetitive labour and/or a link to escapism and desire. Cloth is a material
that is employed in many of these artworks for its associations with the body, clothing and

interior furnishingsand for its facility in carrying decorative motifs.

References to value and hierarckiyat are exemplified througtthe material and physical

characteristicsnherent in each of these context@re analysedavith respect toclass and

! See, for example, the work &fachel Whiteread and Christo and J&laude; also works
commissionedind documentedy organisations suchdsNIi I y3Sf | yR {Alddzr A2y ax
dzaS 2F [2YyR2yQa WC2dz2NIK tfAYyIKQ®
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describes the way that class is embodied: we embody or inhabit class in the choices that we

YIE1S 62dzi F22RX Of2(0KSasx RSOaMfesthey | YR (Kdza W
Oft FAaaAFASNR 0. 2dz2NRASdz mdpT Y cuvd ¢KAAa RANBOUG O2yy
useful way of linking the material agency of these artworks with the occupants of the

workplace; cloth and chairs being particular examples of thiswing on the influence of

YENE al NEZ . 2d2NRASdzQa G(KS2NASE | NB FdzNIKSNJ SELX 2
alienation by, for example, Franco Berardi (2009). The role of the artist in challenging social

conditions and power relations is explorgdh 1t K NBEFSNByYy O0S (2 w2alfteéey 5Sdzi
appeal to artists to use sieelated practices to challenge the power relations evident

GAGKAY GKFG aAGSY FyR (2 [/ KFEyGrf az2dzF¥FSQa ownntl
RAALIE I OS IyR NBYySQ2a20kK8t 6 KRRIYMNI®( dz

¢ KNRdzAK GKS dzasS 2F GKS RSO2NI UAQGS GKAA NBaSI NOK
the artwork a particular agendy as much as isiable to insinuate a physical and

psychological space between the environment of the workpkaue the mind of the

worker. However, it challenges the work of art in another way: by considering the tasks

involved in negotiating, making and installing this work it also introduces a way of

comparing the work of the artist with the work of those empadyin the office or the

fldzyRNE® WeKS g2N)] 2F NIQ NBFSNE y2i 2yte G2 GK
activities involved in making and siting art, thus allowing an exploration of the work of the

artist and the production of art as a wider exal/our. Finally, there is a challenge to the

work of art in the context of the broader art world and its distrust of the decorative that

has been evident since even before the earliest whisperings of Modernism.tdlamploy

the decorative within the caiext of a fine art object or gallerys a further way of ascribing

to the decorative something more than merely superficial. The wividtled art gallery

itself is also divested of potential alienation through the inclusion of domestic and

decorative refeence.The bringing of aspects of the office workplace into the gallery also

indicates hat the gallery itself is placeof work

Siterelated practices are those where the making of the artworks is informed by the

immediate location in which the artwoiik to be placed. The hypothesis tested here is that

GKS FNIg2Nla YIRS F2NJ KAa NBaSINOK LlRaaSa I Wy

2F LI S adz2NB (KNRJZAK-ofiK$ ORDOANT i KBS o2 Ml @i x DSW2 dziK
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superfluous on one hangfrom the perspective of its utilitarian value or even as a

commodity (as no money has been exchangdm)t it still has a role or function within the

workplace. This gives rise to a further area of new knowledge: the grafted artwork can

perform both a dsruptive and an ameliorative function in negotiating opposing conditions

or characteristics. These might include, for example, hardness and softness, the home and

the workplace, the private and public, pleasure and alienation. The relationship between

these characteristics, so often forced into binary opposition in the context of the

G2NJ] LX F OS:T A& WyS3I2dAFiSRQ GKNRdJZAK GKS AydSN
negotiation are evident in this research, for example, the negotiation that occuvecka

the artist and the staff working at the office or the laundry.

The concept of negotiation exemplifies how, in the practiesed elements of the work, a

dynamic relationship between theory and practice has been sought throughout, achieving

thisth dz3K | LINPOSaa 2F WiKAYlAy3d GKS RSO2N}GAQD
potency than the superficial, passive position it is usually ascribed. An ongoing process of
documentation and reflection fundamentally informs the concertiika relationslip

between the theory and the practice. A timeline used in the gallery seitieg Volume

Two, Section Threéy2 LISy & dzLJQ +yR St dzOARIF G4Sa a2yYS 27F Gk
research process and the aspects of negotiation that are less visible im#hexhibited

artworks.

Primary research, in the form of photographic topographies of each site, is used to

deconstruct the way that value and status is exemplified in the décor (or, more

characteristically, lack of décor) of the workplaSgatial agitdon, or the placing of

NI g2Nl & 6AGKAY WIE ASy QcaRingigidgéther ofdspai@tg Y LI- NI 6
material- and is a key method for developing ideas and proposals early in the making

processThus the documentary photographs of eacle site used to provide supports for

the development of drawn and collaged ideas on paper that are worked up into designs for
site-specific artworks. These interventions are then placed, through negotiation, in each of

the workplaces, or, as in the caseR#ST GalleNA 1 KS g2 NJ LJX I OS OKIF ANJ 6 S¢
for such interventions. These interventions employ decorative aspects to draw attention to

the potentially alienating and statesignifying aspects of the work environment. They do

this in a number of wgs:

11



through their specific placementand by natls 2 ¥ (1 KS-o-LJ6 8 DE D W2 dzi
through the materials or objects the workseaconstructed from or refer to

through their singularity anddndmade nature

=A =_ =4 =4

through the use of patterned or repeated motifs (tblwud and stripe, for

example).

l OO2NRAY3 (G2 RAOUGUAZ2YINE RSTAYAGAR2YyA GKS YSIyAy3s
difficult to separate, so in this thesis the decorative is used as an umbrella term to

encompass the ornamental. For example, Collins Gerigictionarf1995)defines the

word decorate as:

vb. 1. to ornament; to adorn. 2. to paint or wallpaper. 3. to confer a mark of
distinction esp. a medal, upon [C16: frorRIS O 2, kgmd& usadornment]

The same dictionary defines the word ornament as

adj. 1. heavily or elaborately decorated, 2. (of style in writing, etc.)-over
embellished; flowery [C15: froma. NJ/ o NdBorate)

The implications of these definitions will be referred to later in the thesis.

In relation to gender it is clear thathilst no study of decoration, ornamentation and
pattern could exclude the implications for gendtre scope of the research questions
featured here do not allow for a full investigation of these aspects. However, where gender

implications have intersectewith issues around clatisey havebeenreferenced.

Structure Thesisand Documentation

¢KS NBaSINOK Aa LINBAaSydSR inVglumé Brieaf which tHsy S& > y I YSE &
is theintroductoryO K I LJG SN | Yy R { K SBoluH&ERvORMOBIygihd G A 2 v Q

introductory chapterthe thesis is organised around foadditionalchapters. Chapter Two,

Wal i SN I fdeswibels anid dogtektiallzEs the way that artworks made for this

research form decorative interventions in thiead Officeof Aviva, one of the largest

providers of insurance within the UK. Each of the chapters is divided into two parts and the

FANBG AY GKAA OKFLIISNE WIFoAlddzAa FyYyR GKS 22NJLX I C
which aspects of decoration and décor may be RSINBE R (G2 KIF @S W@ f dzSQ> 6537
NEFSNByOSa (2 alNE YR t221Ay3 SaLISOALEtE O . 2
{LISOATAO SEIFYLX S& 2F FdzNYyAGAINBE YR AYUiSNA2N RSO?
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buildings are used as examples. Wakie, exchange value, labour value and symbolic value
are considered as factors that affect thignificanceof objects in the context of the
workplace and the habitus of the employee. The way that the workplace shapes the
habitus of the worker, particutly through the organisation and design of the space in
which different strata of employees are situated, is examined with reference to a

photographic study of the topology of the building.

The context of the reception area is addressed in the makimgldge and sculpture made

specifically for this spacé.[ S (i (RaY TRNs|tib deBetic title of a series of five

sculptures hat were placed in Aviva amtescribed in detail in Part Two of Chapter Two
W5AANHZIIAY 3 GKS hTFTYRSYKE NAGRN] GAYHSWBSYT 2Ry
Establishing a relationship with the chairs (as well as the floor and walls) of the reception

areas and acting as a visual and physical disruption of the space, these amwimlky

signifiers that exposand exanme the complex relationship between the home and the

workplace. Unlike the corporate furniture at Aviva these sculptures are based on individual
designs, each of them themed in some way, from the idea of formal and informal dress

codes, office stationergnd home furnishings. The sculptures have a performative

dimension: they can be handled and manipulated thus asserting their material, tactile

qualities. Notions of value as related to furniture and décor are compared to values and

hierarchies in the emplyment structure of the workplace and to forms of privilege. The

LI I OS 2F WNBOSLIIA2YyQ FdzNI KSNJ O2 YddfeAddendi S& & dzO

of power that is also laced with intimations of welcome.

/ KIFLIJGISNI ¢ KNBESI WpefShifting ShdRebefition defedddeRY NEFt SO0 a
upon the use of a specific repeated motif, in this case the cloud, when used in artworks in

the context of a large industrial laundry. The proposition here is thas#miotics of

pattern and repetitionm art can be used as a metaphor for the repetition inherent in the

workplace. Tie cloud motif, when used as a pattern that is repeated at various locations on
AA0SST A& aKz2gy (2005 GSO2NYRARY WASE &2 dRANI ¢

raise avareness of the potential for alienation in repetitious labour.
tF NI hyS 2F GKS OKIFLIISNE WhoaSNBAYy3a GKS [ I dzy

topographical photographic analysis of the Berendsen site in Norfolk and a close semiotic

reading of thecloud and skyscap&specially as they function as decorative moffart

13
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description and evaluation of the way the semiotics of the cloud operates in six pieces of

art mace for the laundry. The potency of sitelated art in reference to the writings of

Deutsche and Mouffe is considereadong with ideologies of the decorativine idea of the

surface as an active vehicle for the placement of the decorative and the igedtefn as a

metaphor for repetitive labour. In particulaa 2 dzF TS Qa vy 2 icdndngnsedsical i KS y 2y

is used to argue that the artworks at Berendsen, presented in the social space of the

fldzyRNEX LIaS | OKIFffSy3aS imieningtlse figyof (G dzNJ £ 2 NRS NI
artistic intervention directly in a multiplicity of social spaces in order to oppose the

LINEINIY 2F (G2GFt a20AFt Y20AtATFAOA2Y 2F OFLIAGE T A
GANI dzl £ | LISNI dzNB (2 W2 (KNI yo 2WIE NI @ KNSIGRK SNBIJF § /RS

world.

¢KS LI FOAY3 2F FINIg2Nyla 2y 2N FR2FOSyid (2 OKIF ANE
begins to highlight the properties of chairs in relation to use and symbolic value. Chapter

C2dz2NE W¢KS /eIGINI Orat L fRSINDSF2iN8 2y a Q> O2yaARSNAE
(Lefebvre 1961; de Certeau 1984; Highmore 2002; Papastergiadis 1998) and the way that

chairs, as ubiquitous features of everyday decoration, can be used as sites for further

playful interventiond 2 1 K G KNR dZAK -@ROIAAZSQlI yROWORVEDONI I NI hyS
a4 Fy 9EFYLXS 2F 90SNERIFE LyaidAddzirazylf FyR 52YS8
chairs to illustrate how issues of class and consumption are made visible in the decorative

gualties of a commonplace object. It is the persistent ability to hint at status, habits and

tastes (or habitus) that forms one of the main reasons why analysis of the chair is so useful

to this study and why the chair is such a rich site for potential déis@rtervention. As

an example or model of the domestic, chairs can also show the influence that protagonists

2F (GKS az2RSNyYyAad AYyadSNA2NI KIFIR Ay RSyeéAiay3da GKS oI f
subsequent reevaluation through the latter halfof® G 6 Sy G A SGK OSy GdzNE FyR &aA
references to the chair highlight crossovers between art, craft and design which are picked

up again in relation to the practideased elements of this research.

¢tKS aSO02yR LINI 2F / KI/INRSNIOCZ dzNR y@ di NSIzOT T NESFEH & Al
that art practice, in the form of siteelated interventions suggested through collaged
proposals and sculptural assemblages, can undermine class and stratification in office

furniture, including chairs found in the e buildings in London. Sculptural assemblages
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that incorporate identical lovcost office chairs were exhibited in the EAST Galtéra
gallery that is open to the public as well as students and staff at Norwich University of the
Arts (NUA)As asitell KA &4 WgKAGS OdzoSQ O2ydSYLR2NINEB 3Iff
intriguing position, being both a gallenwithin my workplacg(l lecture at NUARnd the
f20FGA2y FT2NJ b!! Qa WLRSLFa CIOG2NBEQT LI
incubateand @ 6 @ ¢ KS GgKAGS OdzoS aLJ OS FdzNIi KSN&

I OS
0dKS
of the decorative and the carpeted plinth that supports the chair sculptures continues the

references to the office as well as disruptingditional notions of the plinth.

As wellas the group of sculptures the exhibition included an area where visitors could view

the workings of the PhD that were less visible, such as the proposal drawings for each

@Sy dzSd ¢KAa SELR &SR & xohQar this carr&ldingWith2 N Q 2 F (K
RAaOdzaaAz2zy Ay [ KFLWGSNI CAGBSSY Wil-GpatiRce WorkKbfFGY G KS
I NI QX GKFG O2YLI NBa FyR O2y iGN} aida GKS 62N] 2
Aviva or the industrial environment of Berendsen. Reflecting on thetitive nature of

work practices that typify many work environments has shed light on the tasks that
GeLAOrtffte Sy3ar3asS G4KS FTNIAAG | yRelonginhliithehry S 2 F
22N] LI F OSQs SELX 2NBa (KSaése@atexiStiddisafthe ya o | £
essencethe time spent making art equates to only a small fraction of the work of the

artist, much of which is hidden or only hinted at in the finished work. Many other activities

go to support the exhibited outcome, not leastwhich in the case of this research is the

aspect of negotiation between myself and the managers of the locations for which the art

was intended. The artworks themselves become symbolic of this negotiation.

The labour values of both the workers at thffice and laundry, and a comparison of how
the labour of the artist sits within and alongside this, are brought into direct comparison.
The exént to which the artist and awork is outof-place in these work environments is
explored as a factor that idke to afford the antvork more potency. Artists who navigate
similar areas around the labour of the artist as well as the mutable relations between the

gallery and norgallery spaces are used as examples.
tF NI ¢62> We¢KS bS32 éxpdres heigea thdt thedaorkd fossesdldi ¢ 2 NJ &
a function that pertains to their negotiation value, this idea drawing upon research by Mark

2Af AKSNI 6 HnamMnUud 51 FAR . NBGGQa SELRAaAAGARZY 27
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connective factors (Brett 2001 discussed in relation to the decorative aspects of the
artworks made for this researchh@ boundary between these works of art being
challenging within their worbased placemeniand their acceptability within these
contexts is a site of meaning thas explored: the decorative aspects become elements

that help facilitate this acceptance.

The concept of negotiation, both as a feature of the methodology and a feature of the

artworks made for this research, has become a significant form of new kdge/\eithin

the researchEach chapter identifies areas of mediation between the (parasitical) artwork

and its host, whether this is the Aviva reception area anditfie S G Q& I Sipie@8 YF2 NI I 0f S¢§
described in Chapter Two, the chairs of Chapter Faruthe motif of the cloud in the

industrial laundry in Chapter Three. In all cases the artworks are both able to challenge and

at the same timere able to make connections, whether physically or conceptually.

In relation to thevisualdocumentation of the research, Volume Ousesillustrations to

work in tandem with the text. Volume Twhowever,is a predominantly visual account of
the research and includes additional visual documentation of the artworks made for each
of the three cae studies. As the process itself is so crucial to the making of each ofdhese
visual log of the proposals, intermediary drawings and studio shots of-wwgutogress that
evidence the making process for each body of work are also included. Secti@ofhre
Volume Two includes an additional set of Photoshop pieces where the ideas evidenced in
the siting of work at Berendsen are extended into a set of proposed scenarios that were
more ambitious than my resources and permissions at Berendsen would stdwme

Two also includes an edited account of the negotiations that facilitated access to each of

the three sites.

Theory and Practice

whGKSNI GKEY LING RS P (Haambiy &En@Raptaf e thesis

integrates discussion of my artgutice with the historical, critical and theoretical

dimensions that contextualise it. The hypothesis being proposed through this préedice
research, contextualised through critical analysis, is that everyday decoration,
ornamentation and pattern can hased in gallery and negallery sites to question

hierarchies of status, including class and alienation. Decoration, pattern and ornamentation

have been shown to have historical significance and offer various functions including

16



psychological necessity dithe affordance of visual pleasure (Gombrich 1979; Miles 2000;
Trilling 2003; Brett 2005). The general research question posed here is how, and to what
extent, might such decoration function as a critical tool both within and outside of the
gallery? Sodr example, can these artworks, when brought into a dialogue with the
alienating spaces of industry (where decoration is notably absent) harness the semiological
and disruptive qualities of decoration to question class and staiind how does this then

transpose into a gallery situation?

The notion of practice in this research takes on a number of significant aspestly there
Ad NI LINF OGAOS Ay GKS LIKeaAOlt 2nNplapofl G SN I €
artefacts and imagesegondly, is the practice of a worker and the multifarious activities
undertaken in the role of the artist that do not always relate directly to the making of the
artwork ¢ the job of communicating or negotiating for example. Thirdly, practice refers to

the theoretical positioning of praxisthe idea that practice can be used to mediate

theoretical positions as lived experienend fourthly, that practices are activities or

Wil OGACaQ GKIG OFy 6S RSLIX2@8SR Ay NBflGAZ2Y

(e

In hisDialectcal Materialism2 ¥ mdpod | SYNA [ STFSoONBE NBEO23IyAal S
antithesis and synthesis the potential to transcend both ideological theory and social
LIN OGAOSz:T KAYyUGAy3 G F+ NBaztdziazy 2F (KSaS K

and Lewandowska 2006: 413). For Magpraxis is the way that theory becomes part of lived
SELISNASYOS WgKSNB +y ARSI OSIrasSa G2 oS Iy 0o
NBIFfAGRQ o0/ dzYYAy3dad YR [SélYyR2641F HnncY nmo
AyiG2 GKAA aLJSOA T ADBtinBianAfS&AlTCAtiQue bf M Judge@ndaNBf A S dzQ a
Tasted6 M pT pO I Y RThR BracticE NEVBryddyQdien py n 0 @ 5SS / SNI S| dzQa
of the everyday through aesthetic practices is championed furthésdrnyHighmore,

Professor of Cultural Studies at the University of Sussex, who has written extensively on the
concept of the everyday. Thus, the practical aspects of this research are reinforced by the

theoretical concepts of practice that are articulateg these key writers.

Also writing on the subject of the everydayichael Sheringham describes the necessity of
simulating and thus stimulating the

dynamic creativity that is inherent in the practices that constitute it, yet are
generally hiddeninth&#2 LI OA G Q 2F 3ISaiGdz2NBa FyR f 20! ¢
0KS S@PSNEBERIFIe XodaSS{a (2 3INIALI I ReylYAA
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sense that it should be by inveng practices of his or her ow{®heringham 2007:
387).
Where practice is refergkto in this thesis it refers to both the everyday practices and
employment of the decorative, and also the practices employed by an artist that simulate
and employ decoration, ornamentation and pattern. The decorative, in as much as it
constitutesanasp@i 2F S@OSNERI & WaldzZFFQ: SalLISOAlLtfte Ay Of
this regard.

In this thesis decoration is used in the context of criticefgrmed art to nuance the

relevant aspects of the everyday or of lived experience, especialygioantext of a

relationship between the workplace and home. The decorative is higglyasive Many

areas of design anckaft productionincorporatedecorativeelements The decorative can
Ffa2 0SS O02yySOUGAPSYT2NI R & téadiesidy dridiscoveriddaR A S y
in art and design. The recognisable semiotics of everyday decoration are to some extent
more inclusive, potentially, than some areas of fine art: the decorative, especially in

relation to décor is an area of everyday expedenhat most would feel able to relate to or
recognise. These connective properties and their recognisability are thosarthheing
prioritised for the artworks. The use of the decorative is that which the audience will

AYLIE AOAGE & W ydaya@medFiddwroningatS. At Snésahytidngof

these decorative components, through the lens of art, which moves them beyond the
O2yGSEGl 2F (KS R2YS&aGA0Od 5S02NIGA2Y Ay (KS WHNRYy
for example, the use @n elaborately swagged curtain arrangement, complete with tie

backs and tasselled fringing in the foyer of a Modernist office block (Figure 2.17) is able to

raise questions about the social interactions and values that are apparent in that space.

MalcolmMiles speaks directly of decoration as something that can disrupt or disturb the
ideal space:

@)y FOGa 2F RSO2NIGA2Y XX Ay it (GKS GKAy3Ia L
the dominant city is disordered. Decoration is not a process of purification but of

accretion and deconstruction, in the terms of the dominant city a kind of

pollution or dit. Endlessly diverse and always contingent, decoration undermines

the ideal (Miles 2000: 5).

Everyday fabrics, patterns, objects and motifs are used to signify decoration,
ornamentation and pattern, including specific materials such as dress fabrics, sui

materials, upholstery, soft furnishings and other decorative embellishments. The specificity
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of these materials and the details of the artworks are crucial to the jarring of the works in
GKSANI RAFTFSNBy (i O2yGSEGaY thekffcsBrexasdel The & NB JS
photographs in Figure 1.1 are details of thd S G Q& 3 S GartiokyagleNdr I o £ S ¢

| @A Ad¢a@Gfficand reveal the care that goes into the decisimaking and the crafting

of the works, as well as uncovering the labthat is inherent in the making of them.

Figure 1.1: Detailsfrom [ S Q& 3 S (inclodiny WagoNdfdbrics, S,
cordstoppers, tape, elastic (Horton 2013).

/] f2aSte NBtFIGISR (2 . 2dz2NRASdzQ4E vy 2Atandayfitt?2 T KI 6 A
this, a key component of many of these sculptural artworks is cloth, which very often has

an intimate relationship to the body, to be worn or to be sat upon, for example. Somatic

and haptic material qualities in the artworks relate to everydaperiences of decoration

and décor as well as the embodied, anthropomorphic weight and sag of the cloth. Thus the
interface between clothing, soft furnishing and sculpture, often operating between the

body and the wider architectural environment, is figd as potentially disruptive.

Drawing and collage are key processes for developing ideas for sculpture or for proposals

to the alteration of specific sites, whether the site is a piet&urniture or a work space.
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Primary research included photograplicalyses of the topography of the two Aviva

buildings and Berendsen, some of the photographs subsequently being used as supports

for collages, drawings and proposals for artworks. The photographs served as both primary

analysis and as an impetusformakifé 6 I NIig2NJ a®d oO0¢KS LIK2{G23INF LKA 2
AA0S YR GUKS @AradzZt YFGSNRAIFIET | O0SaaSR GAl | GADIC

used largely for reference rather than as prompts for artwork.)

2 KSNBE GKS | Naf-tJ2 ND 8§ QI BliBtdaMNeAvifzinrheyit) the alience for

the work is an unsuspecting one, certainly not one that would be seeking an experience of
viewing art as if visiting an art gallery. The artworks escape the confines of an artistic
practice as typically recognisable tne viewer. At the same time the work is not

completely alien because the viewer recognises references from them, either in relation to
their home space/s or in relation to an easily recognisable motif (the cloud or stoipe
examplg. Inthiswaythé NI Aa WAYyOf dzaAaABSQ Ay | &a20Al f
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spaces is able to facilitate a dialogue between art and theory and the sochdikdss
Papastergiadis writes:

(b)oth the materiality of art work and its meanings are always situatediwia
social history. To communicate the social impact of art always requires the use of
non-artistic categories of representatiofi. NJisgedificity is located within a
social context, but the available concepts of the social are not always adequate
for communicating the fullness of its significance (Papastergiadis 1998: 22).
The artworks themselves can be made more effective because the audience recognises in
some of them the norartistic categories of representatianthey recognise the different
fabrics and their use in clothing or in soft furnishings, or the pattern motif as familiar, for
SEFYLX S® 1 26SOSNE (KS FdZ& tySaa 2F (KS [ NIg2N)] Qa&

written exegesis that accompanies them.

The research considered here,dagise of its references to decoration as an aspect of the
everyday and its emphasis on alternative sites for the placing of artworks, draws upon
research from art, design, material culture and sociology. From a survey of available
literature it is clear tht the analysis of domestic and work spaces, their wall and floor
coverings and the types and arrangements of furniture contained within them, has
provided a wealth of research arising from and influenced by disciplines that include art
and design historyphilosophy, sociology, material culture, anthropology g@ssichology.

The ability of theeveryday to encompass this array of disciplines is part of its strength. As
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noted by Highmore, Lefebvre goes beyond thiguing that the everyday actually provides
a challenge to disciplinary demarcations:

(Nor Lefebvre everyday life is a challenge to general social atomization: a
separation of society and experience into discrete claims of the political, the
aesthetic, the sexual, the economic and so on; of inedéd into labour, love,

leisure, etc. It is also a challenge to a specialized disciplinarity, which can be seen in
the intellectual articulation of such divisions and separation: economics,

philosophy, sociology and so on. Such disciplinary isolatiom lbeusvercome in

the same way that theirceial cognates must be overcor(idighmore 2002: 129).

