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Decoration: Disrupting the Workplace and Challenging the 
Work of Art 
 

Abstract 

This practice-led 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 conducted 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 ways in which space is organised (Lefebvre 1991) and how this can be 

contested though the introduction of site-related art (Deutsche 1996; Mouffe 2007), the 

ǎǇŀǘƛŀƭ ƛƴǘŜǊǾŜƴǘƛƻƴǎ ƳŀŘŜ ŦƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ŀǊŜ ƛƴǘŜƴŘŜŘ ǘƻ ΨǇǳƴŎǘǳǊŜΩ ǘƘŜ ǿƻǊƪǇƭŀŎŜ ŀƴŘ 

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 alienation in the 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 

referŜƴŎŜǎ ǘƻ ǘƘŜ ΨŜǾŜǊȅŘŀȅΩ ό[ŜŦŜōǾǊŜ мфптΣ мфснΤ ŘŜ /ŜǊǘŜŀǳ мфупύ ǿƘƛŎƘ ǇǊƻǇƻǎŜ ǘƘŀǘ ƛǘ 

is through praxis that the individual is able to respond creatively using tactics of bricolage 

and re-appropriation to alter the conditions of everyday life. The everyday working 

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

ǘƘŜ ΨǿƻǊƪΩ ƻŦ ŀǊǘΦ  {ŜŎƻƴŘƭȅΣ ǘƘŜ ǇǊŀŎǘƛŎŜ ƛǎ ƛƴŦƻǊƳŜŘ ōȅ tƛŜǊǊŜ .ƻǳǊŘƛŜǳΩǎ ƴƻǘƛƻƴ ƻŦ Ƙŀōƛǘǳǎ 

(1979) as a way of conceptualising class and which, in its attention 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 One: Situating the Research 

 

Introduction 

The site-related 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 work-related 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 signs of status, hierarchy and alienation. The 

disruption that is referenced in the title refers, therefore, to the visual and conceptual 

interference of these and other work-related contexts when artworks which incorporate 

elements of decoration are added to them.  

 

Something of the potency of site-related artworks in the very public realm of outdoor 

spaces is well-rehearsed.1 However, it is argued here that the value of critical artwork in the 

enclosed and semi-private spaces of the workplace is under-theorised and presents 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 1960s (Bishop, 2012; Walker, 2002) 

which will be cited at various points throughout the thesis. But unlike the APG the research 

described here proposes that the language of decoration can 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 mixture of materials. Beyond the cushioned 

ŎƻƳŦƻǊǘǎ ƻŦ ǘƘŜ ŘƛǊŜŎǘƻǊΩǎ ǎǳƛǘŜ ŘŜŎƻǊŀǘƛƻƴ ƛǎ ǊŜƭŀǘƛǾŜƭȅ ŀƭƛŜƴ ƛƴ ǘƘŜ ŎƻƴǘŜƳǇƻǊŀǊȅ 

workplace, but its accessible and connective properties enable it to carry meaning that is 

easily identifiable. Pattern, specifically defined 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 furnishings and for its facility in carrying decorative motifs.  

 

References to value and hierarchy that are exemplified through the material and physical 

characteristics inherent in each of these contexts, are analysed with respect to class and 

                                                           
1 See, for example, the work of Rachel Whiteread and Christo and Jean-Claude; also works 
commissioned and documented by organisations such as !ǊǘŀƴƎŜƭ ŀƴŘ {ƛǘǳŀǘƛƻƴǎΣ ŀǎ ǿŜƭƭ ŀǎ ŀǊǘƛǎǘǎΩ 
ǳǎŜ ƻŦ [ƻƴŘƻƴΩǎ ΨCƻǳǊǘƘ tƭƛƴǘƘΩΦ 
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ŀƭƛŜƴŀǘƛƻƴΦ tƛŜǊǊŜ .ƻǳǊŘƛŜǳΩǎ ŎƻƴŎŜǇǘ ƻŦ ΨƘŀōƛǘǳǎΩ όмфтфύ ƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ ǾŀƭǳŀōƭŜ ŀǎ ƛǘ 

describes the way that class is embodied: we embody or inhabit class in the choices that we 

ƳŀƪŜ ŀōƻǳǘ ŦƻƻŘΣ ŎƭƻǘƘŜǎΣ ŘŜŎƻǊŀǘƛƻƴ ŀƴŘ ǘƘǳǎ ΨόǘύŀǎǘŜ ŎƭŀǎǎƛŦƛŜǎ ŀƴŘ ƛǘ Ŏƭassifies the 

ŎƭŀǎǎƛŦƛŜǊΩ ό.ƻǳǊŘƛŜǳ мфтфΥ сύΦ ¢Ƙƛǎ ŘƛǊŜŎǘ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ōƻŘȅ ŀƴŘ Ŏƭŀǎǎ ǇǊƻǾƛŘŜǎ ŀ 

useful way of linking the material agency of these artworks with the occupants of the 

workplace; cloth and chairs being particular examples of this. Drawing on the influence of 

YŀǊƭ aŀǊȄΣ .ƻǳǊŘƛŜǳΩǎ ǘƘŜƻǊƛŜǎ ŀǊŜ ŦǳǊǘƘŜǊ ŜȄǇƭƻǊŜŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ŎƻƴǘŜƳǇƻǊŀǊȅ ƴƻǘƛƻƴǎ ƻŦ 

alienation by, for example, Franco Berardi (2009). The role of the artist in challenging social 

conditions and power relations is explored ǿƛǘƘ ǊŜŦŜǊŜƴŎŜ ǘƻ wƻǎŀƭȅƴ 5ŜǳǘǎŎƘŜΩǎ όмффсύ 

appeal to artists to use site-related practices to challenge the power relations evident 

ǿƛǘƘƛƴ ǘƘŀǘ ǎƛǘŜΣ ŀƴŘ ǘƻ /Ƙŀƴǘŀƭ aƻǳŦŦŜΩǎ όнллтύ ŀǊƎǳƳŜƴǘ ǘƘŀǘ ŀǊǘ Ƙŀǎ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ǘƻ 

ŘƛǎǇƭŀŎŜ ŀƴŘ ǊŜƴŜƎƻǘƛŀǘŜ ǘƘŜ ΨƴŀǘǳǊŀƭΩ ǎƻŎƛŀƭ ƻǊŘŜǊΦ  

 

¢ƘǊƻǳƎƘ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ŘŜŎƻǊŀǘƛǾŜ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ΨŎƘŀƭƭŜƴƎŜǎ ǘƘŜ ǿƻǊƪ ƻŦ ŀǊǘΩ ōȅ ŀŦŦƻǊŘƛƴƎ 

the artwork a particular agency in as much as it is able to insinuate a physical and 

psychological space between the environment of the workplace and 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 employed in the office or the 

ƭŀǳƴŘǊȅΦ Ψ¢ƘŜ ǿƻǊƪ ƻŦ ŀǊǘΩ ǊŜŦŜǊǎ ƴƻǘ ƻƴƭȅ ǘƻ ǘƘŜ ŀǊǘǿƻǊƪ ŀǎ ƻōƧŜŎǘΣ ǘƘŜǊŜŦƻǊŜΣ ōǳǘ ǘƻ ǘƘŜ 

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 endeavour. 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. Thus, to employ 

the decorative within the context of a fine art object or gallery, is a further way of ascribing 

to the decorative something more than merely superficial. The white-walled art gallery 

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

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

indicates that the gallery itself is a place of work. 

 

Site-related practices are those where the making of the artworks is informed by the 

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

ǘƘŜ ŀǊǘǿƻǊƪǎ ƳŀŘŜ ŦƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǇƻǎǎŜǎǎ ŀ ΨƴŜƎƻǘƛŀǘƛƻƴ ǾŀƭǳŜΩ ŘǳŜ ǘƻ ǘƘŜƛǊ ƛƴǘǊƻŘǳŎǘƛƻƴ 

ƻŦ ǇƭŜŀǎǳǊŜ ǘƘǊƻǳƎƘ ǘƘŜ ŘŜŎƻǊŀǘƛǾŜ ǘƘŀǘ ƛǎ Ψƻǳǘ-of-ǇƭŀŎŜΩ ƛƴ ǘƘŜ ǿƻǊƪǇƭŀŎŜΦ ¢ƘŜ ŀǊǘ ƛǎ 
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superfluous on one hand ς from the perspective of its utilitarian value or even as a 

commodity (as no money has been exchanged) - but 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 disruptive 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 

ǿƻǊƪǇƭŀŎŜΣ ƛǎ ΨƴŜƎƻǘƛŀǘŜŘΩ ǘƘǊƻǳƎƘ ǘƘŜ ƛƴǘŜǊǾŜƴǘƛƻƴ ƻŦ ǘƘŜǎŜ ŀǊǘǿƻǊƪǎΦ CǳǊǘƘŜǊ ŀǎǇŜŎǘǎ ƻŦ 

negotiation are evident in this research, for example, the negotiation that occurs between 

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

 

The concept of negotiation exemplifies how, in the practice-based elements of the work, a 

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

this thrƻǳƎƘ ŀ ǇǊƻŎŜǎǎ ƻŦ ΨǘƘƛƴƪƛƴƎ ǘƘŜ ŘŜŎƻǊŀǘƛǾŜΩ ǿƘŜǊŜ ǘƘŜ ŘŜŎƻǊŀǘƛǾŜ ƛǎ ŀŎŎƻǊŘŜŘ ƳƻǊŜ 

potency than the superficial, passive position it is usually ascribed. An ongoing process of 

documentation and reflection fundamentally informs the concertina-like relationship 

between the theory and the practice. A timeline used in the gallery setting  (see Volume 

Two, Section Three) ΨƻǇŜƴǎ ǳǇΩ ŀƴŘ ŜƭǳŎƛŘŀǘŜǎ ǎƻƳŜ ƻŦ ǘƘŜ ƳƻǊŜ ƘƛŘŘŜƴ ŀǎǇŜŎǘǎ ƻŦ ǘƘŜ 

research process and the aspects of negotiation that are less visible in the final exhibited 

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 workplace. Spatial agitation, or the placing of 

ŀǊǘǿƻǊƪǎ ǿƛǘƘƛƴ ΨŀƭƛŜƴΩ ŎƻƴǘŜȄǘǎ ƛǎ ŎƻƳǇŀǊŀōƭŜ ǘƻ ŎƻƭƭŀƎŜ ς a bringing together of disparate 

material - and is a key method for developing ideas and proposals early in the making 

process. Thus the documentary photographs of each site are 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 case of EAST GalleryNUA, ǘƘŜ ǿƻǊƪǇƭŀŎŜ ŎƘŀƛǊ ōŜŎƻƳŜǎ ŀ ΨǎƛǘŜΩ 

for such interventions. These interventions employ decorative aspects to draw attention to 

the potentially alienating and status-signifying aspects of the work environment. They do 

this in a number of ways: 
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¶ through their specific placement and by natuǊŜ ƻŦ ǘƘŜƳ ōŜƛƴƎ Ψƻǳǘ-of-ǇƭŀŎŜΩ 

¶ through the materials or objects the works are constructed from or refer to 

¶ through their singularity and handmade nature 

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

example). 

 

!ŎŎƻǊŘƛƴƎ ǘƻ ŘƛŎǘƛƻƴŀǊȅ ŘŜŦƛƴƛǘƛƻƴǎ ǘƘŜ ƳŜŀƴƛƴƎǎ ƻŦ ΨŘŜŎƻǊŀǘƛƻƴΩ ŀƴŘ ΨƻǊƴŀƳŜƴǘΩ ŀǊŜ 

difficult to separate, so in this thesis the decorative is used as an umbrella term to 

encompass the ornamental. For example, Collins Concise Dictionary (1995) 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: from L ŘŜŎƻǊņǊŜ, from decus adornment]  

 

The same dictionary defines the word ornament as: 

adj. 1. heavily or elaborately decorated, 2. (of style in writing, etc.) over-
embellished; flowery [C15: from L ƻǊƴņǊŜ to decorate) 

 

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

 

In relation to gender it is clear that whilst no study of decoration, ornamentation and 

pattern could exclude the implications for gender, the scope of the research questions 

featured here do not allow for a full investigation of these aspects. However, where gender 

implications have intersected with issues around class they have been referenced. 

 

Structure: Thesis and Documentation 

¢ƘŜ ǊŜǎŜŀǊŎƘ ƛǎ ǇǊŜǎŜƴǘŜŘ ƛƴ ǘǿƻ ǾƻƭǳƳŜǎΣ ƴŀƳŜƭȅ ǘƘŜ ΨǘƘŜǎƛǎΩ in Volume One (of which this 

is the introductory ŎƘŀǇǘŜǊύ ŀƴŘ ǘƘŜ ΨŘƻŎǳƳŜƴǘŀǘƛƻƴΩ in Volume Two.  Following the 

introductory chapter the thesis is organised around four additional chapters. Chapter Two, 

ΨaŀǘŜǊƛŀƭ wŜƭŀǘƛƻƴǎΩΣ describes and contextualizes the way that artworks made for this 

research form decorative interventions in the Head Office of Aviva, one of the largest 

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

ŦƛǊǎǘ ƛƴ ǘƘƛǎ ŎƘŀǇǘŜǊΣ ΨIŀōƛǘǳǎ ŀƴŘ ǘƘŜ ²ƻǊƪǇƭŀŎŜΩΣ ōŜƎƛƴǎ ōȅ ŜȄǇƭƻǊƛƴƎ ŘƛŦŦŜǊŜƴǘ ǿŀȅǎ ƛƴ 

which aspects of decoration and décor may be consiŘŜǊŜŘ ǘƻ ƘŀǾŜ ΨǾŀƭǳŜΩΣ ōŜƎƛƴƴƛƴƎ ǿƛǘƘ 

ǊŜŦŜǊŜƴŎŜǎ ǘƻ  aŀǊȄ ŀƴŘ ƭƻƻƪƛƴƎ ŜǎǇŜŎƛŀƭƭȅ ŀǘ .ƻǳǊŘƛŜǳΩǎ ΨƘŀōƛǘǳǎΩ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ŎƭŀǎǎΦ  

{ǇŜŎƛŦƛŎ ŜȄŀƳǇƭŜǎ ƻŦ ŦǳǊƴƛǘǳǊŜ ŀƴŘ ƛƴǘŜǊƛƻǊ ŘŞŎƻǊ ƻōǎŜǊǾŜŘ ƛƴ ǘƘŜ ƻŦŦƛŎŜǎ ƻŦ ǘǿƻ ƻŦ !ǾƛǾŀΩǎ 
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buildings are used as examples. Use value, exchange value, labour value and symbolic value 

are considered as factors that affect the significance 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 the topology of the building.  

 

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

specifically for this space. ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ is the generic title of a series of five 

sculptures that were placed in Aviva and described in detail in Part Two of Chapter Two 

Ψ5ƛǎǊǳǇǘƛƴƎ ǘƘŜ hŦŦƛŎŜΥ !ǊǘǿƻǊƪ LƴǘŜǊǾŜƴǘƛƻƴǎ ŀƴŘ ǘƘŜ aŜŘƛŀǘƛƴƎ wƻƭŜ ƻŦ ǘƘŜ 5ŜŎƻǊŀǘƛǾŜΩΦ 

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 artworks employ 

signifiers that expose and examine 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 stationery and 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 employment structure of the workplace and to forms of privilege. The 

ǇƭŀŎŜ ƻŦ ΨǊŜŎŜǇǘƛƻƴΩ ŦǳǊǘƘŜǊ ŎƻƳǇƭƛŎŀǘŜǎ ǎǳŎƘ ƴƻǘƛƻƴǎΣ ƎƛǾŜƴ ǘƘŜ ƛƴǎǘƛǘǳǘƛƻƴŀƭƭȅ-driven arena 

of power that is also laced with intimations of welcome.  

 

/ƘŀǇǘŜǊ ¢ƘǊŜŜΣ Ψ¢ƘŜ 5ŜǾƛŀƴǘ /ƭƻǳŘΥ {Ƙŀpe-Shifting and Repetition at BerendsenΩΣ ǊŜŦƭŜŎǘǎ 

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 that the semiotics of 

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

workplace. The cloud motif, when used as a pattern that is repeated at various locations on 

ǎƛǘŜΣ ƛǎ ǎƘƻǿƴ ǘƻ ōŜ ŘŜŎƻǊŀǘƛƻƴ ǳǎŜŘ Ψƻǳǘ-of-ǇƭŀŎŜΩ ŀƴŘ ƛǎ ŀōƭŜ ǘƻ ŘǊŀǿ ŀǘǘŜƴǘƛƻƴ ǘƻ ŀƴŘ 

raise awareness of the potential for alienation in repetitious labour.  

 

tŀǊǘ hƴŜ ƻŦ ǘƘŜ ŎƘŀǇǘŜǊΣ ΨhōǎŜǊǾƛƴƎ ǘƘŜ [ŀǳƴŘǊȅ ŀƴŘ /ƻƴǎƛŘŜǊƛƴƎ ǘƘŜ /ƭƻǳŘΩΣ ƛƴŎƭǳŘŜǎ ŀ 

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

reading of the cloud and skyscape, especially as they function as decorative motifs. Part 
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¢ǿƻΣ Ψ.ŜǘǿŜŜƴ tŀǘǘŜǊƴ ŀƴŘ [ŀōƻǳǊΥ 5ŜŎƻǊŀǘƛƻƴ ŀƴŘ wŜǇŜǘƛǘƛƻƴΩΣ ƛƴŎƭǳŘŜǎ ŀ ŘŜǘŀƛƭŜŘ 

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

art made for the laundry. The potency of site-related art in reference to the writings of 

Deutsche and Mouffe is considered, along with ideologies of the decorative, the idea of the 

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

metaphor for repetitive labour. In particular, aƻǳŦŦŜΩǎ ƴƻǘƛƻƴ ƻŦ ǘƘŜ ƴƻƴ-commonsensical 

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

ƭŀǳƴŘǊȅΣ ǇƻǎŜ ŀ ŎƘŀƭƭŜƴƎŜ ǘƻ ǘƘŜ ΩƴŀǘǳǊŀƭ ƻǊŘŜǊΩΦ aƻǳŦŦŜ Ŏŀƭƭǎ ŦƻǊ Ψwidening the field of 

artistic intervention directly in a multiplicity of social spaces in order to oppose the 

ǇǊƻƎǊŀƳ ƻŦ ǘƻǘŀƭ ǎƻŎƛŀƭ ƳƻōƛƭƛȊŀǘƛƻƴ ƻŦ ŎŀǇƛǘŀƭƛǎƳΩ όaƻǳŦŦŜ нллтΥ оύΦ ¢ƘŜ ŎƭƻǳŘǎŎŀǇŜ ƛǎ ŀ 

ǾƛǊǘǳŀƭ ŀǇŜǊǘǳǊŜ ǘƻ ΨƻǘƘŜǊΩ ǿƻǊƭŘǎΣ ǿƘŜǘƘŜǊ ŀ ŘǊŜŀƳ ǿƻǊƭŘΣ ŀƴ ΨŀǊǘΩ ǿƻǊƭŘ ƻǊ ǘƘŜ ƴŀǘǳǊŀƭ 

world.  

 

¢ƘŜ ǇƭŀŎƛƴƎ ƻŦ ŀǊǘǿƻǊƪǎ ƻƴ ƻǊ ŀŘƧŀŎŜƴǘ ǘƻ ŎƘŀƛǊǎ ƛƴ !ǾƛǾŀΩǎ ǊŜŎŜǇǘƛƻƴ ŀǊŜŀǎ ƛƴ /ƘŀǇǘŜǊ ¢ǿƻ 

begins to highlight the properties of chairs in relation to use and symbolic value. Chapter 

CƻǳǊΣ Ψ¢ƘŜ /ƘŀƛǊ ŀǎ ŀ {ƛǘŜ ŦƻǊ ¢ŀŎǘƛŎŀƭ LƴǘŜǊǾŜƴǘƛƻƴǎΩΣ ŎƻƴǎƛŘŜǊǎ ǘƘŜƻǊƛŜǎ ƻŦ ǘƘŜ ŜǾŜǊȅŘŀȅ 

(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 interventions ōƻǘƘ ǘƘǊƻǳƎƘ ŎƻƭƭŀƎŜ ŀƴŘ ΨŎƘŀƛǊ-ƧŀŎƪƛƴƎΩ ǘŀŎǘƛŎǎΦ tŀǊǘ hƴŜΣ Ψ¢ƘŜ /ƘŀƛǊ 

ŀǎ ŀƴ 9ȄŀƳǇƭŜ ƻŦ 9ǾŜǊȅŘŀȅ Lƴǎǘƛǘǳǘƛƻƴŀƭ ŀƴŘ 5ƻƳŜǎǘƛŎ 5ŞŎƻǊόŀǘƛƻƴύΩΣ ǳǎŜǎ ŀ ǎŜƭŜŎǘƛƻƴ ƻŦ 

chairs to illustrate how issues of class and consumption are made visible in the decorative 

qualities 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 decorative intervention. As 

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

ƻŦ ǘƘŜ aƻŘŜǊƴƛǎǘ ƛƴǘŜǊƛƻǊ ƘŀŘ ƛƴ ŘŜƴȅƛƴƎ ǘƘŜ ǾŀƭǳŜ ƻŦ ŘŜŎƻǊŀǘƛƻƴΣ ŀƭƻƴƎ ǿƛǘƘ ŘŜŎƻǊŀǘƛƻƴΩǎ 

subsequent re-evaluation through the latter half of thŜ ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊȅ ŀƴŘ ǎƛƴŎŜΦ !ǊǘƛǎǘǎΩ 

references to the chair highlight crossovers between art, craft and design which are picked 

up again in relation to the practice-based elements of this research.  

 

¢ƘŜ ǎŜŎƻƴŘ ǇŀǊǘ ƻŦ /ƘŀǇǘŜǊ CƻǳǊΣ Ψ¢ƘŜ 9ǾŜǊȅŘŀȅ ŀǎ ŀ /ǊƛǘƛŎŀƭ /ƻƴǎǘǊǳŎǘΩΣ ŜȄŀƳƛƴŜǎ ǘƘŜ ǿŀȅ 

that art practice, in the form of site-related interventions suggested through collaged 

proposals and sculptural assemblages, can undermine class and stratification in office 

furniture, including chairs found in the Aviva buildings in London. Sculptural assemblages 
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that incorporate identical low-cost office chairs were exhibited in the EAST GalleryNUA, a 

gallery that is open to the public as well as students and staff at Norwich University of the 

Arts (NUA). As a site, ǘƘƛǎ ΨǿƘƛǘŜ ŎǳōŜΩ ŎƻƴǘŜƳǇƻǊŀǊȅ ƎŀƭƭŜǊȅ ǎǇŀŎŜ ƻŦŦŜǊŜŘ ŀ ǊƛŎƘ ŀƴŘ 

intriguing position, being both a gallery within my workplace (I lecture at NUA) and the 

ƭƻŎŀǘƛƻƴ ŦƻǊ b¦!Ωǎ ΨLŘŜŀǎ CŀŎǘƻǊȅΩΣ ŀ ǇƭŀŎŜ ŦƻǊ ŜǎǘŀōƭƛǎƘŜŘ ŀƴŘ ŦƭŜŘƎƭƛƴƎ ōǳǎƛƴŜǎǎŜǎ ǘƻ 

incubate and grƻǿΦ ¢ƘŜ ǿƘƛǘŜ ŎǳōŜ ǎǇŀŎŜ ŦǳǊǘƘŜǊǎ ǘƘŜ ŘƛǎŎǳǎǎƛƻƴ ƻŦ aƻŘŜǊƴƛǎǘΩǎ ŘƛǎŀǾƻǿŀƭ 

of the decorative and the carpeted plinth that supports the chair sculptures continues the 

references to the office as well as disrupting traditional notions of the plinth. 

 

As well as 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 

ǾŜƴǳŜΦ ¢Ƙƛǎ ŜȄǇƻǎŜŘ ǎƻƳŜ ƻŦ ǘƘŜ ΨǿƻǊƪΩ ƻŦ ǘƘŜ ŀǊǘƛǎǘ-scholar, thus correlating with 

ŘƛǎŎǳǎǎƛƻƴ ƛƴ /ƘŀǇǘŜǊ CƛǾŜΣ ΨIŀǊŘ DǊŀŦǘΥ ǘƘŜ bŜƎƻǘƛŀǘƛƻƴ ±ŀƭǳŜ ƻŦ ǘƘŜ {ƛǘŜ-Specific Work of 

!ǊǘΩΣ ǘƘŀǘ ŎƻƳǇŀǊŜǎ ŀƴŘ ŎƻƴǘǊŀǎǘǎ ǘƘŜ ǿƻǊƪ ƻŦ ǘƘŜ ŀǊǘƛǎǘ ǘƻ ǘƘƻǎŜ ǿƘƻ ǿƻǊƪ ƛƴ ǘƘŜ ƻŦŦƛŎŜǎ ƻŦ 

Aviva or the industrial environment of Berendsen.  Reflecting on the repetitive nature of 

work practices that typify many work environments has shed light on the tasks that 

ǘȅǇƛŎŀƭƭȅ ŜƴƎŀƎŜ ǘƘŜ ŀǊǘƛǎǘ ŀƴŘ tŀǊǘ hƴŜ ƻŦ /ƘŀǇǘŜǊ CƛǾŜΣ Ψ¢ƘŜ tƻǿŜǊ ƻŦ ¦ƴ-belonging in the 

²ƻǊƪǇƭŀŎŜΩΣ ŜȄǇƭƻǊŜǎ ǘƘŜǎŜ ƻōǎŜǊǾŀǘƛƻƴǎΦ !ƭǘƘƻǳƎƘ ƛƴ ŀƭƭ ƻŦ ǘƘese contexts time is of the 

essence, the 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 least of which 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 the office and laundry, and a comparison of how 

the labour of the artist sits within and alongside this, are brought into direct comparison. 

The extent to which the artist and artwork is out-of-place in these work environments is 

explored as a factor that is able to afford the artwork more potency. Artists who navigate 

similar areas around the labour of the artist as well as the mutable relations between the 

gallery and non-gallery spaces are used as examples. 

 

tŀǊǘ ¢ǿƻΣ Ψ¢ƘŜ bŜƎƻǘƛŀǘƛƻƴ ±ŀƭǳŜ ƻŦ !ǊǘǿƻǊƪǎΩΣ explores the idea that the artworks possess 

a function that pertains to their negotiation value, this idea drawing upon research by Mark 

²ƛƭǎƘŜǊ όнлмлύΦ 5ŀǾƛŘ .ǊŜǘǘΩǎ ŜȄǇƻǎƛǘƛƻƴ ƻŦ ǘƘŜ ŘŜŎƻǊŀǘƛǾŜ ŀǎ ƘƻƭŘƛƴƎ ōƻǘƘ ǇƭŜŀǎǳǊŀōƭŜ ŀƴŘ 
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connective factors (Brett 2005) is discussed in relation to the decorative aspects of the 

artworks made for this research. The boundary between these works of art being 

challenging within their work-based placement, and their acceptability within these 

contexts, is a site of meaning that is 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 knowledge within 

the research. Each chapter identifies areas of mediation between the (parasitical) artwork 

and its host, whether this is the Aviva reception area and the ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ pieces 

described in Chapter Two, the chairs of Chapter Four, or the 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 time are able to make connections, whether physically or conceptually.  

 

In relation to the visual documentation of the research, Volume One uses illustrations to 

work in tandem with the text.  Volume Two, however, is a predominantly visual account of 

the research and includes additional visual documentation of the artworks made for each 

of the three case studies. As the process itself is so crucial to the making of each of these, a 

visual log of the proposals, intermediary drawings and studio shots of work-in-progress that 

evidence the making process for each body of work are also included. Section Three of 

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 allow. Volume 

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

the three sites. 

 

Theory and Practice  

wŀǘƘŜǊ ǘƘŀƴ ǇǊŜǎŜƴǘƛƴƎ ΨǘƘŜƻǊȅΩ ŀƴŘ ΨǇǊŀŎǘƛŎŜΩ separately, each chapter of the thesis 

integrates discussion of my art practice with the historical, critical and theoretical 

dimensions that contextualise it. The hypothesis being proposed through this practice-led 

research, contextualised through critical analysis, is that everyday decoration, 

ornamentation and pattern can be used in gallery and non-gallery 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 
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psychological necessity and the 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? So, for 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 status, and how does this then 

transpose into a gallery situation? 