¢Kdza [ STSo0ONBEQa SYLKIara 2y (GKS SOSNERIE 2F°F
separation between work and leisuesd a rethinking of the atomisation of

academic/knowledge disciplines. The use of collage and the introduction of artworks in

unlikely spaces underscores and makes use of these-dissplinary boundaries to aid the

efficacy of the works. Working across sieeboundaries also expands the repertoire of the

artist and reduces the temptation to atomise the roles and practices that the artist may

employ. The wallength timeline (see Section Three of Volume Two) thatdessgnedor

the exhibition at EAST Galg¥*was developed as an attempt to more cleatmonstrate

the multiplicity of roles undertaken by the artist for the research.

To summarise, fimary observations at Aviva and Berendsen allowed for an analysis of the

way buildings embody the hierarchicstructure of the organisation and provide clear
SEFYLX S& 2F G(KS NBflI(iA2yaKALI 6Si6SSy GKS ¥F2N
G2N] LX F OSd . 2dzZNRASdzQa O2yOSLIi 2F (GKS KIF oAdldz
RSY2yadNF idSa K zhbices &&SinflieyicRoAbgtheidlds tvithia which s/he

operates, such as work, education and class. The relationship is complex and dynamic but

what is important here is that these individual dispositions are formed and lived out on a

day-to-day basis: thy are the everyday behaviours and choices of individuals as they come

into contact with work and home environments. Aspects of the office or the industrial

laundry¢ the materials of the building, the size of the lifts, the quality of furniture and so
oncadYozf AOFffe NBLNBaSyl 62N 2NAHFyAasSy (KS K

The artworkanade for this researchighlight this hierarchy and thus doing so question it,
disturb it and agitate it through their placement, materials, form, methogrduction

and singularity. My own predispositions (habitus) are themselves altered by the field in
which the work is shown, both as an artist and as someone who can contribute to the

exchange that takes place within the environment of the office or thadiay.
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Process and Practice

Process is not only technical and practical but also reflective and critically en&ageal.

scientist Donald Schon reinforced the value of practice by stressing the importance of

understanding and knowledge from any givezidibeing tested through reflective practice

O{OKIYy mMpyoud wSTf SOOI 2YIN AGAOS YENYFNBF{ ECORYY
often-dichotomized relationship between academic and pracbesed knowledge, to

demonstrate problerssolving and howhis can be augmented through reflection.

Reflection on the practicbased elements of my research is undertaken through

documenting ongoing work iprogress photographically, testing through exhibition,

writing a Reflective Jourhand through the writingf thisthesis. Photographic

documentationof the worknot only provides a record of the making process, but often

reveals something new about the identity of the work or suggests other potential avenues

of enquiry.Recording the work as it is being magdgoses aspects of it that become

obscured or hidden in its final version or in subsequent iterations Bbitexample,

LIK23G§23INF LIKAY3I GKS YI ([AYEQ® T3 K BEsAMERE NI dANTSS ¢4 S NA S 3
uncover more about the relationship to utility driunctionality of cloth as a material used

in both clothing and in soffurnishings. (On occasion, some photographs, enlarged and

displayed in the EAST Gallféty for example, aravorks of art in their own right.) What

becomes clear is the way that théen dichotomized relationship between theory and

practice is in fact a complex, heterogeneous process.

For the purposes of this thesis the photographic documentation is, for the most part, also a
key record of the placement of work in alternative venasshese placements are only
fleeting interventions (in Aviva, for example (Figure)l.Bence the documentation serves

to give a picture or idea of how the pieces were placed, or displdbezligh

use/movement by those encountering the works, and hoeytinteracted with the
environment. The pieces themselves, seen in isolation, serve only part of their intended
function and the photographs are crucial in understanding the different aspects of their

intentionality.
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Figure 1.2 [ SG Qa 3ISHILICR2NVFRNMNIIWIGS B G | A G Qa
(Horton 2013).

Photographs also show the works in situ as they would have been experiencelidirgt
by the viewers at the workplaces. This experience is different to being seen through
photographic documention only, that is, being seen by a secondary audience either in the

photographs displayed in the EAST Gallérgr whilst reading this thesis.

A process of reflection and illumination can be triggered when the work is exhibited in
venues other than thene it was originally intended for. For example, Figure 1.3 shows one
of the pieces of work made far [ S Q& 3 S (witldid ¥rlephiddihgaembved,
exhibited in the Student Gallery at Norwich University of the Athibited in a corridor,

flat on the floor and away from any furniture, enabled it to be seen independently, but still
within the walls of an institution, albeit an educational institution. Seen this way, it proved
its redundancy as an object that can be interacted with and reinfoticatithe value of the
piece in the context of Avigaffirniture was only one of a number of frames of reference to

which the work might allude.
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Figure 1.3: Oneofthé [ SG Qa 3 S lartioeky B Miihk éxhbikiion
Open for Discussion Blorwich University of the Arts (Horton 2013).

The Reflective Journal interrupts the process of making in a constructive way, prompting
me to pause and address the actuality of what is being made. Often the simple process of
describing the work acts as a trigder the next stage or highlights an aspect that does not
serve the enquiry. It also runs parallel with the writing of the thesis allowing for the
connections to the theoretical reading to be made. Here is aegfrom the Reflective

Journal déed Januarn2013:

[sculptures thatiook like]Jcushions made for the reception area of Aviva. How will

these work? They are not cushions that would normally be seendiérey are

mismatched with the black leather sofas and with each other. (Their similarity to

each dher, re their consistency of form make them a set; they appear to belong

together, but not with the black sofas/benches.) They are not for sale, so they have

y2 @ltdzS Ay GSNya 2F O2YY2RAG& 2NJ SEOKI y3aSo |
experiencethey maygive more or additional comfort; they may give cause for

thought¢ why are they here? Why are they so big? Why use these fabrics?

XX®P¢KSe& I NB NI y whosigwN®Etem. ARdiudixed. K S LIS2 LI S

Many of these questions or observations are expandgadn in the thesis. In some cases
the practice provoked the questions, but with the question of exchange and value it was
the reading being concurrently undertaken on Marx and the commadity that elicited this

thought. This example elucidates the theorydgsractice working symbiotically within the
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overall research and exemplifies the value of reflective practice. It also demonstrates the
way in which theprocesf making the work, and not just the final outcomes, is itself
revealing something about the search question. Quotes from the Reflective Journal are
used where appropriate alongside the images in Volume Two to reinforce connections

either to relevant theoretical references or the site in which the work was placed.

In this research existing sigard their interconnectedness are used, appropriating
RSEAOSNIGSte (2 RNIg FGGSYGAz2y (2 GKS 2NRARIAY
(Barthes 1957). His strategy of alibi is also used where one reading and another flip
backwards and forwards inttonsciousness. For example, the artworks play with the
relationship between the functional and dysfunctional. This play is significant because the
work references our everyday experiences of the decorative and décor, much of which has
a utilitarian purpog. Many of the artists studied in relation to this research work with
concepts of the everyday, some of them working on the borders between art and design
whilst exploring aspects of functionalitygeJorge Parddrigure 2.21for example).

Working with hese crossovers, at the same time as exploring functionality, can usefully
question the context of consumption, value and display. This is also the case with the
artworks where the functionality is always brought into question and is never the primary

purpose of the artwork.

Highmore describes various practices used to highlight and simihlatereativity inherent

in the everydayincluding collage and montage. Collage is used in the creation of site

related proposals, works on paper that explore ideastthe safety and expediency of the
d0dzRA2d W/ £t SIFNI & GKSNB A& | Kdz3S LRGSYyaArt 7
0@ YIF1Ay3 O2y(iNIRAOGAZ2YyA YR lylGlF3Iz2zyraya SEL
93). A collage allows for simultaity of difference within the everyday to be represented,

whilst refusing these differences to be subsumed into a homogenous whole or to be turned
Ayi2 + NBazt OSSR 2NJ YSIYyAy3ITFdAd dzyratieéeo LyadsSkR
that resist narrativeNBS & 2 f dzl A2 Yy XX PgKSNBE (G KS RAANMHzZIGAZ2Y 27
challenges the authority of any one representational mode and allows the problematizing

2F NBLINBaSydalFridAzy AdGaStFTQ 61 AIKY2NB HAAHY ¢dp

together disparge elements without either one assuming overall authority.
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via language, images or objects. The relationships between signifiers that generally

determine our understanding of reality can be deconstructed through collageted

strategies to create new contiguities, new connections and relationships (Barthes 1957). As

Wiy2¢f SRAISET NKSG2NAO YR FSAaGKSGAO LI SI &adz2NB O2 vy i
0S502YSa | gl e& 2F GKAY1AYy3 | orgig2008f1921Ay3 | yR (y2¢

Hybrid objects and furnitursculptures use the juxtapositioning principle of collage to
disrupt ideas of form and function in relation to decorative objects or patterns. Thus office
chairs are altered through the addition of absurd arditassars or headrests; beanbags are
grafted onto office chairs; and the glass curtain walls of a Modernist office block are
adorned by oversized, elaborate curtains more reminiscent in scale of a theatre curtain or

the windows of a stately home.

These prposals, drawn or painted onto paper, sometimes using design software as in the

case of Berendsen, bring disparate elements together into a composite form offering an
FfEAOSNYFGAGBS NBIRAY3I 2F GKIFG aLI OS 2N 202S00d ¢ K
which is able to give form to these imagined artworks. Not only does this give the viewer a

means of visualising the unknown, it also provides the artist with a way of testing spatial

interventions in the safety of the studio and a practical method ol@kpg an idea in a

multitude of ways without the expense and time required to physically make them.

The drawings and collages that inform the making of the sculptural works are included as
preliminary investigations in Volume Two for each case studsreTére occasions when

the collage or drawing is arguably a conceptually complete idea or artwork in its own right
and such pieces are indicated where appropriate (see, for examprdroom Décon

Section Three).

Collage is an importantway (0 KAy 1 Ay 3 GKNRdZAK GKS @GAadzafQ Ay (K
of the ways that Sarat Maharaj refers to it (Maharaj 2009). As thinking tools, collage and

drawing act as processes that allow for desdls and blind alleys that are often necessary

to the route of visual problerd 2 f A Yy I d WEKAY{Ay3d GKNRBJIdAK GKS @A adz
sense, that is, of unpacking it and taking apart its meanings or compgqrepart of the

role of the written thesis.
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Spatial Agitationand theInterrogation of Site

It is n the sitingor placingof these works of art in their respective locations that the

theory, process and practiaescribed for this research cée brought togetheand

tested Thus, siterelated tactics and the placement of artworks in rgallery

environments are crucial to the methodology of the woltkthe frisson or efficacy of

collage as a technique lies in its power to bring together previously disassociated material

the placing of artworks to disrupt the environment of the workplace wonka smilar way.

In the case of these interventions the strangeness or otherness of the artworks provides an
WSRASQ 06az2yNBS wHnnyY npo |y SYyiNB LRAYyG A
combines, for example, the comforts of home with an offimger. In other words, in the

same way that the edges of the paint or paper in a-fumensional collage disturb the
Aftdzairzy 2F | O02KSaA@S &aLJ OSz NBO2ayAaAy3d (K
necessary: without it they lose their ability accentuate the estrangement between their

individual properties and the characteristics of the site. This edge is provided by their

difference but also by their placement in and amongst the everyday fixtures of the

workplace. This is artwork used notthre traditional sense of adorning the office wall but

with a more interrogative and interruptive purpoggo literally and metaphorically be

tripped over!

Robert Irwin (1985) describes four categories of-BIB f I 4§ SR 2 NJ LIzt AO | NI Y

Wa-A R8dza (1 SRBOAFANODO2 yRA UKBY YERRSISNYAYSRQ: | €

artwork and the site within different relationships to each other. In the latter category,

WE-DAa $RA (A 2Y S Rhe BSdiikkeNiNeimAKINR @ the artwork aswing all of its

OdzSa FTNRY (KS aA0S:Z NBId2NRYHBBHRAYIKSTREE ONR
WKIFG Aa GKS aridsSQa NBtFGA2y (2 | LILX ASR |
adaidsSya 2F 2NRSNE NBtFdA2yZ | NOwa G SOG dzNB
is the physical and people density?... What are the qualities of detail, levels of

finish, craft? What are the histories of prior and @nt uses, present desires
etc.?(Irwin 1985: 218)

This level of investigation is represented in this researcbuph the topographical

photographs and/or analysis made for each of the sites where artwork has been placed.

These irdepth analyses have then gone on to affect how the work is made and with what
YFEGSNRAFEfad LNBAY RSaONR osbrsibililykevels avixkiNg of ¥ dzf £ & |
physicality, gesture, dimensions, materials, kind and level of finish, details, etc.; whether

the response should be monumental or ephemeral, aggressive or gentle, useful or useless,
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artworks donot necessarily fit into any one style or type.

[daly
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multiplicity of social relations across all spatial scdtesn the global reach of finance and
telecommunications, through the geography of the tentacles of national political power, to

0KS a20Atf NBflFrlA2ya gAGKAY GKS G26y> GKS asSait S
(Massey 1994: 4). This emphasis on thetrimental elements of space is usefully seen

Ff2y3aARS GKS O2yOSLJi 2F WFIHo6aidNIOGQ aL)l OSE 6KAOK
capitalism. Abstract space is ideological because it reproduces prevailing social relations

and because it represses cbaff. consensus of thought and practice about a space

RSGSN¥AYySaE o6KFEG A& 2N AayQid SELISOGSR Ay LI NI A Od
aesthetic practices can play a role indesigning or recoding such sites. The reception area

2T | OA DI Q For éx&riplR ashaBdbaldriuicial corporation in the City of London,

Ad AYRAOFGA@GS 2F Iy WFHoadNIXQOGQ aLl OS a RSTAYSR
(and the body/clothing) through the interjection of artworks that reference domestic décor

or personal adornment provides the difference that highlights the division between work

and leisurdY WXAYyl AaYdzOK a FoadN)F Od &Ll O0S G4SyRa (G241 NR
elimination of existing differences or peculiarities, a new space cannot be born (paduce

dzyf Saa Al | OOSyiddzr 1Sa RAFFSNBYOSaQ o[ STSO0ONBE mdd

2 AGKAY TEOSNYlFIGAGS aAdSas GKS ¢2N] 2F NI | Oda I
generatingg S 40 Q o6[ STSO0ONB HnnuY o00d W2KyaidzyS SEGSYR
AYLE AYSSly (WFISSNBY S FAAGFGA2Y YR RAANHZIIA2YQ O6W2Kya
contexts for the display of work, for example a laundry, allows for different frames of

reference to affect the work, both having the potential to use decoration as a tool for
jdzSaiA2yAy3a YR WFSNY¥YSYGAy3aQ AaadzSa 2F Oflaaz |y
properties that support these assumptions. These placements of artwork within the work

AL} OS5 FdzyOlGAz2y Ftaz2 a Wil OGAO fte@u tReA A (i dz2ND +F y OS54 2

2 Gill Valentine cautions against valorising the home above theidbrk ©S | NBdzAy3 GKF G GKS WARSE &
simple as it sounds. Romanticised as a place of relaxation and comfort, the home is implicitly conceptualized as

a separate and distinct timgpace from the workplace. However, as Gregson and Lowe recq@e&a the

home may be a site of paid work as well as an oppressive and isolating site of unpaid domestic work, which is

still real work even if noalwaysrecognised as such (Davidoff et al 1979 and MacKenzie and Rose 1983: 159 in

Valentine 1991: 7-79).
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art where artworks provide a direct challenge to their surroundings.

t NI 2F gKIFG YFE{1Sa GKS Ayi SNadBosiTheoke W2 i KSND
artefact acts as a counter to the massoduced furniture and design of the sites they are

placedin. Thehan® N} FG SR ljdzZr f AGASE 2F GKS 62N] Ay @l RS
seamlessness through their difference. The power of otherneastdoelonging is

discussed in depth in Chapter Five.

Since the inevitability of the artwork's display in the gallery became fundamentally

challenged in the 1960s, sitelated artworks have become commonplace. Miwon Kwon

describes the potential forsite NA Sy 4§ SR ' NI (2 dzySI NI K WNBLINEBa
support for greater visibility of marginalised groups and issues and initiate the re(dis)covery

2F WYAY2NDR LX I O0Sa 42 FFENJIAIYy2NBR o6& (GKS R2YA
thisresearch, # NJ SEI YLX S5 |yl téeasSa G(KS gFé& Ay 6KAOK
F2NJ SEFYLXES (GKS /9hQa 2FFA0Sa t20F0SR 2y GKS
mirror the different class or level of workers within the organization. In usidgstrial or

financial spaces it is hoped that the work made for this research can make more visible the

way that space is structured and used to maintain and promote hierarchical and class

based relationships.

HenkSlager argues that acontedtB & LJ2 Yy &8 A S NBAS|F NOK LN} OGAOS a
material conditions of location, the discursive network, and the prevailing modes of
ONAGAOFfAGREET GKAES FNIAOdA GAYy3a GKS3@AGS | &
Both the Berendsen and Aviva projects combine a recognition of the space as a symbol of
LI26SNI 2N OFLAGLEES | ySGszaNy 2F wog2A08aQ GKLEG
prevailing modes of criticality being discourses around art and ddsigour and leisure.

W/ 2 yrrésPdpsive projects aspire to achieve a particular and-essentialist locality at

that very site, both acknowledging and cherishing internal conflicts and inherent plurality

2F OASsAQ o{f Il 3SNI Hesearchthipenchage takes plakedn O 8 S 2 F
number of levels: between the public and private (especially in the context of a reception

area, a liminal or threshold space); between the artwork and its vievagigbetween

myself as an artist (and outsider) arftetoccupational inhabitants of the building space.

These exchanges emphasise the porosity of the borders between artist/viewer,
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public/private andwork/leisure and are more fully discussed in Chapters Two, Three and
Four.

Massey has demonstrated that thdS N S| 6 At Ad& 2NJ WFft26Q SELISOGSR
home is often not an equal one and that although employers are not keen to see too many
domestic references in the workplace it is all too common to find indices of the workplace
in evidence at home (Massd@94). It is possibly for these reasons that | found it easier,
conceptually, to make challenging art interventions using the domestic in the workplace
than to impose the workplace onto the home, but at the same time why making these
interventions practiclly ¢ gaining permissions, for exampias itself challenging.
Consumerism depends on decoration for its associations with luxury and prestige. The
ribbons, tassles, silks and satins, as well as the various aspects of craft that are present in
the artworks made for this resear¢hierce open the bland workings and operational
efficiency of consumerism. These two faces of consumerism, that have arguably lost sight
of each other, are jolted into contact with one another in these artworks through the use of

the decorative.

Negotiation as a kegrocess withirthis research is explored in detail in Chapter Five. The
negotiation that occurs with the managers of each installation venue is an obvious

example. The way these artworks then go on to operate visoalphysically in the work

spaces reveals another aspect of negotiation and their capacity to mediate potentially
opposing characteristics, for example, the hardness and softness of materials, use of colour
and lack of colour, pattern and ngrattern, and lixury and economy. There is a sense t0o

of negotiating the forms of the artworks in response to the particular physical

characteristics of the workspace. All of these are explored in later chapters of the thesis.

Another example of negotiation occurs hith the making process itself where forms and
materials are manipulated and altered to form various iterations of an artwork as a project
progresses. All of these factors can be seen in the example given in Section Three of
Volume Two where a pleated sctupal form that was prompted in part by seeing fabric
being folded and stacked at Berendsen (see Figure 3.27) was taken further into the piece
24/7 designed and made for one of the office chairs exhibited in the EAST &dllery
(Figures. 4.21 and 4.22).ushthe practice informs the site for installation which in turn

prompts the specificities of materials and methods used in each piece of work. Along with
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reading, a constant process of documenting and reflecting backwards and projecting

forwards is also crcial.

This iterative process of production finds echoes in what Maharaj describes as the

W33t dziAYylI GABSQ LINBPOS&aa 27F YI | Avidrelpanl KI NI 2 H
0KS @OSNbIt o0dzi 2y (GKS WwWaidaoO]eQrhesaexidtl 6AO0 I yR
alongside or independently of the discursive side of the process and are likely to link to our

bodily and haptic understanding of the world as experienced through the individual

habitus.

Alongside runs its intensive naliscursive register, itseething paraliscursive
charge and capabilitgyd 2 G K AdGa aLI GKAOE yR GLIKIGAOE
non-verbal, its somatic scope, its smoky atmospherics, itfopmative range

(Maharaj 2009).

Summary

This research seeks to give greater credeinogecoration, pattern and ornamentation as
tools which are open to inclusion within critical discourse. The home, the domestic and the
qualities of pattern, ornament and other surplus aspects associated with luxury, are

examined and reviewed in the contgt of the workplace.

Lefebvre(1991)LINE A RS & | gl & 2F RSAONAROAY3A O02yySOGA:
gl ea (GKSe& YAIKUG 0SS dzaASR GKFG I NB dzy LINBRAOGI 6
everyday life (Lefebvre 1974) and the recoding of social spacmals for critiquing

relations between work and leisure to highlight the alienation caused through the divisions

2F t1Fr02d2NX¥» LF¥F>E a alaasSe adlridisSas WoGuKS ARSY
Ydzf GALX SQ oOal aaSe wmapspacspghbolgh artists intddeAtim® tayf A & I G A 2
be used to emphasise this lack of fixity and create a new dynamic within existing spaces.
ThusthesiteNB f I § SR LINRPLI2AFf & yR 206025800a YIRS F2NJ
2NBFYyAalFGA2Yy I Qind public Space & ¥ hifadsdRuyfsattling the

relationship between the way the space is abstractly designed and the way it is

W LILIINRPLINRF GSRQ o6& Aida dzaASNE Ay (KAa OFasS oe
a financial, industrial or gaky setting uses decoration as a spatial intervention,

conceptually and physically puncturing the space and allowing for the interrogative quality

that Deutsche demands of art in public places if it is to provide new awareness of the social

dialectics othat space. These outf-place imposters then negotiate their place through

the connective properties of the decorative.
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Chapter Two: Material Relations

Introduction

Wal GSNAFE wStlFiAz2yaQ RSaONRoSa yR O2yGSEldz t Al S
research form decorative interventions in the offices of one of the largest providers of

insurance within the UKEstablishing a relationship with the chairs (as well as the floor and

walls) of the reception areas and acting as a visual and physical disruption of the space,

0KSaS IINIg2Nla SYLX 28 AAIYATASNA GKIFG Ww2LISy dzLQ
betweenhome and workplace. Notions of value as related to furniture and décor are

compared to values and hierarchies in the employment structure of the workplace and to

forms of privilege. Primary research in the form of photographic topographical studies of

two2 ¥ | GADl Q&4 o0dzAf RAy3da KlIa AYF2NN¥SR GKA& FylFfeaa

Thischapteri¥ 2 NYSR 2F (62 LI NIad t I Nlexploeg§> WI I 6Aldza |y
RAFFSNBY(l sFea Ay 6KAOK aLISOda 2F RSO2NI A2y Iy
beginning with references tiarl Marx and lookingesped- f ft @ G . 2 dz2ZNRA SdzQa WKI 0.
regard toclass. Specific examples of furniture and interior décor observed in the offices of

G2 2F | OADF Q4 o6dzAf RAy3aa | NS dzaSR Fa SEFYLX Saop |
symbolicvalue are considered as factors that affect the value of objects in the context of

the workplace and the habitus of the employee. The way that the workplace shapes the

habitus of the worker, particularly through the organisation and design of the space in

which different strata of employees are situated, is examined with reference to a

photographic study of théopology of the building. Aviva é&specially intereshgin relation

to this research as it & commercial enterprise founded on the protectiohte

AYRADGARdZ £t Q&4 K2YSsE tATFTS FyR o60S8Sft2y3aiay3aay Fa I Yl e
UK Aviva has very obvious links to the domestic, an aspect that enriches its potential as a

AA0S T2NJ RSO2NI GAGDS Ay iiKeHddfictAiX 2y ZAYWRZ KRS f DI dzih 9B
YAESQ SYLKI aAasSa Aidshtutighfal@othaststrongtdn@edtine @S T G K S

home town, Norwich, where ivas founded as Norwich Union and where it continues to be

a significant employer in the city.

3 This office is that of Avivadviva is one of the largest providers of life insurance, pensions anddong
financial services in the UK and is a global company with aro8imailBon customers and 29,6G8aff
worldwide. In the UK Aviva hasm&ustomers ww.aviva.conaccessed 2.12.2016).
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When writing dout labour value and profit, Marx introduces the concept of alienation,

which put simply, states that human labour is divorced from the products of that labour.

Marx believed that competition continually pushed down wages and that more

economically effeéve production methods reduce the conditions for the employee to a

WFNF IYSyd 2F + YIyYyQ o6alNE mMycTO F& |y | LLSYR
little intellectual interest and a reduced number of hours for enjoying life. As a Victorian

critic who saw the challenges of the machine age and its effects on labour, John Ruskin also
believed in the enjoyment that comes from a real engagement in the process of making or

of labour. He believed that art and design can reflect the mind of the maker and by

extension its society: art is not a mere embellishment but expresses the health and

condition of the public (Ruskin 1860, 183)1* Ruskin stated that manufacturers had a

social responsibility, and interestingly many larger companies today adopt corsureitd

policies.lt was under these auspices that Aviva agreed to the placing of my artworks in the

building, my initial Aviva liaisons taking place with a member of their Corporate and Social
Responsibility team. The placement of the artworks is explaretktail in Part Two of the
chapter W5 A a NHzLJGAYy 3 GKS hFFAOSY I NIlg2N] LYyGISNBSy
5502NF UAQSQOD

As new forms of alienation enter our working lives (Berardi 2@0@ry 201Bit is still the

case, despite the efforts of some forwattinking companies, that workplaces themselves
aretypicallyalienating spaces. Thidienationis explored in this chapter through the
topographical analysis of the Aviva buildings and throughstting of artworks therein. The
debates around working from home, and the conflation of work and home spaces, is more

fully explored in Chapter Four.

4 A significant difference here, of course, is that art is being used as a disruptive element: irfDauploampian
era art is not always as polite as Ruskin would haveempgted.
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Part One: Habitus and the Workplace

Use Value, Labour and Exchange

Art objects are not easily assimilated within economic or sociological theories of value,

labour and exchange. It is nevertheless pertinent topagitioning and questioning dlfie

WRSO2NI GAGBSQ Ay NBtFGA2Yy (2 |iNkbd®dNE a GALGKAY |y 2
environment of production and value. Notions of class and value as analysed within Marxist
SO2y2YA0a IINB OSYyidNIXf (G2 .2d2NRASdzQa O2yOSLIi 27F K
ONRGAOKE Fylfeara 2F WiIiKS & @ansdomiR toavificthant 2 3S G KSNJ (i K
account of my practice refers. Within the office environment (and in negotiation with the

social relations that support this) the work of the artist and the status of the artwork may

together function to disrupt convention.

Ly al NEALY S02y2YA04a lye 262806 GKFG KIFa&a | dziAf A
GKAY3 YIF1S8&a A0 | dzasS @I fdsSod X! O2YY2RAaGeés &dzOK |
FIENIFa AG A& F YFGSNRAFE (KAY 3D) Buildigid®th®dl £ dzZS> a2 Y ¢

work of predecessors Adam Smith and David Riccardo, Marx proffered a labour theory of

value whereby prices could be directly equated with labour. In thisay$#flarx argued

that goods would sell in direct proportion to the labour requitedoroduce them (Ramsay

Steele19880 0 YA Y dzi Sa0® al NE RSTAYSE 1 062dzNJ LI2Z6SNI & Wi
physical capabilities existing in a human being, which hpds@rcises whenever he

producesaus®| f dz§ 2F Fyeé RSAONALIIA2YQ o6al NE mMyycY mnp

AYRAGARIZ £ Q& fF62dzNJ Aa YIRS dzyRSNI I O2y N} O RSH
¢CKS f102dNJ Aa GKS Ay RA QX Ralpurthasar takaNRdl$hNI &8 G2 5S¢ f
LINE RdzOSNJ 6802YS8a I aftl @83 WINRY Fy 26ySNI2F | O3

146).

An object only becomes a commodity when it is brought into an exchange. Without this
element of exchange it simply has a usalg&l® ¢ Kdza WdzaS @t dzSa 0S02YS |
dzaS 2NJ 02y adzYLliAz2y odd GKS& IINBX Ay FTRRAGAZ2YZ (F
(Marx1886:0 0 @ 2 KSy |y 2062500 Q& Y2yduéine@nti@l t dz5 SEOSSF
Iy 2 epeoSubtipritincud SEOS&a AyO02YS 2NJ LINRPFAGD ¢KAA LINE
Fy AySldzZtAade oS Sy (KS LINRPRdzOSNJ 2F (KS 202S0¢(

68 o)
RADGAAAR2Y 2F G(GKS 26ySNA 2F LINRRdz2OGAZ2Y |yR (K2a$S ¢
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class: the burgeoisie are the owners of production, whilst the proletariat or worldtass

are the producersThe products of this exchange, where labour ceases to be directly

SlidzZt SR 6A0GK @I fdzST IAGS NRAS (2 GKS O2YY2RA
YR GKS2f23A0Ff yAOSGASAQ GKIG GNXyaftz2Ny |+ Y
an example (Marx 1867: 163. In the words of philosopher Mark Kingwéllji A a Wy 2g¢g |
bearerofnorY I G SNA I £ aAAIYAFAOF yOS> angweli2BOR2:21752 I A O f
Thus even a table is no longer valued just for its usefulness; its value is loaded, both

ideologically and symbolically, and in being so becomes a part of pokicsArjun

Appadurai,

(p)olitics (in the broad sense of relations, asgtions, and contests pertaining to
power) is what links value and exchange in the social life of commodities. In the
mundane, dayto-day, smaliscale exchanges of things in ordinary life, this fact is
not visible, for exchange has the routine and convemiized look of all
customary behaviour. But these many ordinary dealings would not be possible
were it not for a broad set of agreements concerning what is desirable, what a
NBI a2yl 6fS WSEOKIyYy3aS 2F al ONAFAOSEAQ O2YL
what kind of effectie demand in what circumstancé&ppadurai 1986: 57).
C2NJ al NEZ WYood(iKS NBftliArAz2zya O2yySOiGAy3a GKS fI
appear, not as direct social relations between individuals at work, but as what they really
FNB= YIFGSNAFE NBfFrGA2ya 0SG6SSy LISNE2YaA | YR
44). Thus, Marx begins to assert the social differences between those who produce and
those who profit from the owership of these products, that e extent to whch an
AYRAGARIZ £ Q& LINPRAzOGAGAGE Aa &a20Alfte dzaS¥Tdz

exchanged for other products.

Symbolic Value

| t 6K2dZAK al NEQ&d KA&AUG2NAOLFE YIGSNRIEfAAY aGAtt
class, subsequén G KS2NRAR Sa KIF @S ydza yOSR GKS ARSI 27F a
social stratification irClass, Status, Par($946), for example, acknowledges the part

played by noreconomic factors such as honour, prestige and religion as well as affiliations

in the political domain.

Other, more recent, authors have argued that class location should take into account
cultural factors such as lifestyle and consumption patterns where individual identity is also
defined by choice of dss, habitat, leisure, arttie like The French sociologist Bourdieu

(1930¢ 2002) identifies four forms of capital that characterize class position: economic
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capital, cultural capital, social capital and symbolic capital. Symbolic capital (or symbolic

value as it has also been edl) is described by BourdieuDistinction: A &cial Qritique of

the lidgement offasteo M 1T p0 = | 6221 GKFG éFa IANRdzyRSR Ay ¢K
WO2yalLAOd2dza 02y adzYLIiA2yQ oMy pdpv YR dzaSR adz &S|

+So0f SyQa A»2yaQPLdidz22dfs YO2y adzYLIiA2yQ oAy G(KS 02y GSE
describes the way in which outward signs of wealth, for example excessive giving of

presents or entertainments, the wearing of lavish clothes or purchasing of expensive goods,
aremadeforts SELINB&AA LIzN132asS 2F aAdyrAferayd GKS 24y SN
whether these decisions are made consciopadyin the case of conspicuous consumption,

or not, every selection a person makes when choosing a product says something about the

status,wed 0 KX | GOGAGdzRSa 2N @I fdzSa 2F GKIThe AYRA DA RdzZ f
Philosophy of Moneg mcpn n 0 @ Wx | £ dz§ F2NJ { AYYSE X A& ySOSNI |y
odzi Aa | 2dzRIYSyYyild lFo2dzi GKSY o0& &ddzo@SO0iaxXodt2RIE 8
postindustrial social, financial and exchange forms is taken for granted, even by those who

AY 20GKSNJ NB3IFNRE R2 y2i G518 alNE aSNA2dzateQ o! L

Addressinghe symbolic value of thartwork, Isabella Graw pairs the concept of the
YaeYo2tA0Q a dzaSR 0@ . 2dz2NRASdz gAGK GKS 02y OSLi
as described by Marx.

(S)ymbolic value may be defined as a dual social charge, a charge that is conveyed
by specific symbdbearers but cannot be apprehended in terms of these bearers
themselves. It stands for a surplus and an assumption of meaning and worth that
goes beyond theancrete object used to refeo it (Graw 2010a: 23).

Graw describes the way in which the artwdrikdes on the symbolic cachet of the artist

odzi RAFTTSNE FTNRY .2dNRASdz Ay KA& | aaSNIA2y 27F (K
2F (GKS INIHA&G® {KS I NHdzSa GKIFG Ay NBflGAR2Y (2
AKATOSR (12 KOS NBF 2WNKEY KGNS 68 Al Aa aAGAtE LRAAA
someautonomy, 6 dzii G KI G GKS WSEGSNYyLt O2yadNIAyidia w2F (F
foreground, and this even more so when being driven by economic considerations has
becomeaprevalenY A YR 4SS0 6A0GKAY GKS NI 62NIRQ ODNI & HA

As well as aspiration the symbolic value of objects is complicated further by the ironic
selection of objects and what Mihay Csikszentmihalyi callsdleelityof an object rather
GKFYy AG&a SO2y2YAO @ ftdzSd® hFiSy Y2NB AYLRNIFYyG OF
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sense that an object connects the owner with a time or an event, or with another person,

hence the sociality of an object (Csikszentmihalyi 199Xpr8#y, as Peter Birger writes

Ww3al NRSYy 3Jy2YS Aa y2 f2y3aSNI I 3IFNRSYy 3Iy2YSXo
I NRSY 3Jy2YS 2F o0SAy3 |y poBPADOSNBz2 (i NNB 3 XA 6
Ay2YSQ a@yRNRBYS LI aAa i Batis\cN@ishiéd by odvneds thayikidt 4 G NB @ ¢

necessarily be related to consumption or to class but to emotional attachment or irony.

Habitus and Class

. 2dz2NRASdz dzaSa GKS GSN¥Y WKFIoAGdzaQ G2 RSaONROGS
demonstrates how these can positi someone, and simultaneously also be shaped by, a
LISNE2y Qa Of I aGutline bf ¢ ThieoryBo2P2adtis®a7d)Bourdigli writes:

(the word disposition seems particularly suited to express what is covered by the
concept of habitus (defined as®sa@ 4 G SY 2F RAaALIZaAGA2yaoXLi
result of an organizing action, with a meaning close to that of words such as

structure; it also designates a way of being, a habitual state (especially of the

body) and, in particular, a predisposition, tenty, propensity or inclation

(Bourdieu 1977: 214).

¢KS KFIoAddza FdzyOlAazya yz2a 2yfte +d GKS tS@St
at a deeper, less conscious, embodied level, that is, relating very directly to the body and

the practices dthe individual that relate to physical taste, accent, posture, and so on.

It is this system of dispositions (habitus) that characterises different classes and class
factions from one another. These dispositions are acquired through the objective
conditions an individual encounters through their multitude of different relationships and
social, educational or other interactions. These dispositions provide lasting schemes of
LISNDSLIIAZYS GK2daAKG FyR FOGA2y ® ¢ Kighshipy RA OA Rd
65685y (KS KLoAlGda 2y GKS 2y8 KIyR FyR (GKS
number of contexts or settings within which the individual is able to express a preference.

Il OO2NRAY3 (G2 . 2dz2NRA Sdz Wi KS NitBerelatdBeld$ cdistyhsticy & T A
LI2AAA0ATAGASEQD 9EI YL S&a KS IABSaE AyOf dzRS

P
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furnishings (Bourdieu 1979: 226). A field may also be a social structure or social group, for
example those associated with the aréglucation, law or politics. Subsets of the wider
sphere of social structures, these fields or social spaces have their own internal rules,
constraints, languagand commonalities. Each of these fields engenders a set of social

behaviours adopted by indiial agents. Bourdieu argues that through these practices the
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individual develops a disposition for social action conditioned by their position in the field,
for example, dominant/dominated although Bourdieu is careful to finesse and nuance
these opposibns. Through the two concepts of habitus and field Bourdieu is able to

theorise the complex inculcation of one to another.

Bourdieu argues that although art offers the greatest scope for aesthetic appreciation

Wy2(iKAY3 Aa Y2NB RAAGAYOGAOSS Y2NB RA&AGAYIdzA
2y 202S8S00a GKIFIG FNB olFylf 2N SOSyethéd2YY2y Q 0
GKSANI 26ys SaLSOArffe T2NI FSadKSGAO LNLRaSa0
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aesthetic to the most everyday choices of everyday life, e.g., cooking, clothing or

RSO2NI A2y DPDQ 6. 2 dzNRA Sdz mdpTréttingghatthe LY RSSR . 2 dzNR A
ordinary choices of the everyday such as furniture and clothing are particularly revealing of
deeprootedandlongga (i F YRAY 3 RAA&ALR&aAAGAZ2YaEa GKIFIG WF2NBS GKS
(Bourdieu 1979: 77).

Life-styles are thus the systertia products of habitus, which, perceived in their

mutual relations through the schemes of the habitus, become sign systems that are
a20AFffe@ ljd2 ftATASR o0& WRAAUAYIdAAKSRQI WwW@dz :
habitus is the basis of an alchemwich transforms the distribution of capital, the

balancesheet of a power relation, into a system of perceived differences,

distinctive properties, thatis, adisNRA 0 dzi A 2y 2 F (Boardieuad7k O OF LA G f X
172).

Bourdieu's analysisf class and decation resonates in the work and writings of the

contemporary British artist Grayson Perry, notabiyhis series of tapestrie$he Vanity of

Small Difference@012) in whictreferences to décor and decoration are used as a way of

signalling the class tiie characters depicted within the work. Perry notbat
6A0VGQa (K2aS RSTlLdA G aSdday3a ¢S it KFE@Ss Gf
choices, which often say the most about us: where and when we eat, when and
where we might expose a bit of fleghe kind of curtains we buy, what television

you watch, how you bring up your children. We often become aware of these
unconscious choices only when we move between social classes (Perry 2013)

Thefinancial exchange that takes place when we buy a paaiq@air of curtainsis only
2yS SEFYLXS 2F GKS | A CapaflPuded QyIBoMdiédtd GKIG 65 |

O
O
b d

encompass a whole range of acquisitions, not just of consumer goods but social capital,
cultural capital and symbolic capital. Symbolic capiéscribes a field within which any set
of objects ortypes of activity can be judged by or through socially generated systems of

classification and can be seen as a source of power (Bourdieu 1979), or the values of
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prestige, status and other forms of sathonour that enable those with high status to

control or dominate those with lower status. Individuals are grouped not only by their

social class but every kind of capital available to them. In the dominant class competition

for luxury goods or emblemd alass continues in order to prolong a state or strategy for
R2YAYlIyOSo WOEOtdzaAOBAGREQ 2F LlraaSaairzya YIF1S

It is useful at this stage to consider an example of the way in which the concepts of habitus
and field work together in relation to class and labour to influence choice of decoration.
example heras my preference for decorating my home with originaingings rather than

prints or copies. | use the word decoratethis settingbecause in the context of my home

the paintings are viewed as artworkaditems of home décor: they decorate my house in
that very particular sense of the word decoratidaa,adorn, although this may be an

additional function to those intended by the artisT.he preference for originals is likely to
stem from my education in art: for Bourdieu education is one of the strongest influences on
the habitus. Secondly, working as atist and educator | have come to value the formal
properties of an artwork that can only usually be appreciated by having an original rather
than a copy (this is more obvious in the case of a painting rather than a print or photograph
for example). Thughe two fields within which | work education and art, aing with my
personal educationlead me to value artworks, and preferably the original rather than a
cheaper reproduction. However, my workistass background, mediated to some extent

by my profesional occupation, means that | can only afford to buy art of leksewn

artists.

Design historian Adrian Forty talks of the complex relationship between individual
expression, class position and the market in choice of decoration:

(t)he conflict of tke desire for individuality with the constraints of the economy and
of dominant ideas thrives in the furnishing of domestic interiors. Every choice,
every decision about the decoration of the home is a new episode in the same
drama: the conflict is alway&ére and never resolved. It is the fact that the home
is both a factory of private illusions and a catalogue of readyge tastes, values

5. F NDFNF . f2KSGAHyals LA N iS22 yweRFs a TAYySe NI FTNRY RSaiaAdy Aa
2yte 0SSy O2yaARSNBR |y AaadzS RdzZNARy 3 OS NIFdkyyO iSANyaldi £{dp
Throughout Wetern history, art has functioned as religious, ideological, and political propaganda, economic

currency, commodity, decoration, and as a vehicle for personal s8I NI Yy RAT SYSy (i B). 6. t 2S YAy
Interestingly she also notd$s K I(i)&i a pérticularly Dchampian twist Donald Judd purchased and hung a

commercial bottle rack ontheviat 2 F KA a &2ViBSNE2 X NRYADLINE g3 0L YYSyidiAy3
020 0t @GloainkZpaa: 21and arguably using the work as decoration!
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and ideas that makes all design for the home so extraordinarily revealing about the
conditions of modern life (FortydB6: 119).

Describing astudy of severiyA E K2 dza SK2f Ra Ay 6Kl G aKS RS&aONARG6S
2NRAY I NBEQ O2 &Y 2 186ds kalrcil/estadtd) M apher Alisori El&ke

gives examples of the ways in which the increasing emphasis on home decoration

intersects with class, gender and ethnicity to affect the constructioiedlandactual

02y GSYLRNI NE az20Alf ¢g2NIRaAa® Wi 2YS RSO2NIGA2YyS (K
the principal means by which members of households attempt to invert, reirment

LISNLISGdzZl 6 S GKSANI YI G S N@shoiv oasupahfs Ragidear / € | NI S HnnyY
envisage their ideal homes and how items they own embody these dreams. As an example

2T GKA& /ftFNJS RSaAaONRoSa 2yS 2F (K&aukd NI AOA LI yiic

she fancied that one day she might live in a house with a baronial hall.

Highmore points outin relation to the Mass Observation project of the 1980950s that

rather than assuming society is shaped strictly from a conflict between two naased,

Of Faa Aa WwWYdziltof Sy KSGUSNR3IASYyS2dza YR LISNF2NNI {AC
lan Harrisson (ibid.) for whom class is to be seen in nuanced forms influenced not just by

economics but also by emotional investment and social aspirationeledbe of the Bolton

residents in the Mass Observation project, Harrisson also talks of the way class might

FLIJSEFNI G2 OKFy3IS I ONRraa GKS 6SS1U Fa YlydzZt 62N S
to-R2Q YARR{S OflaasSa Id GKS 4SSTSYRQ 01 AIKY2NB HJ

Gonsumption is affected by class, and class positioning is reinforced through the
mechanisms of consumption including advertising. These mechanisms play on the
aspirations of consumers, often influencing people to identify themselves through what
they consune rather than what they produce. Judith Williamson writes:

we are made to feel that we can rise or fall in society through what we are able to
buy, and this obscures the actual class basis that still underlies social position. The
fundamental differences society are still class differences, but use of
manufactured goods as a means of creating classes or groups form an overlay on
them (Williamson 1978: 13).

Jean Baudrillard (1968) attempts to dispel the myth that we are offered a genuine choice of
compaable objects, or that we are able to personalize our choices. He reinforces the point
that choice assigns a person a place in the overall economic order but argues that the

objects that are supposedly available to all, including those at the top-paitge, are in
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reality unavailable as not all have the means by which to purchase them. Therefore the
choice is spurious.

Indeed we no longer even have the choice of not choosing, of buying an object on
the sole grounds of utility, for no object these daysffered for sale on such a

Wi RISt Q oFarad XLG FT2ffz2ga GKIFEIG GKS OK2,

experience it as freedom is simply to be less sensible to the fact that it is imposed
upon us as such, and that through it society as a wholkewise imposed upon
dzZA X PP/ K22aAy3 2yS OFNI 208SNI Fy20KSNJ YI &
most important thing about the fact of choosing is that it assigns you & jethe

overall economic ordefBaudrillard 1968: 152).

To summarise so fathe value of objects can be defined in a number of ways, including,
significantly, the value of the commodity. Value and choice in relation to class is
complicated by a whole host of factors and influendgscoration works as a code which is
essential tocapitalism, providing added value aad expression gfand vehicle fordesire

in the circulation of commoditie#lthough belongings can be signifiers for sxpression
and identity and can, to some extent, be deconstructed through semiotic analysis,
selection of clothing or furnishirignot easy togeneralise Tastes or preferences as
described by Bourdieu are multifaceted and complicatednayy factors including
education, access to money, awareness of deaiguse of irony Added to this igshe

I gL At oAt AGE 2F WFILAdZEQ YIGSNARIFta FyR 0NFyYR
cheaper manufacturing all techniques that are used by manufacturers and marketers to

indulge and exploit aspiratiorfs.

Articulating Value in the Workplace: Spa, Structure and Material in
Aviva Offices

Having looked at different notions of value in relation to class and habitus this section will
look at symbolic values as evidentispecific workplacexample The particular place of
work used as an exampig that of Avival will look at two significant Aviva buildings, the

Head Office in London and the Surrey House building in Norimichlation toHenri

LJS

[ STS0ONB QA | spacéMEBakRlyY (MK A GIKBS w2ySQa LIRAAGA

LINE RdzOG A 2y Q 6 [. WIS thetWSouildirstappeéar to yrgbody very

divergent approaches to the decorative, baiththem indicate the extent to which the

% Thisappropriationof luxury can have serious negative effects on a manufacturer, witness the consequences

for Burberry in the UK when its brand was famously adopted B sof f SR WOKI gaQ gl yiAy3a G2

luxury connoted through its famous check pattern. Fuelled yasket flooded with fakes Burberry lost

financial value and brand kudos during the early 2000s, resulting in a major rebranding whereby it removed its
check pattern from all but a very small minority of its goods.
(http://news.bbc.co.uk/1/hi/business/4381140.stmccessed 23.2.2014
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decorative can be used to codify class aretdrchy. Tie decision to place artwork for this

research in Aviva wanadefirstly because it is a major financial employer and therefore

embodies many aspects of exchange and value and, secondly, because it profits on the
payments that are relatedto th@ £ dzS 2F GKS Wi AFSQ yR o0St2y3aiay3aa
pay into it/

LT Waz2O0Alf ARSyGAdGe Aa RSFAYSR YR aaSNISR (KNP
LISNE2Y Q& adGFGdza 6AGKAY (GKS g2NJLXFOS Aa y20 2yt e
also $iape, and be shaped by, the differences in surroundings and objects they have access

G622 AyOfdzRAY3I GKS FdNYyAGdzNBE GKSe& dzaS FyR (KS Of 2
financial prosperity, prudence and the protection of the individual. It is irstéimg to

observe how, if at all, this connection to the individual and to her/his values are borne out

in their work environment. The placing of artworks that might reméndvaemployees of

their home environment and their roles as namorkers as well asmployees in this

context could potentially raise awareness of the environment in which stratification is

exemplified through the building and furnishings.

| GA Bl Qa | SI R (préviodsly Bnown @shttd dehB Toweb or Commercial Union

buildingh & Ay GKS {4 1 StSyQa FNBlF 2F GKS [/ AGe 2F [2Y
floors. Completed in 1969 it was the first building in the City of London to exceed the

KSAIKG 2F {0 tlhdzZ Qa /I GKSRN}f @& Ly TFdesipgbed OSR 08 (K
by the Gollins Melvin Ward Partnership. The dotliéght reception area (Figure 2.2) is

AL NESt& FdNYyAAKSR gAGK I o0SyOK:x (g2 az2Fla |yR |

N

the visitor to be seated and, although comfortable, are stiitively formal. Fairly austere

in appearance the fabric is hamdearing, dark leather. In the photograph FigureZalow
level whitetopped table can be seen (similar in size to a coffee table) and a curious wood
veneered structure placed against the Wlat resembles the shape and dimensions of a
fireplace surround. Although decorative features are few, crucially there are a small

number of artworks placed throughout the ground floor that might be seen as adornments

" Insurance policies provide aform of i¢k Yy 3SYSy i 6 KSNB | dadzyLliAzya | o2dzi O dzS
their belongings, for example) are made by the insurers through complex actuarial procedures. A company (or

the state) guarantees disbursement of costcurred due to loss, damage, illness or death in return for

payment/s of a specific premium. Insurers profit through the collection and investment of these premiums. Any

profit, after payouts for claims and if investments prove fruitful, is sharedambngst certain policy holders

and shareholders. Although initially trading as a mutual compar®®7 Aviva (or Norwich Union as it was

then called) was demutualised and floated as a public limited comfyaww.aviva.com/timeline) accessed

18.1.2017.
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to the space, including twpaintings byGillian Ayres in the reception area. These represent

- aYFftf FTNIOGA2Y 2F | GAGIFQa NI O2fft SOi
GKAOK KFy3a F Ot201 Fa F LRGSYGALE NBYA
WwO2y Tdza $Q | yKRS 2Adslia M Q52 KSNIié mdpycY cdo |

CAIdzNBE HoOmMY ! GAGE 1 SIR hFFAOS:E {Go

Figure 2.2: Reception area in Aviva, London. (Horton 2011)

Ly 02y (i NBuiréy HousaPNoich(Figure 2.3), which opened for businesshas
Head Office for Norwich Union in 1904, is fashioned in an Edwardian historicist style. In its

entrance hall (Figure 2.4) are 40 marble pillars and almost every surface is decorated or
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patterned (often as the atural patterning of marble). Included in the building are at least

seventeen different types of marble. Symbols of insurance, protection and wellbeing are
evident throughout.

Iogian

HMHN
1R

i

’!E ‘

CAIdzNE HdoY ! GADI Qa4 { dzZNNB& | 2dzi Sehedin2 N A OK®d 5S4
1904 .www.wikipedia.com(accessed 13.2.2014).