 

The notion of practice in this research takes on a number of significant aspects. Firstly there 

ƛǎ ŀǊǘ ǇǊŀŎǘƛŎŜ ƛƴ ǘƘŜ ǇƘȅǎƛŎŀƭ ƻǊ ΨƳŀǘŜǊƛŀƭΩ ǎŜƴǎŜ ƻŦ ǘƘŜ ŎǊŜŀǘƛƻƴΣ ƛƴǎǘŀƭƭŀǘƛƻƴ ŀƴŘ Řƛsplay of 

artefacts and images. Secondly, 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 ς the job of communicating or negotiating for example. Thirdly, practice refers to 

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

theoretical positions as lived experience, and fourthly, that practices are activities or 

ΨǘŀŎǘƛŎǎΩ ǘƘŀǘ Ŏŀƴ ōŜ ŘŜǇƭƻȅŜŘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ŜǾŜǊȅŘŀȅ ŜȄǇŜǊƛŜƴŎŜΦ  

 

In his Dialectical Materialism ƻŦ мфоф IŜƴǊƛ [ŜŦŜōǾǊŜ ǊŜŎƻƎƴƛȊŜŘ ƛƴ ǘƘŜ ƳƻŘŜƭ ƻŦ ΨǘƘŜǎƛǎΣ 

antithesis and synthesis the potential to transcend both ideological theory and social 

ǇǊŀŎǘƛŎŜΣ ƘƛƴǘƛƴƎ ŀǘ ŀ ǊŜǎƻƭǳǘƛƻƴ ƻŦ ǘƘŜǎŜ Ƙŀōƛǘǳŀƭ ƻǇǇƻǎƛǘƛƻƴǎ ǘƘǊƻǳƎƘ ǇǊŀȄƛǎΩ ό/ǳƳƳƛƴƎǎ 

and Lewandowska 2006: 413). For Marx, praxis is the way that theory becomes part of lived 

ŜȄǇŜǊƛŜƴŎŜ ΨǿƘŜǊŜ ŀƴ ƛŘŜŀ ŎŜŀǎŜǎ ǘƻ ōŜ ŀƴ ŀōǎǘǊŀŎǘ ŎƻƴŎŜǇǘ ŀƴŘ ōŜŎƻƳŜǎ ŀƴ ŜǾŜǊȅŘŀȅ 

ǊŜŀƭƛǘȅΩ ό/ǳƳƳƛƴƎǎ ŀƴŘ [ŜǿŀƴŘƻǿǎƪŀ нллсΥ пмоύΦ ¢ƘŜ ǘƘŜƻǊŜǘƛŎŀƭ ŎƻƴǘŜȄǘǎ ōŜƛƴƎ ōǊƻǳƎƘǘ 

ƛƴǘƻ ǘƘƛǎ ǎǇŜŎƛŦƛŎ ŘƛŀƭŜŎǘƛŎ ŀǊŜ .ƻǳǊŘƛŜǳΩǎ Distinction: A Social Critique of the Judgement of 

Taste όмфтфύ ŀƴŘ ŘŜ /ŜǊǘŜŀǳΩǎ The Practice of Everyday Life όмфупύΦ 5Ŝ /ŜǊǘŜŀǳΩǎ ǇǊƛǾƛƭŜƎƛƴƎ 

of the everyday through aesthetic practices is championed further by Ben Highmore, 

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 articulated by these key writers.    

 

Also writing on the subject of the everyday, Michael Sheringham describes the necessity of 

simulating and thus stimulating the 

dynamic creativity that is inherent in the practices that constitute it, yet are 
generally hidden in the ΨƻǇŀŎƛǘȅΩ ƻŦ ƎŜǎǘǳǊŜǎ ŀƴŘ ƭƻŎŀƭ ŎƻƴǘŜȄǘǎΦ LŦ ǘƘŜ ŜȄǇƭƻǊŜǊ ƻŦ 
ǘƘŜ ŜǾŜǊȅŘŀȅ ΧΦΦǎŜŜƪǎ ǘƻ ƎǊŀǎǇ ŀ ŘȅƴŀƳƛǎƳ ǘƘŀǘ ǎǇǊƛƴƎǎ ŦǊƻƳ ǇǊŀǘƛǉǳŜ ƛǘ ƳŀƪŜǎ 
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sense that it should be by inventing practices of his or her own (Sheringham 2007: 
387).  
 

Where practice is referred to 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 

constitutes an aspeŎǘ ƻŦ ŜǾŜǊȅŘŀȅ ΨǎǘǳŦŦΩΣ ŜǎǇŜŎƛŀƭƭȅ ƛƴ ŎƭƻǘƘƛƴƎ ŀƴŘ ŦǳǊƴƛǘǳǊŜΣ ƛǎ ǎƛƎƴƛŦƛŎŀƴǘ ƛƴ 

this regard. 

 

In this thesis decoration is used in the context of critically-informed art to nuance the 

relevant aspects of the everyday or of lived experience, especially in the context of a 

relationship between the workplace and home. The decorative is highly pervasive. Many 

areas of design and craft production incorporate decorative elements. The decorative can 

ŀƭǎƻ ōŜ ŎƻƴƴŜŎǘƛǾŜΥ ƛǘ ƛǎ ƻŦǘŜƴ ŀ Ψǿŀȅ-ƛƴΩ ŦƻǊ ŀ ǇƻǘŜƴǘƛŀƭ ŀǳŘƛŜƴce to enjoy or discover ideas 

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 experience that most would feel able to relate to or 

recognise. These connective properties and their recognisability are those that are being 

prioritised for the artworks. The use of the decorative is that which the audience will 

ƛƳǇƭƛŎƛǘƭȅ ΨƪƴƻǿΩ ŦǊƻƳ ǘƘŜƛǊ ŜǾŜǊyday domestic environments. It is the reconfiguring of 

these decorative components, through the lens of art, which moves them beyond the 

ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ŘƻƳŜǎǘƛŎΦ 5ŜŎƻǊŀǘƛƻƴ ƛƴ ǘƘŜ ΨǿǊƻƴƎΩ ǇƭŀŎŜ ƎƛǾŜǎ ƛǘ ƛǘǎ ŘƛǎǊǳǇǘƛǾŜ ǇƻǘŜƴǘƛŀƭΦ {ƻΣ 

for example, the use of an 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. 

 

Malcolm Miles speaks directly of decoration as something that can disrupt or disturb the 

ideal space: 

(i)ƴ ŀŎǘǎ ƻŦ ŘŜŎƻǊŀǘƛƻƴ ΧΧ ƛƴ ŀƭƭ ǘƘŜ ǘƘƛƴƎǎ ǇŜƻǇƭŜ Řƻ ǘƘŜƳǎŜƭǾŜǎ ǘƻ ǎǘŀǘŜ ƛŘŜƴǘƛǘȅΣ 
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 dirt. 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, suit 

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 

ǘƘŜƛǊ ŘƛŦŦŜǊŜƴǘ ŎƻƴǘŜȄǘǎΥ ǘƘŜǎŜ ŘŜǘŀƛƭǎ ǊŜǾŜŀƭ ŀƴ ΨŀƭǘŜǊƴŀǘƛǾŜΩ ǘƻ the office, for example.  The 

photographs in Figure 1.1 are details of the ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ artworks made for 

!ǾƛǾŀΩǎ Head Office and reveal the care that goes into the decision-making and the crafting 

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

 

 

 

 

Figure 1.1: Details from ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ including various fabrics, cord, 
cordstoppers, tape, elastic (Horton 2013). 

 

/ƭƻǎŜƭȅ ǊŜƭŀǘŜŘ ǘƻ .ƻǳǊŘƛŜǳΩǎ ƴƻǘƛƻƴ ƻŦ Ƙŀōƛǘǳǎ ƛǎ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ŜƳōƻŘƛƳŜƴǘΦ Attendant to 

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 everyday experiences 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 figured 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 piece of furniture or a work space. 



20 
 

Primary research included photographic analyses 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 impetus for making ƴŜǿ ŀǊǘǿƻǊƪǎΦ ό¢ƘŜ ǇƘƻǘƻƎǊŀǇƘǎ ƻŦ !ǾƛǾŀΩǎ bƻǊǿƛŎƘ 

ǎƛǘŜ ŀƴŘ ǘƘŜ Ǿƛǎǳŀƭ ƳŀǘŜǊƛŀƭ ŀŎŎŜǎǎŜŘ Ǿƛŀ !ǾƛǾŀΩǎ ŜȄǘŜƴǎƛǾŜ ŀǊŎƘƛǾŜ ƛƴ bƻǊǿƛŎƘ ƘŀǾŜ ōŜŜƴ 

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

 

²ƘŜǊŜ ǘƘŜ ŀǊǘǿƻǊƪǎ ŀǊŜ Ψƻǳǘ-of-ǇƭŀŎŜΩ όŀǎ ƛƴ ŀƴ ƛƴŘustrial environment) the audience 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 by the 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 stripe, for 

example). In this way the ŀǊǘ ƛǎ ΨƛƴŎƭǳǎƛǾŜΩ ƛƴ ŀ ǎƻŎƛŀƭ ǎŜƴǎŜΦ ¢ƘŜ ŦƻŎǳǎ ƻƴ ŘŜŎƻǊŀǘƛƻƴ ƛƴ ǿƻǊƪ 

spaces is able to facilitate a dialogue between art and theory and the social. As Nikos 

Papastergiadis writes: 

(b)oth the materiality of art work and its meanings are always situated within a 
social history. To communicate the social impact of art always requires the use of 
non-artistic categories of representation. [!ǊǘΩǎ] specificity 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 non-artistic categories of representation ς they recognise the different 

fabrics and their use in clothing or in soft furnishings, or the pattern motif as familiar, for 

ŜȄŀƳǇƭŜΦ IƻǿŜǾŜǊΣ ǘƘŜ ŦǳƭƭƴŜǎǎ ƻŦ ǘƘŜ ŀǊǘǿƻǊƪΩǎ ǎƛƎƴƛŦƛŎŀƴŎŜ ƛǎ ŀǊǘƛŎǳƭŀǘŜŘ ǘƘǊƻǳƎƘ ǘƘŜ 

written exegesis that accompanies them.  

 

The research considered here, because 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 that 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 history, philosophy, sociology, material culture, anthropology and psychology. 

The ability of the everyday to encompass this array of disciplines is part of its strength. As 
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noted by Highmore, Lefebvre goes beyond this, arguing that the everyday actually provides 

a challenge to disciplinary demarcations:  

(f)or 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 life divided 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 isolation must be overcome in 
the same way that their social cognates must be overcome (Highmore 2002: 129).  

 

¢Ƙǳǎ [ŜŦŜōǾǊŜΩǎ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ŜǾŜǊȅŘŀȅ ƻŦŦŜǊǎ ŀ ŘƻǳōƭŜ ŎǊƛǘƛǉǳŜΥ ǘƘŜ ŎǊƛǘƛǉǳŜ ƻŦ ǘƘŜ 

separation between work and leisure and 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 cross-disciplinary boundaries to aid the 

efficacy of the works. Working across these boundaries also expands the repertoire of the 

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

employ. The wall-length timeline (see Section Three of Volume Two) that was designed for 

the exhibition at EAST GalleryNUA was developed as an attempt to more clearly demonstrate 

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

 

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

way buildings embody the hierarchical structure of the organisation and provide clear 

ŜȄŀƳǇƭŜǎ ƻŦ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ŦƻǊƳŀǘƛƻƴ ƻŦ ǘƘŜ Ƙŀōƛǘǳǎ ŀƴŘ ǘƘŜ ΨŦƛŜƭŘΩ ƻŦ ǘƘŜ 

ǿƻǊƪǇƭŀŎŜΦ .ƻǳǊŘƛŜǳΩǎ ŎƻƴŎŜǇǘ ƻŦ ǘƘŜ Ƙŀōƛǘǳǎ ƛǎ ŎǊǳŎƛŀƭ ǘƻ ǘƘŜ ǊŜǎŜŀǊŎƘ ōŜŎŀǳǎŜ ƛǘ 

ŘŜƳƻƴǎǘǊŀǘŜǎ Ƙƻǿ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ choices are influenced by the fields within 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: they 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 ς the materials of the building, the size of the lifts, the quality of furniture and so 

on ς ǎȅƳōƻƭƛŎŀƭƭȅ ǊŜǇǊŜǎŜƴǘ όƻǊ ƻǊƎŀƴƛǎŜύ ǘƘŜ ƘƛŜǊŀǊŎƘȅ ƻŦ ǘƘŜ ŜƳǇƭƻȅŜŜǎ ǘƘŜȅ ΨƘƻǳǎŜΩΦ  

 

The artworks made for this research highlight this hierarchy and thus doing so question it, 

disturb it and agitate it through their placement, materials, form, method of production 

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 the laundry.  
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Process and Practice 

Process is not only technical and practical but also reflective and critically engaged. Social 

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

understanding and knowledge from any given field being tested through reflective practice 

ό{ŎƘǀƴ мфуоύΦ wŜŦƭŜŎǘƛǾŜ ǇǊŀŎǘƛŎŜ ƻǊ ΨǊŜŦƭŜŎǘƛƻƴ-in-ŀŎǘƛƻƴΩ ƛǎ ŀ ƳŜŀƴǎ ƻŦ ŘŜŎƻƴǎǘǊǳŎǘƛƴƎ ǘƘŜ 

often-dichotomized relationship between academic and practice-based knowledge, to 

demonstrate problem-solving and how this can be augmented through reflection. 

Reflection on the practice-based elements of my research is undertaken through 

documenting ongoing work in-progress photographically, testing through exhibition, 

writing a Reflective Journal and through the writing of this thesis. Photographic 

documentation of the work not 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 made exposes aspects of it that become 

obscured or hidden in its final version or in subsequent iterations of it. For example, 

ǇƘƻǘƻƎǊŀǇƘƛƴƎ ǘƘŜ ƳŀƪƛƴƎ ƻŦ ǘƘŜ ǎŎǳƭǇǘǳǊŜ ǎŜǊƛŜǎ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ was able to 

uncover more about the relationship to utility and functionality of cloth as a material used 

in both clothing and in soft-furnishings. (On occasion, some photographs, enlarged and 

displayed in the EAST GalleryNUA, for example, are works of art in their own right.) What 

becomes clear is the way that the often 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 venues as these placements are only 

fleeting interventions (in Aviva, for example (Figure 1.2)). Hence the documentation serves 

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

use/movement by those encountering the works, and how they interacted 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: ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ ǇƘƻǘƻƎǊŀǇƘŜŘ ŀǘ !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ [ƻƴŘƻƴ  
(Horton 2013). 

 

Photographs also show the works in situ as they would have been experienced firstςhand 

by the viewers at the workplaces. This experience is different to being seen through 

photographic documentation only, that is, being seen by a secondary audience either in the 

photographs displayed in the EAST GalleryNUA or whilst reading this thesis.  

 

A process of reflection and illumination can be triggered when the work is exhibited in 

venues other than the one it was originally intended for. For example, Figure 1.3 shows one 

of the pieces of work made for ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ with its inner padding removed, 

exhibited in the Student Gallery at Norwich University of the Arts. Exhibited 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 reinforced that the value of the 

piece in the context of AvivaΩǎ furniture was only one of a number of frames of reference to 

which the work might allude. 
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Figure 1.3: One of the ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ artworks used in the exhibition  
Open for Discussion at Norwich 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 trigger for 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 a quote from the Reflective 

Journal dated January 2013: 

[sculptures that look like] cushions made for the reception area of Aviva. How will 
these work? They are not cushions that would normally be seen here ς they are 
mismatched with the black leather sofas and with each other. (Their similarity to 
each other, 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 
ƴƻ ǾŀƭǳŜ ƛƴ ǘŜǊƳǎ ƻŦ ŎƻƳƳƻŘƛǘȅ ƻǊ ŜȄŎƘŀƴƎŜΦ !ƴȅ ΨŜȄŎƘŀƴƎŜΩ ƛǎ ƛƴ ǘŜǊƳǎ ƻŦ ŀƴ 
experience; they may give more or additional comfort; they may give cause for 
thought ς why are they here? Why are they so big? Why use these fabrics? 
ΧΧΦ¢ƘŜȅ ŀǊŜ ǘǊŀƴǎƛǘƻǊȅΣ ƭƛƪŜ ǘƘŜ ǇŜƻǇƭŜ who sit with them. And unfixed. 

 

Many of these questions or observations are expanded upon 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 commodity that elicited this 

thought. This example elucidates the theory and practice working symbiotically within the 
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overall research and exemplifies the value of reflective practice. It also demonstrates the 

way in which the process of making the work, and not just the final outcomes, is itself 

revealing something about the research 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 signs and their interconnectedness are used, appropriating 

ŘŜƭƛōŜǊŀǘŜƭȅ ǘƻ ŘǊŀǿ ŀǘǘŜƴǘƛƻƴ ǘƻ ǘƘŜ ƻǊƛƎƛƴŀƭ ΨƳŜŀƴƛƴƎΩ ŀǎ wƻƭŀƴŘ .ŀǊǘƘŜǎ ǿƻǳƭŘ Ŏŀƭƭ ƛǘ 

(Barthes 1957). His strategy of alibi is also used where one reading and another flip 

backwards and forwards into consciousness. 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 purpose. 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 functionality (see Jorge Pardo, Figure 2.21, for example). 

Working with these 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 simulate the creativity inherent 

in the everyday, including collage and montage. Collage is used in the creation of site-

related proposals, works on paper that explore ideas from the safety and expediency of the 

ǎǘǳŘƛƻΦ Ψ/ƭŜŀǊƭȅ ǘƘŜǊŜ ƛǎ ŀ ƘǳƎŜ ǇƻǘŜƴǘƛŀƭ ŦƻǊ ƳƻƴǘŀƎŜ ǘƻ ƎŜƴŜǊŀǘŜ ŎǊƛǘƛŎŀƭ ŦƻǊƳǎ ƻŦ ǊŜŀŘƛƴƎΣ 

ōȅ ƳŀƪƛƴƎ ŎƻƴǘǊŀŘƛŎǘƛƻƴǎ ŀƴŘ ŀƴǘŀƎƻƴƛǎƳǎ ŜȄǇƭƛŎƛǘ ǿƛǘƘƛƴ ǘƘŜ ǎƻŎƛŀƭ ǊŜŀƭƳΩ όIƛƎƘƳƻǊŜ нллнΥ 

93). A collage allows for simultaneity of difference within the everyday to be represented, 

whilst refusing these differences to be subsumed into a homogenous whole or to be turned 

ƛƴǘƻ ŀ ǊŜǎƻƭǾŜŘ ƻǊ ƳŜŀƴƛƴƎŦǳƭ ǳƴƛǘȅΦ LƴǎǘŜŀŘ ŎƻƭƭŀƎŜ ƻŦŦŜǊǎ ŀ ΨōƻƳōŀǊŘƳŜƴǘ ƻŦ ƳŀǘŜǊƛŀƭǎ 

that resist narrative ǊŜǎƻƭǳǘƛƻƴΧΧΦǿƘŜǊŜ ǘƘŜ ŘƛǎǊǳǇǘƛƻƴ ƻŦ ƻƴŜ ŜƭŜƳŜƴǘ ōȅ ŀƴƻǘƘŜǊ 

challenges the authority of any one representational mode and allows the problematizing 

ƻŦ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƛǘǎŜƭŦΩ όIƛƎƘƳƻǊŜ нллнΥ фрύΦ !ǎ ŀ ǎǘǊŀǘŜƎȅΣ ǘƘŜǊŜŦƻǊŜΣ ŎƻƭƭŀƎŜ Ŏŀƴ ōǊƛƴƎ 

together disparate elements without either one assuming overall authority. 
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.ŀǊǘƘŜǎ ǳǎŜǎ ǘƘŜ ǘŜǊƳ ΨƳȅǘƘΩ ǘƻ ƛƴŘƛŎŀǘŜ ŀƴ ƛƴǎǘǊǳƳŜƴǘŀƭ ǘƻƻƭ ŦƻǊ ǘƘŜ ǎǳƎƎŜǎǘƛƻƴ ƻŦ ΨǘǊǳǘƘΩ 

via language, images or objects. The relationships between signifiers that generally 

determine our understanding of reality can be deconstructed through collage and other 

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

ΨƪƴƻǿƭŜŘƎŜΣ ǊƘŜǘƻǊƛŎ ŀƴŘ ŀŜǎǘƘŜǘƛŎ ǇƭŜŀǎǳǊŜ Ŏƻƴǘƛƴǳƻǳǎƭȅ ŘƛǎǊǳǇǘ ƻƴŜ ŀƴƻǘƘŜǊΣ ŎƻƭƭŀƎŜ ǘƻƻ 

ōŜŎƻƳŜǎ ŀ ǿŀȅ ƻŦ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ƭƻƻƪƛƴƎ ŀƴŘ ƪƴƻǿƛƴƎΩ όhΩwŜƛƭƭȅ ƛƴ /raig 2008: 19).  

 

Hybrid objects and furniture-sculptures 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 antimacassars 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 proposals, 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 

ŀƭǘŜǊƴŀǘƛǾŜ ǊŜŀŘƛƴƎ ƻŦ ǘƘŀǘ ǎǇŀŎŜ ƻǊ ƻōƧŜŎǘΦ ¢ƘŜ ŎƻƭƭŀƎŜ ƛƴ ǘƘƛǎ ǎŜƴǎŜ ǇǊƻǾƛŘŜǎ ŀ ΨƳƻŘŜƭΩΣ 

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 of exploring 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 study. There are 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 example, Boardroom Décor in 

Section Three). 

 

Collage is an important way of ΨǘƘƛƴƪƛƴƎ ǘƘǊƻǳƎƘ ǘƘŜ ǾƛǎǳŀƭΩ ƛƴ ǘƘƛǎ ǊŜǎŜŀǊŎƘΣ ƛƴ ŀǘ ƭŜŀǎǘ ƻƴŜ 

of the ways that Sarat Maharaj refers to it (Maharaj 2009). As thinking tools, collage and 

drawing act as processes that allow for dead-ends and blind alleys that are often necessary 

to the route of visual problem-ǎƻƭǾƛƴƎΦ Ψ¢ƘƛƴƪƛƴƎ ǘƘǊƻǳƎƘ ǘƘŜ ǾƛǎǳŀƭΩ ƛƴ aŀƘŀǊŀƧΩǎ ƻǘƘŜǊ 

sense, that is, of unpacking it and taking apart its meanings or components, is part of the 

role of the written thesis. 

 



27 
 

Spatial Agitation and the Interrogation of Site 

It is in the siting or placing of these works of art in their respective locations that the 

theory, process and practice described for this research can be brought together and 

tested. Thus, site-related tactics and the placement of artworks in non-gallery 

environments are crucial to the methodology of the work. If the 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 works in a similar way. 

In the case of these interventions the strangeness or otherness of the artworks provides an 

ΨŜŘƎŜΩ όaƻƴǊƻŜ нллуΥ прύΣ ŀƴ ŜƴǘǊȅ Ǉƻƛƴǘ ǿƛǘƘ ǿƘƛŎƘ ǘƻ ǇǊȅ ŀǇŀǊǘ ǘƘŜ ƛƭƭǳǎƛƻƴ ƻŦ ŀ ǎǇŀŎŜ ǘƘŀǘ 

combines, for example, the comforts of home with an office foyer. In other words, in the 

same way that the edges of the paint or paper in a two-dimensional collage disturb the 

ƛƭƭǳǎƛƻƴ ƻŦ ŀ ŎƻƘŜǎƛǾŜ ǎǇŀŎŜΣ ǊŜŎƻƎƴƛǎƛƴƎ ǘƘŜ ΨŜŘƎŜΩ ƻǊ ƻǘƘŜǊƴŜǎǎ ƻŦ ǘƘŜǎŜ ŀǊǘǿƻǊƪǎ ƛǎ ŀƭǎƻ 

necessary: without it they lose their ability to 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 not in the traditional sense of adorning the office wall but 

with a more interrogative and interruptive purpose ς to literally and metaphorically be 

tripped over! 

 

Robert Irwin (1985) describes four categories of site-ǊŜƭŀǘŜŘ ƻǊ ǇǳōƭƛŎ ŀǊǘΥ ΨǎƛǘŜ ŘƻƳƛƴŀƴǘΩΣ 

ΨǎƛǘŜ-ŀŘƧǳǎǘŜŘΩΣ ΨǎƛǘŜ-ǎǇŜŎƛŦƛŎΩ ŀƴŘ ǘƘŜ ΨǎƛǘŜ-ŎƻƴŘƛǘƛƻƴŜŘκŘŜǘŜǊƳƛƴŜŘΩΣ ŀƭƭ ƻŦ ǿƘƛŎƘ ǇƭŀŎŜ ǘƘŜ 

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

ΨǎƛǘŜ-ŎƻƴŘƛǘƛƻƴŜŘκŘŜǘŜǊƳƛƴŜŘΩ, he describes the making of the artwork as drawing all of its 

ŎǳŜǎ ŦǊƻƳ ǘƘŜ ǎƛǘŜΣ ǊŜǉǳƛǊƛƴƎ ǿƘŀǘ ƘŜ ŘŜǎŎǊƛōŜǎ ŀǎ ŀ ΨƘŀƴŘǎ-ƻƴΩ ǊŜŀŘƛƴƎ ƻŦ ƛǘΥ 

(w)Ƙŀǘ ƛǎ ǘƘŜ ǎƛǘŜΩǎ ǊŜƭŀǘƛƻƴ ǘƻ ŀǇǇƭƛŜŘ ŀƴŘ ƛƳǇƭƛŜŘ ǎŎƘŜƳŜǎ ƻŦ ƻǊƎŀƴƛȊŀǘƛƻƴ ŀƴŘ 
ǎȅǎǘŜƳǎ ƻŦ ƻǊŘŜǊΣ ǊŜƭŀǘƛƻƴΣ ŀǊŎƘƛǘŜŎǘǳǊŜΣ ǳǎŜǎΣ ŘƛǎǘŀƴŎŜǎΣ ǎŜƴǎŜ ƻŦ ǎŎŀƭŜΚ ΧΦΦ²hat 
is the physical and people density?... What are the qualities of detail, levels of 
finish, craft? What are the histories of prior and current uses, present desires 
etc.? (Irwin 1985: 218). 

 

This level of investigation is represented in this research through the topographical 

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

These in-depth analyses have then gone on to affect how the work is made and with what 

ƳŀǘŜǊƛŀƭǎΦ LǊǿƛƴ ŘŜǎŎǊƛōŜǎ ǘƘƛǎ ƳƻǊŜ Ŧǳƭƭȅ ŀǎ ǘƘŜ ΨŀŜǎǘƘŜǘƛc sensibility, levels and kinds of 

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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ǎŎǳƭǇǘǳǊŀƭ ώƻǊϐ ŀǊŎƘƛǘŜŎǘǳǊŀƭΩ (Irwin 1985: 218). As each site is different so the resulting 

artworks do not necessarily fit into any one style or type. 

 

!ŎŎƻǊŘƛƴƎ ǘƻ 5ƻǊŜŜƴ aŀǎǎŜȅ Ψ¢ƘŜ ǎǇŀǘƛŀƭ Χ Ŏŀƴ ōŜ ǎŜŜƴ ŀǎ ŎƻƴǎǘǊǳŎǘŜŘ ƻǳǘ ƻŦ ǘƘŜ 

multiplicity of social relations across all spatial scales, from the global reach of finance and 

telecommunications, through the geography of the tentacles of national political power, to 

ǘƘŜ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎ ǿƛǘƘƛƴ ǘƘŜ ǘƻǿƴΣ ǘƘŜ ǎŜǘǘƭŜƳŜƴǘΣ ǘƘŜ ƘƻǳǎŜƘƻƭŘ ŀƴŘ ǘƘŜ ǿƻǊƪǇƭŀŎŜΩ 

(Massey 1994: 4). This emphasis on the instrumental elements of space is usefully seen 

ŀƭƻƴƎǎƛŘŜ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨŀōǎǘǊŀŎǘΩ ǎǇŀŎŜΣ ǿƘƛŎƘ ƛǎΣ ŀŎŎƻǊŘƛƴƎ ǘƻ [ŜŦŜōǾǊŜΣ ǘƘŜ ǎǇŀŎŜ ƻŦ 

capitalism. Abstract space is ideological because it reproduces prevailing social relations 

and because it represses conflict: consensus of thought and practice about a space 

ŘŜǘŜǊƳƛƴŜǎ ǿƘŀǘ ƛǎ ƻǊ ƛǎƴΩǘ ŜȄǇŜŎǘŜŘ ƛƴ ǇŀǊǘƛŎǳƭŀǊ ǎǇŀŎŜǎΦ IƻǿŜǾŜǊΣ ƛƴǘŜǊǾŜƴǘƛƻƴƛǎǘ 

aesthetic practices can play a role in re-designing or recoding such sites. The reception area 

ƻŦ !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ for example, as a global financial corporation in the City of London, 

ƛǎ ƛƴŘƛŎŀǘƛǾŜ ƻŦ ŀƴ ΨŀōǎǘǊŀŎǘΩ ǎǇŀŎŜ ŀǎ ŘŜŦƛƴŜŘ ōȅ [ŜŦŜōǾǊŜΦ ¢ƻ ƛƴǘǊƻŘǳŎŜ ŜƭŜƳŜƴǘǎ ƻŦ ƘƻƳŜ 

(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 leisure2Υ ΨΧƛƴŀǎƳǳŎƘ ŀǎ ŀōǎǘǊŀŎǘ ǎǇŀŎŜ ǘŜƴŘǎ ǘƻǿŀǊŘǎ ƘƻƳƻƎŜƴŜƛǘȅΣ ǘƻǿŀǊŘǎ ǘƘŜ 

elimination of existing differences or peculiarities, a new space cannot be born (produced) 

ǳƴƭŜǎǎ ƛǘ ŀŎŎŜƴǘǳŀǘŜǎ ŘƛŦŦŜǊŜƴŎŜǎΩ ό[ŜŦŜōǾǊŜ мффмΥ рнύΦ 

 

²ƛǘƘƛƴ ŀƭǘŜǊƴŀǘƛǾŜ ǎƛǘŜǎΣ ǘƘŜ ǿƻǊƪ ƻŦ ŀǊǘ ŀŎǘǎ ŀǎ ǿƘŀǘ [ŜŦŜōǾǊŜ ǊŜŦŜǊǎ ǘƻ ŀǎ ŀ ŦƻǊƳ ƻŦ ΨǇƭŀȅ-

generating-ȅŜŀǎǘΩ ό[ŜŦŜōǾǊŜ нллнΥ оύΦ WƻƘƴǎǘƻƴŜ ŜȄǘŜƴŘǎ ǘƘƛǎ ƳŜǘŀǇƘƻǊ ǘƻ ǎǳƎƎŜǎǘ ǘƘŀǘ ǘƘƛǎ 

ƛƳǇƭƛŜǎ ΨŦŜǊƳŜƴǘŀǘƛƻƴΣ ŀƎƛǘŀǘƛƻƴ ŀƴŘ ŘƛǎǊǳǇǘƛƻƴΩ όWƻƘƴǎǘƻƴŜ нллуΥ мпύΦ  CƛƴŘƛƴƎ ŀƭǘŜǊƴŀǘƛǾŜ 

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 

ǉǳŜǎǘƛƻƴƛƴƎ ŀƴŘ ΨŦŜǊƳŜƴǘƛƴƎΩ ƛǎǎǳŜǎ ƻŦ ŎƭŀǎǎΣ ŀƴŘ ΨŀƎƛǘŀǘƛƴƎΩ ŀƴŘ ŘƛǎǊǳǇǘƛƴƎ ǘƘŜ ǎǇŀǘƛŀƭ 

properties that support these assumptions. These placements of artwork within the work 

ǎǇŀŎŜ ŦǳƴŎǘƛƻƴ ŀƭǎƻ ŀǎ ΨǘŀŎǘƛŎŀƭΩ ŘƛǎǘǳǊōŀƴŎŜǎ ƻŦ ǘƘŜ ƪƛƴŘ ǊŜŦŜǊǊŜŘ ǘƻ ōȅ ŘŜ /ŜǊteau, the 

                                                           
2 Gill Valentine cautions against valorising the home above the workǇƭŀŎŜ ŀǊƎǳƛƴƎ ǘƘŀǘ ǘƘŜ ΨƛŘŜŀƭ ƘƻƳŜΩ ƛǎ ƴƻǘ ŀǎ 

simple as it sounds. Romanticised as a place of relaxation and comfort, the home is implicitly conceptualized as 
a separate and distinct time-space from the workplace. However, as Gregson and Lowe recognise (1987) 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 not always recognised as such (Davidoff et al 1979 and MacKenzie and Rose 1983: 159 in 
Valentine 1991: 77-79). 
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ǎƘƛŦǘƛƴƎ ƻǊ ŀǇǇǊƻǇǊƛŀǘƛƻƴ ƻŦ ƻōƧŜŎǘǎ ŀƴŘ ǘƻ 5ŜǳǘǎŎƘŜΩǎ ƛƴǘŜǊǊƻƎŀǘƛǾŜ ƳƻŘŜƭ ƻŦ ǎƛǘŜ-related 

art where artworks provide a direct challenge to their surroundings.  

 

tŀǊǘ ƻŦ ǿƘŀǘ ƳŀƪŜǎ ǘƘŜ ƛƴǘŜǊǾŜƴǘƛƻƴǎ ΨƻǘƘŜǊΩ ƛǎ ǘƘŀǘ ǘƘŜȅ ŀǊŜ ƻƴŜ-off objects. The one-off 

artefact acts as a counter to the mass-produced furniture and design of the sites they are 

placed in. The hand-ŎǊŀŦǘŜŘ ǉǳŀƭƛǘƛŜǎ ƻŦ ǘƘŜ ǿƻǊƪ ƛƴǾŀŘŜ ǘƘŜ ǎǇŀŎŜΣ ƛƴǘŜǊǊǳǇǘƛƴƎ ǘƘŜ ǎǇŀŎŜΩǎ 

seamlessness through their difference.  The power of otherness or not belonging is 

discussed in depth in Chapter Five. 

 

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

challenged in the 1960s, site-related artworks have become commonplace. Miwon Kwon 

describes the potential for site-ƻǊƛŜƴǘŜŘ ŀǊǘ ǘƻ ǳƴŜŀǊǘƘ ΨǊŜǇǊŜǎǎŜŘ ƘƛǎǘƻǊƛŜǎΣ ǇǊƻǾƛŘŜ 

support for greater visibility of marginalised groups and issues and initiate the re(dis)covery 

ƻŦ ΨƳƛƴƻǊΩ ǇƭŀŎŜǎ ǎƻ ŦŀǊ ƛƎƴƻǊŜŘ ōȅ ǘƘŜ ŘƻƳƛƴŀƴǘ ŎǳƭǘǳǊŜΩ όYǿƻƴ нллпΥ усύΦ /ƘŀǇǘŜǊ ¢ǿƻ ƻŦ 

this research, fƻǊ ŜȄŀƳǇƭŜΣ ŀƴŀƭȅǎŜǎ ǘƘŜ ǿŀȅ ƛƴ ǿƘƛŎƘ !ǾƛǾŀΩǎ ǳǎŜ ŀƴŘ ƭƻŎŀǘƛƻƴ ƻŦ ƛǘǎ ǎǇŀŎŜǎΣ 

ŦƻǊ ŜȄŀƳǇƭŜ ǘƘŜ /9hΩǎ ƻŦŦƛŎŜǎ ƭƻŎŀǘŜŘ ƻƴ ǘƘŜ ǘƻǇ ŦƭƻƻǊ ƻŦ ǘƘŜ ōǳƛƭŘƛƴƎΣ Ŏŀƴ ƛƭƭǳǎǘǊŀǘŜ ƻǊ 

mirror the different class or level of workers within the organization. In using industrial 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. 

 

Henk Slager argues that a context-ǊŜǎǇƻƴǎƛǾŜ ǊŜǎŜŀǊŎƘ ǇǊŀŎǘƛŎŜ ǎƘƻǳƭŘ ŎƻƴƴŜŎǘ ΨǘƘŜ 

material conditions of location, the discursive network, and the prevailing modes of 

ŎǊƛǘƛŎŀƭƛǘȅΣ ǿƘƛƭŜ ŀǊǘƛŎǳƭŀǘƛƴƎ ǘƘŜ ǎƛǘŜ ŀǎ ŀ ŘƛŦŦŜǊŜƴǘƛŀƭ ǇƭŀŎŜ ŀƴŘ ƳŜŘƛǳƳΩ ό{ƭŀƎŜǊ нлмнΥ п3). 

Both the Berendsen and Aviva projects combine a recognition of the space as a symbol of 

ǇƻǿŜǊ ƻǊ ŎŀǇƛǘŀƭΣ ŀ ƴŜǘǿƻǊƪ ƻŦ ΨǾƻƛŎŜǎΩ ǘƘŀǘ ƛƴŎƭǳŘŜǎ ŜƳǇƭƻȅŜŜǎ ŀƴŘ ǾƛǎƛǘƻǊǎ ǘƻ ǘƘŜ ǎƛǘŜ ŀƴŘ 

prevailing modes of criticality being discourses around art and design, labour and leisure. 

Ψ/ƻƴǘŜȄǘ-responsive projects aspire to achieve a particular and non-essentialist locality at 

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

ƻŦ ǾƛŜǿǎΩ ό{ƭŀƎŜǊ нлмнΥ рнύΦ Lƴ ǘƘŜ ŎŀǎŜ ƻŦ ǘƘƛǎ Ǌesearch this exchange takes place on a 

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 viewers; and between 

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

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

Four. 

 

Massey has demonstrated that the ǇŜǊƳŜŀōƛƭƛǘȅ ƻǊ ΨŦƭƻǿΩ ŜȄǇŜŎǘŜŘ ōŜǘǿŜŜƴ ǿƻǊƪ ŀƴŘ 

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 (Massey 1994). It is possibly for these reasons that I 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 practically ς gaining permissions, for example ς is 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 research, pierce 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 key process within this 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 visually or physically 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 non-pattern, and luxury and economy. There is a sense too 

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 within 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 sculptural 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 GalleryNUA 

(Figures. 4.21 and 4.22). Thus the 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 crucial. 

 

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

ΨŀƎƎƭǳǘƛƴŀǘƛǾŜΩ ǇǊƻŎŜǎǎ ƻŦ ƳŀƪƛƴƎ όaŀƘŀǊŀƧ нллфύΣ ŀ ƪƛƴŘ ƻŦ ƳŀƪƛƴƎ ǘƘŀǘ ŘƻŜǎ not rely on 

ǘƘŜ ǾŜǊōŀƭ ōǳǘ ƻƴ ǘƘŜ ΨǎǘƛŎƪȅΩΣ ǎƻƳŀǘƛŎ ŀƴŘ ƳŀǘŜǊƛŀƭ ǉǳŀƭƛǘƛŜǎ ƻŦ ǘƘŜ ǿƻǊƪΦ These exist 

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 non-discursive register, its seething para-discursive 
charge and capability ς ōƻǘƘ ƛǘǎ άǇŀǘƘƛŎέ ŀƴŘ άǇƘŀǘƛŎέ ŦƻǊŎŜΣ ƛǘǎ ǇŜƴǳƳōǊŀ ƻŦ ǘƘŜ 
non-verbal, its somatic scope, its smoky atmospherics, its performative range 
(Maharaj 2009). 

 

Summary 

This research seeks to give greater credence to decoration, 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 re-viewed in the context of the workplace.  

 

Lefebvre (1991) ǇǊƻǾƛŘŜǎ ŀ ǿŀȅ ƻŦ ŘŜǎŎǊƛōƛƴƎ ŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜŜƴ ΨǇƭŀƴƴŜŘΩ ǎǇŀŎŜǎ ŀƴŘ 

ǿŀȅǎ ǘƘŜȅ ƳƛƎƘǘ ōŜ ǳǎŜŘ ǘƘŀǘ ŀǊŜ ǳƴǇǊŜŘƛŎǘŀōƭŜ ƻǊ ΨǇǊƻōƭŜƳŀǘƛȊŜŘΩΦ ¢ƘŜ ǇǊŀŎǘƛŎŜ ƻŦ 

everyday life (Lefebvre 1974) and the recoding of social space are tools for critiquing 

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

ƻŦ ƭŀōƻǳǊΦ LŦΣ ŀǎ aŀǎǎŜȅ ǎǘŀǘŜǎΣ ΨόǘύƘŜ ƛŘŜƴǘƛǘƛŜǎ ƻŦ ǇƭŀŎŜǎ ŀǊŜ ŀƭǿŀȅǎ ǳƴŦƛȄŜŘΣ ŎƻƴǘŜǎǘŜŘ ŀƴŘ 

ƳǳƭǘƛǇƭŜΩ όaŀǎǎŜȅ мффпΥрύΣ ǘƘŜ ǊŜƻǊƎŀƴƛǎŀǘƛƻƴ of spaces through artistic interventions can 

be used to emphasise this lack of fixity and create a new dynamic within existing spaces. 

Thus the site-ǊŜƭŀǘŜŘ ǇǊƻǇƻǎŀƭǎ ŀƴŘ ƻōƧŜŎǘǎ ƳŀŘŜ ŦƻǊ ǘƘƛǎ ǊŜǎŜŀǊŎƘ ǳǎŜ ŀǊǘ ƛƴ ŀ Ψƴƻƴ-

ƻǊƎŀƴƛǎŀǘƛƻƴŀƭΩ ǿŀȅ ōȅ ŜƳǇƭƻȅƛƴƎ ŀǊt in a public space as a means of unsettling the 

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

ΨŀǇǇǊƻǇǊƛŀǘŜŘΩ ōȅ ƛǘǎ ǳǎŜǊΣ ƛƴ ǘƘƛǎ ŎŀǎŜ ōȅ ǘƘŜ  ŀǊǘƛǎǘΦ ¢ƘŜ ƛƴǘŜǊƧŜŎǘƛƻƴ ƻŦ ǘƘŜǎŜ ŀǊǘǿƻǊƪǎ ƛƴǘƻ 

a financial, industrial or gallery 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 of that space. These out-of-place imposters then negotiate their place through 

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

 

Introduction 

ΨaŀǘŜǊƛŀƭ wŜƭŀǘƛƻƴǎΩ ŘŜǎŎǊƛōŜǎ ŀƴŘ ŎƻƴǘŜȄǘǳŀƭƛȊŜǎ ǘƘŜ ǿŀȅ ǘƘŀǘ ŀǊǘǿƻǊƪǎ ƳŀŘŜ ŦƻǊ ǘƘƛǎ 

research form decorative interventions in the offices of one of the largest providers of 

insurance within the UK3. 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, 

ǘƘŜǎŜ ŀǊǘǿƻǊƪǎ ŜƳǇƭƻȅ ǎƛƎƴƛŦƛŜǊǎ ǘƘŀǘ ΨƻǇŜƴ ǳǇΩ ŀƴŘ ŜȄŀƳƛƴŜ ǘƘŜ ŎƻƳǇƭŜȄ ǊŜƭŀǘƛƻƴǎƘƛǇ 

between home 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 

two ƻŦ !ǾƛǾŀΩǎ ōǳƛƭŘƛƴƎǎ Ƙŀǎ ƛƴŦƻǊƳŜŘ ǘƘƛǎ ŀƴŀƭȅǎƛǎΦ  

 

This chapter is ŦƻǊƳŜŘ ƻŦ ǘǿƻ ǇŀǊǘǎΦ tŀǊǘ hƴŜΣ ΨIŀōƛǘǳǎ ŀƴŘ ǘƘŜ ²ƻǊƪǇƭŀŎŜΩΣ explores 

ŘƛŦŦŜǊŜƴǘ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ŀǎǇŜŎǘǎ ƻŦ ŘŜŎƻǊŀǘƛƻƴ ŀƴŘ ŘŞŎƻǊ Ƴŀȅ ōŜ ŎƻƴǎƛŘŜǊŜŘ ǘƻ ƘŀǾŜ ΨǾŀƭǳŜΩ, 

beginning with references to Karl Marx and looking especƛŀƭƭȅ ŀǘ .ƻǳǊŘƛŜǳΩǎ ΨƘŀōƛǘǳǎΩ ǿƛǘƘ 

regard to class.  Specific examples of furniture and interior décor observed in the offices of 

ǘǿƻ ƻŦ !ǾƛǾŀΩǎ ōǳƛƭŘƛƴƎǎ ŀǊŜ ǳǎŜŘ ŀǎ ŜȄŀƳǇƭŜǎΦ ¦ǎŜ ǾŀƭǳŜΣ ŜȄŎƘŀƴƎŜ ǾŀƭǳŜΣ ƭŀōƻǳǊ ǾŀƭǳŜ ŀƴŘ 

symbolic value 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 the topology of the building. Aviva is especially interesting in relation 

to this research as it is a commercial enterprise founded on the protection of the 

ƛƴŘƛǾƛŘǳŀƭΩǎ ƘƻƳŜΣ ƭƛŦŜ ŀƴŘ ōŜƭƻƴƎƛƴƎǎΥ ŀǎ ŀ ƳŀƧƻǊ ǎǳǇǇƭƛŜǊ ƻŦ ƘƻǳǎŜ ŀƴŘ ƭƛŦŜ ƛƴǎǳǊŀƴŎŜ ƛƴ ǘƘŜ 

UK Aviva has very obvious links to the domestic, an aspect that enriches its potential as a 

ǎƛǘŜ ŦƻǊ ŘŜŎƻǊŀǘƛǾŜ ƛƴǘŜǊǾŜƴǘƛƻƴǎΦ ¢ƘŜ ƭƻŎŀǘƛƻƴ ƻŦ !ǾƛǾŀΩǎ Head Office ƛƴ [ƻƴŘƻƴΩǎ ΨǎǉǳŀǊŜ 

ƳƛƭŜΩ ŜƳǇƘŀǎƛǎŜǎ ƛǘǎ Ǝƭƻōŀƭ ƛƳǇƻǊǘŀƴŎŜΤ ǘƘŜ institution also has strong connections to my 

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

a significant employer in the city. 

 

                                                           
3 This office is that of Aviva. Aviva is one of the largest providers of life insurance, pensions and long-term 
financial services in the UK and is a global company with around 33 million customers and 29,600 staff 
worldwide. In the UK Aviva has 16m customers (www.aviva.com accessed 29.12.2016). 

http://www.aviva.com/
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When writing about 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 effective production methods reduce the conditions for the employee to a 

ΨŦǊŀƎƳŜƴǘ ƻŦ ŀ ƳŀƴΩ όaŀǊȄ мустύ ŀǎ ŀƴ ŀǇǇŜƴŘŀƎŜ ƻŦ ŀ ƳŀŎƘƛƴŜΣ ǿƛǘƘ ƴƻ ǇƭŜŀǎǳǊŜ ƛƴ ǿƻǊƪΣ 

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, 1851-3).4 Ruskin stated that manufacturers had a 

social responsibility, and interestingly many larger companies today adopt corporate social 

policies. It 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 explored in detail in Part Two of the 

chapter, Ψ5ƛǎǊǳǇǘƛƴƎ ǘƘŜ hŦŦƛŎŜΥ !ǊǘǿƻǊƪ LƴǘŜǊǾŜƴǘƛƻƴǎ ŀƴŘ ǘƘŜ aŜŘƛŀǘƛƴƎ wƻƭŜ ƻŦ ǘƘŜ 

5ŜŎƻǊŀǘƛǾŜΩΦ 

 

As new forms of alienation enter our working lives (Berardi 2009, Crary 2013) it is still the 

case, despite the efforts of some forward-thinking companies, that workplaces themselves 

are typically alienating spaces. This alienation is explored in this chapter through the 

topographical analysis of the Aviva buildings and through the siting 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: in a post-Duchampian 
era art is not always as polite as Ruskin would have appreciated. 
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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 to my positioning and questioning of the 

ΨŘŜŎƻǊŀǘƛǾŜΩ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ŀǊǘǿƻǊƪǎ ǿƛǘƘƛƴ ŀƴ ƻŦŦƛŎŜ ǘƻ ōǊƛŜŦƭȅ ŎƻƴǎƛŘŜǊ ǘhe economic 

environment of production and value. Notions of class and value as analysed within Marxist 

ŜŎƻƴƻƳƛŎǎ ŀǊŜ ŎŜƴǘǊŀƭ ǘƻ .ƻǳǊŘƛŜǳΩǎ ŎƻƴŎŜǇǘ ƻŦ Ƙŀōƛǘǳǎ ŀƴŘ ǘƘŜǎŜ ƛƴ ǘǳǊƴ ƘŀǾŜ ǎƘŀǇŜŘ 

ŎǊƛǘƛŎŀƭ ŀƴŀƭȅǎƛǎ ƻŦ ΨǘƘŜ ŜǾŜǊȅŘŀȅΩΦ ¢ƻƎŜǘƘŜǊ ǘƘŜǎŜ ǇǊƻǾƛŘŜ ŀ ŎǊƛǘƛŎal framework to which an 

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. 

 

Lƴ aŀǊȄƛŀƴ ŜŎƻƴƻƳƛŎǎ ŀƴȅ ƻōƧŜŎǘ ǘƘŀǘ Ƙŀǎ ŀ ǳǘƛƭƛǘȅ Ƙŀǎ ŀ ǳǎŜ ǾŀƭǳŜΣ ǘƘǳǎ ΨόǘύƘŜ ǳǘƛƭƛǘȅ ƻŦ ŀ 

ǘƘƛƴƎ ƳŀƪŜǎ ƛǘ ŀ ǳǎŜ ǾŀƭǳŜΦ Χ! ŎƻƳƳƻŘƛǘȅΣ ǎǳŎƘ ŀǎ ƛǊƻƴΣ ŎƻǊƴΣ ƻǊ ŀ ŘƛŀƳƻƴŘΣ ƛǎ ǘƘŜǊŜŦƻǊŜΣ ǎo 

ŦŀǊ ŀǎ ƛǘ ƛǎ ŀ ƳŀǘŜǊƛŀƭ ǘƘƛƴƎΣ ŀ ǳǎŜ ǾŀƭǳŜΣ ǎƻƳŜǘƘƛƴƎ ǳǎŜŦǳƭΩ όaŀǊȄ муусΥ н-3). Building on the 

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

value whereby prices could be directly equated with labour. In this system Marx argued 

that goods would sell in direct proportion to the labour required to produce them (Ramsay-

Steele 1988: ооƳƛƴǳǘŜǎύΦ aŀǊȄ ŘŜŦƛƴŜǎ ƭŀōƻǳǊ ǇƻǿŜǊ ŀǎ ΨǘƘŜ ŀƎƎǊŜƎŀǘŜ ƻŦ ǘƘƻǎŜ ƳŜƴǘŀƭ ŀƴŘ 

physical capabilities existing in a human being, which he [sic] exercises whenever he 

produces a use-ǾŀƭǳŜ ƻŦ ŀƴȅ ŘŜǎŎǊƛǇǘƛƻƴΩ όaŀǊȄ муусΥ мпрύΦ !ƎǊŜŜƳŜƴǘ ǘƻ ǎŜƭƭ ŀƴ 

ƛƴŘƛǾƛŘǳŀƭΩǎ ƭŀōƻǳǊ ƛǎ ƳŀŘŜ ǳƴŘŜǊ ŀ ŎƻƴǘǊŀŎǘ ŘŜŦƛƴƛƴƎ ǘƘŜ ŀƳƻǳƴǘ ƻŦ ǘƛƳŜ ǘƘŀǘ ƛǎ ŜȄǇŜƴŘŜŘΦ 

¢ƘŜ ƭŀōƻǳǊ ƛǎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ǇǊƻǇŜǊǘȅ ǘƻ ǎŜƭƭ ǘƻ ŀƴƻǘƘŜǊΥ ƛf the purchaser takes it all, the 

ǇǊƻŘǳŎŜǊ ōŜŎƻƳŜǎ ŀ ǎƭŀǾŜΣ ΨŦǊƻƳ ŀƴ ƻǿƴŜǊ ƻŦ ŀ ŎƻƳƳƻŘƛǘȅΣ ƛƴǘƻ ŀ ŎƻƳƳƻŘƛǘȅΩ όaŀǊȄ муусΥ 

146). 

 

An object only becomes a commodity when it is brought into an exchange. Without this 

element of exchange it simply has a use valǳŜΦ ¢Ƙǳǎ ΨǳǎŜ ǾŀƭǳŜǎ ōŜŎƻƳŜ ŀ ǊŜŀƭƛǘȅ ƻƴƭȅ ōȅ 

ǳǎŜ ƻǊ ŎƻƴǎǳƳǇǘƛƻƴ ΦΦΦ ǘƘŜȅ ŀǊŜΣ ƛƴ ŀŘŘƛǘƛƻƴΣ ǘƘŜ ƳŀǘŜǊƛŀƭ ŘŜǇƻǎƛǘƻǊƛŜǎ ƻŦ ŜȄŎƘŀƴƎŜ ǾŀƭǳŜΩ 

(Marx 1886: 2-оύΦ ²ƘŜƴ ŀƴ ƻōƧŜŎǘΩǎ ƳƻƴŜǘŀǊȅ ǾŀƭǳŜ ŜȄŎŜŜŘǎ ǘƘŜ ƭŀōƻǳǊ-value inherent in 

ŀƴ ƻōƧŜŎǘΩs production, it incurǎ ŜȄŎŜǎǎ ƛƴŎƻƳŜ ƻǊ ǇǊƻŦƛǘΦ ¢Ƙƛǎ ǇǊƻŦƛǘΣ ƻǊ ΨŎŀǇƛǘŀƭΩΣ ƛƴǘǊƻŘǳŎŜǎ 

ŀƴ ƛƴŜǉǳŀƭƛǘȅ ōŜǘǿŜŜƴ ǘƘŜ ǇǊƻŘǳŎŜǊ ƻŦ ǘƘŜ ƻōƧŜŎǘ ŀƴŘ ǘƘŜ ƻōƧŜŎǘΩǎ ƴŜǿ ƻǿƴŜǊΦ Lǘ ƛǎ ǘƘƛǎ 

ŘƛǾƛǎƛƻƴ ƻŦ ǘƘŜ ƻǿƴŜǊǎ ƻŦ ǇǊƻŘǳŎǘƛƻƴ ŀƴŘ ǘƘƻǎŜ ǿƘƻ ƳŀƪŜ ƛǘ ǘƘŀǘ ǳƴŘŜǊƭƛŜǎ aŀǊȄΩǎ ǘƘŜƻǊȅ ƻŦ 
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class: the bourgeoisie are the owners of production, whilst the proletariat or working-class 

are the producers. The products of this exchange, where labour ceases to be directly 

ŜǉǳŀǘŜŘ ǿƛǘƘ ǾŀƭǳŜΣ ƎƛǾŜ ǊƛǎŜ ǘƻ ǘƘŜ ŎƻƳƳƻŘƛǘȅΦ aŀǊȄ ǘŀƭƪǎ ƻŦ ǘƘŜ ΨƳŜǘŀǇƘȅǎƛŎŀƭ ǎǳōǘƭŜǘƛŜǎ 

ŀƴŘ ǘƘŜƻƭƻƎƛŎŀƭ ƴƛŎŜǘƛŜǎΩ ǘƘŀǘ ǘǊŀƴǎŦƻǊƳ ŀ ƳŀǘŜǊƛŀƭ ƻōƧŜŎǘ ƛƴǘƻ ŀ ŎƻƳƳƻŘƛǘȅΣ ǳǎƛƴƎ ŀ ǘŀōƭŜ ŀǎ 

an example (Marx 1867: 163-5). In the words of philosopher Mark Kingwell, ƛǘ ƛǎ Ψƴƻǿ ŀ 

bearer of non-ƳŀǘŜǊƛŀƭ ǎƛƎƴƛŦƛŎŀƴŎŜΣ ƻŦ ƛŘŜƻƭƻƎƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ǇŀȅƭƻŀŘΩ όYingwell 2002: 175). 

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 politics.  For Arjun 

Appadurai, 

(p)olitics (in the broad sense of relations, assumptions, and contests pertaining to 
power) is what links value and exchange in the social life of commodities. In the 
mundane, day-to-day, small-scale exchanges of things in ordinary life, this fact is 
not visible, for exchange has the routine and conventionalized 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 
ǊŜŀǎƻƴŀōƭŜ ΨŜȄŎƘŀƴƎŜ ƻŦ ǎŀŎǊƛŦƛŎŜǎΩ ŎƻƳǇǊƛǎŜǎΣ ŀƴŘ ǿƘƻ ƛǎ ǇŜǊƳƛǘǘŜŘ ǘƻ ŜȄŜǊŎƛǎŜ 
what kind of effective demand in what circumstances (Appadurai 1986: 57). 