CAIdNBE HonY ¢KS SyidNIyOS KEFEtf i ! GADBlI Q& { dzNN
The contrast in style between the two buildings is epitomised in the two boardrooms of the

buildings, as seen in Figures 2.5 and 2.6. Where the London boardroom, situated at the top

of the building, is furnished using very simple and unadorned furniteaeéd by large

floor-to-ceiling windows and lit by spotlights, the Norwich boardroom is highly ornate, with
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decorative wall paintings over wooden panelled walls, elaborate carvings over the fireplace
and doors and extravagant light fittings. The Norwichrdgiooom is on the first floomfano

noble) as befitting Renaissance typology.

CAIdNB HdpY ¢KS o62F NRNR2Y |G ! OASEQa | St
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Figure 2.6: Thpianonobled 2 F NRN2 2Y |G ! @ADL Qa { dzZNNBe& 1 2d
(Horton 2011)

Fgure 2.7 depicts one of the original Hepplewkstiyle chairs dating back to 1795 that
flank the boardroom table at Surrey Hods&he symbol on the back of the chair is the
R2@S YR aSNLISyd FyR YIF& NBFSNI G2 oSSR ad al @

8 Only three or four of these chairs are original, the others are reproductions.
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(Matthew 10: 16 ¢ K S [ONGERRIS\WET 34K YBE ¥ O¥E ¥RAYLI & LINHRSY (1 Q>
GKS QAadzat aevozftAavys a ¢Stf +a airdaylrftiay3a GKS

a competitor in the insurance market.)

Figure 2.7: Boardroo®@ K I ANJ | i ! @A B Q& { dzNNB& | 2dzaS o0dzAf RAY

These chairs speak of the lineage and heritage of Aviva and by implication its prosperity
and longevity:

Every material inheritance is, strictly speaking, also a cultural inheritance. Heirlooms

bear material witness to the age and continuity of lineage and so consecrate its

d20AFf ARSYydAlGeod wiKSee faz O2yiNRO6dzGS G(G2Xo
competencies which are the basis of legitimate membership in bourgeois dynasties

(Bourdieu 1979: 76).

The boardroom in which these chairs can be found (Figure 2.6) has mahogany panelling
carved with swags of fruit and flowers representing growth and feayn@ieiling paintings
depicting scenes of life, death, time and the benefits of protection (including a guardian
angel embracing a grieving family) also include a garland representing the fruits of the

earth. These together symbolise the prosperity resigitirom a wise investment.

In contrast to the luxury of the boardroom at Surrey House, Figure 2.8 shows contemporary
furnishings in the ground floor at the back of the same building. Here the chairs and tables
are standardised and devoid of distinguigihieatures. The carpet is grey and cheap, the

walls plain and unadorned and the lighting harsh and sterile.
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(Horton 2011)

Ly ! @A @I Q aise[ t&oyfifis Beyvicekid iBeis of the building. A smaller one is used
for the lower floors and a larger one is used for those in the highest floors of the building.

L¥ | 3 NEP dzstiexand&reatl &f fromitAe Style it adopts in furnishing or

clothing, this is not oly because these properties are the objectification of the

economic and cultural necessity which determined their selection, but also because

the social relations objectified in familiar objects, in their luxury or poverty, their
WRAAGA YOl RXSQ GXKNIAWD defoBIH NEIR Q 2 NJ WdzaAt AySaa
bodily experiencelgny emphasis] which may be as profoundly unconscious as the

quiet caress of beige carpets or the thin clamminess of tattered, garish linoleum,

the harsh smell of bleach or perhes as imerceptible as a negative scent

(Bourdieu 1979: 77).

The aesthetic choices of Aviva offices echo these observations made by Bourdieu. Figures

2.9 and 2.10 compare the polished marble floor of the top storey of the building to the

carpet tiles oma lower floor. The qualities of the materials used and the placement of these
OKNRdAK2dzi GKS o0dzAf RAYy3d WAYLINBadaa (GKSyYaSt gSaq
and visitors using the building, and form a hierarchy of bodily sensations as theatsater

become more sumptuous the higher one travels in the building.
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(Horton 2011)

Figure 2.10: Carpet tiles in the lift lobby of one of the lower floois @iA @I Q& [ 2y R2Yy 2 F FAC
(Horton 2011)

LY b2NBAOKQAa 2FFAOS (KS Lzt AO adFANDFaAS A& YI RS
employees (Figure 2.11). Despite the highly decorated nature of the building the corridors
YR &SNIBAOS | NhBrily accessible to the puBliy afelfar daFperfunctory in

appearance.
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(Horton 2011)

Returning to the Aviva offices in London, the Group Chief Executive Offickothas

reception area that is encountered directly outside the lift lobby as well as his own waiting

area immediately adjacent to his office. That he has his own reception and waiting areas is

itself an expression of status and power. Waiting spaces ateption areas are spaces in

GKAOK 2dziaARSNE FNB NBIdZANBR (G2 aG2L) YR AT
over the threshold to the space beyond. Although this reception area is a space for

exchange; initially a conversational exchangetieen receptionist and visitor it mostly

preparesthe way for a business exchange of some kind.

Michel Foucault (1977) describes various spatial techniques for the control and

maintenance of discipline within schools, hospitals, the military and factorietosure,

partitioning of space so that individuals can be easily located and assessed, and siting based

2y FdzyOlA2ys NIyl 2N WiKS LI I OS 2yS 200dzLIA Sa
are

WO2YLX SE &LJ 0S& GKIF G liondband hieraghicd) SpateNIOK A G S
that provide fixed positions and permit circulation; they carve out individual

segments and establish operational links; they mark places and indicate values;

they guarantee obedience of individuals, but also a better econoftine and

49



gesture. They are mixed spaces: real because they are governing the disposition
of buildings, rooms, furniture, but also ideal, because they are projected over this
F NN y3ISYSyid 2F OKIFNIOGSNAT FdA2yan. FaaSaaySyil

Although Foucault may have been referring to the factory specifically the placing of
departments and people within this work space, the offices of Aviva, as seen in the
examples provided here, indicate the hierarchical positions that the Aviva engdoye

occupy within the organization.

Situated on the top floor of the building the Executive suite has commanding views of

London (Figure 2.12) and at the apex of the building signifies, in unequivocal terms, the

status of the Chief Executive. Labour, measl by time and productivity alongside the

degreeof responsibility or difficulty of the labour, affects the level at which that person in

the workplace is remunerated. Level of status at work may also affect the status of the

surroundings ofthak Y RA @A Rdzt t ® Ly GKS OFasS 2F ! OgAGFQa [2YR
quite literally enacted through the fabric of the building, thus the elite of the company are

at the pinnacle of the building. It is noticeable too that the rooms become more spacio

002YLI NB (GKS NBOSLIiA2Yy | NBFa FT2NJ GKS /9hQa adziS
and 2.14), the furnishings more opulent and the art on display increasingly valuable, the
KAIKSNI dzLJ 6§ KS o6dzAf RAYy3 2y S (edtlibedérieparett@ NI Ay Sy G G 2
use of the two different lifts, the larger, more opulent one traveling to the highest levels of

the building.

Al
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CAIdzZNBE HOMHY 2AS% FNRBY | O2yFSNBYyOS NR2Y Ay (KS
Head Office, London. (Hom 2011)
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In The Production of Spa¢E991) Lefebvre refers to the inseparability of spatial and social
relations, and the interconnectedness of power and space in the city. He writes that the
representations of space, signs and symbols that signify ltieyaare inherent in the
location or space of the workplace.

And position (or location) with respect to production (or to wockinprehends

the positions and functions of the world of production (the division of labour) as

well as the hierarchy of functioand jobs. Theameabstract space may serve

profit, assign special status to particular places by arranging them in the

KASNI NDKés |yR &0GALMzAZ I S SEOf dzaA2y o6F2NJ
space of worlhas two complementary aspects: produdiactivity and position in

the mode of production (Lefebvre 1991: 288).

Y

CA3IdzNBE HodmMoY wSOSLIWiA2Yy IINBF 2F (GKS / KAST 9E
London. (Horton 2011)
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Figure 2.14: A reception area on one of the lower floors @A @ Q& | SI R hFTFFAOS:

(Horton 2011)

CKA& A& O02NYyS 2dzi Ay O2y iGN} adAy3a GKS [/ KAST

basement office of Aviva, Lond@Rigure 2.15§ a large open plan space, with individual

workstations. In the latter, the chairs and tables are inexpensive, standard units, lacking in

RAZGAYOGADS LINRPLISNIIASAE yR Oft2as8te LI O SR

seen in the photograph) with few chairs grouped around a table, plus a handful of
communal coat racks. Because this is a basement office there are no windows and
therefore no source of natural light. The appearance of the office is relieved by a printed
panel (see Figure 2.16 fodatail) that runs along the length of the wall. This decorative
feature is specially lit and ties in with the pipkinted wall at the rear of the office. The size
of the panel is dramatic, but despite this is suitably banal so as to ficootroversialy

into its surroundings.
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(Horton 2011)

Although not always the ca%én many offies there are limited ways in which an individual

is able to fully express their own preferences for office design, decoration or clothing.

¢l 1AYy3 GKS SEIFYLIS 2F Of20KAy3ds GKSNB | NB 02
acceptable in the workpce. At Aviva the expectation is that employees will dress smartly,

dza dzl t & Ay &adzAadad ! OO2NRAYy3I (2 . 2d2NRASdz GKS

9 Jeremy Myerson (2004), who has written extensively about offices, claims that work spaces need
to provide physical, functionand psychological comfort and cites examples that are aiming to
achieve this, including Scandinavian Airline System in Stockholm, Niels Torp Inc. and the Waterside
Office for British Airways at Heathrow.
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position. For example, the office worker who wears antbhé-peg suit from the high street

retailers NEXT or Primark may make their judgement on the basis of what is practical and

affordable as well as fitting for their role. The suit is appropriate totfBEA St RQX (G KIF G A& (K
G2N] LX OS> IyR G GKS &alryYyS GAYS gAtf LINBaASNIBS (K
ALSYHd Fd K2YS 2NJ F2NJ ALISOALE 200Farazyad ¢KS GFAf
index of luxury afforded by a senior manager, tmeintaining the seniority of the Chief

Executive Officer and reinforcing the social position of each respective worker. Although

not always immediately apparent it is in tdetail of the tailored suit that the indices of

luxury lieq the quality of the ctiand the cloth, the additional features that might add

comfort but also connote surplus value. The individuality and uniqueness of the Chief

Executive Officer (who is able to choose the fabric and cut of their suit) is affirmed, as

opposed to the ubiquit of the Primark suit, worn by thousands of other workers,

characterising the multitudes of junior level staff compared to the minority of the elite

management.

Within early twentieth century office design it was management offices that were most

likelyto include family photos, patterned wallpaper and decorative objects often arranged

2y I YFYyUGStLASOST NBaSYof AyBlassore (Shékeli f SYF yQa aid
2008). The distinction between workiapss and middlelass designated areas was often

YIRS GKNRdAK (KS O2y iGN} ald 2F WO2YF2NIl ofSI R2YS:3
regimented interiors, the latter emphasising the uniformity of the masses and

OKIF NI OGSNRASR o0& | fF01 2F 02dz2NHS2Aa O2YF2NIQ 0

Clarke (2001: 24) pois out that the increase in home ownership in the 1980s has, in part,

obfuscated and diverted attention away from awareness of alienation and has been aligned

GAGK GKS RSYAAS 2F Oflaa O2yalOAzdzaySaaszr (Kday W
identified the increasingly privatized and horheund condition of the workinglass as a

symptom of powerlessness and alienation in the public realm and workplace (Marshall,

bSé¢oe> w2aS IyR 23t SNI mMpyyT {IYRSNE MPpPpnoQd ¢ KA
attendr Yy aKAFG Ay F2 Odeéntekdngss antlideidentHcktBr witltaNJ K2 Y S
R2YlIAYy 2F O2yiNRf 6KAOK fASa Ay (GKS K2YS | yR 02y
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increases productivity as well as the happiness of the employee (Wineman 1982; eFIG
2012; Myerson 2014At Aviva however there is very little scope for altering the

appearance of the work space other than small references to home that appear in the form
of photographs of family members, postcards or cards, a reading book or magazine (for use
in break times), a mug, and so on. Furniture is standardised and relatively fixed. (There are
other spaces provided in the building for employees such as a gym in thexbasend a

space for more informal activities such as brsiarming.)

To summarise, the décor at Aviva, whether the highly ornate surroundings of the Norwich
building or the minimally decorateldead Officen London, offers little or no scope for the
individual employee to impose their own tastes upon their workspace. In London, their
rank within the company is reinforced by their physical position in the building such that
the higher level of management capy the top floor of the building where the materials
used are accordingly more expensive. Analogously, the decoration, where it is employed
within the building, is used to signify the values of the company and to reinforce the status

quo and status of thse who work there.
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Part Two: Disrupting the Office: Artwork Interventions and the
Mediating Role of the Decorative

I 188 02y OSLIi 27F . 2 dzNbede rdefical eldme@isFtoxd PoxadL y (§ SE G dzl € A 3
dza SR (2 RSAONAROS WéRKWd o68DOHzaAS2%88 ORYKAdzd A& K2 dzi
(Bourdieu 1972: 167, 169). Where there is congruity between the habitus of the individual

and the field within which s/he is operating the structures of that field tend to be

NB LINE RdzOSR® W! R 2 E ktOf asiaksifudibnichatagferiséd by a adnony K 2 dz3
0SG6SSy (KS 202S00GA@Ss SEGSNYyIt &0G§NHzOGdzZNBE FyR
habitus. In the doxic state, the social world is perceived as natural, f@kegranted and

SOSyYy 02 YY2 ieieforg aelprpetudling arid rarely questioned. The intention of

my practice is to question or d&abilise this doxic state through decorative interventions.

Swag

One such intervention, in the form of a modified photograggtswag(Figure 2.17), a

proposal for a sitespecific intervention in the main reception area on the ground floor of

the Aviva building in London. The proposal presents a large expanse of silk drapes, secured

with bullionfringed tiebacks. The curtains have aabelrate pelmet, swagged with

matching silk and gold fringing. The sheer volume and type of fabric indicates wealth and

excess, going far beyond necessity or-uakie. The title of the piecBwagrefers to an

ornamental festoon or swathe of drapery, thougtd g+ 3Q A& &a2YSGAYS&a dzaSR | &
YSIYyAy3 a2YS02Re&Qa 3I22Ra& 2N gFfdzrotSa FyR OFy |If¢
AYGSNBSYyGA2ylt NBEFSNBYOS (G2 (0KS R2YSaUGAOZ | foSAlL
NBO23yAasS RdzS (2 (KS ¢ yNdtdchallengelthe Sual y R SEGNI G 31y
relationship between work and home through its incongruity. The 8teagemphasises

the concept of ownership as well as potential theft.
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Figure 2.17: Sarah HortoBwagProposal for the groundloor reception area of A @ Q&
Head Office, London (2012) paint on paper.

The size of the curtain is more akin to a theatre curtain than to domestic soft furnishings.

Devoid of a stagdjowever,the curtains provide a framing of the view to the exterior. The
foreground becomeséi KS & LJ O0S 2F (KS WIdzZRASYyOSQ I a YdzOK
this echoes the transition that the visitor undertakes when they pass through this threshold

space. It also signifies perhaps the ritualised change necessary for employees to undertake
asthey pass through this areathey adopt their workbound role. Thus this is a space for

ritual transformation, or a rite of passage for employees who work here. As for my role as
FNOIA&GGEZ GKAA WAYODlI aAaz2yQ Ayil2 fékipwdd)isandr OS Ay
WEOGAY3 2dziQ 2F + OKIFy3IAy3a NRtS® /SNIFAyfte i
domestic house, is often a space for exchange, where the individual becomes social and in

the case of Aviva the person becomes labour force. durtain emphasises this change of

roles by suggesting there is a difference between internal and external (the suggestion that

the external can be closed out of view).

Interestingly the multiplicity of uses and users of the reception area echoes éhefuke
domestic hallway. John Gloag gives an example of the hall chair in the nineteenth century,
the hall being one of the few places in the house that was used by both the servants and
the owners of a house. This combined use required a special tyjpenitlire. Although

seen by the masters, it was servants or prospective servants that were most likely to be

seated in the hall. Thus the chairs needed to be decorated to the standards of other rooms
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in the house but without the same level of comfort. &ftthe chair was made of oak or
mahogany, with an elaborately carved back and turned legs, but would have only a plank
aSIkd IyR y2 dzZlK2f aiSNBE® WLE 61 a4 I K@ONAR RSa
FYy20KSNR oDf 213 wmdc nY thgatidal plopSuggedtddl bféMagind G KS A
the receptionareaof AvivdRa [ 2y R2y 2FFAOS
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Siegfried Kracauer, a German critic writing in the 1920s and 30s, argues that the

phenomenology of the surface should be a serious site for explorationfatdve should

eEl YAy S ugeki&siofcultdi@l ephemera and marginal domajimtel lobbies,

dancing, arcades, bestsellgd Yy 2 NRSNE K2gSOSNE dzf GAYFGSte G2 4N
1993: 22).Writing about the architecture of unemployment offices in 1930 he says

(e)very typical space is creat by typical social relations which are expressed in

such a space without the disturbing intervening of consciousness. Everything that

consciousness ignores, everything that it usually just overlooks, is involved in the

congruction of such spaces. Spatial structures are the dreams of a society.

Wherever the hieroglyph of any such spatial structure is described the foundation

of the social reality is revealdKracauer 1993:22).
In relation to the lobby (Kracauer is spedifig describing the hotel lobby but perhaps the
same can be said of the offit@bbyd (G KS LISNBR2Yy aAdGiAy3da Aa WARte& 2@S
AL GAaATFEFEOUARZY AY (GKS O2yd0SYLXFdA2Y 2F | 62NI R ONEK
suggests thatthe artistis6 £ S (2 WIAPBS @G2A0S (2 (GKS AYySELINB&aaA
GKSYSa ONRIFOKSR GAGKAY AGXPOAYTFdzaAyad8 GKS YdzZRRf S
0S02YS UNIYALI NEYy#Q 6YNI OF dzSNJ mppoY MT O

Spaces such as this reception area, designed to be passedEK X SOK2 al NO ! dzZ3SQa
definition of a nonplace:

(hf a place can be defined as relational, historical and concerned with identity,

then a space which cannot be defined as relational, or historical or concerned

with identity will be anorLJt  OS @ whibhiedelnt th&nselves

anthropological places and which, unlike in Baudelairean modernity, do not

AYyGSaANIFGS GKS SFENIASNI LIXIFOSaxx | ¢g2NI R (Kdza
to the fleeting, the temporary and ephemeral (A2008: 63).

Here, thevisitor, having divulged their identity at the reception desk, becomes a spectator
in this place for waiting. The theatre curtain reinforces a suggestion of their position as
spectator or of becoming the form of spectacle themselves. The artwork acts lik&d LINR LJQ

activating the space and reminding the visitor of their temporary occupancy in that space.
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The French wordécorrefers to stage sets as well as to interior design. In reference to

artworks that allude to the familiar forms of interior desigriline New Décaxhibition at

the Hayward Gallery in 201Ralph Rugoff describes them as objects that lie somewhere
betweentheatre and everyday life, between the fictional and empirical: objects poised
0SU6SSY FNIg2Nl X GKSFGNROFT LINRPLI YR RSO2NJ i
YR ffdzaA2yXe2FiSy SEGNI LRt GAYy3a 2y GKS g1 @&
self or arbitrarily imposes one; how it reproduces social relationships or functions almost

fA1S I GKSFGNRAROFE LINBLI Ay adl3Ay3 SwhkglS ARSY (A

reveals this alternative meaning of the word décor through its exganacharade.

Thisproposedinstallation also draws attention to the extensive areas of glass window that
characterise this building. Writing about the lack of ornamentation in Modernist buildings

O2YLI NBR (G2 t2alGY2RSNY |t 40SNylFriA@dSa WHyYySa ¢N
expanses of tinted glass, pfdodernist buildings have a ghostly second life, while the
YSHSNI A0 NHzOGdzZNBa 02NNRg (GKS 2NYIFYSyld GKSe ¢S
Careful scrutiny of the photograph of the Aviva building in Figure 2.1 revealsftbetian

2F {4 1StSyQa OKdz2NOK Ay . AaWKeridydbsvwebasthe D2 (G KA
reflection of newer buildings. (Chapter Faansiderghe shift from Modernism to

Postmodernism and its implications for decoratiargreater detail)

Neil Cummings and Marysia Lewandowska have argued that artists who work to challenge

GKS INIg2N)y & +y SEOKIFIy3aSIo6tS O2YY2RAGE KI O
FYR O2NNRAAGS yIFGd2NBQ 6/ dzYYAy3da |ymt[SseFyR2%
offer, through the unlikehseeming form of soft furnishings, a critical statement on the

alienation evident in a space such as this. Its form and uniqueness would act as a further

riposte to the hierarchy of Aviva and the suppression of the home icoiméext of the

workplace. The doxic congruency of this space is made incongruous by the inclusion of the
OdzNIiF Aya Ay GKS alYS gl & ( Rrnging th&\ar omé f LI+ LIS NA
(see Figure 4.11) contrasts the comfort of bourgeois domestigity the harshness of war.

In contrast toSwag the other artworks in the Aviva building, made by prestigious artists

such as Howard Hodgkin, Gillian Ayres and Anish Kapoor, add kudos to the environment
reinforcing a sense of security and financial vibeling that the company would like to

promote through its products. Unlikewagi KS&aS I NIig2NJ a | NB walr F¥SQ

this context.
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There are other ways in which temporary installations as propos&avagcan serve to
question the artworkasa @Y 2 RA G & AidGaStFo b2G AYGSYyRSR ¥F2 N LldzN
is symbolic only: there is no quantifiable exchange value as the piece is made bespoke for

these windows. As it cannot be purchased, its use value can only be to raise questions of

the location/ dzY YAy 3a FyR [SélyR2gall RAaOdzaa (GKS gl &a .
(see Figure 3.25) similarly critiques the commodification of art by expanding its repertoire

of spaces or sites of production (Cummings and Lewandowska 2006: 406).

G SGQa 3I8GSH2YF2NI I

WhereasSwagh & | LINP LR Al f X[ 8§ KSGa A ¥ ENDIBHYFHR BAA BENSSE H My
2.29 and Section One of Volume Tvemabled me to intervene physically and document

artworks in situ. These artworks were made specifically to be displayed in the reception

FNBF 2F (GKS ! OAGBF o0dAftRAY3 Ay {dd | StSyQaz [2YR?
connection to everyday decation will be discussed in relation to the context of its display

cAia LXIOSYSyild 2y 2NJ Ay Oftz2als LINRPEAYAGe G2 GKS S

areas.

CA3IdzNBE Hodmy Y Sliw& G 1FSidinDepxyp2 2088 @ (SEIRSWTHFA OS> { G
London, 2013Fivesculptures each made of fabric, cord, cord stoppers, hollowfibre filling
and additional embellishments, placed on and around the furniture in various
configurations. Each piece is approx. 140cm long x 23cm depth x 23cm (ldmytan
2013)
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Lefebvre, de Certeau and many others see the value of art as a critical practice of the

everyday. The everyday under discussion here is that of the workplace and the-day

employment of decoration, ornamentation and pattern. Ben Highmuuiéds upon the

work of Lefebvre and in particular the way that Lefebvre privileges creativity for the

OGN YyaF2NXYIFGA2Y 2F SOSNEBRIE fAFSY WiESG SOSNER
HAno® | AFKY2NBE aSSa (KS SOSANBRIYE YR KNANVGET 22
and key to his thinking is the importance of aesthetics, or the visual aspects of daily life.

These aspects are particularly significant as they expand the range of meaningful elements
attributable to the everyday, atthe same&tiS WSEF YAY Ay 3 (KS 6l & Ay 61
NEIAaAaGSNBR YR NBLNBaSyi
SELISNASYOS dzyl @l Aft+otS ¥
(Highmore 2002: 21).

SRQ® |'S 328a 2y (G2 a
2NJ NBLINBaSyidlFdAazy 2N

LikeLefeb = | AIKY2NB FAYyRa GKIFIGd WLINIEA&EZQ A& F 1S
that aesthetic strategies in particular are common to manthotse who focus on the
everyday.