 

CƻǊ aŀǊȄΣ ΨΦΦǘƘŜ ǊŜƭŀǘƛƻƴǎ ŎƻƴƴŜŎǘƛƴƎ ǘƘŜ ƭŀōƻǳǊ ƻŦ ƻƴŜ ƛƴŘƛǾƛŘǳŀƭ ǿƛǘƘ ǘƘŀǘ ƻŦ ǘƘŜ ǊŜǎǘ 

appear, not as direct social relations between individuals at work, but as what they really 

ŀǊŜΣ ƳŀǘŜǊƛŀƭ ǊŜƭŀǘƛƻƴǎ ōŜǘǿŜŜƴ ǇŜǊǎƻƴǎ ŀƴŘ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎ ōŜǘǿŜŜƴ ǘƘƛƴƎǎΩ  όaŀǊȄ муусΥ 

44). Thus, Marx begins to assert the social differences between those who produce and 

those who profit from the ownership of these products, that is, the extent to which an 

ƛƴŘƛǾƛŘǳŀƭΩǎ ǇǊƻŘǳŎǘƛǾƛǘȅ ƛǎ ǎƻŎƛŀƭƭȅ ǳǎŜŦǳƭ ŀƴŘ Ƙƻǿ ƳǳŎƘ ǘƘŜ ǇǊƻŘǳŎǘǎ ƻŦ ǘƘŜƛǊ ƭŀōƻǳǊ Ŏŀƴ ōŜ 

exchanged for other products.  

 

Symbolic Value 

!ƭǘƘƻǳƎƘ aŀǊȄΩǎ ƘƛǎǘƻǊƛŎŀƭ ƳŀǘŜǊƛŀƭƛǎƳ ǎǘƛƭƭ ŦƻǊƳǎ ǘƘŜ ōŀǎƛŎ ŘŜŦƛƴƛǘƛƻƴ ƻŦ Ƴŀƴȅ ǘƘŜƻǊƛŜǎ ƻŦ 

class, subsequenǘ ǘƘŜƻǊƛŜǎ ƘŀǾŜ ƴǳŀƴŎŜŘ ǘƘŜ ƛŘŜŀ ƻŦ ǎǘǊŀǘƛŦƛŎŀǘƛƻƴΦ aŀȄ ²ŜōŜǊΩǎ ǘƘŜƻǊȅ ƻŦ 

social stratification in Class, Status, Party (1946), for example, acknowledges the part 

played by non-economic 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 dress, habitat, leisure, and the like. The French sociologist Bourdieu 

(1930 ς 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 called) is described by Bourdieu in Distinction: A Social Critique of 

the Judgement of Taste όмфтфύΣ ŀ ōƻƻƪ ǘƘŀǘ ǿŀǎ ƎǊƻǳƴŘŜŘ ƛƴ ¢ƘƻǊǎǘŜƛƴ ±ŜōƭŜƴΩǎ ǘƘŜƻǊȅ ƻŦ 

ΨŎƻƴǎǇƛŎǳƻǳǎ ŎƻƴǎǳƳǇǘƛƻƴΩ όмуффύ ŀƴŘ ǳǎŜŘ ǎǳōǎŜǉǳŜƴǘƭȅ ōȅ aŀǊŎŜƭ aŀǳǎǎ όмфннύΦ  

 

±ŜōƭŜƴΩǎ ŎƻƴŎŜǇǘ ƻŦ ΨŎƻƴǎǇƛŎǳƻǳǎ ŎƻƴǎǳƳǇǘƛƻƴΩ όƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ΨƭŜƛǎǳǊŜ ŎƭŀǎǎΩύ 

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, 

are made for thŜ ŜȄǇǊŜǎǎ ǇǳǊǇƻǎŜ ƻŦ ǎƛƎƴƛŦȅƛƴƎ ǘƘŜ ƻǿƴŜǊΩǎ ǿŜŀƭǘƘΦ ¢ƻ ǎƻƳŜ ŜȄǘŜƴǘΣ 

whether these decisions are made consciously, as in the case of conspicuous consumption, 

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

status, weaƭǘƘΣ ŀǘǘƛǘǳŘŜǎ ƻǊ ǾŀƭǳŜǎ ƻŦ ǘƘŀǘ ƛƴŘƛǾƛŘǳŀƭΦ !ǇǇŀŘǳǊŀƛ ŎƛǘŜǎ DŜƻǊƎŜ {ƛƳƳŜƭΩǎ The 

Philosophy of Money όмфллύΦ Ψ±ŀƭǳŜ ŦƻǊ {ƛƳƳŜƭΣ ƛǎ ƴŜǾŜǊ ŀƴ ƛƴƘŜǊŜƴǘ ǇǊƻǇŜǊǘȅ ƻŦ ƻōƧŜŎǘǎΣ 

ōǳǘ ƛǎ ŀ ƧǳŘƎƳŜƴǘ ŀōƻǳǘ ǘƘŜƳ ōȅ ǎǳōƧŜŎǘǎΧΦΦ¢ƻŘŀȅΣ ƛƴ ƎŜƴŜǊŀƭΣ ǘƘŜ ƭƛƴƪ ƻŦ ŎƻƳƳƻŘƛǘƛŜǎ to 

post-industrial social, financial and exchange forms is taken for granted, even by those who 

ƛƴ ƻǘƘŜǊ ǊŜƎŀǊŘǎ Řƻ ƴƻǘ ǘŀƪŜ aŀǊȄ ǎŜǊƛƻǳǎƭȅΩ ό!ǇǇŀŘǳǊŀƛ мфусΥ уύΦ  

 

Addressing the symbolic value of the artwork, Isabella Graw pairs the concept of the 

ΨǎȅƳōƻƭƛŎΩ ŀǎ ǳǎŜŘ ōȅ .ƻǳǊŘƛŜǳ ǿƛǘƘ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ΨǾŀƭǳŜΩ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ŎƻƳƳƻŘƛǘȅ 

as described by Marx.  

(S)ymbolic value may be defined as a dual social charge, a charge that is conveyed 
by specific symbol-bearers 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 the concrete object used to refer to it (Graw 2010a: 23).  

 

Graw describes the way in which the artwork trades on the symbolic cachet of the artist 

ōǳǘ ŘƛŦŦŜǊǎ ŦǊƻƳ .ƻǳǊŘƛŜǳ ƛƴ Ƙƛǎ ŀǎǎŜǊǘƛƻƴ ƻŦ ǘƘŜ ΨǊŜƭŀǘƛǾŜ ŀǳǘƻƴƻƳȅΩ ό.ƻǳǊŘƛŜǳ мффсΥ нпуύ 

ƻŦ ǘƘŜ ŀǊǘƛǎǘΦ  {ƘŜ ŀǊƎǳŜǎ ǘƘŀǘ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ŀǊǘ ƳŀǊƪŜǘ ǘƘŜ ŀǊǘƛǎǘΩǎ Ǉƻǎƛǘƛƻƴ Ƙŀǎ ƴƻǿ 

ǎƘƛŦǘŜŘ ǘƻ ƻƴŜ ƻŦ ΨǊŜƭŀǘƛǾŜ ƘŜǘŜǊƻƴƻƳȅΩ ǿƘŜǊŜōȅ ƛǘ ƛǎ ǎǘƛƭƭ ǇƻǎǎƛōƭŜ ŦƻǊ ǘƘŜ ŀǊǘƛǎǘ ǘƻ ǊŜǘŀƛƴ 

some autonomy, ōǳǘ ǘƘŀǘ ǘƘŜ ΨŜȄǘŜǊƴŀƭ ŎƻƴǎǘǊŀƛƴǘǎ ώƻŦ ǘƘŜ ŀǊǘ ƳŀǊƪŜǘϐ ŀǊŜ ǇƭŀŎŜŘ ƛƴ ǘƘŜ 

foreground, and this even more so when being driven by economic considerations has 

become a prevalent ƳƛƴŘ ǎŜǘ ǿƛǘƘƛƴ ǘƘŜ ŀǊǘ ǿƻǊƭŘΩ όDǊŀǿ нлмлŀΥ мпнύΦ 

 

As well as aspiration the symbolic value of objects is complicated further by the ironic 

selection of objects and what Mihay Csikszentmihalyi calls the sociality of an object rather 

ǘƘŀƴ ƛǘǎ ŜŎƻƴƻƳƛŎ ǾŀƭǳŜΦ hŦǘŜƴ ƳƻǊŜ ƛƳǇƻǊǘŀƴǘ ǘƘŀƴ ŀŜǎǘƘŜǘƛŎǎ ƻǊ ΨƎƻƻŘ ŘŜǎƛƎƴΩ ƛǎ ǘƘŜ 
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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 1991). Secondly, as Peter Bürger writes 

Ψ(a) ƎŀǊŘŜƴ ƎƴƻƳŜ ƛǎ ƴƻ ƭƻƴƎŜǊ ŀ ƎŀǊŘŜƴ ƎƴƻƳŜΧΦ ¢ƘŜǎŜ Řŀȅǎ ƻƴŜ Ŏŀƴƴƻǘ ƘŜƭǇ ǎǳǎǇŜŎǘƛƴƎ ŀ 

ƎŀǊŘŜƴ ƎƴƻƳŜ ƻŦ ōŜƛƴƎ ŀƴ ƛǊƻƴƛŎ ǉǳƻǘŀǘƛƻƴΩ ό.ǸǊƎŜǊ мффлΥ пт-рсύΦ IŜǊŜ .ǸǊƎŜǊΩǎ ΨƎŀǊŘŜƴ 

ƎƴƻƳŜΩ ǎȅƴŘǊƻƳŜ Ǉƻǎƛǘǎ ƛǊƻƴȅ ŀǎ ǎƻǇƘƛǎǘǊȅΦ ¢ƘǳǎΣ ǿhat is cherished by owners may not 

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

 

Habitus and Class 

.ƻǳǊŘƛŜǳ ǳǎŜǎ ǘƘŜ ǘŜǊƳ ΨƘŀōƛǘǳǎΩ ǘƻ ŘŜǎŎǊƛōŜ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ǇǊŜŘƛǎǇƻǎƛǘƛƻƴǎ ŀƴŘ 

demonstrates how these can position someone, and simultaneously also be shaped by, a 

ǇŜǊǎƻƴΩǎ ŎƭŀǎǎΦ Lƴ ŀ ŦƻƻǘƴƻǘŜ ƛƴ Outline of a Theory of Practice (1977) Bourdieu writes: 

(t)he word disposition seems particularly suited to express what is covered by the 
concept of habitus (defined as a ǎȅǎǘŜƳ ƻŦ ŘƛǎǇƻǎƛǘƛƻƴǎύΧLǘ ŜȄǇǊŜǎǎŜǎ ŦƛǊǎǘ ǘƘŜ 
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, tendency, propensity or inclination 
(Bourdieu 1977: 214). 

 

¢ƘŜ Ƙŀōƛǘǳǎ ŦǳƴŎǘƛƻƴǎ ƴƻǘ ƻƴƭȅ ŀǘ ǘƘŜ ƭŜǾŜƭ ƻŦ ŀ ǇŜǊǎƻƴΩǎ ŎƻƴǎŎƛƻǳǎ ƻǇƛƴƛƻƴǎ ŀƴŘ ŎƘƻƛŎŜǎ ōǳǘ 

at a deeper, less conscious, embodied level, that is, relating very directly to the body and 

the practices of the 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 

ǇŜǊŎŜǇǘƛƻƴΣ ǘƘƻǳƎƘǘ ŀƴŘ ŀŎǘƛƻƴΦ ¢ƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ōŜƘŀǾƛƻǳǊ ŜȄƛǎǘǎ ƛƴ ŀ ŘȅƴŀƳƛŎ ǊŜƭŀtionship 

ōŜǘǿŜŜƴ ǘƘŜ Ƙŀōƛǘǳǎ ƻƴ ǘƘŜ ƻƴŜ ƘŀƴŘ ŀƴŘ ǘƘŜ ΨŦƛŜƭŘΩ ƻƴ ǘƘŜ ƻǘƘŜǊΣ ǘƘŜ ΨŦƛŜƭŘΩ ōŜƛƴƎ ŀƴȅ 

number of contexts or settings within which the individual is able to express a preference.  

!ŎŎƻǊŘƛƴƎ ǘƻ .ƻǳǊŘƛŜǳ ΨǘƘŜǊŜ ŀǊŜ ŀǎ Ƴŀƴȅ ŦƛŜƭŘǎ ƻŦ ǇǊŜŦŜǊŜƴŎŜǎ ŀǎ there are fields of stylistic 

ǇƻǎǎƛōƛƭƛǘƛŜǎΩΦ 9ȄŀƳǇƭŜǎ ƘŜ ƎƛǾŜǎ ƛƴŎƭǳŘŜ ŘǊƛƴƪǎΣ ŎŀǊǎΣ ƘƻƭƛŘŀȅ ǊŜǎƻǊǘǎ ŀƴŘ ƘƻǳǎŜ ŀƴŘ ƎŀǊŘŜƴ 

furnishings (Bourdieu 1979: 226). A field may also be a social structure or social group, for 

example those associated with the arts, education, law or politics. Subsets of the wider 

sphere of social structures, these fields or social spaces have their own internal rules, 

constraints, language and commonalities. Each of these fields engenders a set of social 

behaviours adopted by individual agents. Bourdieu argues that through these practices the 



38 
 

individual develops a disposition for social action conditioned by their position in the field, 

for example, dominant/dominated ς although Bourdieu is careful to finesse and nuance 

these oppositions. 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 

ΨƴƻǘƘƛƴƎ ƛǎ ƳƻǊŜ ŘƛǎǘƛƴŎǘƛǾŜΣ ƳƻǊŜ ŘƛǎǘƛƴƎǳƛǎƘŜŘ ǘƘŀƴ ǘƘŜ ŎŀǇŀŎƛǘȅ ǘƻ ŎƻƴŦŜǊ ŀŜǎǘƘŜǘƛŎ ǎǘŀǘǳǎ 

ƻƴ ƻōƧŜŎǘǎ ǘƘŀǘ ŀǊŜ ōŀƴŀƭ ƻǊ ŜǾŜƴ ΨŎƻƳƳƻƴΩ όōŜŎŀǳǎŜ ǘƘŜ ΨŎƻƳƳƻƴΩ ǇŜƻǇƭŜ Ƴŀƪe them 

ǘƘŜƛǊ ƻǿƴΣ ŜǎǇŜŎƛŀƭƭȅ ŦƻǊ ŀŜǎǘƘŜǘƛŎ ǇǳǊǇƻǎŜǎύΣ ƻǊ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ŀǇǇƭȅ ǘƘŜ ǇǊƛƴŎƛǇƭŜǎ ƻŦ ŀ ΨǇǳǊŜΩ 

aesthetic to the most everyday choices of everyday life, e.g., cooking, clothing or 

ŘŜŎƻǊŀǘƛƻƴΦΦΦΩ ό.ƻǳǊŘƛŜǳ мфтфΥ сύΦ LƴŘŜŜŘ .ƻǳǊŘƛŜǳ ƎƻŜǎ ŜǾŜƴ ŦǳǊǘƘŜr stating that the 

ordinary choices of the everyday such as furniture and clothing are particularly revealing of 

deep-rooted and long-ǎǘŀƴŘƛƴƎ ŘƛǎǇƻǎƛǘƛƻƴǎ ǘƘŀǘ ΨŦƻǊƎŜ ǘƘŜ ǳƴŎƻƴǎŎƛƻǳǎ ǳƴƛǘȅ ƻŦ ŀ ŎƭŀǎǎΩ 

(Bourdieu 1979: 77).  

Life-styles are thus the systematic products of habitus, which, perceived in their 
mutual relations through the schemes of the habitus, become sign systems that are 
ǎƻŎƛŀƭƭȅ ǉǳŀƭƛŦƛŜŘ όŀǎ ΨŘƛǎǘƛƴƎǳƛǎƘŜŘΩΣ ΨǾǳƭƎŀǊΩ ŜǘŎΦύΦ ¢ƘŜ ŘƛŀƭŜŎǘƛŎ ƻŦ ŎƻƴŘƛǘƛƻƴǎ ŀƴŘ 
habitus is the basis of an alchemy which transforms the distribution of capital, the 
balance-sheet of a power relation, into a system of perceived differences, 
distinctive properties, that is, a disǘǊƛōǳǘƛƻƴ ƻŦ ǎȅƳōƻƭƛŎ ŎŀǇƛǘŀƭΧΦ (Bourdieu 1979: 
172). 

 

Bourdieu's analysis of class and decoration resonates in the work and writings of the 

contemporary British artist Grayson Perry, notably  in his series of tapestries, The Vanity of 

Small Differences (2012) in which references to décor and decoration are used as a way of 

signalling the class of the characters depicted within the work. Perry notes that 

όƛύǘΩǎ ǘƘƻǎŜ ŘŜŦŀǳƭǘ ǎŜǘǘƛƴƎǎ ǿŜ ŀƭƭ ƘŀǾŜΣ ǘƘƻǎŜ ǳƴŜȄŀƳƛƴŜŘ άƴŀǘǳǊŀƭέ ŀƴŘ άƴƻǊƳŀƭέ 
choices, which often say the most about us: where and when we eat, when and 
where we might expose a bit of flesh, the 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). 

The financial exchange that takes place when we buy a particular pair of curtains is only 

ƻƴŜ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ ƪƛƴŘǎ ƻŦ ŎŀǇƛǘŀƭ ǘƘŀǘ ǿŜ ŀŎŎǊǳŜΦ ΨCapitalΩ is used by Bourdieu to 

encompass a whole range of acquisitions, not just of consumer goods but social capital, 

cultural capital and symbolic capital. Symbolic capital describes a field within which any set 

of objects or types 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 social honour 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 emblems of class continues in order to prolong a state or strategy for 

ŘƻƳƛƴŀƴŎŜΦ Ψ9ȄŎƭǳǎƛǾƛǘȅΩ ƻŦ ǇƻǎǎŜǎǎƛƻƴǎ ƳŀƪŜǎ ǘƘŜƛǊ ǎǘŀǘǳǎ ƭŜǎǎ ŀŎƘƛŜǾŀōƭŜΦ 

  

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. An 

example here is my preference for decorating my home with original paintings rather than 

prints or copies. I use the word decorate in this setting because in the context of my home 

the paintings are viewed as artworks and items of home décor: they decorate my house in 

that very particular sense of the word decoration, to adorn, although this may be an 

additional function to those intended by the artist.5 The 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 an artist and educator I 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). Thus, the two fields within which I work ς education and art, along with my 

personal education - lead me to value artworks, and preferably the original rather than a 

cheaper reproduction. However, my working-class background, mediated to some extent 

by my professional occupation, means that I can only afford to buy art of lesser-known 

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 the 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 always there and never resolved. It is the fact that the home 
is both a factory of private illusions and a catalogue of ready-made tastes, values 

                                                           
5 .ŀǊōŀǊŀ .ƭƻŜƳƛƴƪ ǿǊƛǘŜǎ ΨόǘύƘŜ ǎŜǇŀǊŀǘƛƻƴ ƻŦ άŦƛƴŜέ ŀǊǘ ŦǊƻƳ ŘŜǎƛƎƴ ƛǎ ŀ ŦŀƛǊƭȅ ǊŜŎŜƴǘ ²ŜǎǘŜǊƴ ŎƻƴŎŜƛǘΣ ŀƴŘ Ƙŀǎ 
ƻƴƭȅ ōŜŜƴ ŎƻƴǎƛŘŜǊŜŘ ŀƴ ƛǎǎǳŜ ŘǳǊƛƴƎ ŎŜǊǘŀƛƴ ŜǊŀǎΦ {ƻ ǘƻƻ ƛǎ ǘƘŜ ƛŘŜŀΣ ǎǘƛƭƭ ǇǊŜǾŀƭŜƴǘΣ ǘƘŀǘ ŀǊǘ ƛǎ άƴƻƴ-ŦǳƴŎǘƛƻƴŀƭέΦ 
Throughout Western history, art has functioned as religious, ideological, and political propaganda, economic 
currency, commodity, decoration, and as a vehicle for personal self-ŀƎƎǊŀƴŘƛȊŜƳŜƴǘΩ ό.ƭƻŜƳƛƴƪ нллпΥ м8). 
Interestingly she also notes ǘƘŀǘ Ψ(i)n a particularly Duchampian twist Donald Judd purchased and hung a 
commercial bottle rack on the waƭƭ ƻŦ Ƙƛǎ ǎƻƴΩǎ ǊƻƻƳ ŀǘ {ǇǊƛƴƎ {ǘǊŜŜǘΣ ƛǊƻƴƛŎŀƭƭȅ ŎƻƳƳŜƴǘƛƴƎ ƻƴ 5ǳŎƘŀƳǇΩǎ 
ōƻǘǘƭŜ ǊŀŎƪΩ (Bloemink 2004: 21) and 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 (Forty 1986: 119). 

 

Describing  a study of seventy-ǎƛȄ ƘƻǳǎŜƘƻƭŘǎ ƛƴ ǿƘŀǘ ǎƘŜ ŘŜǎŎǊƛōŜǎ ŀǎ ŀ ΨƳŀƴƛŦŜǎǘƭȅ 

ƻǊŘƛƴŀǊȅΩ ŎƻǎƳƻǇƻƭƛǘŀƴ ǎǘǊŜŜǘ όŀ ƳƛŘ-1960s council estate) ethnographer Alison Clarke 

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

intersects with class, gender and ethnicity to affect the construction of ideal and actual 

ŎƻƴǘŜƳǇƻǊŀǊȅ ǎƻŎƛŀƭ ǿƻǊƭŘǎΦ ΨIƻƳŜ ŘŜŎƻǊŀǘƛƻƴΣ ǘƘƻǳƎƘ ǘƛŜŘ ǘƻ ƪŜȅ ƭƛŦŜ ŎȅŎƭŜǎ ŀƴŘ ŜǾŜƴǘǎΣ ƛǎ 

the principal means by which members of households attempt to invert, reinvent or 

ǇŜǊǇŜǘǳŀǘŜ ǘƘŜƛǊ ƳŀǘŜǊƛŀƭ ǿƻǊƭŘǎΩ ό/ƭŀǊƪŜ нллуΥ нсύ.  It is how occupants imagine or 

envisage their ideal homes and how items they own embody these dreams. As an example 

ƻŦ ǘƘƛǎ /ƭŀǊƪŜ ŘŜǎŎǊƛōŜǎ ƻƴŜ ƻŦ ǘƘŜ ǇŀǊǘƛŎƛǇŀƴǘΩǎ ƻǿƴŜǊǎƘƛǇ ƻŦ ŀ ƘǳƎŜ ŎŀƴŘŜƭŀōǊǳƳ ōecause 

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

 

Highmore points out, in relation to the Mass Observation project of the 1930s ς 1950s, that 

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

Ŏƭŀǎǎ ƛǎ ΨƳǳǘŀōƭŜΣ ƘŜǘŜǊƻƎŜƴŜƻǳǎ ŀƴŘ ǇŜǊŦƻǊƳŀǘƛǾŜΩ όIƛƎƘƳƻǊŜ нллнΥ млоύΦ IŜ ǊŜŦŜǊŜƴŎŜǎ 

Ian Harrisson (ibid.) for whom class is to be seen in nuanced forms influenced not just by 

economics but also by emotional investment and social aspiration. In the case of the Bolton 

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

ŀǇǇŜŀǊ ǘƻ ŎƘŀƴƎŜ ŀŎǊƻǎǎ ǘƘŜ ǿŜŜƪ ŀǎ Ƴŀƴǳŀƭ ǿƻǊƪŜǊǎ ƻƴ ŀ ǿŜŜƪŘŀȅ ǿƻǳƭŘ ŘǊŜǎǎ ŀǎ ΨΨǿŜƭƭ-

to-ŘƻΩ ƳƛŘŘƭŜ ŎƭŀǎǎŜǎ ŀǘ ǘƘŜ ǿŜŜƪŜƴŘΩ όIƛƎƘƳƻǊŜ нллнΥ млпύΦ 

 

Consumption 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 consume 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 in 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 

comparable 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 price-range, 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 days is offered for sale on such a 
ΨȊŜǊƻ-ƭŜǾŜƭΩ ōŀǎƛǎΦ ΧLǘ Ŧƻƭƭƻǿǎ ǘƘŀǘ ǘƘŜ ŎƘƻƛŎŜ ƛƴ ǉǳŜǎǘƛƻƴ ƛǎ ŀ ǎǇŜŎƛƻǳǎ ƻƴŜΥ ǘƻ 
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 whole is likewise imposed upon 
ǳǎΧΦΦ/ƘƻƻǎƛƴƎ ƻƴŜ ŎŀǊ ƻǾŜǊ ŀƴƻǘƘŜǊ Ƴŀȅ ǇŜǊƘŀǇǎ ǇŜǊǎƻƴŀƭƛȊŜ ȅƻǳǊ ŎƘƻƛŎŜΣ ōǳǘ ǘƘŜ 
most important thing about the fact of choosing is that it assigns you a place in the 
overall economic order (Baudrillard 1968: 152). 

 

To summarise so far, the 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 influences. Decoration works as a code which is 

essential to capitalism, providing added value and an expression of, and vehicle for, desire 

in the circulation of commodities. Although belongings can be signifiers for self-expression 

and identity and can, to some extent, be deconstructed through semiotic analysis, our 

selection of clothing or furnishing is not easy to generalise. Tastes or preferences as 

described by Bourdieu are multifaceted and complicated by many factors including 

education, access to money, awareness of design and use of irony. Added to this is the 

ŀǾŀƛƭŀōƛƭƛǘȅ ƻŦ ΨŦŀǳȄΩ ƳŀǘŜǊƛŀƭǎ ŀƴŘ ōǊŀƴŘ ŦŀƪŜǎ ǿƘŜǊŜ ƳƻǊŜ Ŏƻǎǘƭȅ ŘŜǎƛƎƴ ƛǎ ƳƛƳƛŎƪŜŘ ōȅ 

cheaper manufacturing ς all techniques that are used by manufacturers and marketers to 

indulge and exploit aspirations.6  

 

Articulating Value in the Workplace: Space, 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 evident in a specific workplace example. The particular place of 

work used as an example is that of Aviva. I will look at two significant Aviva buildings, the 

Head Office in London and the Surrey House building in Norwich, in relation to Henri 

[ŜŦŜōǾǊŜΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ǘƘŜ space of work Ŏŀƴ ƛƴŘƛŎŀǘŜ ΨƻƴŜΩǎ Ǉƻǎƛǘƛƻƴ ƛƴ ǘƘŜ ƳƻŘŜ ƻŦ 

ǇǊƻŘǳŎǘƛƻƴΩ ό[ŜŦŜōǾǊŜ мффмΥ нууύ. Whilst the two buildings appear to embody very 

divergent approaches to the decorative, both of them indicate the extent to which the 

                                                           
6 This appropriation of luxury can have serious negative effects on a manufacturer, witness the consequences 

for Burberry in the UK when its brand was famously adopted by so-ŎŀƭƭŜŘ ΨŎƘŀǾǎΩ ǿŀƴǘƛƴƎ ǘƻ ŎŀǇƛǘŀƭƛǎŜ ƻƴ ǘƘŜ 
luxury connoted through its famous check pattern. Fuelled by a market 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.stm accessed 23.2.2014) 

http://news.bbc.co.uk/1/hi/business/4381140.stm
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decorative can be used to codify class and hierarchy. The decision to place artwork for this 

research in Aviva was made firstly 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 related to the ǾŀƭǳŜ ƻŦ ǘƘŜ ΨƭƛŦŜΩ ŀƴŘ ōŜƭƻƴƎƛƴƎǎ ƻŦ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭǎ ǿƘƻ 

pay into it.7 

 

LŦ ΨǎƻŎƛŀƭ ƛŘŜƴǘƛǘȅ ƛǎ ŘŜŦƛƴŜŘ ŀƴŘ ŀǎǎŜǊǘŜŘ ǘƘǊƻǳƎƘ ŘƛŦŦŜǊŜƴŎŜΩ ό.ƻǳǊŘƛŜǳ мфтфΥ мтнύ ŀ 

ǇŜǊǎƻƴΩǎ ǎǘŀǘǳǎ ǿƛǘƘƛƴ ǘƘŜ ǿƻǊƪǇƭŀŎŜ ƛǎ ƴƻǘ ƻƴƭȅ ŎƻƴŘƛǘƛƻƴŜŘ ōȅ ǘƘŜ ǿƻǊƪ ǘƘŜȅ Řƻ ōǳǘ Ŏŀƴ 

also shape, and be shaped by, the differences in surroundings and objects they have access 

ǘƻΣ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ŦǳǊƴƛǘǳǊŜ ǘƘŜȅ ǳǎŜ ŀƴŘ ǘƘŜ ŎƭƻǘƘŜǎ ǘƘŜȅ ǿŜŀǊΦ !ǾƛǾŀΩǎ ōǊŀƴŘ ƛǎ ōŀǎŜŘ ƻƴ 

financial prosperity, prudence and the protection of the individual. It is interesting 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 remind Aviva employees of 

their home environment and their roles as non-workers as well as employees in this 

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

exemplified through the building and furnishings. 

 

!ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜ όCƛƎǳǊŜ нΦмύ (previously known as the Aviva Tower or Commercial Union 

building) ƛǎ ƛƴ ǘƘŜ {ǘ IŜƭŜƴΩǎ ŀǊŜŀ ƻŦ ǘƘŜ /ƛǘȅ ƻŦ [ƻƴŘƻƴΦ ¢ƘŜ ōǳƛƭŘƛƴƎ ƛǎ ммуŦǘ ǘŀƭƭ ǿƛǘƘ ну 

floors. Completed in 1969 it was the first building in the City of London to exceed the 

ƘŜƛƎƘǘ ƻŦ {ǘ tŀǳƭΩǎ /ŀǘƘŜŘǊŀƭΦ LƴŦƭǳŜƴŎŜŘ ōȅ ǘƘŜ ŘŜǎƛƎƴ ƻŦ aƛŜǎ Ǿŀƴ ŘŜǊ wƻƘŜ ƛǘ ǿŀǎ designed 

by the Gollins Melvin Ward Partnership. The double-height reception area (Figure 2.2) is 

ǎǇŀǊǎŜƭȅ ŦǳǊƴƛǎƘŜŘ ǿƛǘƘ ŀ ōŜƴŎƘΣ ǘǿƻ ǎƻŦŀǎ ŀƴŘ ŀ ƘŀƴŘŦǳƭ ƻŦ ΨŜŀǎȅΩ ŎƘŀƛǊǎΦ ¢ƘŜǎŜ ŜƴŎƻǳǊŀƎŜ 

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

in appearance the fabric is hard-wearing, dark leather.  In the photograph Figure 2.23 a low 

level white-topped table can be seen (similar in size to a coffee table) and a curious wood-

veneered structure placed against the wall that 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 

                                                           
7 Insurance policies provide a form of risk-ƳŀƴŀƎŜƳŜƴǘ ǿƘŜǊŜ ŀǎǎǳƳǇǘƛƻƴǎ ŀōƻǳǘ ǾŀƭǳŜ όƻŦ ŀ ǇŜǊǎƻƴΩǎ ƭƛŦŜ ƻǊ 

their belongings, for example) are made by the insurers through complex actuarial procedures. A company (or 
the state) guarantees disbursement of costs incurred 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 pay-outs for claims and if investments prove fruitful, is shared out amongst certain policy holders 
and shareholders. Although initially trading as a mutual company, in 1997 Aviva (or Norwich Union as it was 
then called) was demutualised and floated as a public limited company (www.aviva.com/timeline/) accessed 
18.1.2017. 

 

http://www.aviva.com/timeline/
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to the space, including two paintings by Gillian Ayres in the reception area. These represent 

ŀ ǎƳŀƭƭ ŦǊŀŎǘƛƻƴ ƻŦ !ǾƛǾŀΩǎ ŀǊǘ ŎƻƭƭŜŎǘƛƻƴΦ ! ƭŀǊƎŜ !ǾƛǾŀ ƭƻƎƻ ŘƻƳƛƴŀǘŜǎ ǘƘŜ ōŀŎƪ ǿŀƭƭ ǳƴŘŜǊ 

ǿƘƛŎƘ ƘŀƴƎǎ ŀ ŎƭƻŎƪ ŀǎ ŀ ǇƻǘŜƴǘƛŀƭ ǊŜƳƛƴŘŜǊ ǘƘŀǘ ΨǘƛƳŜ ƛǎ ƳƻƴŜȅΩΦ ¢ƘŜ ǊŜǾƻƭǾƛƴƎ ŘƻƻǊǎ 

ΨŎƻƴŦǳǎŜΩ ǘƘŜ ƛƴǎƛŘŜ ŀƴŘ ƻǳǘ όhΩ5ƻƘŜǊǘȅ мфусΥ сфύ ŀǎ Řƻ ǘƘŜ ƘǳƎŜ ŜȄǇŀƴǎŜǎ ƻŦ ƎƭŀǎǎΦ  

 

CƛƎǳǊŜ нΦмΥ !ǾƛǾŀ IŜŀŘ hŦŦƛŎŜΣ {ǘΦ IŜƭŜƴΩǎΣ /ƛǘȅ ƻŦ [ƻƴŘƻƴΦ όIƻǊǘƻƴ нлммύ 

 

 

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

 

Lƴ ŎƻƴǘǊŀǎǘΣ !ǾƛǾŀΩǎ Surrey House in Norwich (Figure 2.3), which opened for business as the 

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 natural patterning of marble). Included in the building are at least 

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

evident throughout.  

 

 

CƛƎǳǊŜ нΦоΥ !ǾƛǾŀΩǎ {ǳǊǊŜȅ IƻǳǎŜΣ bƻǊǿƛŎƘΦ 5ŜǎƛƎƴŜŘ ōȅ DŜƻǊƎŜ {ƪƛǇǇŜǊ ŀƴŘ ƻǇened in 
1904. www.wikipedia.com (accessed 13.2.2014). 

 

 

CƛƎǳǊŜ нΦпΥ ¢ƘŜ ŜƴǘǊŀƴŎŜ Ƙŀƭƭ ŀǘ !ǾƛǾŀΩǎ {ǳǊǊŜȅ IƻǳǎŜΣ bƻǊǿƛŎƘΦ όIƻǊǘƻƴ нлммύ 

 

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 furniture, framed by large 

floor-to-ceiling windows and lit by spotlights, the Norwich boardroom is highly ornate, with 

http://www.wikipedia.com/
http://www.google.co.uk/url?sa=i&rct=j&q=&esrc=s&frm=1&source=images&cd=&cad=rja&docid=pEiRPK4UahTwdM&tbnid=cLK4WkHGfqH2jM:&ved=0CAUQjRw&url=http://en.wikipedia.org/wiki/Norwich&ei=dnj-UvvEKqO00wXq44H4DQ&bvm=bv.61535280,d.ZGU&psig=AFQjCNGBHEB8KlLMI5omt3hvFzmJiZKi2A&ust=1392495028777882
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decorative wall paintings over wooden panelled walls, elaborate carvings over the fireplace 

and doors and extravagant light fittings. The Norwich boardroom is on the first floor (piano 

noble) as befitting Renaissance typology. 

 

 

CƛƎǳǊŜ нΦрΥ ¢ƘŜ ōƻŀǊŘǊƻƻƳ ŀǘ !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ [ƻƴŘƻƴΦ όIƻǊǘƻƴ нлммύ 

 

 

Figure 2.6: The piano noble ōƻŀǊŘǊƻƻƳ ŀǘ !ǾƛǾŀΩǎ {ǳǊǊŜȅ IƻǳǎŜ ōǳƛƭŘƛƴƎΣ bƻǊǿƛŎƘΦ  
(Horton 2011) 

 

Figure 2.7 depicts one of the original Hepplewhite-style chairs dating back to 1795 that 

flank the boardroom table at Surrey House8. The symbol on the back of the chair is the 

ŘƻǾŜ ŀƴŘ ǎŜǊǇŜƴǘ ŀƴŘ Ƴŀȅ ǊŜŦŜǊ ǘƻ /ƘǊƛǎǘ ǎŀȅƛƴƎ ΨōŜ ǿƛǎŜ ŀǎ ǎŜǊǇŜƴǘǎΣ ƎŜƴǘƭŜ ŀǎ ŘƻǾŜǎΩ 

                                                           
8 Only three or four of these chairs are original, the others are reproductions.  
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(Matthew 10: 16)Φ ¢ƘŜ ǿǊƛǘƛƴƎ ΨǇǊǳŘŜƴǎ ǎƛƳǇƭƛŎƛǘŀǎΩΣ ƳŜŀƴƛƴƎ ΨǎƛƳǇƭȅ ǇǊǳŘŜƴǘΩΣ ǊŜƛƴŦƻǊŎŜǎ 

ǘƘŜ Ǿƛǎǳŀƭ ǎȅƳōƻƭƛǎƳΣ ŀǎ ǿŜƭƭ ŀǎ ǎƛƎƴŀƭƭƛƴƎ ǘƘŜ ΨǾƛǊǘǳŜΩ ƻŦ ƛƴǎǳǊŀƴŎŜΦ όLƴ ŦŀŎǘ ¢ƘŜ tǊǳŘŜƴǘƛŀƭ ƛǎ 

a competitor in the insurance market.) 

 

 

Figure 2.7: Boardroom ŎƘŀƛǊ ŀǘ !ǾƛǾŀΩǎ {ǳǊǊŜȅ IƻǳǎŜ ōǳƛƭŘƛƴƎΣ bƻǊǿƛŎƘΦ όIƻǊǘƻƴ нлммύ 

 

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 
ǎƻŎƛŀƭ ƛŘŜƴǘƛǘȅΦΦ ώǘƘŜȅϐ ŀƭǎƻ ŎƻƴǘǊƛōǳǘŜ ǘƻΧΦ ǘǊŀƴǎƳƛǘǘƛƴƎ ǘƘŜ ǾŀƭǳŜǎΣ ǾƛǊǘǳŜǎ ŀƴŘ 
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 fecundity. Ceiling 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 resulting from 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 distinguishing features. The carpet is grey and cheap, the 

walls plain and unadorned and the lighting harsh and sterile. 
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CƛƎǳǊŜ нΦуΥ ! ƳŜŜǘƛƴƎ ǊƻƻƳ ƻƴ ǘƘŜ ƎǊƻǳƴŘ ŦƭƻƻǊ ƻŦ !ǾƛǾŀΩǎ {ǳǊǊŜȅ IƻǳǎŜΣ bƻǊǿƛŎƘΦ  
(Horton 2011) 

 

Lƴ !ǾƛǾŀΩǎ [ƻƴŘƻƴ ƘƛƎƘ-rise, two lifts service the users 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.  

LŦ ŀ ƎǊƻǳǇΩǎ ǿƘƻƭŜ ƭƛŦŜ-style can be read off from the style it adopts in furnishing or 
clothing, this is not only 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 
ΨŘƛǎǘƛƴŎǘƛƻƴΩ ƻǊ ΨǾǳƭƎŀǊƛǘȅΩΣ ǘƘŜƛǊ ΨōŜŀǳǘȅΩ ƻǊ ΨǳƎƭƛƴŜǎǎΩΣ ƛƳǇǊŜǎǎ ǘƘŜƳǎŜƭǾŜǎ ǘƘǊƻǳƎƘ 
bodily experiences [my 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 perfumes as imperceptible 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 on a lower floor. The qualities of the materials used and the placement of these 

ǘƘǊƻǳƎƘƻǳǘ ǘƘŜ ōǳƛƭŘƛƴƎ ΨƛƳǇǊŜǎǎ ǘƘŜƳǎŜƭǾŜǎΩΣ ǘƻ ǊŜǇŜŀǘ .ƻǳǊŘƛŜǳΩǎ ǇƘǊŀǎŜΣ ǳǇƻƴ ǘƘŜ ǎǘŀŦŦ 

and visitors using the building, and form a hierarchy of bodily sensations as the materials 

become more sumptuous the higher one travels in the building. 
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CƛƎǳǊŜ нΦфΥ ¢ƘŜ ƭƛŦǘ ƭƻōōȅ ƻƴ ǘƘŜ ǘƻǇ ŦƭƻƻǊ ƻŦ !ǾƛǾŀΩǎ [ƻƴŘƻƴ ƻŦŦƛŎŜ ŦŜŀǘǳǊƛƴƎ ƳŀǊōƭŜ ŦƭƻƻǊƛƴƎΦ 
(Horton 2011) 

 

 

Figure 2.10: Carpet tiles in the lift lobby of one of the lower floors at !ǾƛǾŀΩǎ [ƻƴŘƻƴ ƻŦŦƛŎŜΦ 
(Horton 2011) 

 

Lƴ bƻǊǿƛŎƘΩǎ ƻŦŦƛŎŜ ǘƘŜ ǇǳōƭƛŎ ǎǘŀƛǊŎŀǎŜ ƛǎ ƳŀŘŜ ƻŦ ƳŀǊōƭŜ ǳƴƭƛƪŜ ǘƘŜ ǎǘŀƛǊŎŀǎŜ ǳǎŜŘ ƻƴƭȅ ōȅ 

employees (Figure 2.11). Despite the highly decorated nature of the building the corridors 

ŀƴŘ ǎŜǊǾƛŎŜ ŀǊŜŀǎ ǘƘŀǘ ŀǊŜƴΩǘ ƻǊŘinarily accessible to the public are far more perfunctory in 

appearance. 
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CƛƎǳǊŜ нΦммΥ ¢ƘŜ ǇǳōƭƛŎ ŀƴŘ ǇǊƛǾŀǘŜ ǎǘŀƛǊŎŀǎŜǎ ŀǘ !ǾƛǾŀΩǎ {ǳǊǊŜȅ IƻǳǎŜΣ bƻǊǿƛŎƘΦ  
(Horton 2011) 

 

Returning to the Aviva offices in London, the Group Chief Executive Officer has both a 

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 and reception areas are spaces in 

ǿƘƛŎƘ ƻǳǘǎƛŘŜǊǎ ŀǊŜ ǊŜǉǳƛǊŜŘ ǘƻ ǎǘƻǇ ŀƴŘΣ ƛŦ ΨŎƘŜŎƪŜŘ ƻǳǘΩΣ ŀǊŜ ƎƛǾŜƴ ǇŜǊƳƛǎǎƛƻƴ ǘƻ Ǉŀǎǎ 

over the threshold to the space beyond. Although this reception area is a space for 

exchange ς initially a conversational exchange between receptionist and visitor - it mostly 

prepares the 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 factories: enclosure, 

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

ƻƴ ŦǳƴŎǘƛƻƴΣ Ǌŀƴƪ ƻǊ ΨǘƘŜ ǇƭŀŎŜ ƻƴŜ ƻŎŎǳǇƛŜǎ ƛƴ ŀ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴΩ όCƻǳŎŀǳƭǘ мфттΥ мпрύΦ ¢ƘŜǎŜ 

are  

ΨŎƻƳǇƭŜȄ ǎǇŀŎŜǎ ǘƘŀǘ ŀǊŜ ŀǘ ƻƴŎŜ ŀǊŎƘƛǘŜŎǘǳǊŀƭΣ ŦǳƴŎǘional and hierarchical, spaces 
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 economy of time and 
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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 
ŀǊǊŀƴƎŜƳŜƴǘ ƻŦ ŎƘŀǊŀŎǘŜǊƛȊŀǘƛƻƴǎΣ ŀǎǎŜǎǎƳŜƴǘǎΣ ƘƛŜǊŀǊŎƘƛŜǎΩ όCƻǳŎŀǳƭǘ мфттΥ мп8). 

 

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 employees 

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, measured by time and productivity alongside the 

degree of 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 of that ƛƴŘƛǾƛŘǳŀƭΦ Lƴ ǘƘŜ ŎŀǎŜ ƻŦ !ǾƛǾŀΩǎ [ƻƴŘƻƴ ƻŦŦƛŎŜ ǘƘƛǎ ƴƻǘƛƻƴ ƻŦ ΨƭŜǾŜƭΩ ƛǎ 

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 spacious 

όŎƻƳǇŀǊŜ ǘƘŜ ǊŜŎŜǇǘƛƻƴ ŀǊŜŀǎ ŦƻǊ ǘƘŜ /9hΩǎ ǎǳƛǘŜ ŀƴŘ ǘƘŜ ƻŦŦƛŎŜǎ ƻƴ CƭƻƻǊ у ƛƴ CƛƎǳǊŜǎ нΦмо 

and 2.14), the furnishings more opulent and the art on display increasingly valuable, the 

ƘƛƎƘŜǊ ǳǇ ǘƘŜ ōǳƛƭŘƛƴƎ ƻƴŜ ǘǊŀǾŜƭǎΦ tŜǊǘƛƴŜƴǘ ǘƻ ǘƘƛǎ ΨŜƭŜǾŀǘƛƻƴΩΣ ŀǎ Řescribed earlier, are the 

use of the two different lifts, the larger, more opulent one traveling to the highest levels of 

the building. 

 

 

CƛƎǳǊŜ нΦмнΥ ±ƛŜǿ ŦǊƻƳ ŀ ŎƻƴŦŜǊŜƴŎŜ ǊƻƻƳ ƛƴ ǘƘŜ /ƘƛŜŦ 9ȄŜŎǳǘƛǾŜ hŦŦƛŎŜǊΩǎ ǎǳƛǘŜ ŀǘ !ǾƛǾŀΩǎ 
Head Office, London. (Horton 2011) 
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In The Production of Space (1991) 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 hierarchy are inherent in the 

location or space of the workplace.  

And position (or location) with respect to production (or to work) comprehends 
the positions and functions of the world of production (the division of labour) as 
well as the hierarchy of function and jobs. The same abstract space may serve 
profit, assign special status to particular places by arranging them in the 
ƘƛŜǊŀǊŎƘȅΣ ŀƴŘ ǎǘƛǇǳƭŀǘŜ ŜȄŎƭǳǎƛƻƴ όŦƻǊ ǎƻƳŜύ ŀƴŘ ƛƴǘŜƎǊŀǘƛƻƴ όŦƻǊ ƻǘƘŜǊǎύΧΦ ¢ƘŜ 
space of work has two complementary aspects: productive activity and position in 
the mode of production (Lefebvre 1991: 288). 
 
 

 

CƛƎǳǊŜ нΦмоΥ wŜŎŜǇǘƛƻƴ ŀǊŜŀ ƻŦ ǘƘŜ /ƘƛŜŦ 9ȄŜŎǳǘƛǾŜ hŦŦƛŎŜǊΩǎ ǎǳƛǘŜ ŀǘ !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ 
London. (Horton 2011) 
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Figure 2.14: A reception area on one of the lower floors at !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ [ƻƴŘƻƴΦ 
(Horton 2011) 

 

¢Ƙƛǎ ƛǎ ōƻǊƴŜ ƻǳǘ ƛƴ ŎƻƴǘǊŀǎǘƛƴƎ ǘƘŜ /ƘƛŜŦ 9ȄŜŎǳǘƛǾŜ hŦŦƛŎŜǊΩǎ ǎǳƛǘŜ όCƛƎǳǊŜ нΦмоύ ǿƛǘƘ ǘƘŜ 

basement office of Aviva, London (Figure 2.15) ς a large open plan space, with individual 

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

ŘƛǎǘƛƴŎǘƛǾŜ ǇǊƻǇŜǊǘƛŜǎ ŀƴŘ ŎƭƻǎŜƭȅ ǇŀŎƪŜŘ ǘƻƎŜǘƘŜǊΦ ¢ƘŜǊŜ ƛǎ ŀ ǎƳŀƭƭ ΨōǊŜŀƪƻǳǘ ŀǊŜŀΩ όƴƻǘ 

seen in the photograph) with a 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 for a detail) that runs along the length of the wall. This decorative 

feature is specially lit and ties in with the pink-painted wall at the rear of the office. The size 

of the panel is dramatic, but despite this is suitably banal so as to fit non-controversially 

into its surroundings.  
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CƛƎǳǊŜ нΦмрΥ .ŀǎŜƳŜƴǘ ƻŦŦƛŎŜ ƛƴ !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ [ƻƴŘƻƴΦ όIƻǊǘƻƴ нлммύ 

 

 

CƛƎǳǊŜ нΦмсΥ ! ŘŜŎƻǊŀǘƛǾŜ ǇŀƴŜƭ ƛƴ ǘƘŜ ōŀǎŜƳŜƴǘ ƻŦŦƛŎŜ ƻŦ !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜ ƛƴ [ƻƴŘƻƴΦ 
(Horton 2011) 

 

Although not always the case9, in many offices there are limited ways in which an individual 

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

¢ŀƪƛƴƎ ǘƘŜ ŜȄŀƳǇƭŜ ƻŦ ŎƭƻǘƘƛƴƎΣ ǘƘŜǊŜ ŀǊŜ ŎƻƳǇƭŜȄ ǎƻŎƛŀƭ ΨǊǳƭŜǎΩ ǘƘŀǘ ƎƻǾŜǊƴ ǿƘŀǘ ƛǎ ƻǊ ƛǎƴΩǘ 

acceptable in the workplace. At Aviva the expectation is that employees will dress smartly, 

ǳǎǳŀƭƭȅ ƛƴ ǎǳƛǘǎΦ !ŎŎƻǊŘƛƴƎ ǘƻ .ƻǳǊŘƛŜǳ ǘƘŜ ŜȄǘŜƴǘ ǘƻ ǿƘƛŎƘ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ǘŀǎǘŜ ǊŜƭŀǘŜǎ ǘƻ 

                                                           
9 Jeremy Myerson (2004), who has written extensively about offices, claims that work spaces need 

to provide physical, functional and 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.  
 



54 
 

ƻǊ ǊŜƭƛŜǎ ƻƴ ƴŜŎŜǎǎƛǘȅΣ ŎƻƳǇŀǊŜŘ ǘƻ ǘƘŜ ŦǊŜŜŘƻƳ ƻŦ ƭǳȄǳǊȅΣ ƛƴŘƛŎŀǘŜǎ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ Ŏƭŀǎǎ 

position. For example, the office worker who wears an off-the-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 to the ΨŦƛŜƭŘΩΣ ǘƘŀǘ ƛǎ ǘƘŜ 

ǿƻǊƪǇƭŀŎŜΣ ŀƴŘ ŀǘ ǘƘŜ ǎŀƳŜ ǘƛƳŜ ǿƛƭƭ ǇǊŜǎŜǊǾŜ ǘƘŜ ǿŜŀǊŜǊΩǎ ƻǘƘŜǊ ŎƭƻǘƘŜǎ ŦƻǊ ǘƛƳŜ ŜƛǘƘŜǊ 

ǎǇŜƴǘ ŀǘ ƘƻƳŜ ƻǊ ŦƻǊ ǎǇŜŎƛŀƭ ƻŎŎŀǎƛƻƴǎΦ ¢ƘŜ ǘŀƛƭƻǊŜŘ ǎǳƛǘ ŦǊƻƳ {ŀǾƛƭŜ wƻǿ ƛǎ ŀƴ ΨŀǇǇǊƻǇǊƛŀǘŜΩ 

index of luxury afforded by a senior manager, thus maintaining the seniority of the Chief 

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

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

luxury lie ς the quality of the cut and 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 ubiquity 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 

likely to include family photos, patterned wallpaper and decorative objects often arranged 

ƻƴ ŀ ƳŀƴǘŜƭǇƛŜŎŜΣ ǊŜǎŜƳōƭƛƴƎ ǘƘŜ ƎŜƴǘƭŜƳŀƴΩǎ ǎǘǳŘȅ ƛƴ ǘƘŜ ƳƛŘŘƭŜ-class home (Sparke 

2008). The distinction between working-class and middle-class designated areas was often 

ƳŀŘŜ ǘƘǊƻǳƎƘ ǘƘŜ ŎƻƴǘǊŀǎǘ ƻŦ ΨŎƻƳŦƻǊǘŀōƭŜΣ ŘƻƳŜǎǘƛŎŀǘŜŘ ǎǇŀŎŜǎ ǿƛǘƘ ƳƻǊŜ ǳǘƛƭƛǘŀǊƛŀƴ ŀƴŘ 

regimented interiors, the latter emphasising the uniformity of the masses and 

ŎƘŀǊŀŎǘŜǊƛǎŜŘ ōȅ ŀ ƭŀŎƪ ƻŦ ōƻǳǊƎŜƻƛǎ ŎƻƳŦƻǊǘΩ ό{ǇŀǊƪŜ нллуΥ мнпύΦ 

 

Clarke (2001: 24) points 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 

ǿƛǘƘ ǘƘŜ ŘŜƳƛǎŜ ƻŦ Ŏƭŀǎǎ ŎƻƴǎŎƛƻǳǎƴŜǎǎΣ ǘƘǳǎΥ ΨόǎύƻŎƛƻƭƻƎƛǎǘǎ ŀƴŘ ƎŜƻƎǊŀǇƘŜǊǎ ŀƭƛƪŜ ƘŀǾŜ 

identified the increasingly privatized and home-bound condition of the working-class as a 

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

bŜǿōȅΣ wƻǎŜ ŀƴŘ ±ƻƎƭŜǊ мфууΤ {ŀƴŘŜǊǎ мффлύΩΦ ¢Ƙƛǎ Ƙŀǎ ŀƭǎƻ ōŜŜƴ ŀŎŎƻƳǇŀƴƛŜŘ ōȅ ŀƴ 

attendŀƴǘ ǎƘƛŦǘ ƛƴ ŦƻŎǳǎ ΨǘƻǿŀǊŘǎ ƎǊŜŀǘŜǊ ƘƻƳŜ-centeredness and self-identification with a 

ŘƻƳŀƛƴ ƻŦ ŎƻƴǘǊƻƭ ǿƘƛŎƘ ƭƛŜǎ ƛƴ ǘƘŜ ƘƻƳŜ ŀƴŘ ŎƻƴǎǳƳǇǘƛƻƴΩ όCǊŀƴƪƭƛƴ мфуфΥ фоύΦ 
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{ǘǳŘƛŜǎ ǎƘƻǿ ǘƘŀǘ ŀƴ ŜƳǇƭƻȅŜŜΩǎ ŀōƛƭƛǘȅ ǘƻ ƛƴǇǳǘ ƛƴǘƻ ǘƘŜ ŘŜǎƛƎƴ ƻŦ ǘƘŜƛǊ ǿƻǊƪ ǎǇŀŎŜ 

increases productivity as well as the happiness of the employee (Wineman 1982; eFIG 

2012; Myerson 2014). At 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 the basement, and a 

space for more informal activities such as brain-storming.)  

 

To summarise, the décor at Aviva, whether the highly ornate surroundings of the Norwich 

building or the minimally decorated Head Office in 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 occupy 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 those who work there.  
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Part Two: Disrupting the Office: Artwork Interventions and the 
Mediating Role of the Decorative 
 

! ƪŜȅ ŎƻƴŎŜǇǘ ƻŦ .ƻǳǊŘƛŜǳΩǎ ǳǎŜŘ ǘƻ ŎƻƴǘŜȄǘǳŀƭƛǎŜ these practical elements is doxa. Doxa is 

ǳǎŜŘ ǘƻ ŘŜǎŎǊƛōŜ ΨǘƘŀǘ ǿƘƛŎƘ ƎƻŜǎ ǿƛǘƘƻǳǘ ǎŀȅƛƴƎ ōŜŎŀǳǎŜ ƛǘ ŎƻƳŜǎ ǿƛǘƘƻǳǘ ǎŀȅƛƴƎΩ 

(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 

ǊŜǇǊƻŘǳŎŜŘΦ Ψ! ŘƻȄƛŎ ǎƛǘǳŀǘƛƻƴ Ƴŀȅ ōŜ ǘƘƻǳƎht of as a situation characterised by a harmony 

ōŜǘǿŜŜƴ ǘƘŜ ƻōƧŜŎǘƛǾŜΣ ŜȄǘŜǊƴŀƭ ǎǘǊǳŎǘǳǊŜǎ ŀƴŘ ǘƘŜ ΨǎǳōƧŜŎǘƛǾŜΩΣ ƛƴǘŜǊƴŀƭ ǎǘǊǳŎǘǳǊŜǎ ƻŦ ǘƘŜ 

habitus. In the doxic state, the social world is perceived as natural, taken-for-granted and 

ŜǾŜƴ ŎƻƳƳƻƴǎŜƴǎƛŎŀƭΩΣ ǘherefore self-perpetuating and rarely questioned. The intention of 

my practice is to question or de-stabilise this doxic state through decorative interventions. 