The dialectic between the practical and the theoretical, between the concrade a

the abstract, requires a mutual and continual testing. Philosophy is incomplete
gAGK2dzi 0SAy3d (SaGSR GKNRBdIAK SEFYLX S&as o6
022t Q GKFdG OFy 06S dzASR Ay GKS FadaGSYL G2
andrelations (Highmore 2002: 116).

d

He describes the need for alternative practices to provide a mechanism by which the social
can be examined through the everyday and identifies the practices of montage and collage
as ways of giving the everyday that artetidn. In this respect Highmore again echoes
Lefebvre and draws upon historical precedents in the work of the Surrealists and their use
of montage in defamiliarising the everyday and in making strange what is otherwise
overlooked. The piecesin[ S 02 Y I 8 tlEigu@ .88} are used to defamiliarise the
space of the office reception area. Deliberately designed to use decoration as a seeping of
the domestic space into the workplace the sculptures have elements reminiscent of life at
home, as a way afeflecting the segregation and alienation between home and work life (a
home life that is a world of sensation and representation to a large extent disavowed in the
workplace). Phenomenology suggests that, because of seesuriional experiences, we
canrelate directly to materials through textures, colours and patterns (Edwards 2011: 209).
al NE G222 Ay wmynnZ OIFffSR T2N (KS wasSyasSa (2

(Lefebvre 1991: 400) The viewer of these sculptures can recognise and relate to
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suggestions of home and leisure as experienced through the touch and look of the fabrics
used.
¢tKS WNBaraidlyOSQ 2F (GKS S@OSNEBRIF& O0RS /SNISKd
difference, of otherness: bodies that are at variance to the machines that the
operate; traditions that are unlike those being promoted; imaginings that are
different from the rationale governing the present (Highmore 2002: 148).
58 / SNISIdzQa WNBaAaidlyOSQ Aa y2i ySOSaalNARte& aey
to the term used in electronics and psychoanalysssforcethat slows down another force.
WLG Aa ¢KIG KAYRSNE YR RAa&ALI GS&a GKS SySNRe TFf
NBLINSASYGFrGA2y> & YdzOK |y I OQGAQGAG&008:2NYy 2F AYySN
MpMUO® WYwSaAradlryO0SQ KSNBE Aa 020K || LINBaSNBI GABS ¢
something new. Rather than presenting the inverse of power, it offers a different and
pluralized account of powers:

(oom remains for micro inventions, féhe practice of reasoned differences, to

resist with a sweet obstinacy the contagion of conformism, to reinforce the

ySig2N] 2F SEOKFIy3aSa FyR NBtlGAzyas G2 SNy
among the tools and commoditiggoduced by the industrial er@e Certeau et al

1998: 188).

{2 GKS&AS IINIg2N)laz LI IFOSR Ay ! @AQIQa 2FFAOSasx 27
furniture and surroundings of the building. They offer an act of-aonformism that

presents an inverse of power in the space of this reception area. If thebaracy of Aviva

Oy 06S RSAONROSR ol a &istegythe PlacenentdithesdzQd RSTFAYAGA 2y
sculptures can be designatedacticc I NBAAAGA DS Ol ¢2 NBGdzZNY (2 F
KFa YIFERS dzasS 2F | WONI QiKS 2UDER/1ISRNI UG SINESX ALdANIASEA f
NHza SQ 6RS / SNIiSFdz mcpynY oT0®

d SGQa 3IShe CRFYHINEI | i6d2S O2y NI RAOG2NE adza3SadArzya
relaxationg the bulk, shape and materials invite the component pieces to be used for

sitting on o against but contrary to this the attached cords suggest activity or that

something may be done to activate or alter the piece in some way (see Figure 2.19). In this

sense it offers something additional to a passively used cushion and in the confesvaf

reinforces a kinship with stage props. This performative dimension adds to the disruptive

presence of the works whilst at the same time their malleable and haptic properties might

lend them, through their playfulness and soft materials, a comforingmeliorative

propensity.
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Figure 2.19: Detaila{ SG Qa 3IS (¢ @oroiZ@ANI I 6t S

Rugoff refers to the subversion of familiar forms and etiquette of interior design as being

ot S (2 WwWadzyyYz2y |y dzyadl of S201MNBlpandtadkadf | LILI NRA
disarming our customary intimacy with the furniture that we take for granted. In the case

27 S Qa IS the eomrast belivéen theScérporate seating and the sculptures is

what gives these pieces their potential for disaynd G KS OASHSNIP[ §&Qa LI I & 7
3SiG 02 Y Badsfnedtd cBrirast with the plain corporate leather sofas and chairs

of this waiting areaad offset the austerity of the Mdernist design of the building.

Figure 2200 [ St Qa dKad DRYWF 2 SR o0& GAAAUG2NRAR Ay | OA
(Horton 2013)
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alN] tNAYyOST RAaAOdzaaAy3d WTdzyOlA2ylfQ | NIZ LINRLIRS
attention from content to context, and exposes what we may think of as intrinsic value as

0SAYy3 O2yFSNNBR Gl fdzSQ 6t NAYOS HAMHY TO0O® ¢KS O2y
identity of the artworks to be questioned, this ambivalent status bringing their value into

guestion. According to Prince a Jorge Pardo chair (see Figure 2.21, fglexanable to

straddle the spaces of the gallery and the gallery office, reflecting the values and

performing the functions required by its placement in both contexts. If transferred to the

K2YS (GKS OKFAN) g2dZ R 6S | WaooB&igntieyi o KA OK (GKS I
become visible, as well as a passport assimilating them to their new context in order to

OKIFNBS Al ¢A0K (GKSANI 26y | SoQ® BS{EIOAVTF & NA KO S N
FLILISENB & | WYWOdAKAZYQ AFl XK SNBQYIWIBEZY 21FNKIKS  6F dizd
W2GKSNYySaaQ Aa yy2dzyOSR o0& AdGa O2f2dz2NBEX airl S Iy
without it the sculptures are merely cushions and lose their ability to accentuate the

estrangement between work and home and betweenamrt furnishing.

Figure 2.21: Jorge Partialley's, Ikeya Seki, Encke(d4996)
9 elements: wood, lacquer, glass, metal, electrical components.
http://www.petzel.com/exhibitions/199604-13 jorgepardo/ (accessed 25.11.2016)

CKS AYUSNBAEQaA AG (2 DRYWIFR2 NU I @XYSYSNOA L aStddAay3 dzas
spatial intervention. Lefebvre (1991) identifies two different ways in which sgace i

organised: firstly, representations of space that are conceptual (space as described and

conceived by urban planners or architects, for example) and secondly representational

spaces of experience (how spaces are actually used by those who live and ).
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http://www.petzel.com/exhibitions/1996-04-13_jorge-pardo/

[ STSOONB LINPGPARSE | gl & 2F RSAONARoOAYy3d 02yySO
GKSe YAIKEG 6S dzaSR GKFG | NBeddsfribidS RA OG0t S 2N
representational spaces #sose that are

directly lived through its associated imagasd symbols, and hence the space of
WAYKFOAGIYyGaQ | YR WdzmaSdNneepasdivelt A & Aa GKS
experienced; space which the imagination seeks to change and appropriate. It

overlays physical space, making symbolic use of its objects. Theseagational

spaces may be said, though again with certain exceptions, to tend towards more

or less coherent systems of naerbal symbols and signs (Lefebvre 1991: 39)

Continuing this theme of thenediation of spacgethe use of art interventions is advocated

08 aAfSa a + gle& 2F YIF{AYy3d WYyINNIGADSE OAraai
a space for conversation where such possibilities are generally closed, in a society in which

social institutionsand imNJ S F2NOSa G(GSyR (26 NRa& @I N 2 dza
199). Believing in the potential for everyday decoration to radically change the dynamics of

a space Miles gives the example of a public lavatory in Hull where the attendant grows
exoticgantscl LINRP 2SO0 GKIFG SEA&adGa w2dzZiaARS (GKS ySC
2000: 165) and, as Lefebvre would describe it, an everyday public sgmaaedoy its dual

use.

The implications for the research questions posed here are evidéheiway art is used in

a nonrorganisational way, to find public spaces where art is less usually encountered as a
strategy for unsettling the relationship between the way that spaces are abstractly
RSaA3IYySR FyR GKS gl & (K Sidthisddde bydah ardisiINBslalNd | G S
dza STdzZf KSNB (2 RNI g dzll2y w2alfeéey 5SdziaOKSQ

P

Q

QX

related art; the firstq assimilative- model, would insinuate work into a site, in a ron
challenging way that sits at easethin its environment. The second model would place
work that somehow offers a more challenging and potentially uncomfortable relationship

with its surroundings (Deutsche 1996).

In this respect it is important to stress that the signifying function of éte=ulptures is

affected by their specific placement in this reception area. Reception areas are places for
YSSGAY3 YR INBSGAYy3AZ YR 2F0Sy F2NI gl AlAy3Ta
works best here, for the business of this space mutationcY2 Ay 3 2y Q 6, SS | yR

5

10 efebvre sees the city as the space wheretatipm actsout its operations and hence his writings on the
productionof spaceincludingWriting on Citieg1996) are quoted by many architectfMiles 2000: 166).
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Ddza il Fazy wmdpyoY pyvd . SS FyR DdzalGl Faz2y 32 2y (2
materials lets visitors know whether this is a formal, strictly business office (hard seats) or a

Y2NB AYyTF2NXIE Wi S2Ta LEASODSOPHERFND I0OufaKQA 2 y&IWIK o6, SS
1983: 163). Inthe case af[ S Qa 3 S (ithe@&tiveFsdMNHe scolptuBes dmuple

the association with business. The size of these sculptures is deliberately chosen to be

slightly too large to read agushions and slightly too small to be used as beanbags. While

they can function as cushions, the uneasy scale and the inclusion of the cords and cord

stoppers lend them an awkwardness that disrupts their reading as straightforward

cushions. Whilst the faixs and the softness of the sculptures are designed to remind the

viewer of home and leisure the scale of the sculptures provide a counterpoint to this, a

tension that highlights the separation that many employees feel between work and home

and disrupt (ad potentially augment) the usual exchange of roles in this space.

¢CKS AYRAQGARd $0 @D dA &l ,dxdige M FoR izl ia befm®\ved, also

have a nomadic quality which echoes the itinerant nature of users of the receptiorgarea

staff and visitors that are moving through (with the exception of the reception staff and

security guards). The portability of these pieces is evocative of the beanbag or cushion

which is one of the strongest signifiers of leisure connected to furnishingsefativie

Yalienation turns all of life into an abstraction (such as the division of life into the brutal

2Ll aAriaSa 2F 62N] FYyR tSAadNB0OQ d6aritSa HannyY nwmc
dzy aSGGES GKS LRt NRAI GA 2 gthecdmpewsyds inwhicR f SA &4 dzZNB 0 &
ddzo2S0ia SESNDOAAS GKSANI LRGSYyGALFE G2 6S SYI yOALN
Perhaps the everyday qualities of thie] S Q& 3 S (isculpirésF(tReitAstoTidtiGné

with the beanbag and the use of home fughing or clothing fabrics) highlight the

LRt NRaAFGA2Y 2F $g2N] YR fSA&d2NE GKIG [ SFSoONBE N
through the insertion of these sculptures in the reception area of Aviva where the re

organisation of the public space lrough decoration and ornamentation.
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Figure 2.22q SG Qa 3IS (¢ OIKZFRANTINIOLIKSS R dpdintiAgat AvivaD A £ £ A |y
London.(Horton 2013)

/| t A0S 9RgIFNRaA ARSYUGAFASE GKS F2ft2gAy3 Fdzy Ol

representingcollective identity, b) signifying place, c) creating distinction, d) being a symbol

2F 420ASGeé3X INRdAz2I SGOPr SO LISNE2YIFfATAYy3a &L

some of which inevitably overlap and are recognisable in the writings ef Bembrich

OMPT PO T WFHYSE ¢NARfftAYI OonHnnoo SydRd 53R R . NB

comfortablé Yl 1 S& dzaS 2F I ydzYoSNI 2F (KSasS FdzyOid A

associated with leisure and/or home furnishings allude to place but theséisig placed

out-of-O2y GSEGET Fgle& FNRBY K2YSs 3IA@S GKS LASOSa

Denim, for example, in its capacity to hint at leisure/personal space along with upholstery

fabric that would be more fitting in the private sphere ratitban the public, corporate

counterpart, disorientates the viewer and reminds them of their identification with home.

Of the numerous functions ascribed to it, it is the social aspect of decorsit®ability to
suggest belonging, class and stafuhat is being explored further here. Related to these
social aspects Tim Dant writes:

The things we make, appropriate and use are a manifestation of social forms while

I faz2 &KFLAY3 (KSYXoo! ff 2062500a +NB az20Al
extendhuman actiorandmediate meaning® S 6 SSy KdzYlI yaXx2o02S0ia
by a culture which defines what certain types of things @afDant 1999: 13)

GIFyiQa AdlfAOa
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WSFSNNAY3I (2 ad0dNHzOGdzNBa 2F AYGSNRA2NI RSaiaday WSy
fuy AGdzNBE 2FFSNAR | FLFEAGKTFdzA AYF3AS 2F GKS FFYAEALIS
pieces of furniture confront one another, jostle one another and implicate one another in a

dzy Ade GKIFIG A& y2G a2 YdzOK aLJ (1B)Baudkllard Y2 NI £ Ay OF
ascribes to the furniture anthropomorphic qualities and spatial relations that are directly

linked to the social hierarchy of those who use the space.

As well as the arrangement of furniture Baudrillard describes the way the design of

fdzZNYy A GdzZNB | FFSO0Ga GKS a2 O0Al gpoWdonsetteshvaah 2F | &Ll OS
sofa or easy chag invariably lay the stress on sociability and conversation, promoting a

sort of allpurpose position, appropriate to the modern human being whiekethphasises

SOSNRBGKAY3I Ay GKS aAGiAy3 LRaddzaNB GKIFIG adza3asada
argues that moral overtones are gone: confrontation through direct gaze is eliminated or

made impossible with this kind of seating.

Figure 2.3: One of the artworks from the seriés[| S Qa 3 S (beityudedida NI I 0 f S§
conjunction with the furniture at Aviva, London. (Horton 2013)

W¢KS NBFHfY 2F 202S00a O2yadAaddziSa I f1yRaoOl LIS Ay
furniture being part 6 any action within that space (Dant 1999:121). Hence the artworks

placed in the context of Aviva become participants in the dynamic between visitors, Aviva

a0 FF FyYyR GKS SEA &G AdzaF AzNY A dzRINEREdhe ¢ MFEE@a WaRNIHIE $ Q
corporatefurniture and provide a shift of emphasis that moves decoration from a passive

position to one that actively challenges the relationship of work to home life.

The main component of these sculptures is fabric, with other embellishments such as cord

and cad stoppers, ribbons or elastic. Yee and Gustafson refer to upholstery fabrics as
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WSEGSyaArzya 2F Oft2GKAy3 GKIG RNBaa GKS Nep2Yo®
Gustafson 1983: 212). This link to clothing is one of a number of ways intivegshpieces

relate to the body and of the importance Bourdieu places on the body in its expression and
experience of habitus. Secondly, the pieces invite touch, either through the tactile quality

of the materials, through the suggestibility of the corcisfdstoppers or through other

fastenings such as the braces. Thirdly, the slight crescent shape of the scaigptatiem

the capacity to curve around the body of the user.

The techniques used to make these pieg@sachine stitching, hand stitching drso ong

are skills that are held by many. Often associated with craft, the act of sewing is one that

Oy NBFIRAfE& FAG f2y38ARS RS /SNISIdz0a SEI YL
and walking. Compared to some art techniques such as castiagh 363 A-a | WYy 2y
ALISOALFEAASRQ I Ol A DA (-éff, haridinaile, piefes Goiit@ist WiththeS 2 F (1 K
massLIN2 RdzOS R T dzNJ A (i dzNB LI | OS Rraffed/artéfa@td idvhd@a NB OS L
the formal, machinemanufactured space as a riposte to thierarchy of the building and

its occupants, and like the visitors in the reception area can only be there on a temporary

basis.

Although the use of soft materials is no longer a surprise in the landscape of contemporary

art some of the writing of Maxdgloff around the poetics of softness (1970) and in

particular the soft sculpture of Claes Oldenburg still rings true when viewing the use of the

a2F0 YFGSNRAFfA |3FAyad GKS KIFENRySaa 2F GKS O
Writing in the 1960«Kozloffargud i K i Wa2F iy SadaQ KIFIR LINBOA2dzaf
sculpture due in part to sculptural predecessors that emphasised the permanent, fixed and
enduring qualities of, for example, stone or metal. Kozloff writes of soft sculpture that it is

moref A1 St& (G2 NBaSYOtS WFIGAIdzST RSGSNA2NI GA 2\
(KS ylGdNIt O2yRAGAZ2Y GKIG LA ta 02RASAE R24Y
a0dzf LWAdzZNB A& Al gAftft dzyl @2ARIFIo0ft& S$@R1S G(KS K
more elastic, provisional, can be squeezed and yield to touch. He argues that these
jdzt f AGASaAa SEGSYR (2 GKS GASHSNI WGiKS LI2aaA0AT
R2ZYAYIFGS £t YIFEGSNALFE OANDzf SHIENAOSZ VT BANRI 62
pieces also privilege a freedom from the formal and rigid aesthetic of this global business

and reassert the importance of the haptic.

69



In additionto the pliability of the artworks it is the details of each artwork that are

important asthey give each a particular character. The piece using denim, for example, also

uses a white and blue striped sweatshirt fabric (often used in Bre#irirts) and tape
0§KNBIFRSR (KNERdJAzAK WoeSighthand $ide i Elfure @. p4Srighalydh SOS 2
designed for worlkvear in the 1870s, the widespread wearing of jeans stems from a surplus

of WWII utility wear (Bonami, Frisa and Tonchi 2000) and now denim is more readily

associated with leisure. (There are many instances of civilian dress béiremaogd by
YAEtAGFENE Of20KAYy3 YR @GAO0S @OSNAEI X AyOfdzZRAY3
the military, for example the Norfolk Suit (Tonchi and Greco 2000:)IB&.transfer of

military and workwear into everyday fashion is another exagidlthe blurring of

Sy 42N} IyR tAFTFSd0 'a {GS@S
N

02dzy R NAS&a o0SisS
O2yalLlAOdzzdza Fa R
| AP Qazr 2Slkya | NB

Figure 2.24Detail of two of the piecesfar [ S Qa 3 S (lat AvRayFo@ddidi 6 f S ¢
(Horton 2013)

Dant (1999) makes an excellent analysis of jeans as the antithesis of the suit. Jeans are
made of cotton (vegetable) compared with wool (animal); have a fixed design rather than
being tailored; have visible as opposed to invisible seams; have no presssds;r and
whereas jeans generally reveal the form, the suit (especially the jacket) covers it (Dant

1999: 103). Denim jeans are now the most ubiquitous item of clothing in the world, with

FtY2ad KFHEF 2F GKS ¢2NI RQa Lixeddzhel(Millerayd OK2 2 3 Ay 3

[j

K

Baary3ad dzLlQ o. &t Se mMdbpmMY McTO
2yt e f A1 StiogeinladhoriyS 62Ny 2y 2 0C

Woodward 2007)perhaps because, as Dant poiotst, Y KS F2N¥Y 2F 2SIk ya R2Sa
aUGNRYy3 O2yy2iliAaz2ya 2F Oftl aaz aSE 2N SOSy ylLiAzy

70

S

w

e f
I.

lj

y



Another of the sculptures uses the colours of pibstotes and fluoresent highlighter pens

(see Figure 25). Ubiquitously found in the office, the use of these colours playfully

RAANHzZLIG A GKS Y2NB &a20 SN ikl drdicield acdessible A O Qa
and useful and unlike some other office accoutremehtsy are used from the top to the

bottom tiers of most organisations as aide memoires, for lists, for brainstorming and

grouping ideas and are often used very creatively by individuals as time management

systems. It is also part of their effectiveness agsign that they stand out from the usual
monochrome of the dayo-day office. (Posit notes feature again in artworks described in

Chapter Four.)

Figure 2.25Studio shotofi [ SG Q& 3 S GarthiokY(HodwI2a13) £ S ¢

The toile de jouy piece (sa lefthand side of Figure 262 has upholstery as its main
emphasis, the fabrics all being relatively expensive, heavy in weight and made of wool and
linen. Toile de jouy traditionally depicts a complex working scene, often pastoral in nature,
as is thecase here. Originally from France in the maighteenth century toiles soon

became popular in Britain. More recently a number of artists and designers have adapted
the toile de jouy using it as a vehicle for alternative illustrations or designgrous

Beasties (Figure 2.2jJ, for example, have rdesigned the toile to depict various cities
including London, though without the idealised romantic scenes, depicting instead scenes
of homelessness and disafftion. Renée Green (Figure 22 Uses the toile tdackle ideas
around class, race and colonialism, pink flowers alternating with pink vignettes of images
F2dzy R Ay 52 Y AThalnags of ReSBlaaknyWestend1989).
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Figure 228 ¢ g2 | NI g2NJ] & LIK2 G2 3INI LK Siet manggeniekt S
and CEO suite. (Horton 2013)

Figure 2.2@: Timorous Beastidsondon Toile  Figure 2.2B: Renée Green in collaboration
(2004) (copyright Timorous Beasties) with The Fabric Workshop and Museise-
www.timourousbeasties.corfaccessed enscene: Commemorative Toftetail)
13.2.2014). (1992) Hand silkscreen on cotton sateen
http://www.fabricworkshopandmuseum.org
(accesse@2.1.2014).

The piece seen in the right side of Figurebdi2es a number of faux materials including
gold lamé and gold cord as well as fake tiger fur. As with others in the series it alludes to

the vagaries of fashion and differences in taste. In this instance the pieces are

photographed in the reception areadfK S / 9h Q& &dzZA 1S3> (G KdzA dzy RSNXYAYAY

usual sense of decorum and status within this space.

Each of the five artworks designed for Aviva featstepes in some way (Figure 2)28

either through furnishing or dress fabrics. Stripes areresting for a number of reasons,
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not least of which being the role they have played in defining groups. From as early as the
medieval denunciations of the Carmelifatripes were worn by those who sat outside the
social order because of their ability toark out the individuals who wore them. However,
despite their early associations with the marginal and outcast, stripes have since enjoyed a
more prestigious status, playing a positive role and remaining enduring motifs in
furnishings since the impact dfe Industrial Revolution in the 1770s (Pastoureau 2002:

54). In the highly influentigdbrammar of Ornament My pc 0 h ¢Sy W2y Sa adlt
SNV YSyd &aK2dAR 068 o6ladSR 2y 382YSANRO O2yadN

(Vo))

chevrons continue to be popularntd the early 2% century.

=
=
=

Figure 2.28Details of striped fabricsfrol [ SG Q& IS (HOBNY2BIBINII | 6 f Sé @

wll””;;m- //,

In more recent years the pinstripe is a pattern that in clothing again unites a social group,
this time as a sign of industry aacdmmerce. Usually an understated or subtle stripe, the
earliest examples of stripes in the business suit have been in evidence from the second half
of the 18" century. Alastair Sooke (2011) describes the suit as both a fashion item and a
uniform and althagh the pinstripe suit straddles the worlds of business and leisure it will
usually place the wearer in the context of the workpladee $culpture seen in Figure 2.29
uses a pinstripe as its main motif, accompanied by striped cotton commonly seen & shirt
The channels are made of pollat silk and threaded through the silk is red elastic with
metal brace clips at the ends. Overall the stripe is used as a semiological link between the
domestic and the place of work and can be seen to work in combinefitbrnthe other

pattern motifs to hint at labour, luxury and leisure, all three of which are bound up in issues

around class and status.
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Figure 2.29Studio shototi [ S Qa 3 S Gart@ozkY(HoRdwRA1Y f S ¢

Although suit fabrics are normally flss flamboyant than the stripes in upholstery, in

MpcH FdzZNYyAAKAY3I FlLoNROA 6SNB dzaSR F2NJ 6KS RSaA3dy
in areas of London (Sooke: 2011), Sooke arguing that the use of alternative fabrics was able

to challenge tradionally held views of gender and sexuality. In general, however, the

stripe in business suits is far more gendeutral than other patterns, with more

FtlrYoz2elyd LI GGSNya adzOK a FE2Nrfa dzadad tte& o0SAy
shirt, neckte or handkerchieff 2 NJ SEI YL S0 2NJ Ay (KS adAadQa tAyAy.
polkadot silk and the red braces signify areas where the suit may be enlivened with other

patterns and colours (see Figure 2.19 for detail). In the context of the sculptuye the

LINE GARS +y WFEOOSYyidiQ 2NJ FSF{dz2NBE FYyR 2FFSNI RSO2 NI

Summary

This chapter began by considering the ways in which value is ascribed to objects and how

0KS LRRaaSaarzy 2F OSNIIAYy 202S0Ga &sigh OF 6Saz I OC
2F I LINAGAE SISR LRAAGAZ2Y Ay &20ALf aLl OSQ 6. 2 dzNF
WKIFoAGdzaQ YR WFASERQ GKS OKILWGSNI RSAONAOGSR GKS

exists in a dynamic relationship between the habitus on the one laadthe field on the
other (the field being any number of contexts or settings within which the individual is able
to express a preference). Bourdieu argues that it is the everyday choices of cooking,

clothing, decoration and the like, that reveal the mdsepad S| 1 SR WRA&LR aAdA2yaQ i
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0KS dzyO2yaOAaz2dza dzyAide 2F OflFadaQ 6. 2dz2NRASdz ma
offices in London and Norwich, the ways in which class and hierarchy are made visible

through objects, décor and the buénvironment were examined.

Informed by this analysis, strategies of play and the suggestion of theaBwagand in

the actual placement of the artworks [ S G Q& 3 S {, dishuebytTaddNditaten T1&s$

and the stratification of rolesthatarespeA FA O (12 (GKS g2NJ LX | OS 4 !
¢KS LI NLAOdzZ I NJ aLJ OS 2F GKS NBOSLIWiA2Y | NBI Xz
provided a place for the transformation and possible displacement of roles through the
FRRAGAZ2Y 27F &dOdzf LJG dzNJ f WLINE LJa

a[ SGQa 3 S (lusdd@ apprapNdied detoftive forms, from the overall form of

the artworks and their approximation to a cushion or other appendage to furniture, to their
individual features the decorative fabrics and cords that are usede¢mind the viewer of

home. Their placement on or adjacent to chairs and sofas immediately reinforced the

connection to a cushion, a symbol of comfort usually associated with the domestic.