 

Swag  

One such intervention, in the form of a modified photograph, is Swag (Figure 2.17), a 

proposal for a site-specific 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 bullion-fringed tiebacks. The curtains have an elaborate pelmet, swagged with 

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

excess, going far beyond necessity or use-value. The title of the piece Swag refers to an 

ornamental festoon or swathe of drapery, though ΨǎǿŀƎΩ ƛǎ ǎƻƳŜǘƛƳŜǎ ǳǎŜŘ ŀǎ ŀ ǎƭŀƴƎ ǿƻǊŘ 

ƳŜŀƴƛƴƎ ǎƻƳŜōƻŘȅΩǎ ƎƻƻŘǎ ƻǊ ǾŀƭǳŀōƭŜǎ ŀƴŘ Ŏŀƴ ŀƭǎƻ ƳŜŀƴ ǎǘƻƭŜƴ ǇǊƻǇŜǊǘȅΦ ¢Ƙƛǎ 

ƛƴǘŜǊǾŜƴǘƛƻƴŀƭ ǊŜŦŜǊŜƴŎŜ ǘƻ ǘƘŜ ŘƻƳŜǎǘƛŎΣ ŀƭōŜƛǘ ŀ ƘƻƳŜ ǘƘŀǘ Ƴŀƴȅ ǿƻǳƭŘƴΩǘ ǿƘƻƭƭȅ 

ǊŜŎƻƎƴƛǎŜ ŘǳŜ ǘƻ ǘƘŜ ǿƻǊƪΩǎ ǎŎŀƭŜ ŀƴŘ ŜȄǘǊŀǾŀƎŀƴŎŜΣ ōŜgins to challenge the usual 

relationship between work and home through its incongruity. The title Swag emphasises 

the concept of ownership as well as potential theft.  

 



57 
 

 

Figure 2.17: Sarah Horton: Swag Proposal for the ground-floor reception area of !ǾƛǾŀΩǎ 
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 stage, however, the curtains provide a framing of the view to the exterior. The 

foreground becomes ǘƘŜ ǎǇŀŎŜ ƻŦ ǘƘŜ ΨŀǳŘƛŜƴŎŜΩ ŀǎ ƳǳŎƘ ŀǎ ǘƘŜ ΨǾƛŜǿŜǊΩΦ ¢ƻ ǎƻƳŜ ŜȄǘŜƴǘ 

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 

as they pass through this area ς they adopt their work-bound role. Thus this is a space for 

ritual transformation, or a rite of passage for employees who work here.  As for my role as 

ŀǊǘƛǎǘΣ ǘƘƛǎ ΨƛƴǾŀǎƛƻƴΩ ƛƴǘƻ ǘƘŜƛǊ ǎǇŀŎŜ ƛƴ ƻǊŘŜǊ ǘƻ ŜŦŦŜŎǘ ǘƘŜ ǇƭŀŎŜƳŜƴǘ ƻf sculptures, is an 

ΨŀŎǘƛƴƎ ƻǳǘΩ ƻŦ ŀ ŎƘŀƴƎƛƴƎ ǊƻƭŜΦ /ŜǊǘŀƛƴƭȅ ǘƘŜ ǊŜŎŜǇǘƛƻƴ ŀǊŜŀΣ ƭƛƪŜ ǘƘŜ ŜƴǘǊŀƴŎŜ Ƙŀƭƭ ƻŦ ǘƘŜ 

domestic house, is often a space for exchange, where the individual becomes social and in 

the case of Aviva the person becomes labour force. The curtain 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 the use of the 

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 type of furniture. 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. Often the chair was made of oak or 

mahogany, with an elaborately carved back and turned legs, but would have only a plank 

ǎŜŀǘ ŀƴŘ ƴƻ ǳǇƘƻƭǎǘŜǊȅΦ ΨLǘ ǿŀǎ ŀ ƘȅōǊƛŘ ŘŜǎƛƎƴŜŘ ǘƻ ōŜ ǎŜŜƴ ōȅ ƻƴŜ Ŏƭŀǎǎ ŀƴŘ ǳǎŜŘ ōȅ 

ŀƴƻǘƘŜǊΩ όDƭƻŀƎ мфспΥ усύ ŀƴŘ ǊŜǇŜŀǘǎ ǘƘŜ ƛŘŜŀ ƻŦ ŀ theatrical prop suggested by Swag in 

the reception area of AvivaΩǎ [ƻƴŘƻƴ ƻŦŦƛŎŜ. 

 

Siegfried Kracauer, a German critic writing in the 1920s and 30s, argues that the 

phenomenology of the surface should be a serious site for exploration and that we should 

eȄŀƳƛƴŜ ǘƘŜǎŜ Ψǎuperfices of cultural ephemera and marginal domains ς hotel lobbies, 

dancing, arcades, bestsellers ς ƛƴ ƻǊŘŜǊΣ ƘƻǿŜǾŜǊΣ ǳƭǘƛƳŀǘŜƭȅ ǘƻ ǘǊŀƴǎŎŜƴŘ ǘƘŜƳΩ όYǊŀŎŀǳŜǊ 

1993: 22).Writing about the architecture of unemployment offices in 1930 he says  

(e)very typical space is created 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 
construction 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 revealed (Kracauer 1993:22). 
 

In relation to the lobby (Kracauer is specifically describing the hotel lobby but perhaps the 

same can be said of the office lobbyύ ǘƘŜ ǇŜǊǎƻƴ ǎƛǘǘƛƴƎ ƛǎ ΨƛŘƭȅ ƻǾŜǊŎƻƳŜ ōȅ ŀ ŘƛǎƛƴǘŜǊŜǎǘŜŘ 

ǎŀǘƛǎŦŀŎǘƛƻƴ ƛƴ ǘƘŜ ŎƻƴǘŜƳǇƭŀǘƛƻƴ ƻŦ ŀ ǿƻǊƭŘ ŎǊŜŀǘƛƴƎ ƛǘǎŜƭŦΩ όYǊŀŎŀǳŜǊ мффоΥ мттύΦ IŜ 

suggests that the artist is ŀōƭŜ ǘƻ ΨƎƛǾŜ ǾƻƛŎŜ ǘƻ ǘƘŜ ƛƴŜȄǇǊŜǎǎƛǾŜ ǿƻǊƭŘΧƳŜŀƴƛƴƎ ǘƻ ǘƘŜ 

ǘƘŜƳŜǎ ōǊƻŀŎƘŜŘ ǿƛǘƘƛƴ ƛǘΧΦώƛƴŦǳǎƛƴƎϐ ǘƘŜ ƳǳŘŘƭŜŘ ƳŀǘŜǊƛŀƭ ǿƛǘƘ ƛƴǘŜƴǘƛƻƴǎ ǘƘŀǘ ƘŜƭǇ ƛǘ 

ōŜŎƻƳŜ ǘǊŀƴǎǇŀǊŜƴǘΩ όYǊŀŎŀǳŜǊ мффоΥ мто-4). 

 

Spaces such as this reception area, designed to be passed thrƻǳƎƘΣ ŜŎƘƻ aŀǊŎ !ǳƎŞΩǎ 

definition of a non-place: 

(i)f 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 a non-ǇƭŀŎŜΦ ΧΦΦǎǇŀŎŜǎ which are not themselves 
anthropological places and which, unlike in Baudelairean modernity, do not 
ƛƴǘŜƎǊŀǘŜ ǘƘŜ ŜŀǊƭƛŜǊ ǇƭŀŎŜǎΧΧ ŀ ǿƻǊƭŘ ǘƘǳǎ ǎǳǊǊŜƴŘŜǊŜŘ ǘƻ ǎƻƭƛǘŀǊȅ ƛƴŘƛǾƛŘǳŀƭƛǘȅΣ 
to the fleeting, the temporary and ephemeral (Augé 2008: 63). 

 

Here, the visitor, 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 like ŀ ΨǇǊƻǇΩ 

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

artworks that allude to the familiar forms of interior design in The New Décor exhibition at 

the Hayward Gallery in 2010, Ralph Rugoff describes them as objects that lie somewhere 

between theatre and everyday life, between the fictional and empirical: objects poised 

ōŜǘǿŜŜƴ ŀǊǘǿƻǊƪΣ ǘƘŜŀǘǊƛŎŀƭ ǇǊƻǇ ŀƴŘ ŘŞŎƻǊ ǘƘŀǘ ΨƻǇŜƴ ǳǇ ŀƴ ŜȄǇŀƴŘŜŘ ŦƛŜƭŘ ƻŦ ǊŜŦŜǊŜƴŎŜ 

ŀƴŘ ŀƭƭǳǎƛƻƴΧΦƻŦǘŜƴ ŜȄǘǊŀǇƻƭŀǘƛƴƎ ƻƴ ǘƘŜ ǿŀȅǎ ǘƘŀǘ ŘŞŎƻǊ ǇǊƻƧŜŎǘǎ ŀ ŘŜǎƛǊŜŘ ƛƳŀƎŜ ƻŦ ǘƘŜ 

self or arbitrarily imposes one; how it reproduces social relationships or functions almost 

ƭƛƪŜ ŀ ǘƘŜŀǘǊƛŎŀƭ ǇǊƻǇ ƛƴ ǎǘŀƎƛƴƎ ǘƘŜ ƛŘŜƴǘƛǘȅ ƻŦ ŀ ǇŜǊǎƻƴ ƻǊ ǇƭŀŎŜΩ όwǳƎƻŦŦ нлмлΥ ммύΦ Swag 

reveals this alternative meaning of the word décor through its extravagant charade.  

 

This proposed installation also draws attention to the extensive areas of glass window that 

characterise this building. Writing about the lack of ornamentation in Modernist buildings 

ŎƻƳǇŀǊŜŘ ǘƻ tƻǎǘƳƻŘŜǊƴ ŀƭǘŜǊƴŀǘƛǾŜǎ WŀƳŜǎ ¢ǊƛƭƭƛƴƎ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ΨǊŜŦƭŜŎǘŜŘ ƛƴ ƘǳƎŜ 

expanses of tinted glass, pre-Modernist buildings have a ghostly second life, while the 

ƴŜǿŜǊ ǎǘǊǳŎǘǳǊŜǎ ōƻǊǊƻǿ ǘƘŜ ƻǊƴŀƳŜƴǘ ǘƘŜȅ ǿŜǊŜ ƳŜŀƴǘ ǘƻ ŜŎƭƛǇǎŜΩ ό¢ǊƛƭƭƛƴƎ нллоΥ рύΦ 

Careful scrutiny of the photograph of the Aviva building in Figure 2.1 reveals the reflection 

ƻŦ {ǘ IŜƭŜƴΩǎ ŎƘǳǊŎƘ ƛƴ .ƛǎƘƻǇǎƎŀǘŜΣ ŀ DƻǘƘƛŎ ŎƘǳǊŎƘ ōǳƛƭǘ ƛƴ ǘƘŜ мнth century, as well as the 

reflection of newer buildings. (Chapter Four considers the shift from Modernism to 

Postmodernism and its implications for decoration in greater detail.) 

 

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

ǘƘŜ ŀǊǘǿƻǊƪ ŀǎ ŀƴ ŜȄŎƘŀƴƎŜŀōƭŜ ŎƻƳƳƻŘƛǘȅ ƘŀǾŜ ǘƘŜ ǇƻǘŜƴǘƛŀƭ ǘƻ ƳŀƪŜ ǿƻǊƪ ƻŦ ŀ ΨŎǊƛǘƛŎŀƭ 

ŀƴŘ ŎƻǊǊƻǎƛǾŜ ƴŀǘǳǊŜΩ ό/ǳƳƳƛƴƎǎ ŀƴŘ [ŜǿŀƴŘƻǿǎƪŀ нллсΥ пмтύΦ ¢Ƙƛǎ ƛƴǎǘŀƭƭŀǘƛƻƴ ƳƛƎht 

offer, through the unlikely-seeming 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 in the context of the 

workplace. The doxic congruency of this space is made incongruous by the inclusion of the 

ŎǳǊǘŀƛƴǎ ƛƴ ǘƘŜ ǎŀƳŜ ǿŀȅ ǘƘŀǘ ǘƘŜ ǿŀƭƭǇŀǇŜǊǎ ƛƴ aŀǊǘƘŀ wƻǎƭŜǊΩǎ Bringing the War Home 

(see Figure 4.11) contrasts the comfort of bourgeois domesticity with the harshness of war. 

In contrast to Swag, 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 well-being that the company would like to 

promote through its products.  Unlike Swag ǘƘŜǎŜ ŀǊǘǿƻǊƪǎ ŀǊŜ ΨǎŀŦŜΩ ŀƴŘ ǳƴŎƻƴǘŜƴǘƛƻǳǎ ƛƴ 

this context. 
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There are other ways in which temporary installations as proposed in Swag can serve to 

question the artwork as a coƳƳƻŘƛǘȅ ƛǘǎŜƭŦΦ bƻǘ ƛƴǘŜƴŘŜŘ ŦƻǊ ǇǳǊŎƘŀǎŜ ǘƘŜ ŀǊǘǿƻǊƪΩǎ ǾŀƭǳŜ 

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. /ǳƳƳƛƴƎǎ ŀƴŘ [ŜǿŀƴŘƻǿǎƪŀ ŘƛǎŎǳǎǎ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ 5ŀƴƛŜƭ .ǳǊŜƴΩǎ ǿƻǊƪ 

(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). 

 

ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ  

Whereas Swag ƛǎ ŀ ǇǊƻǇƻǎŀƭΣ ǘƘŜ ƛƴǘŜǊǾŜƴǘƛƻƴ ƻŦ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ όǎŜŜ CƛƎǳǊŜǎ нΦму ς 

2.29 and Section One of Volume Two) enabled me to intervene physically and document 

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

ŀǊŜŀ ƻŦ ǘƘŜ !ǾƛǾŀ ōǳƛƭŘƛƴƎ ƛƴ {ǘΦ IŜƭŜƴΩǎΣ [ƻƴŘƻƴΦ ¢ƘŜ ŘŜǎƛƎƴ ƻŦ ǘƘŜ ǎŎǳƭǇǘǳǊŜǎ ŀƴŘ ǘƘŜƛǊ 

connection to everyday decoration will be discussed in relation to the context of its display 

ς ƛǘǎ ǇƭŀŎŜƳŜƴǘ ƻƴ ƻǊ ƛƴ ŎƭƻǎŜ ǇǊƻȄƛƳƛǘȅ ǘƻ ǘƘŜ ŜȄƛǎǘƛƴƎ ŦǳǊƴƛǘǳǊŜ ƛƴ ǘǿƻ ƻŦ !ǾƛǾŀΩǎ ǊŜŎŜǇǘƛƻƴ 

areas.  

 

 

CƛƎǳǊŜ нΦмуΥ Lƴǎǘŀƭƭŀǘƛƻƴ ƻŦ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ in !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ {ǘΦ IŜƭŜƴΩǎΣ 
London, 2013. Five sculptures 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 height. (Horton 

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-to-day 

employment of decoration, ornamentation and pattern. Ben Highmore builds upon the 

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

ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ ƻŦ ŜǾŜǊȅŘŀȅ ƭƛŦŜΥ ΨƭŜǘ ŜǾŜǊȅŘŀȅ ƭƛŦŜ ōŜŎƻƳŜ ŀ ǿƻǊƪ ƻŦ ŀǊǘΩ ό[ŜŦŜōǾǊŜ мфупΥ 

нлпύΦ IƛƎƘƳƻǊŜ ǎŜŜǎ ǘƘŜ ŜǾŜǊȅŘŀȅ ŀǎ ŀ ǎƛǘŜ ƻŦ ΨǊŜǎƛǎǘŀƴŎŜΣ ǊŜǾƻƭǳǘƛƻƴ ŀƴŘ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴΩ 

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, at the same tiƳŜ ΨŜȄŀƳƛƴƛƴƎ ǘƘŜ ǿŀȅ ƛƴ ǿƘƛŎƘ ŜȄǇŜǊƛŜƴŎŜǎ ŀǊŜ 

ǊŜƎƛǎǘŜǊŜŘ ŀƴŘ ǊŜǇǊŜǎŜƴǘŜŘΩΦ IŜ ƎƻŜǎ ƻƴ ǘƻ ǎŀȅ ǘƘŀǘ ǘƻ ΨǘǊŜŀǘ ŜǾŜǊȅŘŀȅ ƭƛŦŜ ŀǎ ŀ ǊŜŀƭƳ ƻŦ 

ŜȄǇŜǊƛŜƴŎŜ ǳƴŀǾŀƛƭŀōƭŜ ŦƻǊ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻǊ ǊŜŦƭŜŎǘƛƻƴ ƛǎ ǘƻ ŎƻƴŘŜƳƴ ƛǘ ǘƻ ǎƛƭŜƴŎŜΩ 

(Highmore 2002: 21). 

 

Like LefebvrŜΣ IƛƎƘƳƻǊŜ ŦƛƴŘǎ ǘƘŀǘ ΨǇǊŀȄƛǎΩ ƛǎ ŀ ƪŜȅ ǘƘŜƳŜ ƛƴ ŀǘǘŜƴŘƛƴƎ ǘƻ ǘƘŜ ŜǾŜǊȅŘŀȅ ŀƴŘ 

that aesthetic strategies in particular are common to many of those who focus on the 

everyday.   

The dialectic between the practical and the theoretical, between the concrete and 
the abstract, requires a mutual and continual testing. Philosophy is incomplete 
ǿƛǘƘƻǳǘ ōŜƛƴƎ ǘŜǎǘŜŘ ǘƘǊƻǳƎƘ ŜȄŀƳǇƭŜǎΣ ōǳǘ ǿƘŀǘ ǇƘƛƭƻǎƻǇƘȅ Ŏŀƴ ƻŦŦŜǊ ƛǎ ŀ ΨŎǊƛǘƛŎŀƭ 
ǘƻƻƭΩ ǘƘŀǘ Ŏŀƴ ōŜ ǳǎŜŘ ƛƴ ǘƘŜ ŀǘǘŜƳǇǘ ǘƻ ǎƘŀǘǘŜǊ ǘƘŜ ΨƴŀǘǳǊŀƭΩ ŀǇǇŜŀǊŀƴŎŜ ƻŦ ƻōƧŜŎǘǎ 
and relations (Highmore 2002: 116). 

 

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 articulation. 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 pieces in ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ (Figure 2.18) 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 of deflecting 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 sensori-emotional experiences, we 

can relate directly to materials through textures, colours and patterns (Edwards 2011: 209). 

aŀǊȄ ǘƻƻΣ ƛƴ муппΣ ŎŀƭƭŜŘ ŦƻǊ ǘƘŜ ΨǎŜƴǎŜǎ ǘƻ ōŜŎƻƳŜ ǘƘŜƻǊŜǘƛŎƛŀƴǎ ƛƴ ǘƘŜƛǊ ƻǿƴ ǊƛƎƘǘΩΦ 

(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.  

¢ƘŜ ΨǊŜǎƛǎǘŀƴŎŜΩ ƻŦ ǘƘŜ ŜǾŜǊȅŘŀȅ όŘŜ /ŜǊǘŜŀǳΩǎ ƭŜƛǘƳƻǘƛŦύ ƛǎ ŀ ǊŜǎƛǎǘŀƴŎŜ ōƻǊƴ ƻŦ 
difference, of otherness: bodies that are at variance to the machines that they 
operate; traditions that are unlike those being promoted; imaginings that are 
different from the rationale governing the present (Highmore 2002: 148).  
 

5Ŝ /ŜǊǘŜŀǳΩǎ ΨǊŜǎƛǎǘŀƴŎŜΩ ƛǎ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ǎȅƴƻƴȅƳƻǳǎ ǿƛǘƘ ƻǇǇƻǎƛǘƛƻƴΦ LƴǎǘŜŀŘ ƛǘ ƛǎ ŎƭƻǎŜǊ 

to the term used in electronics and psychoanalysis ς a force that slows down another force. 

ΨLǘ ƛǎ ǿƘŀǘ ƘƛƴŘŜǊǎ ŀƴŘ ŘƛǎǎƛǇŀǘŜǎ ǘƘŜ ŜƴŜǊƎȅ Ŧƭƻǿ ƻŦ ŘƻƳƛƴŀǘƛƻƴΣ ƛǘ ƛǎ ǿƘŀǘ ǊŜǎƛǎǘǎ 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΣ ŀǎ ƳǳŎƘ ŀƴ ŀŎǘƛǾƛǘȅ ōƻǊƴ ƻŦ ƛƴŜǊǘƛŀ ŀǎ ƻŦ ƛǊǊǳǇǘƛǾŜ ŀŎǘƛƻƴǎΩ όIƛƎƘƳƻǊŜ 2002: 

мрмύΦ ΨwŜǎƛǎǘŀƴŎŜΩ ƘŜǊŜ ƛǎ ōƻǘƘ ŀ ǇǊŜǎŜǊǾŀǘƛǾŜ όǇǊƻǘŜŎǘƛƻƴ ŦǊƻƳ ǎƻƳŜǘƘƛƴƎύ ŀƴŘ ŀ ŎǊŜŀǘƛƻƴ ƻŦ 

something new. Rather than presenting the inverse of power, it offers a different and 

pluralized account of powers:  

(r)oom remains for micro inventions, for the practice of reasoned differences, to 
resist with a sweet obstinacy the contagion of conformism, to reinforce the 
ƴŜǘǿƻǊƪ ƻŦ ŜȄŎƘŀƴƎŜǎ ŀƴŘ ǊŜƭŀǘƛƻƴǎΣ ǘƻ ƭŜŀǊƴ Ƙƻǿ ǘƻ ƳŀƪŜ ƻƴŜΩǎ ƻǿƴ ŎƘƻƛŎŜ 
among the tools and commodities produced by the industrial era (de Certeau et al 
1998: 188). 

 

{ƻ ǘƘŜǎŜ ŀǊǘǿƻǊƪǎΣ ǇƭŀŎŜŘ ƛƴ !ǾƛǾŀΩǎ ƻŦŦƛŎŜǎΣ ƻŦŦŜǊ ŀ ǊŜǎƛǎǘŀƴŎŜΣ ōŀǎŜŘ ƻƴ ŘƛŦŦŜǊŜƴŎŜΣ ǘƻ ǘƘŜ 

furniture and surroundings of the building. They offer an act of non-conformism that 

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

Ŏŀƴ ōŜ ŘŜǎŎǊƛōŜŘ όŀǎ ǇŜǊ ŘŜ /ŜǊǘŜŀǳΩǎ ŘŜŦƛƴƛǘƛƻƴύ ŀǎ strategy the placement of these 

sculptures can be designated a tacticΣ ŀ ǊŜǎƛǎǘƛǾŜ ŀŎǘΦ ¢ƻ ǊŜǘǳǊƴ ǘƻ ŘŜ /ŜǊǘŜŀǳΩǎ ŘŜŦƛƴƛǘƛƻƴΣ ƛǘ 

Ƙŀǎ ƳŀŘŜ ǳǎŜ ƻŦ ŀ ΨŎǊŀŎƪΩ ƻǇŜƴŜŘ Ψƛƴ ǘƘŜ ǎǳǊǾŜƛƭƭŀƴŎŜ ƻŦ ǘƘŜ ǇǊƻǇŜǊ ǇƻǿŜǊǎΧ Lǘ ƛǎ ŀ ƎǳƛƭŜŦǳƭ 

ǊǳǎŜΩ όŘŜ /ŜǊǘŜŀǳ мфупΥ отύΦ 

 

ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ ƻŦŦŜǊǎ ǘǿƻ ŎƻƴǘǊŀŘƛŎǘƻǊȅ ǎǳƎƎŜǎǘƛƻƴǎ ƛƴ ǘƘƛǎ ǎǇŀŎŜΦ CƛǊǎǘƭȅΣ ƻƴŜ ƻŦ 

relaxation ς the bulk, shape and materials invite the component pieces to be used for 

sitting on or 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 context of Aviva 

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 comforting or ameliorative 

propensity. 
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Figure 2.19: Detail of ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέΦ (Horton 2013) 

 

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

ŀōƭŜ ǘƻ ΨǎǳƳƳƻƴ ŀƴ ǳƴǎǘŀōƭŜΣ ǊŜǎǘƭŜǎǎ ŀǇǇŀǊƛǘƛƻƴ ƻŦ ŘŞŎƻǊΩ όwǳƎƻŦŦ 2010: 11) and talks of 

disarming our customary intimacy with the furniture that we take for granted. In the case 

ƻŦ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ the contrast between the corporate seating and the sculptures is 

what gives these pieces their potential for disarmiƴƎ ǘƘŜ ǾƛŜǿŜǊΦ ¢ƘŜ ǇƭŀȅŦǳƭƴŜǎǎ ƛƴ ά[ŜǘΩǎ 

ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ is designed to contrast with the plain corporate leather sofas and chairs 

of this waiting area and offset the austerity of the Modernist design of the building.  

 

  

Figure 2.20: ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ ōŜƛƴƎ ǳǎŜŘ ōȅ ǾƛǎƛǘƻǊǎ ƛƴ !ǾƛǾŀΩǎ IŜŀŘ hŦŦƛŎŜΣ [ƻƴŘƻƴΦ 
(Horton 2013) 
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aŀǊƪ tǊƛƴŎŜΣ ŘƛǎŎǳǎǎƛƴƎ ΨŦǳƴŎǘƛƻƴŀƭΩ ŀǊǘΣ ǇǊƻǇƻǎŜǎ ǘƘŀǘ ŦǳƴŎǘƛƻƴŀƭƛǘȅ ƛǎ ŀōƭŜ ǘƻ ΨŘŜŦƭŜŎǘ 

attention from content to context, and exposes what we may think of as intrinsic value as 

ōŜƛƴƎ ŎƻƴŦŜǊǊŜŘ ǾŀƭǳŜΩ όtǊƛƴŎŜ нлмнΥ тύΦ ¢ƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ƻŦŦƛŎŜ ōǳƛƭŘƛƴƎ ŎŀǳǎŜǎ ǘƘŜ 

identity of the artworks to be questioned, this ambivalent status bringing their value into 

question. According to Prince a Jorge Pardo chair (see Figure 2.21, for example) is able 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 

ƘƻƳŜ ǘƘŜ ŎƘŀƛǊ ǿƻǳƭŘ ōŜ ŀ ΨǎŎǊŜŜƴ ƻƴ ǿƘƛŎƘ ǘƘŜ ŀǊǘ ǾŀƭǳŜǎ ǿŜ ƘŀǾe conferred on them 

become visible, as well as a passport assimilating them to their new context in order to 

ŎƘŀǊƎŜ ƛǘ ǿƛǘƘ ǘƘŜƛǊ ƻǿƴ ŀƳōƛǾŀƭŜƴǘ ǎǘŀǘǳǎΩ όtǊƛƴŎŜ нлмнΥ тύΦ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ 

ŀǇǇŜŀǊǎ ŀǎ ŀ ΨŎǳǎƘƛƻƴΩ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ŦǳǊƴƛǘǳǊŜ ƛƴ !ǾƛǾŀΩǎ ǊŜŎŜǇǘƛƻƴ ŀǊŜŀΣ ōǳǘ ƛǘǎ 

ΨƻǘƘŜǊƴŜǎǎΩ ƛǎ ŀƴƴƻǳƴŎŜŘ ōȅ ƛǘǎ ŎƻƭƻǳǊǎΣ ǎƛȊŜ ŀƴŘ ƳŀǘŜǊƛŀƭǎΦ ¢Ƙƛǎ ƻǘƘŜǊƴŜǎǎ ƛǎ ƴŜŎŜǎǎŀǊȅΥ 

without it the sculptures are merely cushions and lose their ability to accentuate the 

estrangement between work and home and between art and furnishing.  

 

 

Figure 2.21: Jorge Pardo Halley's, Ikeya - Seki, Encke's (1996) 
9 elements: wood, lacquer, glass, metal, electrical components. 

http://www.petzel.com/exhibitions/1996-04-13_jorge-pardo/ (accessed 25.11.2016) 
 

¢ƘŜ ƛƴǘŜǊƧŜŎǘƛƻƴ ƻŦ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ ƛƴǘƻ ŀ ŎƻƳƳŜǊŎƛŀƭ ǎŜǘǘƛƴƎ ǳǎŜǎ ŘŜŎƻǊŀǘƛƻƴ ŀǎ ŀ 

spatial intervention. Lefebvre (1991) identifies two different ways in which space is 

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 work in them). 

http://www.petzel.com/exhibitions/1996-04-13_jorge-pardo/
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[ŜŦŜōǾǊŜ ǇǊƻǾƛŘŜǎ ŀ ǿŀȅ ƻŦ ŘŜǎŎǊƛōƛƴƎ ŎƻƴƴŜŎǘƛƻƴǎ ōŜǘǿŜŜƴ ΨǇƭŀƴƴŜŘΩ ǎǇŀŎŜǎ ŀƴŘ ǿŀȅǎ 

ǘƘŜȅ ƳƛƎƘǘ ōŜ ǳǎŜŘ ǘƘŀǘ ŀǊŜ ǳƴǇǊŜŘƛŎǘŀōƭŜ ƻǊ ΨǇǊƻōƭŜƳŀǘƛȊŜŘΩΦ10 He describes 

representational spaces as those that are 

directly lived through its associated images and symbols, and hence the space of 
ΨƛƴƘŀōƛǘŀƴǘǎΩ ŀƴŘ ΨǳǎŜǊǎΩΧΦΦ¢Ƙƛǎ ƛǎ ǘƘŜ ŘƻƳƛƴŀǘŜŘ ς and hence passively 
experienced ς space which the imagination seeks to change and appropriate. It 
overlays physical space, making symbolic use of its objects. Thus representational 
spaces may be said, though again with certain exceptions, to tend towards more 
or less coherent systems of non-verbal symbols and signs (Lefebvre 1991: 39). 

 

Continuing this theme of the mediation of space, the use of art interventions is advocated 

ōȅ aƛƭŜǎ ŀǎ ŀ ǿŀȅ ƻŦ ƳŀƪƛƴƎ ΨƴŀǊǊŀǘƛǾŜǎ ǾƛǎƛōƭŜΣ ǘƘŜǊŜōȅ ŀƛŘƛƴƎ ŀ ǇƻƭƛǘƛŎŀƭ ǇǊƻŎŜǎǎΤ ƻǊ ǘƻ ƻǇŜƴ 

a space for conversation where such possibilities are generally closed, in a society in which 

social institutions and mŀǊƪŜǘ ŦƻǊŎŜǎ ǘŜƴŘ ǘƻǿŀǊŘǎ ǾŀǊƛƻǳǎ ŦƻǊƳǎ ƻŦ ǊŜǇǊŜǎǎƛƻƴΩ όaƛƭŜǎ нлллΥ 

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 

exotic plants ς ŀ ǇǊƻƧŜŎǘ ǘƘŀǘ ŜȄƛǎǘǎ ΨƻǳǘǎƛŘŜ ǘƘŜ ƴŜŎŜǎǎƛǘƛŜǎ ƻŦ ƛƴŘǳǎǘǊƛŀƭ ǇǊƻŘǳŎǘƛƻƴΩ όaƛƭŜǎ 

2000: 165) and, as Lefebvre would describe it, an everyday public space recoded by its dual 

use.  

 

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

a non-organisational 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 

ŘŜǎƛƎƴŜŘ ŀƴŘ ǘƘŜ ǿŀȅ ǘƘŜȅ ŀǊŜ ΨŀǇǇǊƻǇǊƛŀǘŜŘΩ ōȅ ƛǘǎ ǳǎŜǊǎ, in this case by an artist. It is also 

ǳǎŜŦǳƭ ƘŜǊŜ ǘƻ ŘǊŀǿ ǳǇƻƴ wƻǎŀƭȅƴ 5ŜǳǘǎŎƘŜΩǎ ŀǎǎƛƳƛƭŀǘƛǾŜ ŀƴŘ ƛƴǘŜǊǊƻƎŀǘƛǾŜ ƳƻŘŜƭǎ ƻŦ ǎƛǘŜ-

related art; the first ς assimilative - model, would insinuate work into a site, in a non-

challenging way that sits at ease within 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 these sculptures is 

affected by their specific placement in this reception area. Reception areas are places for 

ƳŜŜǘƛƴƎ ŀƴŘ ƎǊŜŜǘƛƴƎΣ ŀƴŘ ƻŦǘŜƴ ŦƻǊ ǿŀƛǘƛƴƎΦ CǳǊƴƛǘǳǊŜ ǘƘŀǘ ƛǎ ΨƧǳǎǘ ǘƘƛǎ ǎƛŘŜ ƻŦ ŎƻƳŦƻǊǘŀōƭŜ 

works best here, for the business of this space is circulation ς ƳƻǾƛƴƎ ƻƴΩ ό¸ŜŜ ŀƴŘ 

                                                           
10 Lefebvre sees the city as the space where capitalism acts out its operations and hence his writings on the 

production of space, including Writing on Cities (1996), are quoted by many architects (Miles 2000: 166). 
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DǳǎǘŀŦǎƻƴ мфуоΥ руύΦ ¸ŜŜ ŀƴŘ DǳǎǘŀŦǎƻƴ Ǝƻ ƻƴ ǘƻ ǎŀȅ Ψ¢ƘŜ ƘŀǊŘƴŜǎǎ ƻǊ ǎƻŦǘƴŜǎǎ ƻŦ ǘƘŜ 

materials lets visitors know whether this is a formal, strictly business office (hard seats) or a 

ƳƻǊŜ ƛƴŦƻǊƳŀƭ ΨƭŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜΩ ǘȅǇŜ ƻŦ ǇƭŀŎŜ όǎƻŦǘ ŎǳǎƘƛƻƴǎύΩ ό¸ŜŜ ŀƴŘ DǳǎǘŀŦǎƻƴ 

1983: 163). In the case of ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ the softness of the sculptures de-couple 

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

slightly too large to read as cushions 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 fabrics 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 (and potentially augment) the usual exchange of roles in this space.  

 

¢ƘŜ ƛƴŘƛǾƛŘǳŀƭ ǎŎǳƭǇǘǳǊŜǎ ƻŦ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ, in their potential to be moved, also 

have a nomadic quality which echoes the itinerant nature of users of the reception area ς 

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 furnishings. For Lefebvre 

Ψ(a)lienation turns all of life into an abstraction (such as the division of life into the brutal 

ƻǇǇƻǎƛǘŜǎ ƻŦ ǿƻǊƪ ŀƴŘ ƭŜƛǎǳǊŜύΩ όaƛƭŜǎ нлллΥ пмоύΦ IŜƴŎŜΣ ŦƻǊ [ŜŦŜōǾǊŜΣ ǘƘŜ ŜǾŜǊȅŘŀȅ Ŏŀƴ 

ǳƴǎŜǘǘƭŜ ǘƘŜ ǇƻƭŀǊƛǎŀǘƛƻƴ ƻŦ ǿƻǊƪ ŀƴŘ ƭŜƛǎǳǊŜ ōȅ ΨƛƭƭǳƳƛƴŀǘƛƴg the complex ways in which 

ǎǳōƧŜŎǘǎ ŜȄŜǊŎƛǎŜ ǘƘŜƛǊ ǇƻǘŜƴǘƛŀƭ ǘƻ ōŜ ŜƳŀƴŎƛǇŀǘƻǊȅ ŀƴŘ ŎǊƛǘƛŎŀƭΩ όtŀǇŀǎǘŜǊƎƛŀŘƛǎ мффуΥ нпύΦ 

Perhaps the everyday qualities of the ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ sculptures (their association 

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

ǇƻƭŀǊƛǎŀǘƛƻƴ ƻŦ ǿƻǊƪ ŀƴŘ ƭŜƛǎǳǊŜ ǘƘŀǘ [ŜŦŜōǾǊŜ ǊŜŦŜǊǎ ǘƻΦ ¢Ƙǳǎ 5ŜǳǘǎŎƘŜΩǎ ƳƻŘŜƭǎ ŀǊŜ ǘŜǎǘŜŘ 

through the insertion of these sculptures in the reception area of Aviva where the re-

organisation of the public space is through decoration and ornamentation.  
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Figure 2.22: ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ ǇƘƻǘƻƎǊŀǇƘŜŘ ōŜƭƻǿ ŀ Dƛƭƭƛŀƴ !ȅǊŜǎΩ painting at Aviva, 
London. (Horton 2013) 

 

/ƭƛǾŜ 9ŘǿŀǊŘǎ ƛŘŜƴǘƛŦƛŜǎ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ŦǳƴŎǘƛƻƴǎ ƻŦ ŘŜŎƻǊŀǘƛƻƴ ŀƴŘ ƻǊƴŀƳŜƴǘΥ Ψŀύ 

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

ƻŦ ǎƻŎƛŜǘȅΣ ƎǊƻǳǇΣ ŜǘŎΦΣ Ŝύ ǇŜǊǎƻƴŀƭƛȊƛƴƎ ǎǇŀŎŜ ŀƴŘ Ŧύ ŀƛŘƛƴƎ ƻǊƛŜƴǘŀǘƛƻƴΩ ό9ŘǿŀǊŘǎ нлммΥ мурύ 

some of which inevitably overlap and are recognisable in the writings of Ernst Gombrich 

όмфтфύΣ WŀƳŜǎ ¢ǊƛƭƭƛƴƎ όнллоύ ŀƴŘ 5ŀǾƛŘ .ǊŜǘǘ όнллрύΦ ¢ƘŜ ǎŜƳƛƻǘƛŎǎ ƻŦ ά[ŜǘΩǎ ƎŜǘ 

comfortableέ ƳŀƪŜǎ ǳǎŜ ƻŦ ŀ ƴǳƳōŜǊ ƻŦ ǘƘŜǎŜ ŦǳƴŎǘƛƻƴǎΦ ¢ƘŜ ŘƛŦŦŜǊŜƴǘ ǘȅǇŜǎ ƻŦ ŦŀōǊƛŎ 

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

out-of-ŎƻƴǘŜȄǘΣ ŀǿŀȅ ŦǊƻƳ ƘƻƳŜΣ ƎƛǾŜ ǘƘŜ ǇƛŜŎŜǎ ŀ ǇƻǘŜƴŎȅ ǘƘŜȅ ƻǘƘŜǊǿƛǎŜ ǿƻǳƭŘƴΩǘ ƘŀǾŜΦ 

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 rather than 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 decoration - its ability to 

suggest belonging, class and status ς that 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 
ŀƭǎƻ ǎƘŀǇƛƴƎ ǘƘŜƳΧΦΦ!ƭƭ ƻōƧŜŎǘǎ ŀǊŜ ǎƻŎƛŀƭ ŀƎŜƴǘǎ ƛƴ ǘƘŜ ƭƛƳƛǘŜŘ ǎŜƴǎŜ ǘƘŀǘ ǘƘŜȅ 
extend human action and mediate meanings ōŜǘǿŜŜƴ ƘǳƳŀƴǎΧƻōƧŜŎǘǎ ŀǊŜ ǎƘŀǇŜŘ 
by a culture which defines what certain types of things can do (Dant 1999: 13) 
(5ŀƴǘΩǎ ƛǘŀƭƛŎǎ). 
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wŜŦŜǊǊƛƴƎ ǘƻ ǎǘǊǳŎǘǳǊŜǎ ƻŦ ƛƴǘŜǊƛƻǊ ŘŜǎƛƎƴ WŜŀƴ .ŀǳŘǊƛƭƭŀǊŘ ǿǊƛǘŜǎ Ψ¢ƘŜ ŀǊǊŀƴƎŜƳŜƴǘ ƻŦ 

furƴƛǘǳǊŜ ƻŦŦŜǊǎ ŀ ŦŀƛǘƘŦǳƭ ƛƳŀƎŜ ƻŦ ǘƘŜ ŦŀƳƛƭƛŀƭ ŀƴŘ ǎƻŎƛŀƭ ǎǘǊǳŎǘǳǊŜǎ ƻŦ ŀ ǇŜǊƛƻŘΦ ΧΧΦ¢ƘŜ 

pieces of furniture confront one another, jostle one another and implicate one another in a 

ǳƴƛǘȅ ǘƘŀǘ ƛǎ ƴƻǘ ǎƻ ƳǳŎƘ ǎǇŀǘƛŀƭ ŀǎ ƳƻǊŀƭ ƛƴ ŎƘŀǊŀŎǘŜǊΩ ό.ŀǳŘǊƛƭƭŀǊŘ мфсуΥ 13). Baudrillard 

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 

fǳǊƴƛǘǳǊŜ ŀŦŦŜŎǘǎ ǘƘŜ ǎƻŎƛŀƭ ŘȅƴŀƳƛŎǎ ƻŦ ŀ ǎǇŀŎŜΦ ΨaƻŘŜǊƴ ǎŜŀǘƛƴƎ ς pouf, or settee, wall-

sofa or easy chair ς invariably lay the stress on sociability and conversation, promoting a 

sort of all-purpose position, appropriate to the modern human being which de-emphasises 

ŜǾŜǊȅǘƘƛƴƎ ƛƴ ǘƘŜ ǎƛǘǘƛƴƎ ǇƻǎǘǳǊŜ ǘƘŀǘ ǎǳƎƎŜǎǘǎ ŎƻƴŦǊƻƴǘŀǘƛƻƴΩ ό.ŀǳŘǊƛƭƭŀǊŘ мфсуΥ прύΦ IŜ 

argues that moral overtones are gone: confrontation through direct gaze is eliminated or 

made impossible with this kind of seating.  

 

 

Figure 2.23: One of the artworks from the series ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ being used in 
conjunction with the furniture at Aviva, London. (Horton 2013) 

 

Ψ¢ƘŜ ǊŜŀƭƳ ƻŦ ƻōƧŜŎǘǎ ŎƻƴǎǘƛǘǳǘŜǎ ŀ ƭŀƴŘǎŎŀǇŜ ƛƴ ǿƘƛŎƘ ǎƻŎƛŀƭ ōŜƛƴƎǎ ƛƴǘŜǊŀŎǘΩΣ ŜŀŎƘ ǇƛŜŎŜ ƻŦ 

furniture being part of 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 

ǎǘŀŦŦ ŀƴŘ ǘƘŜ ŜȄƛǎǘƛƴƎ ŦǳǊƴƛǘǳǊŜΦ ¢ƘŜȅ ΨƧƻǎǘƭŜΩ ς ǘƻ ǳǎŜ .ŀǳŘǊƛƭƭŀǊŘΩǎ ǇƘǊŀǎŜ ς with the 

corporate furniture 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 cord stoppers, ribbons or elastic. Yee and Gustafson refer to upholstery fabrics as 
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ΨŜȄǘŜƴǎƛƻƴǎ ƻŦ ŎƭƻǘƘƛƴƎ ǘƘŀǘ ŘǊŜǎǎ ǘƘŜ ǊƻƻƳΦ [ƛƪŜ ŎƭƻǘƘƛƴƎ ƛǘ ƛǎ ŀ ŎƭǳŜ ǘƻ ŎƘŀǊŀŎǘŜǊΩ ό¸ŜŜ ŀƴŘ 

Gustafson 1983: 212). This link to clothing is one of a number of ways in which these pieces 

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 cords/cordstoppers or through other 

fastenings such as the braces. Thirdly, the slight crescent shape of the sculptures give them 

the capacity to curve around the body of the user.  

 

The techniques used to make these pieces ς machine stitching, hand stitching and so on ς 

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

Ŏŀƴ ǊŜŀŘƛƭȅ Ŧƛǘ ŀƭƻƴƎǎƛŘŜ ŘŜ /ŜǊǘŜŀǳΩǎ ŜȄŀƳǇƭŜǎ ƻŦ ǘƘŜ ŜǾŜǊȅŘŀȅ ǎǳŎƘ ŀǎ ŎƻƻƪƛƴƎΣ ǊŜŀŘƛƴƎ 

and walking. Compared to some art techniques such as casting, seǿƛƴƎ ƛǎ ŀ Ψƴƻƴ-

ǎǇŜŎƛŀƭƛǎŜŘΩ ŀŎǘƛǾƛǘȅ ǘƘŀǘ ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ ǘƘŜǎŜ ƻƴŜ-off, hand-made, pieces contrast with the 

mass-ǇǊƻŘǳŎŜŘ ŦǳǊƴƛǘǳǊŜ ǇƭŀŎŜŘ ƛƴ !ǾƛǾŀΩǎ ǊŜŎŜǇǘƛƻƴΦ ¢ƘŜǎŜ ƘŀƴŘ-crafted artefacts invade 

the formal, machine-manufactured space as a riposte to the hierarchy 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 Max Kozloff around the poetics of softness (1970) and in 

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

ǎƻŦǘ ƳŀǘŜǊƛŀƭǎ ŀƎŀƛƴǎǘ ǘƘŜ ƘŀǊŘƴŜǎǎ ƻŦ ǘƘŜ ŎƻǊǇƻǊŀǘŜ ŦǳǊƴƛǘǳǊŜ ƛƴ !ǾƛǾŀΩǎ ǊŜŎŜǇǘƛƻƴ ŀǊŜŀΦ 

Writing in the 1960s Kozloff argued ǘƘŀǘ ΨǎƻŦǘƴŜǎǎΩ ƘŀŘ ǇǊŜǾƛƻǳǎƭȅ ōŜŜƴ ŘƛǎŀǾƻǿŜŘ ƛƴ 

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 

more ƭƛƪŜƭȅ ǘƻ ǊŜǎŜƳōƭŜ ΨŦŀǘƛƎǳŜΣ ŘŜǘŜǊƛƻǊŀǘƛƻƴ ƻǊ ƛƴŜǊǘƛŀΦ Lǘ ƳƛƳŜǎ ŀ ƪƛƴŘ ƻŦ ǎǳǊǊŜƴŘŜǊ ǘƻ 

ǘƘŜ ƴŀǘǳǊŀƭ ŎƻƴŘƛǘƛƻƴ ǘƘŀǘ Ǉǳƭƭǎ ōƻŘƛŜǎ ŘƻǿƴΧΦ !ƴŘ ǊŜƎŀǊŘƭŜǎǎ ƻŦ Ƙƻǿ ŀōǎǘǊŀŎǘ ŀ ǎƻŦǘ 

ǎŎǳƭǇǘǳǊŜ ƛǎ ƛǘ ǿƛƭƭ ǳƴŀǾƻƛŘŀōƭȅ ŜǾƻƪŜ ǘƘŜ ƘǳƳŀƴΩ όYƻȊƭƻŦŦ мфтлΥ ннпύΦ {ƻŦǘ ƳŀǘŜǊƛŀƭs are 

more elastic, provisional, can be squeezed and yield to touch. He argues that these 

ǉǳŀƭƛǘƛŜǎ ŜȄǘŜƴŘ ǘƻ ǘƘŜ ǾƛŜǿŜǊ ΨǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ŀ ƭƛōŜǊŀǘƛƻƴ ŦǊƻƳ ǘƘŜ ŎƻƴŎŜƛǘ ƻŦ ƘŀǾƛƴƎ ǘƻ 

ŘƻƳƛƴŀǘŜ ŀƭƭ ƳŀǘŜǊƛŀƭ ŎƛǊŎǳƳǎǘŀƴŎŜǎΩ όYƻȊƭƻŦŦ мфтлΥ нооύΦ {ƻ, the ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ 

pieces also privilege a freedom from the formal and rigid aesthetic of this global business 

and re-assert the importance of the haptic. 
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In addition to the pliability of the artworks it is the details of each artwork that are 

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

uses a white and blue striped sweatshirt fabric (often used in Breton t-shirts) and tape 

ǘƘǊŜŀŘŜŘ ǘƘǊƻǳƎƘ ΨōŜƭǘΩ ƭƻƻǇǎ όǎŜŜ ǇƛŜŎŜ ǘƻ ǘƘe right-hand side in Figure 2.24). Originally 

designed for workwear 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 being influenced by 

ƳƛƭƛǘŀǊȅ ŎƭƻǘƘƛƴƎ ŀƴŘ ǾƛŎŜ ǾŜǊǎŀΣ ƛƴŎƭǳŘƛƴƎ ǘƘŜ ŎƭƻǘƘƛƴƎ ƻŦ ΨƎŜƴǘƭŜƳŜƴΩ ōŜŎƻƳƛƴƎ ǘƘŜ ŘǊŜǎǎ ƻŦ 

the military, for example the Norfolk Suit (Tonchi and Greco 2000: 156).) The transfer of 

military and workwear into everyday fashion is another example of the blurring of 

ōƻǳƴŘŀǊƛŜǎ ōŜǘǿŜŜƴ ǿƻǊƪ ŀƴŘ ƭƛŦŜΦύ !ǎ {ǘŜǾŜ .ŀȅƭŜȅ ǎŀȅǎ Ψ5ǊŜǎǎƛƴƎ Řƻǿƴ Ŏŀƴ ōŜ ŀǎ 

ŎƻƴǎǇƛŎǳƻǳǎ ŀǎ ŘǊŜǎǎƛƴƎ ǳǇΩ ό.ŀȅƭŜȅ мффмΥ мстύ ŀƴŘ ƛƴ ŀƴ ƻŦŦƛŎŜ ŜƴǾƛǊƻƴƳŜƴǘ ǎǳŎƘ ŀǎ 

!ǾƛǾŀΩǎΣ ƧŜŀƴǎ ŀǊŜ ƻƴƭȅ ƭƛƪŜƭȅ ǘƻ ōŜ ǿƻǊƴ ƻƴ ƻŎŎŀǎƛƻƴǎ ŘŜǎƛƎƴŀǘŜŘ ōȅ ǘhose in authority.  

 

 

Figure 2.24: Detail of two of the pieces for ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ at Aviva, London. 
(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 pressed creases;  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 

ŀƭƳƻǎǘ ƘŀƭŦ ƻŦ ǘƘŜ ǿƻǊƭŘΩǎ ǇƻǇǳƭŀǘƛƻƴ ŎƘƻƻǎƛƴƎ ǘƻ ǿŜŀǊ ǘƘŜƳ ŀǘ ŀƴȅ given time (Miller and 

Woodward 2007), perhaps because, as Dant points out, ΨǘƘŜ ŦƻǊƳ ƻŦ ƧŜŀƴǎ ŘƻŜǎ ƴƻǘ ŎŀǊǊȅ 

ǎǘǊƻƴƎ Ŏƻƴƴƻǘŀǘƛƻƴǎ ƻŦ ŎƭŀǎǎΣ ǎŜȄ ƻǊ ŜǾŜƴ ƴŀǘƛƻƴŀƭƛǘȅΩ ό5ŀƴǘ мфффΥ млтύΦ 
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Another of the sculptures uses the colours of post-it notes and fluorescent highlighter pens 

(see Figure 2.25). Ubiquitously found in the office, the use of these colours playfully 

ŘƛǎǊǳǇǘǎ ǘƘŜ ƳƻǊŜ ǎƻōŜǊ ŦǳǊƴƛǘǳǊŜ ƛƴ !ǾƛǾŀΩǎ ǊŜŎŜǇǘƛƻƴΦ tƻǎǘ-it notes are cheap, accessible 

and useful and unlike some other office accoutrements they 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 as a design that they stand out from the usual 

monochrome of the day-to-day office. (Post-it notes feature again in artworks described in 

Chapter Four.) 

  

 

Figure 2.25: Studio shot of ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ artwork. (Horton 2013) 

 

The toile de jouy piece (seen left-hand side of Figure 2.26) 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 the case here. Originally from France in the mid-eighteenth 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 designs. Timorous 

Beasties (Figure 2.27a), for example, have re-designed the toile to depict various cities 

including London, though without the idealised romantic scenes, depicting instead scenes 

of homelessness and disaffection. Renée Green (Figure 2.27b) uses the toile to tackle ideas 

around class, race and colonialism, pink flowers alternating with pink vignettes of images 

ŦƻǳƴŘ ƛƴ 5ƻƳƛƴƛǉǳŜ ŘŜ aŜƴƛƭΩǎ The Image of the Black in Western Art (1989). 
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Figure 2.26Υ ¢ǿƻ ŀǊǘǿƻǊƪǎ ǇƘƻǘƻƎǊŀǇƘŜŘ ƛƴ ǘƘŜ ǿŀƛǘƛƴƎ ŀǊŜŀ ƻŦ !ǾƛǾŀΩǎ ǎŜnior management 
and CEO suite. (Horton 2013) 

 

 

Figure 2.27a: Timorous Beasties London Toile 
(2004) (copyright Timorous Beasties) 

www.timourousbeasties.com (accessed 
13.2.2014). 

 

 

Figure 2.27b: Renée Green in collaboration 
with The Fabric Workshop and Museum Mise-

en-scene: Commemorative Toile (detail) 
(1992) Hand silkscreen on cotton sateen 

http://www.fabricworkshopandmuseum.org 
(accessed 22.1.2014). 

 

The piece seen in the right side of Figure 2.26 uses 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 area of ǘƘŜ /9hΩǎ ǎǳƛǘŜΣ ǘƘǳǎ ǳƴŘŜǊƳƛƴƛƴƎ ŀƴŘ ŀƎƛǘŀǘƛƴƎ ǘƘŜ 

usual sense of decorum and status within this space.  

 

Each of the five artworks designed for Aviva features stripes in some way (Figure 2.28), 

either through furnishing or dress fabrics. Stripes are interesting for a number of reasons, 

http://www.timourousbeasties.com/
http://www.fabricworkshopandmuseum.org/
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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 Carmelites, stripes were worn by those who sat outside the 

social order because of their ability to mark 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 of the Industrial Revolution in the 1770s (Pastoureau 2002: 

54). In the highly influential Grammar of Ornament όмурсύ hǿŜƴ WƻƴŜǎ ǎǘŀǘŜŘ ǘƘŀǘ Ψŀƭƭ 

ƻǊƴŀƳŜƴǘ ǎƘƻǳƭŘ ōŜ ōŀǎŜŘ ƻƴ ƎŜƻƳŜǘǊƛŎ ŎƻƴǎǘǊǳŎǘƛƻƴΩ ŀƴŘ ǎǘǊƛǇŜǎ ŀƴŘ ƘŜǊǊƛƴƎōƻƴŜ 

chevrons continue to be popular into the early 21st century.  

 

     

Figure 2.28: Details of striped fabrics from ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέΦ (Horton 2013) 

 

In more recent years the pinstripe is a pattern that in clothing again unites a social group, 

this time as a sign of industry and commerce. 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 18th century. Alastair Sooke (2011) describes the suit as both a fashion item and a 

uniform and although the pinstripe suit straddles the worlds of business and leisure it will 

usually place the wearer in the context of the workplace. The sculpture seen in Figure 2.29 

uses a pinstripe as its main motif, accompanied by striped cotton commonly seen in shirts. 