However, the affordance of the cords and cord stoppers, the csland patterns of the

fabrics and the awkward size of the sculptures prevented them from being perceived as
OdzaKA2ya 2yfeéed ¢KSe& YIRS dzasS 2F | WONIO1Q Ay
/| SNISFkdz mdpynY o710 | YR dza@id) orka8codande tadtieiy | a | Y

the formal, alienating space of the workplace.

¢CKS LI IFOAY3 2F INIg2Nyla 2y 2N FR2FOSyid G2 OK
begun to highlight the properties of chairs in relation to use and symbolic valuptéZha

Four will look more closely at theories of the everyday and the way that chairs, as

ubiquitous features of everyday decoration, can be used as a site for further playful
AVGESNDSYGA2Y A 02K -dIKNRAEKQ ORH @ ¢ EModths RS TENS A
use of pattern and motifs, the examination of the cloud motif in the environs of a busy,

industrial laundry, will be presented in Chapter Three.
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Chapter Three: The Deviant Cloud: Shepleifting and
Repetition atBerendsen

Introduction

Chapter Twalescribed the way decorative materials, in particular the use of cloth in
sculptural interventions, could be used to highlight and redress the clinical and corporate
signs of status in the context of th@ork environmentof a Modernist office ock. In order

to test the potential ofdecorative artworks furtherthe aim of thesecond case study is to
explore the use of a single motjfin this case the cloudand the repetition of that motif to
create a pattern that can function as a metaphor diesire and escapism in an

environment of repetitive labour.

Having completed the project in Aviva | was keen to find an alternative type of workplace

for the siting of artworks. Reflections upon clothing and also on bales of cloth (Figures 3.1

and 3.2)prompted a search for spaces that either manufactured or serviced cloth, hence

making contact with the industrial laundry ch@erendsenTheshapeshifting nature of

the cloud can be seen assgmbol ofthe changing state afloth and clothingasit

progresesthrough the laundry, as wellasamentallaii @ OK2f 2 3A OF f WALl OSQ F2NJ
working within thelaundry. WWhen used as decorativepattern that is repeated at various

locations on sitét becomesmatter ¥ 2-dfzliJf  OSQ | yR A& | édndraise2z RNI ¢ | {0
awareness of the potential for alienation in repetitious labasrwell as disrupting the

industrial environmentA semiotic reading of the cloud in tkentext of the industrial

workplace continues a close reading and understanding of the ni@turroundings of the

worker as developed in the example of Aviva and the way these surroundings can contrast

with the various meanings of the artworks.

¢KS OKIFLIISNI O2y il Aya (62 YIAYy &aSOGA2y&ad t I NI hyS
theCloud> o0S3AAya gAGK I ONAST RSAONARLIIAZ2Y 2F GKS 2L
one industrial laundry owned Bgerendserand will consider how the particular features of

this workforce and location work in conjunction with the motif and repeated udbef

Ot 2dzZRd® t I NIl ¢¢2> W. SGi¢SSy tIFGGSNY FyR [ 062dzN)Y 58S
analysis of the artworks made for Berendsen and is structured around thheadings:

Expansion of Vision; Repetition of Pattern and Repetitive Labour; Shfatter(s); and

Physical and Conceptual Projections. As discussed in the case of Aviva in Chapter Two all
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spaces can be argued to be ideologically laden (Lefebvre 1974; Deutsche 1996) and any
intervention into these spaceasan be interpreted as a form gblitical intervention
(Mouffe 2007). As the walls of the workplace become rdase that can support the

artwork, the artwork itself becomes a space for the projection of imaginings.

The theoretical research relating to production, labour and tastehap@r Two remains
pertinent to the analysis here. However, additional theory using semiotics and further

references to relevant artists, especially in relation to motif, surface and cloth, are also

explored.

. 7
)

Figure3L:a [ St Q& 3ISGinn&® Y Figure3d v Sdi Q& 3ISh ode?2 YT
(Horton 2013) covers (Horton 2013)
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Part One: Observing the Laundry and Considering the Cloud

Berendseris a European textile service business employing 9,000 employees working at 60

sites in the UK. The Berendsen laundry at Fakenham, Norfolk (formerly known as

W{dzy t AIKGQUO SYLX 28SR wmnn adl ¥F -bultbwo-i KS GAYS 27F ¥
A02NBe o0dzZAf RAYy3 K2dzaAy 3 I-plah offisdd 8nd rethildzy RNE  Ff 2 2 N
cleaning serice that also serves as the reception area for visitors to the laundry. The

YIyFr3aSNI Kra +y 2FFAOS 2y GKS FANRG F-22NJ FR2l OSy
OFNBQ dzy Al GKIFG 6l AaKSa AGSYa NBljdzANKty I | Y2NBE O2
the laundry.

Figure 33: External shot oBerendsenFakenham, NorfolHorton 2014)

Fakenham is a country town with a population of around 7,30 originalaundryin

Fakenham was founded in 1901 and for many years was a small domestic laundry. By 1957
its employees had risen to 45 and over the years it took in larger amounts of clothing
connected to the food industry, thus requiring it to become more exactingikevtels of

hygiene demanded by such industries. The modern Fakenham laundryafgdabecame

one of the pioneers of garment rentals to the food industry and by 200 dnebined

laundry and rentabusiness had a yearly turnover of £6,000,000e Fakenha sitenow

processes up to 450,000 pieces each wieekudingtea towels, table cloths and floor mats,

I www.berendsen.co.ukiccessed 31.5.2015
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as well as work garmengaich ashef whites, higkvigbility jacketsandoveralls The

business was sold to the Sunlight Services DivisitimedDavisService Group Plechanged

its name to Berendsen in 2013 (Goodliffe et al 2010: &468)is now a FTSE 250

company?. Of the staff at the site in Norfolk around 100 work on the main laundry floor as
operators, approximately 15 staff are administratorg;luding service managers and

quality managers, and another 25 are drivers. Throughout the time of this research the
laundry was undergoing major refurbishments aftectinga number of staff

redundancies.

At Berendsen, as well as the laundry of tea ttayéable cloths and floor mats, the majority
of objects being washed relate to the body and, in particular, the ladyork ¢ uniforms

and overalls of some kinome of these are even worn by the workers in Berendsen itself.
Cleaning of cloth/es isr@ear universal process for individuals and this activity provides a
link from the domestic through to the industrial scale of Berend€dath is the connection

between the Aviva sculptures and the products that are serviced at BereliBHggpme 3.4)

| N
Sial- S =
IR RN 1// PREPAR
D, iaTeooee
N T 7 o
Pt

Figure 34: Trolleys of clothBerendsen(Horton 2014)

Soiled items are delivered the site sorted by colour and cleaning requirements and
taken through a number of processes to be cleaned, dried and, for some articles, pressed.

The items arrive dirtyand untidily bundled and leave in neat, orderly and clean stacks.

2www.stockchallenge.co.ufaccessed 9.3.2017)
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Whilst machines do much of the cleaning, drying and pressing, staff at the laundry are

often loading and unloading the machines, sometirnae piece at a time (Figure 3.5).

Figure 3: Berendsen staff placing individual items on a machine that washes and dries
each article (Horton 2014)

Encountering the Site

Having negotiated entry to Berendsen (more of whicHiscussed in Chapter Five
photographs andReflective Journal entriggecord initial observationsf the laundry The
laundryhad very little by way of a decorative scheme and what there was probably dated
from the 1980s (Figure 3.6). Maybe it was coincidental that some of the machines and the
walls in the laundry were the sarturquoiseblue colour as the benches in the canteen
(Figure 3.7) and the only decorative elements were fake plants on the stasmeeome

motivational posters that had been chosen by the manager (Figuré33.8).

B Unlike Aviva who has established a substantial collection of artworks, even inviting artists to make
work for their premises, Berendsen at Fakenham have no such collection of artworks or any history
at this site of artists making work for their premises.
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Figure 37: Laundry canteerBerendsen(Horton 2014)

Figure 33: Décor at BerendserfHorton 2014)
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What was interestingn thefirst visitwas the riot of colour and pattern that was evident in
the laundryfloor area (rather than the offices) that was not intentionally decorative but
part of the functioning fixturedittings and cloth/clothingof the place.

The colour in the place is significant: signifiers of all sorts, from the clothes that

are being landered themselves (pristine, clinical; the cleanliness of the chef

GKAGSE Ay (KS WK I akrangd aNEIorekcbidBdrey strpesii KS KA I K
of the orange overalls to signify warning or highlight visibility), to the coding of

systemg; the trunking of electrical cables, the hot air, steam, waste, etc.; the

ducts in the ceiling all have their own colours. Bags are coloured to indicate

whether they are chef whites, or are from different companies.

Orders/pieces/batches are allocated coloured cardati 2 6 K2 g Tl NI §KS@ Q@S
progressed within the system (excerpt from Reflective Journal 4.7.2014).

Almost without exception the colour and pattern is significant, that is to say that it
functions to signify something about the processual nature of the wehiether these are
the coloured flags that mark batches of laundry fwe postwashing, or the coloured

trunking in the ceiling that markée electricity supply or the air conditioning (Figure 3.9).

Figure 39: Coloured trunking aBerendsen(Horton2014)

What has surprised me is how much colour and pattern there already is and what
LQY NBAaALRYRAY3I (2 Aad K2g (2 KAIKEAIKAG (KAE
celebrate it and raise awareness of it but b) highlights the repetitive nature of
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Figure 310: Coloured lot card®erendsen(Horton 2014)

The visual systems that were in evidence for sorting and tracking items as they made their
way through the laundry (Figure 3.10) were visually pleasur@blhe outside eye) and

would become the focus for later collage experiments.

In the laundry itself it was noticeablew little floor space thergvas @lue, in part,to the
refurbishment of the space to allow for new machingeffhe limited space madhe

placing of ay sculpturalartwork problematic and, obviously, anything that would impede
the main functioning of théaundrywould also be ruled out. Thus, due to safety and
operational restrictionsthe most obvious interior site for any proposed intention would
be the social and rest areas within tfeindry¢ the canteen, for exampleyr the garden
area However, the more challenging option of placing work where it might be least
expectedwould bewhere it would achieve its greater potential to cest and disrupt the
appearance of the workspagctnereby aiding the efficacgf the artworks. This could be

effected through walbased interventions only.

14 1t is important to state that apart from a few weeks as an undergraduate student, where | worked
in both a food factory and another making soap products, | have never worked for long periods in a
setting such as this. Later in the thesis | will talkwgbray role as an artist in this setting, but | am
cautious of making presumptions about the working conditions in Berendsen, other than those
based on my observations.
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The Cloud; A Polysemous Motif

Anothernoticeableaspect of the maitaundrywas the lack of daylig and the

predominance of artificial lighting. This seemed in marked contrast to the location of the

laundry: each time | made the journey to and from the laundry | was acutely aware of the

broad, open vistas of Norfolk. The ewdranging skyscapes corgtad sharply with the

windowless aspect of thiaundryfloor at Berendsen. It was this, in part, that led to the use

of the cloud as the main motif within the artworks made for Berendsen. The motif of the

Of 2dzR FyR al1eé& ¢l a I faz2Kk{adIN? YadBdRimisemiti NUKS2 % I YS W{ dzy

evident in many places throughout thaundry.

The potential for interposing artworks at Berendsen lay in creating a surface that would

carry patterned motifs, as well as repeating the motif in various locations within the

laundry. A motif can refer either to a recurring decorative fooma recurring theme or

idea. In this case the motif of the cloud is used both as a repeateddodas a repeated

idea. The specific cloud used here is tinulus humib (Figure 3.1}, probably the most

recognisable of cloud shapes. The cumulus changes shape rapidly and is unlikely to last for

more than ten minutes or s(PretorPinney 2006: 28 L y 1 SNBa G Ay 3f &3 WwWOdzy dz dza Q
g2NR T2N WKSI LIQ I yR ¢ AyjHackedishaper(Prét@innéyR00& 2 G 12 Y I YR
21) echoes the stack of inner cushions frani S (i @aY TRNi|jFiglet3$) &nd the

manymounds of laundry that are stacked in Berendsen.

Figure 311: Cumulu$siumiliscloudswww.wijla.com(accessed 15.7.2015)
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w2fFyR . I NIKS&a | NHdzSa GKIFG WwWrHEt AYIF3IS&a | NB
AAIYATFASNAI | WFE2FGAy3 OKFAYQ 2F aA3dyATFTASRaA
(Barthes 1977: 38 Each signifying aspeof an image has both a denotative and

O2yy20Gl GAGS St SYSyl aanstedbnd the syhibéliSimdgd G SNI f A Y|
02 y y ZBarghBs1977: 37 hus the literal or obvious first meaning of an image of a

cloud is that of a mass of vapours that igiséloating in the sky, but it also has the

potential to connote a number of associated symbolic meanings. Images that are replete

GAGK LRGSYGALFE O2yy20l A0S AAIYATASNA | NB N
34).

When discussing théhetoric of the imag€Barthes makeclear that these connotative
AAIYATFASNAR INB y20 Wyl ddz2NI £ QX y2N I NB (GKSe& |
2F 1y26ftSRISY WLINI OGAOFE X yIFGdz2NF £ 2 Odz GdzNI f =
broughtA y (i 2 | (BérihdsI297 2 &bPrét@Pinney (2006yathers many of these
WieltlSaQ G23SGKSNI 0GKS Of2dzR & Yy AYGSNXYSRAL
furniture of the gods; the cloud as vehicle for simulasegking and so gnSufficeto say

that the reasons for using the cloud in the context of this artwamid this locatiorare

various and where necessary will be described in reference to each individual artwork.

The use of symbols is common to many Surrealist painters and the cloud and sky maotif, in

LJ NG AOdzZ F NE A& dzaSR SEGSyaragsSte Ay wSysS al 3N
with domestic interior signifiers such as curtains and screerse BealMonde(1962)

(Figure 3.12), for example, interior and exterior are conflated through the use of a sky

painted flat screen in the shape of a tibdck curtain against a background of painted sky

OUKS AYLX AOFGAZ2Y Aa (K lplatfori of pdledbludl KnSidedsNaB I £ Q 4 |
theatre, of interiority and of the mind are all inherent in this image and the plain blue tied

back curtains introduce the domestic as well as the theatre. The cloud refers to both the

WNB I £ Q SEG SN ot dai the fiatdess of thisRiStddial Spkcé hints at an

inability to escape, linking to the windowless environment of Berendsen. (The allusion to

theatre and the compression of the pictorial space in this image echoes the $wemg the

curtain inteNI Sy G A 2y  RNI g A séc@ptidnanea (Fighre 2112 well 861 A y

presagngli KS dzaS 2F | OFNLISGSR LXAYGK & F NI A&SFK
exhibition at EAST Gall&H} (see Figure 4.22

85



Figure 312: René Magritte.e Beau Mondél962)www.sothebys.confaccessed 10.7.2015)

According towriter and criticRebeca Rosen (2011) the cloud is significant as a shapeshifter,
a symbol that can represent change itself because of its ethereal anelldfasing form.
Hence it immetaphorthat is able to be used as both a positive and negative signifier. A
white fluffy cloud against a pure blue sky evokes optimism and escape, but introduce a
greyness to it, or increase the quantity of the clouds, ey begin to pose a threat. In

fact the cumulus is associated with fair weatlggt is only when it expands into the

cumulus congestuthat it has the potential to deposit rain. As a symbol the cloud is easily
recognisable and assimilated. The fact tiiaian be a symbol for dreamsi@ change as

well as threat ma& it complex enough to use as a patterned motif in toatext of the
Berendserwork environment (Also, of course, there is the cloud as a form of data storage
which was a particularly useful reference for artworks placed in the office as will be
discussed later.) Maybe it is the accessibilityhef cloud as a sign that haststself to

aphorismssuO K eledly cldtid has a silver liniQgb

Shapeshiftingisthe metamorphosis of one form into anothdn fiction and mythology this

might involve a change from human to animal or vice versa. In the case of the cloud the
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cumulus can alterinformquiclly G Kdza Fff2¢gAy3a AlG (G2 aédvYoz2fAa!
is the ability to see shapes in external stimuli such as clouds and it may be that Rosen is

referring to thisalsa Either way itisth®f 2 dzZRQa | 6Af A& G2 | aadzysS 7F:
imaginationof the beholder or in the suggestion of alteration and the affordance of hope,

dreaming, escapism, and so on, that makes it such a seductive receptacle for meaning, a

NAOK 2NJ WFdzf £ Q aAIYAFASNE (G2 dzas . NIKSaQ SE

This transitional aspect of thedoud, and the contrast between the shapkifter and
repetition, is mirrored throughout the laundry in the transition between the chaotic
mounds of material to finished, folded pieces, where the cloth is changed from dirty to
clean, crumpled to pressedisibrdered to ordered. The cloud and its repetition throughout
the laundry is a reminder of these repetitive but shaghefting aspects of the work at
Berendsen. Interestingly, the cloud resembles a soapsud in both its appearance and its
makeup. Thusin true pareidolic fashiommight the clouds appear to be soapsuds
fomenting and agitating, as they do in the oxgized washing machines? Clouds, of course,
contain water, which is the main raw material used in the washing of the pieces/items at

Berendsen.
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Part Two: Between Pattern and Labour: Decoration and Repetition

CloudBusting digitalprint on acryli¢ Hi-Vis Cloudsdigital print on cotton installed
installed on the main laundry floor at the far end of the main laundry floor

Coulddigital print on acryliénstalled in
reception area

Dream Clounheon, installed on main
staircase

Head in the Cloudsligital print on vinyl A Break in the Clouddigital print on silk
installed in the office installed on the main laundry floor

Figue 313: Sx artworks installed aBerendsenFakenham(Horton 2014)
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cloud, introduced in various places, could this be a way of covering something both
physicallyand politically to introduce an element of disruption that would raise questions
for the viewer about the nature of their workplace and the repetitious activities

undertaken within it? Could the pattern and the colour activate the space, the shapes and
forms shifting and altering across the space, much as clouds move across the sky? And

much as the bundles of cloth move through the processes harnessed in the laundry?

Thepreviouspage Figure 313) features all six of the pieces installed in the Norfolk
Berendsen laundry indicating thedpecificlocations on site. Theswill be discussed in

detail throughthe remainder of the chapter.

Figure 314: Proposatirawing forBerendsen Figure 315: Proposal drawing fdserendsen
(pencil and gouache on photocopy) (pencil and gouache on photocopy)

Figure 316: Proposal rawing fd@erendsen Figure 317: Proposal drawing fdBerendsen
(pencil and gouache on photocopy) (pencil and gouache on photocopy)

Ininitial proposal drawingslouds werepainted onto overalls and ctisvhites that were
paradedthrough thelaundryon a suspended conveyor béRigure 3.1%or painted into a

puddle (where mess becomes something drel#ta and beautiful, not something to be
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cleared away)Rigure 3.1% There were @ clouds painted on the floor like an alternative

carpet fFigure 3.1%and cloud sculptures being ci&a onthe conveyor beltEigure 317).

WLE Aa LI GISNYZT Fa w9dzaASye 2AaA0120a1é AYLIE ASR I yF
determinesintelligibility in a system; and it is fantasy that shapes the character of the truly
YSEYAYyIFdzAd LI GGSNYA Ay KdzYihtieseOnNi# expekingehtsi @ Q 62 A (1 2 ¢
and Photoshop adaptations the pattern is used to disrupt systems (Figurga®d ®

undermine the intelligible order of the laundry.

Figure 318: Photoshop proposarawing forBerendserwith the pieceCloud Busting
visible in the background

I O2YLI NR&A2Y Oy fad SnendiikiBat defct pat®ind made using her

personal everyday items (Figure 3.19re, these intimateobjectscollide with

technological suggestions to creaté@a@® OA I f O02YYSy (i 6AGK aiNRy3d FSYAY]
paraphrase such systems of communicati@circuitry or diagrams, and to bring them into

tension with a supposedly decorative world of poetically useless pattern creation, is a

feminist and a countercultural project for tteystems ag@Witkovsky 201354). In the

environment of an industriakorkplace the repeated poetics of the clowh apparently

arbitrary and useless/functionless maqtiforks in contrast or tension with the

instrumentality of the communication systegthe labels and so onthat are so visible in

the laundry.
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Figure 3w Y . St ISwarch &f Snaj2FRadtenersli964)
snap fasteners on cardboard
www.london.czechcentres.¢accessed 10.9.2015)

The relationship between figure and ground is crucial to pattern. Inofitke Berendsen

pieces the cloud sits on a blue background and it is the blue that signifies the open space of

tKS a1@® Ly al NEKFff aOf @diKEFyQ@ao a’0 K&K lays RM gizyn G 2
announces the importance of the figure (medium) in combinatidgin the ground

(context) arguing that the message can only be fully understood when considering the

context in which it is placed.ndther way of looking at figurground at Berendsen is that

the whole surface of théaundrybecomes the ground on top of whithe artworks are

L F OSRZ a2 (GKS FTAIdz2NBE KSNB A& lauhday@allsiFoS | NI g 2
McLuhan itwould be the silk material or the neon glasscombination with the siteéhat is

as importantasthe motif of the cloud or skyscaplt willalsobe their existence as

artworks in the context of théaundrythat gives the pieces theagency

The neon piecddream Clouds the only artwork where the cloud appears as a single motif.
Here,fluorescent lightings usedo produce an istantly recognisable cloud motif (Figure

3.20. This is the linear outline of a cloud depicted in glass and containing gasses. The neon
is both pleasurable and industrial, both art material (ref. Dan Flavin and Tracy Emin for

example) and nosrt material.
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Figure 30: Dream Clouét Berendsen Figure 1: DreamQoudreflected in the
(Horton 2014) office window at Berendsen
(Horton 2014)

As a single outline the cloud motif also appears like a thought or speech baloble

associatiolS YLK aAaSR Ay AGa NBFEtSOlA2y Ay (GKS 2FFAO0OS
the desk of an office administrator (Bd21). Made as a blue neon sign ligght andcolour

echo thef | dzy iRdedoOudors

In language the words that are spoken woltirmyside a host of nemerbal clues thaassist

the affordance ofmeaning: kinesics (body language) or paralinguistic messages, the aspects

of communicatiorthat donot involve words but that, as Gregory Bateson wrjtes

Wmeliorate miasm@or the ambiguiy of the spoken wordBateson 1972: 423Arguably,

in the case of the neoBream Clougthe use of the material as an additional signifier to

the motif enableghe meaning to b@pened upand expandedThus here the resemblance

to a speech bubble in conjunction with the materialspecifically the containment of ggs

AaSNYSa G2 FdzAYSyd FyR Ydz GALX & anBatghe y I P ¢KS Y2

same time complicatethrough the material natw of the object

Interestingly, Bateson uses the example of the cloud as an indicator of the possibility of a

storm where the suggestion is conditional upon knowing that the cloud contains

LINBOALIKGEFGA2Y ® ¢KS Of 2 dzR yitake an KpBcialitul .1 Q 2 NJ WA A Iy |
metaphoric meanings in contexts where the original whole to which it once referred is no

f 2y 3ISNI NBf SJI y (i) Qrhedclold Signal2tye potedtialHoy raim Fihe illusion

of a cloud when reproduced in a painting (hese the potatial of rain has been removed

and made redundant) creates other, atidnal meanings; daydreaming and

brainstorming for example which are the ones the workers at Berendsen are also likely to
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relate to. They know it will not literally rafinom these clouds so they will seek other
meanings. Next to the office whiteboards the cloud and its semantics are different from

those connoted when placed in the mdaundry(seeHead in the Cloudsigure 313).

When considering the neon pie@ream ®ud, it is interesting to note that McLuhan
argued (McLuhan 1964:® that the light bulb itself is a medium because it has
transformed the way that irgrior and exterior spaces can be used. The neon artwork
transforms the space at Berendsen, not by dliag its use, but by altering its appearance.
When switched onthe neon piece lights up the space around it: the light is not just
contained to the glass itselfFigure3.22). The neon light bulb illuminates the space, the
blueness of the light emitted arouncing the presence of the art before it comes directly
into view. Workers at Berendsen noted that at night time the light it generates is even

visible from outside the laundry.

Figure 2: Dream Clou@nd the light that is emitted in its surrounding$lorton 2014)

David Brett (2005) provides a detailed history of the vicissitudes of decoration and its

ARS2t23ASad 1S O2y Nl ata GKS dasd 2F WNBIFfAaL
WF2NWBRE NI OGA2yQ FyR ! dadadda tdAiyoa wSyof S

wallpaper designed for the palace of Westminster in 1846 using a crown motif as an
SYotSY 2F adFdS LR2gSNL® whkf LK 22Nydzy Ay
patterns, whee ordinary elements are chosen because of their significations along with
GK2a$8 GKI G (BratR003V11$ ahese Béolbodeof the decorative are
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significant here as they acknowledge that decoration can be used in different ways to allow

access to a range of audiences and tastes. Whereas the decoration in Aviva was almost
completely abstract, in the cloud motif it is at all times emblematic, but also realist (see

Figure 3L3 A Break in the Cloufland abstractd (in the case of the neoBreamCloud.

Expansion of Vision

The observations mrded in my Reflective Journal indicate that when | visited Berendsen |
was looking at it from a very particular perspective, as an artist with the specific intention
of making siterelated artworks. Adamt®dzko discusses the process of making his site
related art in terms ofctivelooking:

My art is not just about looking, but about lookifay something; searching for

a2YSGKAY3I GKFEG A& YAaairy3d d LINBaSyidod ¢KAa y

in public space but also in interior space: the imagination of the inhabitants of

GKFG aLI OSXXd ¢KS ARSEF 2F wi221Ay3 F2NJ a2YSi

vision to accommaodate that which we did not previously know or perhaps what
we previously did not ant to know (Carson and Silver 2000).32

¢KS LINRLRalf 2FFSNBR KSNB Aa 0KFUG GKSas
workers at Berendsen that might remind them of what they may or may not be aware of,
that is that we can often feel alienaleby our work spaces and wish to be elsewhditee
artworks are a portal or aperture for the imagination of the workers, both a broadening of
vision away from the artificialjit space of the factory to the arguably unlimitable
interiority of the mind (ast dZ33Sa G SR (22 Ay GKS &aiAisSa 27
exterior of the sky. Thus the clouds act as a metaphor for both the outside and the ¢nside

a literal sign of the outside or exterior and a metaphor for interior thought.

Additional to thisjn recent years the cloud has been used ubiquitously to refer to a virtual
space for storing and accesgidata via the internet rather than using a local hard drive,
thus becoming a presesttay metaphor for the repository ahformation andknowledge.

Here, in the context of BEY RA Sy Q& & f S 3 theskykclhbud BatternGsipRcziNG

on the side of a filing cabinet which itself is situated alongside whiteboards that are used to

I NI 62 N

al ANRGAG

odPHO

record production targets as well as for brainstorming idGasoudk I LINRP OSaa 2F Wi OlA
f221Ay3 YR ALISOAFTAO aAGS LI FOSYSyG-agr® Of 2dzR Y2

thinking or, more subversively, in a dosurned market perhaps it is saying that the idea
2F AYONBIFIaSR alfSyana | Oldz t e WgAaKTIA

94

GKAY]A



Figure 33:Head in the Cloudastalled atBerendsen(Horton 2014)
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Figure 34: A Break in the Cloudsstalled atBerendsen(Horton 2014)

/] K2RT12 Fta2 Grfl1a lo2ddi KAA Hahdsdapewidih& oAy 3 2
Fall oficarusd O®dmMppy 0 FyR 2F &35 Sdi-plage intdlpaidirgQ  $3a f 23

The painting requires us to expand our looking, to expand our field of vision to let
in something which should not be there, which is just on the edge of vision.
Somethingshould not be there either because it is lacking or because it is
excessive; it does not yet exist (Carson and Silver 2000: 32)
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These cloudscapes Berendsersit on the edge of vision of the workers in the laundry
floor and the office. Whilst the largepiece is more obvious, the smaller pieces are placed
intermittently throughout the space and are likely to be noticed less easily, possibly only
accidentally if looking for something else, such as the cjmidted garment hung on a peg
on the farthest vall of the laundry (Figure.B3Hi-Vis Clouds As works of art they are

WS E O Sathe’sga& Baving no functioning necessity to exisre, they are surplus to

requirement.

Daniel Bureris able to perfornthis transferenceof a motif exceptionallyvell, to take the
samerepeatedstripe motifsuch that it is recognisable as higjilst at the same time using

it to bring out thepeculiarities othe spaces in which it is employed. This is evident in its
use inLes Deux Platealirx Paris for example, ioontrast to thePassage de la Coulenr
BaselFigures3.25 and3.26). In each location the stripes are an addition to the space, a
transformative alteration and adjunct to the function of each. The stripes are adapted to
each individual site, drawing attention to hidden and unnoticed spaces such as the treads

of the elevata, the corner of a room or the height of a column.

Figure 35: Daniel Burehes Deux Plateaui 986)www.belaqui.tumblr.com
(accessed 10.9.2015)
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Figure 326: Daniel BureRassage de la Coule(dr979¢ 2009)
Art Unlimited, Baselww.artnet.com(accessed 17.7.2015)

The Repetition of Pattern and Repetitive Labour

The scale of the laundry Fakenhamnis much smaller in comparison to the vastness of the
Aviva buildingn London. Both are potentially alienating places but at Berendsen there is a
handling of materials and a physicality in the work that relates to the body, in both the
actions that take place as well as the articles beieglt with ¢ uniforms and worlvear.

Many of the processes at Berendsen are automated but they still require human labour to
load and unload the machines. This is repetitive and fast work in a warm and fairly airless
environment. Whilst large industrial machines do the washing and gidetsateam and
press, tea towels and large table cloths are meticulously folded and stacked in large
quantities by handFigure 3.2Y. Thus, the processes used are both handsand

mechanised, the body of the person working alongside the body of the machine. The
shapeshifting, in the sense of the transformation of the objects from disordered to
ordered, is the shared action of both tieman and mechanicaBoth are required to

repeat tasks, in collusion with each other.

Here are some notes from my Reflective Journal following the installation of the work
relating to the placement oA Break in the Clouds

The large fabric piece seemedpecially well placed alongside these processes as
a backdrop to sorting and folding. Pieces are taken out of the washing machines
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and sorted for the company they belong to and checked for repairs; folded neatly
and placed in appropriate stacks readybi® bagged and transported back out of

the building. A backdrop like a theatre curtain. Cloth being folded, placed, sorted,
organised. Clouds are not sortable; floating. Fabric is silk, not industrial or durable
like the workwear being sorted. Colour islfaihd resonant, vibrant rather than
functional (excerpt from Reflective Journal 16.2.2015).

Figure 37: Laundry operative folding garmentsBerendserwith a view of
A Break in the Clouds the far wall (Horton 2014)

Some of the garmentsthata®@S Ay 3 A SNIBAOSR I NB WdzyAT2NX¥aQ GKI G
many of the staff. Uniforms signal the status of the wearer, simultaneously identifying the

wearer as the same as a group of others. Also, the uniformity of behaviour and the

repetition of their labour is echoed in the visual sameness of the unifétBonami et al

(2000) remind us that to make things uniform means to make them equal (Bonami 2000:

MNU® ¢KS dzy AT2NY YIFIAYyGFrAya 2NRSNY AG aradaylfa yz2i
also, wherused collectively, a sense of standardization. Here the cloud disrupts the

uniformity offering a glimpse of another (dis)ordeéfi-Vis CloudgFigure 3.28) is a copy of

the machine €JS NJ ( A @iSiity jadket, BUK instead of the usual fluoresceatigw,

here the garment is printed with the cloudscape in a literal embodiment of the decorative.

The garment is no longer made visible through its fluorescent material but by its difference

2N) W2G0KSNYySaaQe LiGa RSO2 NI ikatBefveaketias diffedei RS GAL y i |
to his/her colleagues. Also, the emphasisdfficiency uniformity and neutrality that is so

closely associated with the Modernist aesthetic of hygiene is disturbed through this piece

2T RSO2NIGAGS FI 0ONWOD NBAIKY DNRARE yO.S2 RS & KBK YI OK;

5 The suit as a form of uniform is discussed in Chapter Two in relation to typicalveéar.
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(2002: 48) describes the resistance of the everyday as seen in tactics that rely on
otherness and this can be seen at play here, as they were, also, at Rvixsa.the cloud

pattern sits at odds with theuhction of the garment onto which it is printed.

A

QE ;iiiii i-'111||; '

Figure 38: Laundry operative wearirtgi-Vis Cloudat Berendsen(Horton 2014)

w2aSYFNRAS ¢NRO1StQa oFftlOfF@lra O0CAIdzINE o DH PO
apparently opposing characteristiethe signals of war and intolerangsith the warmth

and softness connoted by a knitted garment.

Figure 3.29 Rosemarie TrocBallaclavag1986) installed at The Hamburger Kunsthalle,
Berlin.www.hamburgerkunsthalle.dgaccessed 11.1.2017)
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In Figure 3.3@he jacketis shownhung on a peg at the far end of theundrywhere it

SEAalAE w2y GKS SR3IS 2F QA&A2Yy Qarhofigdtthea FI NJ £ S&aa f
paraphernalia of the landry as something functionas if it might be worn with the hat

that is positioned alongside it perhaps, but in fact, although kindly modelled for the sake of

this study by the operative in Figure 3.28s usefulness as a garment in thendryis

redundant as Health and Safety rules would not permit it to be worn.

Figure 3.30Hi-Vis Cloud#stalled atBerendsen(Horton 2014)

hNAIAYlFfte AyadlrttSR Ay I RA&dzZASR 3ddiyd 3IS Ay /[ KIF N
Blue(Figure 3.31) includes stack of around 18,000 used trousers and shirts from

anonymous bluecollar workers, layered alternately in rows of trousers and shirts. Hamilton

Ad AYGSNBaGSR Ay GKS KA&G2NE 2F ! YSNRAOIY f I 02 dzNJ
much unmakinginK S ¢g2NX RQ o{ Caha! HAnTO® LYALIANBR o0& (F

indigo blue plant and the use of its dye in work clothing, Hamilton speaks of the materials

O

carrying an embodied knowledge, able to evoke the presence of something unstated that is

not easy to narrate. Hamilton talks about having to process this labouring class clqthing

G2 F2fR A0 a2NIl AdG>Z adl Ol Al WEeKS g1 @& Ay 66KAOF
YSFEYAyYy3 2F (GKS LINRP2SOGXGKS SYOSRRSRMisSY0O2RASR |jd
mound like a collective body out of a gesture of smoothing a layer of pants and then a layer

2T aAaKANIA&AQ o6{ Caha! HAanTOLO®
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Figure 3.31Ann Hamiltorindigo Blug1991)www.annhamiltonstudio.com

(accesed 21.7.2015)

The way Hamilton talks of the gestumassmoothing, layering, folding arsbrting, calls to
mind the gestures of the staff who work at Berendsen and, despite the difference in
situations, within these contexts is an element of cax caring for the articles that are
being sorted and stacked, and in the caséndigo Blueof caringabout the labour of these

anonymous workers.

I FYAT G2y Qa ¢ 2 NJg ARISK (03K SO S\NBEf SR A2NES QIiKES: | NI A &ad |
implications of labour in a range of work practices, including that of the awiisich is

especially evidenin the performative dimensioa of her workln order to arrive at the

shape for the neon piecBream Cloud made thirtythree paintings of cloud outlingin a

period of two hourgseeFigure 3.32and Volume Two, Section Tyvd deliberately worked

rapidly, using the same process, same materials @adhe size of paper for each painting. |

wanted to know what it would feel like to makhe paintings as if in factory, reproducing
nearidenticalobjectsunder time constraints as the workers in Berendsen have sqahkt

of the process of making the paintings | wrote how long each one took to paint and a brief
record of my thoughts at the time. From my observations it is interesting te tiwit in

brackets, after the twentffirst LI A y G Ay 3 L ¢ NP of nacHrielaid Sheak | & KA y 3
SYFAta |3l AyQ 2dawdmyE \8HatisisignBicany abdzN #fis i$ that, because

my studio is located in my home, domestic and art activities are interspersed with each
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other. What is also interesting about this is thanlike the workers at Berendsen, | was

able to take a break from production whenever | chose to. At the end of the process | noted

WLQY y2¢ GANBRH hyteée (G2 K2dz2NB 2F ¢2N] o0dzi LQY L
time, but also mentally tired from #concentration. How much more tired would | be

FSStAYy3a AF LQR 0SSy LINPRdzOAYy 3 ( Ké&ceptfrghd Of 2dzR A Y
Reflective Journ#.11.2014.16

Figure 332: Painting cloud$or Dream Clougbreparation (Horton 2014)

Throughout Berendsen the repetitious nature of work both in the laundry and in the office
is unmistakeable. In the office space, for example, responses are almost identical when
admin staff respond to telephone calls. In the laundry the gestures and mousraee
efficient and precise: hanging, folding, pressing, sorting, pattialreminiscent of Richard

{ SNNI Q& @-8)Nbed 6vér aridl ovéernhgycare familiar and automatic, not in a
dissimilar way to the machines they work alongside. Thesetitepes behaviours of the
workplace are reproduced metaphorically in my artworks, in the repeated depiction of the
painted clouds and their recurrence around the laundry in various locations. The manual

repetition of painting clouds reiterates and mirrdfee manual repetition of folding fabric.

B¢KAA sl a RSOSE2LISR Ayd2 | LISNF2NX¥SR LASOS F2NJ Wal ads
available athttp://www.giuliaandjoe.uk/masterpiece
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The distribution of bodies in the earliest factories are described in detail by Foucault (1977)

who argues that spatial arrangements are made according to function and located in

relation to the machines operateaghat all could be supervised through central spaces

F2N) 20aSNDAY3T 62NJISNE 2N F2NJ WiKS AYRAQGARdZ f
MPTTY MnpO® ¢KS O2yiNRf 2F | OGAQGAGRE o6l a | faz
temporal elaborationofi KS | OG XX ®dol YR8 O2NNBf | GA2y 2F GKS
maximize efficiency (Foucault 1977: 15051).

Figure 3.38Edward Burtynsk§t a I y dzF I OG dzZNAYy 3 | mT1é O065SRIF [/ KA O]
City, Jilin Provinc€2005)http://www.photographyofchina.com/blog/edwaréeburtynsky4
(accessed 30.9.2015)

N9 R I NR . deddh A OQazNAYy I | mT7£€ O05SRI / KAO|LSY t
Province)2005) (Figure 3.33the workers themselves beconaepattern through their

sheer number, the repetition of their pink and blue overalls and the way they are evenly

spaced at thevorkbenches as they continue their work. This patterning emphasises the

repetitious nature of tieir labour and the depersonalisation that occurs whemalhring

the same uniform. Hereand in the laundrythe workers are incredibly dextrous, being

completely in control of the unitised and fragmented tasks they undertake. At the same

time, however, heir boundedness to time and strict production quotas removes from

them any real autonomy.

As a participant of the APG programme artist Stuart Brisley undertook a placement at the

Hille Furniture Factory in Suffolk in 1970 where he chose to work in thalipelishing
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room, a site that he deemed to contain the most onerous labour. Here he painted the

YI OKAYSNE Ay GKS O2f2dz2NB 2F (KS 62N} SNAQ OK2aSy
mobile noticeboards that could be pushed around the factory floor withitiention of

improving communication, though the latter was-opted by management (Bishop

2012:167). Brisley also made a sculpture using 212 Robin Day chairs (Figure 3.34) to form a

complete circle which he saw as a syndromic sign of the nature ofawotthe production

lineqWk £ I 02 dzNJ wéviv.8tiadbdaley.cBif RQ 0

i

Figure 3.34: Stuart Brisl&oly Whee{1970) workin-progress.
http://www.stuartbrisley.com/pages/27/70s/Works/Hille_Fellowship/page:4

(accessed 6.11.2016)

Earlier in the twentieth centuryi€gfried Kracauer, an associate of Theodor Adorno and

Max Horkheimer, drewparallels between the rhythms of the body at work and those in

f SA4dz2NB Ay KAa lFylfeara 2F SINIeée (dsSyadASGK OSyid
contributions in the study of popular culture to attribute importance to bodily and spatial

meli  LIK2NBE FyR aé&vyoz2ta Ay Yyl Fakfagauefl 83 O2y T2 NYA
analysed the famous dance group, the Tiller Girls, seen in FigdB@3acauer 1993). As

dancers the women move synchronously, as parts of a machine might. This is an example

7] KNR & w2@&htihg Leisu@e2Retking Leisure Theolt999)examines the complex
NBflFiA2yaKALI 2F € SA&dzNB (2 WFNBSR2YQ Ay G(KS O2yGSEG 2
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of 6 K G YNI OF dzZSNJ RSAONRO6SaE Fa GKS wYlaa 2Nyl YS
elements of society that can be subject to scrutiny to reveal a deeper reality whereby the

individual is subject to the same pressures to comply in leisure as they apgkn w

Kracauer argues that, although in their popularity and currency these dancers appear to

represent progress, the way in which the individual is lost in the mass mirrors the way that

mass labour dehumanises and anonymises individual workers in theipofsapital.

YNIJ OF dzSNJ RSaAONAROSaE WiKS Ylaa 2NyIFYSydQa SyYLI
1993: 86) as a form of false consciousness.

Everyone goes through the necessary motions at the conveyor belt, performs a

particular function without knowing the entirety. Similar to the patterns in the

stadium, the organization hovers above the masses as a monstrous figure whose
originator withdrawsfrom the eyes of its bearers, and who himdsif] hardly

reflects upon it. It is conceived according to rational principles which the Taylor

system only takes to its final conclusion. The hands in the factory correspond to

the legsof the Tiller GIrlX X X ¢ KS Yl &aa& 2N¥y I YSyd A& GKS | ¢
rationality aspired to by the prevailing economic system (Kracauer 1975: 70)

ho@Az2dzates GKS ¢lFe&ft2N) aeadsSy dKFG YNI OF dzZSNJ N
labour designed and implemented by Begick Winslow Taylor in the US from the 1880s,

the mechanisation and fragmentation of labour, the breaking down of work into the

smallest of tasks (Braverman 2089Kracauer does, at least, argue that the artist, by

observing social phenomena, isable@& f LI YI 1S GNIF yaLl NByd GKIFG &

(Kracauer 1993: 174) by making connections to another reality.

GETTY IMAGES

Figure 3.35: The Tiller Girls (195#p://www.bbc.co.uk/news/entertairment-arts-
25151592(accessed 19.10.2016)

8 There are others (Hebdige 1979 and Bernstein 1991 for example) who argue that this depiction of
the alienated work underestimates the indivR dz £ Qa OF LI OA e (2 NBarxald 2NJ:
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Similar to the drive to make correlations between the patterns inherent in leisure and work

David Brett (2005) makes a correlation between the natural world as depicted in much

ornament and pattern andthe LILJF NBy Gf @ Wyl (GdzNF £ Q 2NRSNJ 2F GKS L
g2NRa FNRBY | NOKAGSOG [2dzhia {dAfADBFY AYy wmMdoHnY Wal
ego within a universe of energy; a witness, a participant; and by virtue of his powers a co

creator¢ his creatims are but parallels of hims@f ¢ { dzft €t A Gl y MdpcTY HNnO® { dzf f 7
the inclusion of nature in decorative styles is a thread that connects the maker, through

production, to the idea of a creator or creative force (Brett 2005: 134). Bt on to

I NHdzS> gAGK NBFSNBYyOS (2 | SYyNE C2NRQ& | dzi20A 23N

Xgrandiosity of language is of a piece with a Dionysian concept of capitalism

which contrives to amalgamate Spencer to Darwin, and thence to the production

line. It isshared with Henry Ford, to whom mass production was a fact of Nature:

G¢KS ARSIA ¢S KIF@S Lizi Ayid2 LINF OGAOS I NB OFL
have nothing peculiarly to do with motor cars or tractors, but faomething in

the nature of a univerd codewy. NB G (i Qam qhité teftaAnEhatét i® the

natural code, and | want to demonstrate it so thoroughly that it will be accepted,

y2G & | ySg ARSI Brehaddb: 1BfaA I y I Gdz2NF f O2RSd¢

Ford is making connections to a higher, tramabent power, though for him the progress
made is through human effort rather than the divine. References to the order of nature
justify capitalist modes of production that are inherent in the production line of mass

manufacture.

According to Mouffe\t)he frontier between the social anthe political is essentially

unstable and requires constant displacements and renegotiations between saciahai a X

2 KEFEG A& Fd I IAGSY Y2YSyice@AWaiX RS MBRI K &l KIBK SV ORyYI'Y(
AaSyasSQ ¢ KaniesKcAIaO Qi2KYSLINBadzE & 2F ASRAYSY(GSR KS3aSyYzy
2007: 3). Despite the fact that analogies can be made between the stiaftimg nature of

the cloud and the way that the fabric in the laundry issteaped in its journey through the

factory, | wish to argue that the artworks at Berendsen, presented in the public or social

ALk 0SS 2F GKS ftFdzyRNEE ljdzSadAazy GKSswoRSE 2F F Qyl
commonsensicalhat is, the placement of cloudscapes in a laundry environmiEme

cloudscapes positioned in the laundry are a distraction to the production line, a reminder

that another world existsutside of the worklace.(They might also function as ironic

AAAYATFTASNE 2F | Y-®dsted wimlowd @ipSsaiyiplachtbl®hdt fol KS Yy 2 Y

some might feel like a pattern of drudgerfheOf 2 dzZRa OF LIS A& |y F LISNI dzNB G 2

worlds, whether a dream world, thart world or the natural world. Mouffe calls for
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as Mouffe suggests, every order is political and based on some form of exclusion, is the

exclusion of art from the workplace, or exsion of the decorative, countered through the

introduction of these works of art? The reference to the rrmmmonsensical recalls

. 2dzNRASdzQa RS&AONRLIIAZ2Y 2F R2El la GKS adGlras
WFASE RAQ akKS AOLKIFAONMRazal N (13KS S QK2 260K SN | S
perceived as natural, takefor-I3 N} y i SR | YR S@Sy 0O2YY2yaSyaAaolf

and therefore rarely questioned.

According to Peio Aguirre (2008ytist Liam Gillick proffers an alternative td-ardist
method of production through his artworks thase both abstraction and distraction to
create speculative scenarios, strategies for the production of objects and events that
oscilate between art and design and between the public and private space

Gilig Qa y2GA2y 2F 02y GAy3aSyld -audshodd ¢ LI NI €
between the contingent and the specific, art and the applied arts, theapgiand
the public and so ofKunsthalle 2009: 22)

In The Good of Wori2010) Gillick refers not just to the quality of the artwork but the

purpose and function of making art. He argues that the work of the artist offers the

potential of an alternative mode of production that shifts the emphasis away from

consumption and offrs the artist a number of strategies that reassert the good of art. Such
strategies include: being able to emulate modes of leisure; working in complete isolation or
choosing to work with others; having some control over the moment of completion of
2YS@N] T ONBIGAY3I 2ySQa 26y RSIREAYSa |yR 2N
employ research and documentary strategies. Whilst the reality for many artists is that not

all of these strategies are open to them all of the tjritee work at Berendseand Aviva

has allowed me to deploy many of these strategies in order to assert something from the

private space ofhe studio to these public spaceof work.

The work at Berendsen is time and space sensitive. Each process is designed to be as
economical a possible and each process to flow efficiently to the nexXtidare 318,a
Photoshop experiment using Berendsen laundry as a backdrop, the relationship between
time, space and movement is derailed as the labels that depict the batches of laundry and

who they belong to are all replaced with the same cloudscape image.

107



In a similavein to thesesubversive signals Diller and Scofidio, in tBeid Press: Dissident

Ironingseries (1993), reversed the usual logic of pressing and ironing by ironing escessiv

creases and folds into a series of shiRgy(re 3.3h Through this deviant act they upset

0KS LN} OGAOSa 2F K2dzaSé2N) GKI G wO2ylaAaydzS G2 oS
industry, guided by motioeconomy principles once designed by efficiencgigrs S N& Q

(Diller and Scofidio 1995: 43 the Berendsen Photoshop artworks a process of decorative

agitationappeai. (2 RA&0GdzZND | YR dzy RSNX¥YAYS GKS STFAOASyOe
the case of the Aviva pieces the suit fabrics were shaped to digragxpectation of

fabric in the context of the office.)

%

\ A

\/
.
A
Figure 3.36Diller and ScofidiBad Press Dissident Ironifid93)

http://www.themilanese.com/?p=271accessed 26.8.2016)

Surface Matter(s)

I have argued that all the surfaces of the laundry at Berendserticatesthe ground or
support upon which the motif and pattern of the cloudscape is hehg.all-encompassing
potential of wallpaper has led a number of artists to use it to create immesside
sometimes provocative installations. In the 1960s Andy Warhol, in his desire to close the
gap between the everyday and the art object, designed wallpapers that were often

displayed as a background for his other artwaikigure 3.37).
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Figure 3.37 Andy WarhoMao (1974) wallpaper installed at The Andy Warhol Museum,
Pittsburghwww.warhol.org(accessed 11.9.2015)

This wallpaper looked as cof-place in the gallery as it would have looked in most homes,

as woud the cloudcoveringsused at Berendséft Because our expectations are that

wallpaper is innocuous, polite, even comforting when seen in the context of the home, it

has heightened power to surprise or shock when takenajutontext or when its subject

matter becomes more contentious\t Berendsen, due to the scarcity of floor space and

health and safety restrictions the artworks are, by necessity, aldingensional and wall
mounted.Digitally manipulated RNJ ¢ Ay 34 Q | ff2¢ YS amaticSELIX 2 NB
interventions (see Section Two of Volume Two). So, for example, thikerloud pattern
becameanallSy O2 YLJI aaAy 3 Wgl € LI LISNR | & 3BStkey Ay (K
idea of a benign wall covering that is usually associated witldimeestic becomes far

Y2NB | YOAQDIfSyid ¢KS NBLSIFGAYT | yREth©2LRAY I A
repetition of the activity of those who worla the laundryand the uniformity of theasks

and processes they enact but it is unclear whether thismfof camouflage acts as a vehicle

for projection (and thus a form of diversion) or a vehicle for entrapment.

LY 5FPAR alooQad SEKAOAGAZY (GAdlGt SR W CI OG2NE
Gallery of Windsor in 2003 the artist exhibited ppaintings on a background of William
a2NNAa o6FffLILSNE FYR LIAYyld O2f2dNED® CAGHAY3

19\Warhol is welknown for his own productioi A yS adet S 2F YI ydzFl Ol dz2NB | i
1962 and 1984. As the site of parties as well as art production the conflation of art and life here is an
interesting case study (Graw 2010b; Watson 2003).
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O2YLX SE NBflFiA2YAKALI G2 AYRAZAGNAFIfA&FGA2Y | YR dz
original sites of assembline autanobile construction and Mabb writes:
L KI@S dzaSR GKS 3IFffSNEQa AYUiISNA2NI RSaAaday |y
building to some extent blurring the division between interior design and art. The

installation will hopefully question the relationshLd G2 GKS ARSIt AAaY 2F a?2
designs, whilst at the same time retrieving them from the past (Mabb 2003: 30)

Ly a IBig Bed &ropell¢Figure3.38) the artist has used a background of William

a 2 NNNy&akrig as a surface on which to paint anddescribes the lily flowers as acting

fA1S I RSO2NI GAQPS aONBSy | ONr&aa GKA& fFNBS AyRdz
the particular elements of the fabric design interrupt or puncture through the painted

Adz2NFF OSX ¢ KS LINKGSA A ST (LKISA yaldayyAdj di§8 YR G KI YRY!
massLIN2 RdzOSR @SNEA2ya 2F GKS FlLoNAOQmadeal 66 HnnoyY
and the puncturing of space with the decorative is echoed in the artworks installed at

Berendsen.

Figure 338 David MabbBig Red Propelld2001) Oil orLilyfabric 122 x 152 cm
http://www.contemporaryartsociety.org/artistnembers/davidmabb/
(accessed 12.10.20)16

Brett reminds usthatl O N1JSG & FyR (GKSANI OSNIAOKE SljdzAa @t Sy ia
cultural objects of millennia, indeed, of whole cultures, as were also the floors and ceilings
2F IANBFIG Krffa FyR Y2aljdzSaxed 2SS |NB yl2d RSEHfAy3
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212). He goes on to say that there iseasumption that the vertical is preferable because

it can be distanced from the body, contemplated more easily and therefore placed into a

realm of theoretical discoursalenyingthe importance in the past of the ceilings and floor

coverings, and of thepstial in general.

Figure 339: Digitally manipulated photograplising cloud coverings in Berendsen (2015)

The experiment in Figur&39exploitsa sense of camouflage that starts to form as all
vertical and horizontal surfaces begin to be covered or smothered by the same pattern. A
camouflage works when an object is so similar to its surroundings that it becomes
indiscernible from it. Figure 39 shows the worker handling cloutbvered fabric in an
envirorment where the garment and the background are almost indistinguishable. This
suggests the mental projection of th@undryoperative, the merging of the clothes and
environment, where the sky ocpies the mind and allows the worker to drift away in her
imaginationsimilari 2 a | FPNdoinal \BQe#igure 3.4 It is reminiscent too of

I KNI 203GS t SNJThevalovDWallpeadéhBe2h Regatdddsat an example of
early American femist literature, the writer explores attitudes tihe status and healtlof
womend ¢ KNRdzZaK2dzi GKS y2@St GKS LI GGSNYy 2y (KS
nursery room becomes a mental landscape that (thanks to her manipulative husband)

assumes both a pte for her imagination to escape to but also a space for her entrapment,
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as she imagies she sees women, including herself, trapped inside its pattern. In this case

the pattern forms a more malevolent presence.

Figure 3.40Rene MagrittdPersonaValues(1958)www.sfmoma.orgaccessed 19. 7.201%

Physical and Conceptual Projections

As argued by Lefebvyd any space can be corralled into the service of caflieflebvre

1988: 75)the workplacetoo, can kecome subject to the critique of public spaces.

5Sdzi a0KS NBFSNBER RANBOGte G2 [STSoONBQa I NBdzYySyi
because they reinforce prevailing social relations and repress cqifécitsche 2002: 37

Similarly, Edward Sofugds & (i & kefgénérativeGaunze for the materialist

interpretation of spatiality is the recognition that spatiality is socially produced and, like

society itself, exists in both substantial forms (concrete spatialities) and as a set of relations

betweenA Y RA A Rdzt f & YR INRAZLIAQ o6{ 22 MdpypY ¢HO D t NP

spaces can become a role for the artist making work in public spaces.

For Deutsche public artworks should go beyond what she calls mere decoration to
OKIFffSyasS yviS§&I NOHLAT &ABYyE (K2aS aL) 0SaQ | NHdAy3a T2
ONRGAOFEtE gAGKAY I aA0GSE ORduttcheg02:098 3 AlGa WwWO2yal

Abstract space represents, then, thastablesubordination of social space by a

centralised spag of power. This constitutive instability makes it possible for users

G2 aF LILINBLINRF GS¢ &Ll OSimlistispatialipfgRrzatioani & R2 YA Yl G A
(Deutsche 2002: %6
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of New YorKseeFigure3.41for a similar example of his in Boston, Massachuseits)te

specific work where the artist projected images of the homeless directly onto the

monuments in Union Square. By doing so Wodiczko appropriated the monuments with

images of the homeless, thereby revealing marginalised groups and raisingpsbtgal

issues around land ownership and redevelopment.

Figure 3.41Krzysztof Wodiczkbhe Homeless Projection(19867), The Soldiers and
Sailors Civil War Memorial, Boston Union Square, Massachusetts
http://www.walkerart.org/magazine/2012/krzysztefvodiczkoshomelessvehicleproject
(accessed 12.9.2015)

Wi 3rAyald SatKSGAO Y2@0SYSyila QKBUMARSAATS dzil K €
Yhterventionig aesthetic practices miglg as they do with other spaces of aesthetic display
¢cNBRSaAIy (KSasS aridsSanQ 65SdziAa0KS HAAHY Tyoo®
WYBUKQ OKSNB 5SdziaOKS | Oly2¢ft SRISalametd I yR . |
everyone, where the reality is that homes are generally made available only if profitable.

¢KS LRGSyOe 2F 22RA01 1204 LASOS Aa RdS Ay LI
projected: the memorial stands in stark contrast to the image of theéless man thus
LINEGARAY3I GKS WaLI NI Q GKFG ! YRNB . NBiz2y o. NB

power of two colliding motifs in the Surrealist Manifesto.
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Compared to Avivin Londonwhere luxury was abundant, especially in the reception area
and the senior management suite, at Berendsen luxury is not at all in evidence. Even the
products that are being washed are generally warar, hardwearing and durable. They
are plain and often white unless fluorescentigibility wear. In contrash Breakn the
CloudgFigure 3.4Pwas mack of athree metre piece of silk that hatbeen printed with a
repeat pattern of clouds that was generated from my own painting. Whereas the fabric in
the laundry is put to the service of clothing and thus assuminglisanitin function, this

artwork, made with sumptuous materiappears to have no use value other than to adorn.

Figure 3.42 A Break in the Cloudisstalled atBerendsen(Horton 2014)

However, because in its productiédnBre in the @udshad been through a number of
different processes its connotative potential was more complex and more contradictory
than first appeared. Its first literal or denotative reading was of a series of cumulus clouds
on a blue sky. Initially this was painted kvdouache on paper, then digitally scanned and
made into a repeat pattern using pattegenerating software, after which it was printed

onto a piece of cloth, this cloth specifically being silk. (See Section Two of Volume Two for
more of these details). the literal reading was of clouds, a clage of the piece revealed

that the original depiction was a painting rather than a photograph indicated through the

evidence of brush marks and the texture oéttvatercolour paper (Figure 3.13The
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gestural quaties of the paint and the surface of the paper were contradicted by the
repeating of the images and it being printed onto fabric. Thus its repeated use is suggestive

of wallpaper, an artificial wall covering and a fake depiction of the sky.

Figure 3.8: Detail ofA Break in the Clouds

In another reading of the work Break in the Cloudsight be said to provide a simulated

aperture, a visual gap e 2D plane of théaundrywall. The image is of the sky and open

space in the confines of a wollgge hat is almost devoid of natural lighthough perhaps

y2i | & LINE @2 Ol HoheleSs Plrojcticiie §dp Oriafje@ufeieated byA

Break in the Cloudwas oneonto which the viewer coul@rojecther/his thoughts and

daydreamspr as ondaundryoperall A @S &t AR ¢ KSy GF iwishy3 | 62dzi
was/ Qi KSNB odzi 2y | LX Is¢giéatedityfcugtaSsenBetotspacek A & | LIS |
that the clouds or sky created, especially as a surface covering. This false space was also a

virtual puncturef G KS T NIig2N)] ¢l a +FofS G2 WaONr G§OK GK!
dzy SELISOGSR ¢l & LG s1a | NBYAYRSNIWtha 6KS &Ll
reminder of, and perhaps a riposte to, the potentially alienating aspects of repetitive

labour.

SaratMaharaj (2012jas described the division of labour into miniscule tasks as

championed by Ford and General Motors between 1915 and 1927 as leading to something
fA1S | adlkdsS 2 F-memaydiediphng éa yitch themind is bkamk&dRoutt &

GKEG GKS GFal FG KFyR Aa OFNNRSR 2dzi Ffyzad
mechanized, automated, robdtJS NF 2 N¥ SR ¢2NJ] GKIF G F2NJ 6KS C2N
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safeguard against the disruptive vagaries of the mind and its fondoegsdling and

daydreamingisto beridofgfA RSt t @ (2 S@IF Odzr S Al SYyGANBte TFNP
(Maharaj 2012: 132). Routine angpetition are not always indices of mindless, unthinking

behaviour, where the individual has little or no agenegwever. Billy Ehn and Orvar

[l FANBY LRAYyG 2dzi GKIG NRdziAySa OFy 06S LISNOSAQSF
AGNIAG2FO1SGa 2N adz2LILR NI AGS O2NBSGAQT adzOK GKIF

reassuring familiarity and also allow for muttiskng (Shove 2009: 101). Ehn and Lofgren

argue that it is possible that the mastering of routine behaviours can work as a liberating
force, providing energy and focus for other things. Maybe in the context of Berendsen the
routine nature of many of these reitive tasks is what allows the wker to daydream,

and these amvorks may have become an active conduit for this.

Figure 3.44 James Turrellwilight Epiphany2012) ©Museum Associates/Lacma 2013
from www.ft.com (accessed 14.7.2015)

James Turrell has made a feature of drawing attention to the phenomenon of light,
creating structures that include windows apertures onto the sky (Figure 3.14Jnlike
¢ dZNNBf f Qa a0 NHzOGdzZNBa GKIFEG FNIYS LRNIA2ya 27

N
a
(0p))

the clouds and their movementhe pieces at Berendsen were all static. Movemens wa
suggested however,through the repetition of the clouds and throughe placement of the
six different pieces of work various locationthroughout the laundryThe pieces
appeared to drift through the laundry in a similar way to the pieces of cloth making their

way through the numerous washing, drying and pressing hois.
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Deutsche makes the point that the idea of projection may operate in a number of different

O2y OSLJidzr £ a ¢Stf a LKeaAlOlts glead hy 2y
used by Wodiczko. Howevén another conception a projection isie whereby an

individual is able to project thethoughts or consciousness outside of the body or of direct
experience, therebgxtrapolating from past experience amtbservations. This is echoed

when Giuliano Bruno writes of the experience of viewirdgmes Turrell skyscape:

(t)he experience of sustained, durational, psychic looking into an exterior light

ALl O0S OFy Itaz2 2Ly dzLlJ 'y AYyySN aLl O0S 27
turn inward as permeably as the inner sensations and affects of éveeviare at

GKS alyYS GAYS SEGSNAZ2NAT SR® Ly Fy SELISNA
psychic interiority is encouraged to come to light, projected as it is envisioned

through a contemplation of pure externality (Bruno 2014).67

Deutsche describes\ak 2 SOG A2y | a | waevyoz2fAO 2LISNI A2y
SEGSNYIE NBIfAGASE &4ddzOK GKIG GKS AYLIE OG 27F 2
it mobilizes in its audience an awareness that the architecture onto which it projects

imagesig/ 24 YSNBfe& | 3INRdzZ) 2F (DSischei2DOR:B46 2 NJ T dzy Ol

Accordingto Deutsché 2 RA OT 1 2Qa LINR2SOlA2ya YdaAad WRAASY
Y2RSa 2F LISNOSAOGAY3I YR AyKFEoAGAYy3d GKS OAadex
Ay &4dzOK | gl@& GKFG AG A& AYLRaaAiroftS FT2NJ OASs
Y2ydzYSyid gAGK2dzi AG o0SAy3d AYGSNFSNBR gAGK o8
opened up by the cloudscapes at Berendsenr@a challenge to the workerd Berendsen

to think differently about their environment and the work they carry out there. The

invasion or infiltration of the cloud patterns within the context of Berendsen destadilize

the perception of the space to provoke an alternative way of viewtin§the workspace at

Berendsen is the abstract space as descrie®eutsche and Lefebvregiso became a

space for viewing art, an activity that is usually associated with a leisure activity.

Victoria Mitchell (2000) and Bruno both remind us ofmfi@ld links between textiles and

I NOKAGSOGdzNBE 2F FTILoNRAOQa NBfFGIA2YAKALI (2 GK
Gottfried Sempef1860)and Indra Kagis McEwé¢h993)who all write of walls constructed

with and under fabric. Bruno writes théte study of cloth and weaving in the work of Otti
.SNAEASNJ YR !''yYyA 1f0SNAR SylofSR GKSY G2 Ww2@SN
GF OQGAT Al :lAghiAibafd eSpBdiallylrehakding tie process of weaving and

building as relatedBruno 214: 90.
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of the artwork as a site for negotiation, observing the gbex historical continuum of the

surface, whether this is the wall as cloth, the wall in general architectural terms, or canvas

in the depiction of pictorial spaces: that the surface is a form of dwelling that engages

mediation between subjects and with @ts. Similarly | have repeatedly argued that the

decorative surface can operate as something more than just superficial, but here Bruno

I NHdzSa GKIF G adz2NFFOS Aa AGaStFT 2F AYLRNIFYyOSo Wk
to medium, whichreferstt  O2y RAGA2Y 2F ao0SGsSSyySaa¢eg FyR | |
O2yySOUGADGSST LISNDI aAQS 2N) S5 PRE20UM Y PaadzmaiKgOPadz
ways in which imaginary space becomes projected in material space, on the surface of

0KAY3aQ 4618M) g refersiback to the way in which historically this sense of

cognitive projection would take place when viewing the depiction of light in paintings

(Bruno 2014: 8k To some extent this is what is happening in the fabric pieces in

Berendsen wherg¢he artworks provide a visual space onto which workers at Berendsen can

project their thoughts, their daydreams and imaginings. Here there is a fusion or

dissolution of the architecture, and is certainly taken further as a concept in the Photoshop

experimentin Figure3.39

[ dzZYAy2aAdGe FyR (GKS LJ aal 3S 2 KodakFigue 34565 1 Se TSI Gd
film that follows the process of celluloid being made. In the film Dean employs long shots

rather than the short takes that typify earliéctory films used to portray energy and

progressBNHzy 2 YI 1S&a (GKS O2YLI NRazy o0SG6SSy FAE{Y IyR
machines, this film being produced idactoryresembles a sheet of fabric being

industrially made. Like cloth, film unfolds continydtom a roll. Folded into layered

aKSSias Al A& F FTAYS GKNBFIR 2F T@ulo?B4iGd ¢KS FAf
119).5 S I y Q & rodgh ifs MepetitileKmechanical sounds and lingering shots, emphasises

the duration of time andhe process and repetition inherent in tifiactory.
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Figure 3.45Tacita Dean still froKodak(2006) Film, 16mm, projection and sound
https://www.youtube.com/watch?v=lefvPUY G\ificcessed 6.10.2015)

Summary

What distinguished the Berendsen interventions from the Aviva project was that they

relied upon the use of a specific repeated motif, in this case a cloud, when used in artworks
in the context of an industrial work locatiomhe cloudbecame the core of the sitepecific
pieces in the same way that the cloth object is at the core of the operations in the laundry.
The colour of these piecesthe colour of daylight was the one colour that is
underrepresented in the laundry and it isghthat helped set them apart from the busyness

and business of the other colours in that space.

Drawing on a semiotic reading of the cloud this chapter questioned the way in which art

that incorporated pattern and repetition could address aspects oétigipn inherent in the

workplace. When used repeatedly through six locations in the laundry, including the stairs,

offices and main laundry itself, the decorative qualities of the artwqrlteeir use of a

repeated pattern and of materials that offeredevel of sumptuousness compared to the

functional fabrics serviced at the laundryperate in varying ways. The depiction of the

ale rta +y AYEHAS OBK LINRPARSEI | GASgAYy T &Ll OS
project their own thoughts away dm that space and this concept is explored further in

/| KFLXISN) CA@Sd . SAy3a WadzaNLIX dza (2 NBIdZANBYSY(dQ
unadorned and perfunctory environment. Rather than being a passive surface pattern,

however, the polysemous connotatie of the cloud motif provided an active plane upon

which the occupants of the laundry could mentally project their imagination. Thus the use
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of a repeated motif within these decorative artworks could be seen to disrupt, both visually
and conceptually, thindustrial workplace. Chapter Five will disctigsher the way that,

whilst visually disruptive on the one hand, these artworks can providanaeliorative

function within the workplace. Before that Chapter Four will examine the third case study,
a series of chair interventions exhibited in a contemporary gallémat will also raise issues
Fo2dzi GKS NBfFIA2YAaKALI 6SG6SSy (KS 62N
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Chapter Four: The Chair as a Site for Tactical Interventions

Introduction

Chapters Two and Three of thiesisexamined the way that artworks, when placed in two
differing workplaceswere able to employ decorative features to disturb the equilibrium of
these spaces. Whether this was through the suggestions of home and lgigheeAviva
examples or by presenting a space for mental projection in the cloud pieces at Berendsen,
when interspersed on the walls, floor and furniture of these spaces the decorative signifiers

are imbued with a critical dimension.

Organised into two prts, Part Oneof this chapter¥he @air as arExample ofEveryday

Institutional and Domestic® O 2 NI ,lused a2sgldctidn of chairs to illustrate how issues

of class andlienationare made visible in the decorative qualitiestlois commonplace

objeOlil® / t APBS 9RgI NRA I NHdzSa GKIF G OKFANBR 2FFSN
status, seHdefinition and identity, discipline, domination and behaviour, and comfort and
NEfFEIFIGA2YQ 69Ré6I NR&E HAMMY mMc HisthigpergisteSt | yR 6 S
ability to hint at status, habits and tastes (or habitus) that forms one of the main reasons

why analysis of the chair is so useful to this study and why the chair is such a rich site for

potential decorative interventions.

In ChaptefTwothe relationship between chairs arde artworksd [ SGQa 3IS4 O2Y T 2 N
YR GKSANI O2YOAYSR NBfFUGA2YyaKALl G2 GKS o02Res
artworks with the formal comportment of the chairs in Aviva's reception areas. The

comparson to the body is inevitable with the chair: the chair itself is even described as
KFE@Ay3a WENYVaQ:r wisS3aQ FyR I Wol 01 Qd ¢KAA YAN
reasons why the chair is such a fertile sitedogative interventiongcross and bsveen

both contexts of art and design. In the case of this research the chair itfexpsite for
adaptationsye-6 2 NJ Ay 3a s | yR ORANIIR AYWOGSINIDEY GA2yad ! &
of domestic decoratin chairs can alsshowthe influence thajprotagonists of the

a2 RSNYAAG AYGSNRA2NI KFR Ay RSy2Ay3 (GKS Ot t dS
subsequent revaluation through the latter half of the twentieth century aimced | NI A &3 G &4 Q
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references to the chair highlight crossovers between artft@ad design which are picked

up again in relation to the practideased elements of this researéh.

Thus, the second part of Chapteour,%Whe Eeryday as &ritical @ y & i, Sdgdiiethe
way that art practice, in the form of sitelated interventons suggested through collaged
proposals and sculpturaldaptations can undermine class and stratification in office

furniture. The location for the interventions in this chapter is unlike the other

environments of Aviva and Berendsen, inthatitise¢haird K § A& G(KS wairiaisSQ G2 oI

artworks relate orgainst which theyesist. Thisgroup of lowcost, ubiquitous office chairs
that have been altered through the use of sculptural additions and displayed in the EAST
Gallery'Y at Norwich University fthe Arts (NUAY form the main discussion within this

secondsection. That all the chairs are the same allows for comparisons to be more readily

YIRS 0SisSSy (KSY® ¢KS LI I OSYSyid 2F (KSaS OKLF ANE

discussion about thelace of the decmtive within fine art and the Mdernist interior

Continuing to trouble the separation of domestic and workplace environments the practice
againdraws upon the theories of the everyday as seen in the writing of Lefebvrdeand
CerteauHA AKY2NBQa | aaSNIA2y GKIFG O2fttF3aS OFy
everyday contexts also informs the thinking behind this work. As with the other case
studies at Aviva and Berendsen the hypothesis being tested here is whether elements of
decoraton, pattern and ornamentation can be used in these fine art objects to disrupt the
visual signifiers of status and to illustrate the complex relationship between home and
work environmentsBy looking at spaces where it is generally denied, whetherdfirsei

office chair or the contemporary art gallery, the decorative can be used to question-taken

for-granted assumptions.

20 Examples of the use of chairs by artists is limited here to those that directly illustrate points of
argument within the thesis. Other artists that are not mentioned here, but have made direct use of
the chair include Meschac Gaba, Erwin Wurm, Jessica Jatkgohens, Sarah Lucas, Angela de la
Cruz, Robert and Trix Haussmann, Richard Woods and Sebastian Wrong, Franz West, Martino
Gamper, Marc Camil€haimowicz and Julia Lohmann.

21 Norwich University oftte Arts (NUA) is a higher @chtion institution specialising in art, design

and media, whose history can be traced back to 1848w.nua.ac.ulkaccessed 2.2.2016). It offers
undergraduate and postgraduate courses as well as a Year 0 programme that feeds into some of the
BA courses.
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Part One: The Chair as an Example of Everyday Institutional and
Domestic Décor(ation)

The specific focus of the everyday in thistgm isthe dayto-day uses of decoration,
ornamentation and pattern in home and work environmengsng the chair aanexample.
In his introductiontot KS 9y 3 A adésygh lyfistéan JoknlGloadgwrites:

(s)eats of almost any kind, fixed orovable, reveal the posture and carriage of
the men and women for whom they were made, and chairs show more faithfully
than any other article of furniture the importance accorded to dignity, elegance
or comfort, thus supplementing the comprehensive disates made by
architecture about life in any period. Chairs indicate whether social life was
formal and rigid, gracefully relaxed, casual and careless, austere, voluptuous,
romantic, vulgar, indifferent to art, dull, snobbish or poor (Gloag 1964: 1)

As lwrite this | am seated in my studio, a room that also serves as an office, situated in my

home. This room provides a perfect example of the way in which the boundaries between
contemporary home and workfe have become blurrgdbutthe2 F FA OS trigbmi NJ L QY
(Figure 4.} would look outof-place in any other room of the houseereit seems

appropriate because it signifies industry as opposed to leisure. The work and home

relationship is important because there is a common assumption that at work evenast

likely to feel alienated, and that this is less so at home where we are surrounded by our

26y 0St2y3aAy3as (GKS GKAy3Ia GKIFIG NBANBaSyd 2d
discussed in Chapter Twine worlplace is more likely to deny thesgss of affiliations,

the self is submerged to represent the interests of the company whilst the owners of

production are the most likely to have references to their home life in their offices.

Taking work home that would normally be done in the officerily one of the wayis

which economisBerardi (2009) argues that new forms of alienation have entered our

working lives. He describes the way employees commonly work overtime (often

voluntarily) and take computers and phones home with them so theycoatinue working

in their own time. Workers can feel tied to work because of emereasing financial

hardship and feel increasingly under pressure to meet targets. As digital technology

becomes more mobile, Berardi argues that it is able to exploit thelmanguage and
SY2GA2ya Ay SOSNIyS¢g sleas gKAfad 2ySQa 24y

disappear behind computer screens. The home office and the influence of mobile
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technology problematize the work/home polari#gyMaharaj (2012) also pointsubthat the

ability to check email on a mobile phone, or work at a laptop in the café lengthens the

working day, making a clear divide between work and play impossible. In this sense, he

I NHdzSaX GKS 62NJ] SNRa YSyil fpluggfRntathed St £ SOGdzt £ FI C
laaSyofeée fAYySQy dzAKSNAY3I Ay | WRSSLISNE Y2NB O0AYF
134).A Year of Post Notes(Figure 4.13 and 4.14)explored in depth later in the chapter

was made sgpcifially to explore the way work andime life activites conflate or

crossover in everyday life.

Figure4.Y t K20 23aN} LK 2F (KS | dziuk-aficd@ortOniRDIB)NI Ay KSNJ K:

hyS 2F GKS aAi3ayAiTaOlModernliniketidf2008)is tiathit offerS gy & { LI NJ S Q3
thesis on the blurring of divisions between private and public interior spaces. This is

important as many of the issues around status, whether in relation to class or to gender

22 As indicated in Chapter One this howerk continuum is used with caution as the home is a site for various
labouractivities including domestic worklargaret Harrisordraws attention tothe issue of paid work
undertaken in the home in her artwotkomeworkerof 1977, which highlights, in particular, the low rates of
pay, usually for piece workaid to women who we (and still are) most typically likely to take up such work.
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