The channels are made of polka-dot 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 combination with the 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 2.29: Studio shot of ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ artwork. (Horton 2013) 

 

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

мфсн ŦǳǊƴƛǎƘƛƴƎ ŦŀōǊƛŎǎ ǿŜǊŜ ǳǎŜŘ ŦƻǊ ǘƘŜ ŘŜǎƛƎƴ ƻŦ ΨtŜŀŎƻŎƪΩ ǎǳƛǘǎΣ ǇŀǊǘƛŎǳƭŀǊƭȅ ŦŀǎƘƛƻƴŀōƭŜ 

in areas of London (Sooke: 2011), Sooke arguing that the use of alternative fabrics was able 

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

stripe in business suits is far more gender-neutral than other patterns, with more 

ŦƭŀƳōƻȅŀƴǘ ǇŀǘǘŜǊƴǎ ǎǳŎƘ ŀǎ ŦƭƻǊŀƭǎ ǳǎǳŀƭƭȅ ōŜƛƴƎ ǳǎŜŘ ŀǎ ΨŀŎŎŜƴǘǎΩ ǘƻ ǘƘŜ Ƴŀƛƴ ǎǳƛǘ όǘƘŜ 

shirt, necktie or handkerchief, ŦƻǊ ŜȄŀƳǇƭŜύ ƻǊ ƛƴ ǘƘŜ ǎǳƛǘΩǎ ƭƛƴƛƴƎΦ Lƴ ǘƘƛǎ ǎŎǳƭǇǘǳǊŜ ǘƘŜ 

polka-dot 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 sculpture they 

ǇǊƻǾƛŘŜ ŀƴ ΨŀŎŎŜƴǘΩ ƻǊ ŦŜŀǘǳǊŜ ŀƴŘ ƻŦŦŜǊ ŘŜŎƻǊŀǘƛǾŜ ŜƳōŜƭƭƛǎƘƳŜƴǘǎΦ  

 

Summary 

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

ǘƘŜ ǇƻǎǎŜǎǎƛƻƴ ƻŦ ŎŜǊǘŀƛƴ ƻōƧŜŎǘǎ ƛƴŘƛŎŀǘŜǎΣ ŀŎŎƻǊŘƛƴƎ ǘƻ .ƻǳǊŘƛŜǳΣ Ψŀ ŘƛǎǘƛƴŎǘƛǾŜ ŜȄǇǊession 

ƻŦ ŀ ǇǊƛǾƛƭŜƎŜŘ Ǉƻǎƛǘƛƻƴ ƛƴ ǎƻŎƛŀƭ ǎǇŀŎŜΩ ό.ƻǳǊŘƛŜǳ мфтфΥ рсύΦ ¦ǎƛƴƎ .ƻǳǊŘƛŜǳΩǎ ŎƻƴŎŜǇǘǎ ƻŦ 

ΨƘŀōƛǘǳǎΩ ŀƴŘ ΨŦƛŜƭŘΩ ǘƘŜ ŎƘŀǇǘŜǊ ŘŜǎŎǊƛōŜŘ ǘƘŜ ǿŀȅǎ ƛƴ ǿƘƛŎƘ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ōŜƘŀǾƛƻǳǊ 

exists in a dynamic relationship between the habitus on the one hand and the 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 most deep-ǎŜŀǘŜŘ ΨŘƛǎǇƻǎƛǘƛƻƴǎΩ ǘƘŀǘ ΨŦƻǊƎŜ 
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ǘƘŜ ǳƴŎƻƴǎŎƛƻǳǎ ǳƴƛǘȅ ƻŦ ŎƭŀǎǎΩ ό.ƻǳǊŘƛŜǳ мфтфΥ ттύΦ .ȅ ƭƻƻƪƛƴƎ ŀǘ ǎǇŜŎƛŦƛŎ ǎǇŀŎŜǎ ŀǘ !ǾƛǾŀΩǎ 

offices in London and Norwich, the ways in which class and hierarchy are made visible 

through objects, décor and the built environment were examined.  

 

Informed by this analysis, strategies of play and the suggestion of theatre in Swag and in 

the actual placement of the artworks ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ, disturbed and agitated class 

and the stratification of roles that are speŎƛŦƛŎ ǘƻ ǘƘŜ ǿƻǊƪǇƭŀŎŜ ŀǘ !ǾƛǾŀΩǎ ƻŦŦƛŎŜ ƛƴ [ƻƴŘƻƴΦ 

¢ƘŜ ǇŀǊǘƛŎǳƭŀǊ ǎǇŀŎŜ ƻŦ ǘƘŜ ǊŜŎŜǇǘƛƻƴ ŀǊŜŀΣ ǿƛǘƘ ƛǘǎ ŀǎǎƻŎƛŀǘƛƻƴǎ ƻŦ ǎƻŎƛŀƭ ΨŜȄŎƘŀƴƎŜΩΣ 

provided a place for the transformation and possible displacement of roles through the 

ŀŘŘƛǘƛƻƴ ƻŦ ǎŎǳƭǇǘǳǊŀƭ ΨǇǊƻǇǎΩΦ   

 

ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ used or appropriated decorative 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 used to remind 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 colours and patterns of the 

fabrics and the awkward size of the sculptures prevented them from being perceived as 

ŎǳǎƘƛƻƴǎ ƻƴƭȅΦ ¢ƘŜȅ ƳŀŘŜ ǳǎŜ ƻŦ ŀ ΨŎǊŀŎƪΩ ƛƴ ǘƘŜ ΨǎǳǊǾŜƛƭƭŀƴŎŜ ƻŦ ǘƘŜ ǇǊƻǇŜǊ ǇƻǿŜǊǎΩ όŘŜ 

/ŜǊǘŜŀǳ мфупΥ отύ ŀƴŘ ǳǎŜŘ ŘŜŎƻǊŀǘƛƻƴ ŀǎ ŀ ΨƎǳƛƭŜŦǳƭ ǊǳǎŜΩ  (ibid) or a decorative tactic in 

the formal, alienating space of the workplace. 

 

¢ƘŜ ǇƭŀŎƛƴƎ ƻŦ ŀǊǘǿƻǊƪǎ ƻƴ ƻǊ ŀŘƧŀŎŜƴǘ ǘƻ ŎƘŀƛǊǎ ƛƴ !ǾƛǾŀΩǎ ǊŜŎŜǇǘƛƻƴ ŀǊŜŀǎ Ƙŀǎ ŀƭǊŜŀŘȅ 

begun to highlight the properties of chairs in relation to use and symbolic value. Chapter 

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 

ƛƴǘŜǊǾŜƴǘƛƻƴǎ ōƻǘƘ ǘƘǊƻǳƎƘ ŎƻƭƭŀƎŜ ŀƴŘ ΨŎƘŀƛǊ-ƧŀŎƪƛƴƎΩ ǘŀŎǘƛŎǎΦ .ŜŦƻǊŜ ǘƘŀǘΣ ŦƻŎǳsing on the 

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: Shape-Shifting and 
Repetition at Berendsen 
 

Introduction 

Chapter Two described 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 the work environment of a Modernist office block. In order 

to test the potential of decorative artworks further, the aim of the second case study is to 

explore the use of a single motif ς in this case the cloud - and the repetition of that motif to 

create a pattern that can function as a metaphor for desire and escapism in an 

environment of repetitive labour. 

  

Having completed the project in Aviva I 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 chain Berendsen. The shape-shifting nature of 

the cloud can be seen as a symbol of the changing state of cloth and clothing as it 

progresses through the laundry, as well as a mental or ǇǎȅŎƘƻƭƻƎƛŎŀƭ ΨǎǇŀŎŜΩ ŦƻǊ ǘƘƻǎŜ 

working within the laundry. When used as a decorative pattern that is repeated at various 

locations on site it becomes matter Ψƻǳǘ-of-ǇƭŀŎŜΩ ŀƴŘ ƛǎ ŀōƭŜ ǘƻ ŘǊŀǿ ŀǘǘŜƴǘƛƻƴ ǘo and raise 

awareness of the potential for alienation in repetitious labour as well as disrupting the 

industrial environment. A semiotic reading of the cloud in the context of the industrial 

workplace continues a close reading and understanding of the material surroundings of the 

worker as developed in the example of Aviva and the way these surroundings can contrast 

with the various meanings of the artworks.  

 

¢ƘŜ ŎƘŀǇǘŜǊ Ŏƻƴǘŀƛƴǎ ǘǿƻ Ƴŀƛƴ ǎŜŎǘƛƻƴǎΦ tŀǊǘ hƴŜΣ ΨhōǎŜǊǾƛƴƎ ǘƘŜ [ŀǳƴŘǊȅ ŀƴŘ /ƻƴǎƛŘŜǊƛƴƎ 

the CloudΩΣ ōŜƎƛƴǎ ǿƛǘƘ ŀ ōǊƛŜŦ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ƻǇŜǊŀǘƛƻƴ ŀƴŘ ǘƻǇƻƎǊŀǇƘƛŎŀƭ ŀƴŀƭȅǎƛǎ ƻŦ 

one industrial laundry owned by Berendsen and will consider how the particular features of 

this workforce and location work in conjunction with the motif and repeated use of the 

ŎƭƻǳŘΦ tŀǊǘ ¢ǿƻΣ Ψ.ŜǘǿŜŜƴ tŀǘǘŜǊƴ ŀƴŘ [ŀōƻǳǊΥ 5ŜŎƻǊŀǘƛƻƴ ŀƴŘ wŜǇŜǘƛǘƛƻƴΩΣ ǇǊƻǾƛŘŜǎ ŀ ŎƭƻǎŜ 

analysis of the artworks made for Berendsen and is structured around the sub-headings: 

Expansion of Vision; Repetition of Pattern and Repetitive Labour; Surface Matter(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 spaces can be interpreted as a form of political intervention 

(Mouffe 2007). As the walls of the workplace become a surface that can support the 

artwork, the artwork itself becomes a space for the projection of imaginings.  

 

The theoretical research relating to production, labour and taste in Chapter 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. 

 

 

Figure 3.1: ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ inners. 
(Horton 2013) 

 

Figure 3.нΥ ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ outer 
covers. (Horton 2013) 
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Part One: Observing the Laundry and Considering the Cloud  

Berendsen is a European textile service business employing 9,000 employees working at 60 

sites in the UK11. The Berendsen laundry at Fakenham, Norfolk  (formerly known as 

Ψ{ǳƴƭƛƎƘǘΩύ ŜƳǇƭƻȅŜŘ мпл ǎǘŀŦŦ όŀǘ ǘƘŜ ǘƛƳŜ ƻŦ Ƴȅ Ǿƛǎƛǘǎ ƛƴ нлмпύ ƛƴ ŀ ǇǳǊǇƻǎŜ-built two-

ǎǘƻǊŜȅ ōǳƛƭŘƛƴƎ ƘƻǳǎƛƴƎ ŀ ƭŀǊƎŜ ΨƭŀǳƴŘǊȅ ŦƭƻƻǊΩ Ǉƭǳǎ ǘǿƻ ƻǇŜƴ-plan offices and a retail dry-

cleaning service that also serves as the reception area for visitors to the laundry. The 

ƳŀƴŀƎŜǊ Ƙŀǎ ŀƴ ƻŦŦƛŎŜ ƻƴ ǘƘŜ ŦƛǊǎǘ ŦƭƻƻǊ ŀŘƧŀŎŜƴǘ ǘƻ ǘƘŜ Ƴŀƛƴ ŀŘƳƛƴƛǎǘǊŀǘƛƻƴ ƻŦŦƛŎŜΦ ! ΨƘƛƎƘ-

ŎŀǊŜΩ ǳƴƛǘ ǘƘŀǘ ǿŀǎƘŜǎ ƛǘŜƳǎ ǊŜǉǳƛǊƛƴƎ ŀ ƳƻǊŜ ŎƻƳǇƭŜȄ ƭŜǾŜƭ ƻŦ ŎŀǊŜ ƛǎ ŀ ǊŜŎŜƴǘ ŀŘŘƛǘƛon to 

the laundry. 

 

 

Figure 3.3: External shot of Berendsen, Fakenham, Norfolk. (Horton 2014) 

 

Fakenham is a country town with a population of around 7,500. The original laundry in 

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 exacting in its levels of 

hygiene demanded by such industries. The modern Fakenham laundry plant also became 

one of the pioneers of garment rentals to the food industry and by 2001 the combined 

laundry and rental business had a yearly turnover of £6,000,000. The Fakenham site now 

processes up to 450,000 pieces each week including tea towels, table cloths and floor mats, 

                                                           
11 www.berendsen.co.uk accessed 31.5.2015 

http://www.berendsen.co.uk/
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as well as work garments such as chef whites, high-visibility jackets and overalls.  The 

business was sold to the Sunlight Services Division of the Davis Service Group Plc., changed 

its name to Berendsen in 2013 (Goodliffe et al 2010: 165) and is now a FTSE 250 

company12.  Of the staff at the site in Norfolk around 100 work on the main laundry floor as 

operators, approximately 15 staff are administrators, including service managers and 

quality managers, and another 25 are drivers. Throughout the time of this research the 

laundry was undergoing major refurbishments and effecting a number of staff 

redundancies. 

 

At Berendsen, as well as the laundry of tea towels, table cloths and floor mats, the majority 

of objects being washed relate to the body and, in particular, the body at work ς uniforms 

and overalls of some kind. Some of these are even worn by the workers in Berendsen itself. 

Cleaning of cloth/es is a near universal process for individuals and this activity provides a 

link from the domestic through to the industrial scale of Berendsen. Cloth is the connection 

between the Aviva sculptures and the products that are serviced at Berendsen (Figure 3.4). 

 

 

Figure 3.4: Trolleys of cloth, Berendsen. (Horton 2014) 

 

Soiled items are delivered to 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 dirty and untidily bundled and leave in neat, orderly and clean stacks. 

                                                           
12 www.stockchallenge.co.uk (accessed 9.3.2017) 

http://www.stockchallenge.co.uk/
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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, sometimes one piece at a time (Figure 3.5).  

 

 

Figure 3.5: 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 which is discussed in Chapter Five) 

photographs and Reflective Journal entries record initial observations of the laundry. The 

laundry had 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 same turquoise-blue colour as the benches in the canteen 

(Figure 3.7) and the only decorative elements were fake plants on the stairwell and some 

motivational posters that had been chosen by the manager (Figure 3.8).13 

 

                                                           
13 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 3.сΥ aŀƴŀƎŜǊΩǎ ƻŦŦƛŎŜΣ Berendsen. (Horton 2014) 

 
 

 
Figure 3.7: Laundry canteen, Berendsen. (Horton 2014) 

 
 

 
Figure 3.8: Décor at Berendsen. (Horton 2014) 
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What was interesting on the first visit was the riot of colour and pattern that was evident in 

the laundry floor area (rather than the offices) that was not intentionally decorative but 

part of the functioning fixtures, fittings and cloth/clothing of the place. 

The colour in the place is significant: signifiers of all sorts, from the clothes that 
are being laundered themselves (pristine, clinical; the cleanliness of the chef 
ǿƘƛǘŜǎ ƛƴ ǘƘŜ ΨƘƛƎƘ ŎŀǊŜΩ ŀǊŜŀ ǘƻ ǘƘŜ ƘƛƎƘ-vis orange and fluorescent grey stripes 
of the orange overalls to signify warning or highlight visibility), to the coding of 
systems ς 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 cards to ǎƘƻǿ Ƙƻǿ ŦŀǊ ǘƘŜȅΩǾŜ 
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 work, whether these are 

the coloured flags that mark batches of laundry pre- or post-washing, or the coloured 

trunking in the ceiling that marks the electricity supply or the air conditioning (Figure 3.9).   

 

 

Figure 3.9: Coloured trunking at Berendsen. (Horton 2014) 

 

What has surprised me is how much colour and pattern there already is and what 
LΩƳ ǊŜǎǇƻƴŘƛƴƎ ǘƻ ƛǎ Ƙƻǿ ǘƻ ƘƛƎƘƭƛƎƘǘ ǘƘƛǎ ŀƴŘ ƘŀǊƴŜǎǎ ƛǘ ƛƴ ǿŀȅǎ ǘƘŀǘ ŀύ ƳƛƎƘǘ 
celebrate it and raise awareness of it but b) highlights the repetitive nature of 
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what staff Řƻ ǘƘŜǊŜΦ LΩƳ ŀǿŀǊŜ ǘƘŀǘ ŦƻǊ ŀ ǾƛǎƛǘƻǊ ƭƛƪŜ ƳȅǎŜƭŦ ƛǘΩǎ ǾŜǊȅ Ŝŀǎȅ ǘƻ ƎŜǘ 
ŜȄŎƛǘŜŘ ŀōƻǳǘ ǿƘŀǘ LΩƳ ǎŜŜƛƴƎ ōŜŎŀǳǎŜ LΩƳ ƴƻǘ ŀŎǘǳŀƭƭȅ ǿƻǊƪƛƴƎ ǘƘŜǊŜ ŜǾŜǊȅ ŘŀȅΦ 
{ƻ LΩŘ ƭƛƪŜ ǘƻ ǘƘƛƴƪ ŀōƻǳǘ Ƙƻǿ L Ŏŀƴ ǳǎŜ ǘƘŜ ŘŜŎƻǊŀǘƛǾŜ ǘƻ ƘƛƎƘƭƛƎƘǘ ōƻǘƘ ƻŦ ǘƘŜǎŜ 
aspects (excerpt from Reflective Journal 4.7.2014). 14 

 

 

Figure 3.10: Coloured lot cards, Berendsen. (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 pleasurable (to the outside eye) and 

would become the focus for later collage experiments. 

 

In the laundry itself it was noticeable how little floor space there was (due, in part, to the 

refurbishment of the space to allow for new machinery). The limited space made the 

placing of any sculptural artwork problematic and, obviously, anything that would impede 

the main functioning of the laundry would also be ruled out. Thus, due to safety and 

operational restrictions, the most obvious interior site for any proposed intervention would 

be the social and rest areas within the laundry ς the canteen, for example, or the garden 

area. However, the more challenging option of placing work where it might be least 

expected would be where it would achieve its greater potential to contest and disrupt the 

appearance of the workspace, thereby aiding the efficacy of the artworks. This could be 

effected through wall-based interventions only.  

                                                           
14  It is important to state that apart from a few weeks as an undergraduate student, where I worked 
in both a food factory and another making soap products, I have never worked for long periods in a 
setting such as this. Later in the thesis I will talk about my role as an artist in this setting, but I am 
cautious of making presumptions about the working conditions in Berendsen, other than those 
based on my observations. 
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The Cloud ς A Polysemous Motif 

Another noticeable aspect of the main laundry was the lack of daylight and the 

predominance of artificial lighting. This seemed in marked contrast to the location of the 

laundry: each time I made the journey to and from the laundry I was acutely aware of the 

broad, open vistas of Norfolk. The ever-changing skyscapes contrasted sharply with the 

windowless aspect of the laundry floor 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 

ŎƭƻǳŘ ŀƴŘ ǎƪȅ ǿŀǎ ŀƭǎƻ ǇǊƻƳǇǘŜŘ ōȅ ǘƘŜ ƴŀƳŜ Ψ{ǳƴƭƛƎƘǘΩΣ ǎǘƛƭƭ ǇŀǊǘ ƻŦ Berendsen and 

evident in many places throughout the laundry. 

 

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 form or a recurring theme or 

idea. In this case the motif of the cloud is used both as a repeated form and as a repeated 

idea. The specific cloud used here is the cumulus humilis (Figure 3.11), probably the most 

recognisable of cloud shapes. The cumulus changes shape rapidly and is unlikely to last for 

more than ten minutes or so (Pretor-Pinney 2006: 23).  LƴǘŜǊŜǎǘƛƴƎƭȅΣ ΨŎǳƳǳƭǳǎΩ ƛǎ ǘƘŜ [ŀǘƛƴ 

ǿƻǊŘ ŦƻǊ ΨƘŜŀǇΩ ŀƴŘ ǿƛǘƘ ƛǘǎ ŦƭŀǘǘŜǊ ōƻǘǘƻƳ ŀƴŘ ŎƭǳƳǇy, stacked shape (Pretor-Pinney 2006: 

21) echoes the stack of inner cushions from ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ (Figure 3.1) and the 

many mounds of laundry that are stacked in Berendsen. 

 

 

Figure 3.11: Cumulus humilis clouds www.wjla.com (accessed 15.7.2015) 

 

http://www.wjla.com/
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wƻƭŀƴŘ .ŀǊǘƘŜǎ ŀǊƎǳŜǎ ǘƘŀǘ Ψŀƭƭ ƛƳŀƎŜǎ ŀǊŜ ǇƻƭȅǎŜƳƻǳǎΥ ǘƘŜȅ ƛƳǇƭȅΣ ǳƴŘŜǊƭȅƛƴƎ ǘƘŜƛǊ 

ǎƛƎƴƛŦƛŜǊǎΣ ŀ ΨŦƭƻŀǘƛƴƎ ŎƘŀƛƴΩ ƻŦ ǎƛƎƴƛŦƛŜŘǎΣ ǘƘŜ ǊŜŀŘŜǊ ŀōƭŜ ǘƻ ŎƘƻƻǎŜ ǎƻƳŜ ŀƴŘ ƛƎƴƻǊŜ ƻǘƘŜǊǎΩ 

(Barthes 1977: 38).  Each signifying aspect of an image has both a denotative and 

ŎƻƴƴƻǘŀǘƛǾŜ ŜƭŜƳŜƴǘ ǿƘŜǊŜōȅ ΨǘƘŜ ƭƛǘŜǊŀƭ ƛƳŀƎŜ ƛǎ denoted and the symbolic image 

ŎƻƴƴƻǘŜŘΩ (Barthes 1977: 37). Thus the literal or obvious first meaning of an image of a 

cloud is that of a mass of vapours that is seen floating in the sky, but it also has the 

potential to connote a number of associated symbolic meanings. Images that are replete 

ǿƛǘƘ ǇƻǘŜƴǘƛŀƭ ŎƻƴƴƻǘŀǘƛǾŜ ǎƛƎƴƛŦƛŜǊǎ ŀǊŜ ǊƛŎƘ ƻǊ ΨŦǳƭƭΩΣ ŀŎŎƻǊŘƛƴƎ ǘƻ .ŀǊǘƘŜǎ ό.ŀǊǘƘŜǎ мфттΥ 

34). 

 

When discussing the Ψrhetoric of the imageΩ Barthes makes clear that these connotative 

ǎƛƎƴƛŦƛŜǊǎ ŀǊŜ ƴƻǘ ΨƴŀǘǳǊŀƭΩΣ ƴƻǊ ŀǊŜ ǘƘŜȅ ŀƴŀǊŎƘƛŎΣ ōǳǘ ŀǊŜ ƎŜƴŜǊŀǘŜŘ ǘƘǊƻǳƎƘ ŘƛŦŦŜǊŜƴǘ ƪƛƴŘǎ 

ƻŦ ƪƴƻǿƭŜŘƎŜΥ ΨǇǊŀŎǘƛŎŀƭΣ ƴŀǘǳǊŀƭΣ ŎǳƭǘǳǊŀƭΣ ŀŜǎǘƘŜǘƛŎΣ ŀƴŘ ǘƘŀǘ ǘƘŜǎŜ Ŏŀƴ ōŜ ŎƭŀǎǎƛŦƛŜŘ ƻǊ 

brought ƛƴǘƻ ŀ ΨǘȅǇƻƭƻƎȅΩΩ (Barthes 1977: 46). Pretor-Pinney (2006) gathers many of these 

ΨǘȅǇŜǎΩ ǘƻƎŜǘƘŜǊ όǘƘŜ ŎƭƻǳŘ ŀǎ ŀƴ ƛƴǘŜǊƳŜŘƛŀǊȅ ōŜǘǿŜŜƴ ƘŜŀǾŜƴ ŀƴŘ ŜŀǊǘƘΤ ǘƘŜ ŎƭƻǳŘ ŀǎ 

furniture of the gods; the cloud as vehicle for simulacra-seeking and so on). Suffice to say 

that the reasons for using the cloud in the context of this artwork and this location are 

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 motif, in 

ǇŀǊǘƛŎǳƭŀǊΣ ƛǎ ǳǎŜŘ ŜȄǘŜƴǎƛǾŜƭȅ ƛƴ wŜƴŞ aŀƎǊƛǘǘŜΩǎ ǇŀƛƴǘƛƴƎǎ ǿƘŜǊŜ ǎƪƛŜǎ ŀƴŘ ŎƭƻǳŘǎ ŎƻƴǘǊŀǎǘ 

with domestic interior signifiers such as curtains and screens. In Le Beau Monde (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 tied-back curtain against a background of painted sky 

όǘƘŜ ƛƳǇƭƛŎŀǘƛƻƴ ƛǎ ǘƘŀǘ ƛǘ ƛǎ ǘƘŜ ΨǊŜŀƭΩ ǎƪȅύ ƻƴ ŀ ǎǘŀƎŜ ƻǊ platform of pale blue. The ideas of 

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 

ΨǊŜŀƭΩ ŜȄǘŜǊƛƻǊ ōǳǘ ŀƭǎƻ ŀ ŘŜŎƻǊŀǘƛve motif and the flatness of this pictorial space 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 piece Swag, the 

curtain inteǊǾŜƴǘƛƻƴ ŘǊŀǿƛƴƎ ŦƻǊ !ǾƛǾŀΩǎ Ƴŀƛƴ reception area (Figure 2.17), as well as 

presaging ǘƘŜ ǳǎŜ ƻŦ ŀ ŎŀǊǇŜǘŜŘ ǇƭƛƴǘƘ ŀǎ ŀ ǊŀƛǎŜŘ Řŀƛǎ ƻǊ ΨǎǘŀƎŜΩ ŀǎ ƛǘ ŀǇǇŜŀǊŜŘ ƛƴ ǘƘŜ 

exhibition at EAST GalleryNUA (see Figure 4.22). 
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Figure 3.12: René Magritte Le Beau Monde (1962) www.sothebys.com (accessed 10.7.2015) 

 

According to writer and critic Rebeca Rosen (2011) the cloud is significant as a shapeshifter, 

a symbol that can represent change itself because of its ethereal and ever-differing form. 

Hence it is a metaphor that 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, and they begin to pose a threat. In 

fact the cumulus is associated with fair weather ς it is only when it expands into the 

cumulus congestus that it has the potential to deposit rain. As a symbol the cloud is easily 

recognisable and assimilated. The fact that it can be a symbol for dreams and change as 

well as threat make it complex enough to use as a patterned motif in the context of the 

Berendsen work 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 accessibility of the cloud as a sign that has lent itself to 

aphorisms suŎƘ ŀǎ Ψevery cloud has a silver liningΩΦ  

 

Shape-shifting is the metamorphosis of one form into another. In fiction and mythology this 

might involve a change from human to animal or vice versa. In the case of the cloud the 

http://www.sothebys.com/
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cumulus can alter in form quicklyΣ ǘƘǳǎ ŀƭƭƻǿƛƴƎ ƛǘ ǘƻ ǎȅƳōƻƭƛǎŜ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴΦ ΨtŀǊŜƛŘƻƭƛŀΩ 

is the ability to see shapes in external stimuli such as clouds and it may be that Rosen is 

referring to this also. Either way it is the ŎƭƻǳŘΩǎ ŀōƛƭƛǘȅ ǘƻ ŀǎǎǳƳŜ ŦƻǊƳΣ ǿƘŜǘƘŜǊ ƛƴ ǘƘŜ 

imagination of 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 

ǊƛŎƘ ƻǊ ΨŦǳƭƭΩ ǎƛƎƴƛŦƛŜǊΣ ǘƻ ǳǎŜ .ŀǊǘƘŜǎΩ ŜȄǇǊŜǎǎƛƻƴΦ  

 

This transitional aspect of the cloud, and the contrast between the shape-shifter 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 pressed, disordered to ordered. The cloud and its repetition throughout 

the laundry is a reminder of these repetitive but shape-shifting aspects of the work at 

Berendsen. Interestingly, the cloud resembles a soapsud in both its appearance and its 

make-up. Thus, in true pareidolic fashion, might the clouds appear to be soapsuds 

fomenting and agitating, as they do in the over-sized 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 

 

 
Cloud Busting: digital print on acrylic, 
installed on the main laundry floor 

 
Hi-Vis Clouds: digital print on cotton, installed 

at the far end of the main laundry floor 
 

 
Dream Cloud: neon, installed on main 

staircase 
 

 
Could: digital print on acrylic installed in 

reception area 

 
Head in the Clouds: digital print on vinyl 

installed in the office 

 
A Break in the Clouds: digital print on silk 

installed on the main laundry floor 
 

Figure 3.13: Six artworks installed at Berendsen, Fakenham. (Horton 2014) 
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LŦ ǘƘŜ ǿƘƻƭŜ ǎǇŀŎŜ ŀǘ .ŜǊŜƴŘǎŜƴ ǿŀǎ ǎŜŜƴ ŀǎ ŀ ΨǎǳǊŦŀŎŜΩ ƻƴ ǿƘƛŎƘ ǘƻ ƘƻƭŘ ǘƘŜ ǇŀǘǘŜǊƴ ƻŦ ǘƘŜ 

cloud, introduced in various places, could this be a way of covering something both 

physically and 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?  

 

The previous page (Figure 3.13) features all six of the pieces installed in the Norfolk 

Berendsen laundry indicating their specific locations on site. These will be discussed in 

detail through the remainder of the chapter.  

 

 
Figure 3.14: Proposal drawing for Berendsen 

(pencil and gouache on photocopy) 
 

 
Figure 3.15: Proposal drawing for Berendsen 

(pencil and gouache on photocopy) 
 

 
Figure 3.16: Proposal drawing for Berendsen 

(pencil and gouache on photocopy) 
 

 
Figure 3.17: Proposal drawing for Berendsen 

(pencil and gouache on photocopy) 
 

In initial proposal drawings clouds were painted onto overalls and chef whites that were 

paraded through the laundry on a suspended conveyor belt (Figure 3.14) or painted into a 

puddle (where mess becomes something dream-like and beautiful, not something to be 
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cleared away) (Figure 3.15). There were also clouds painted on the floor like an alternative 

carpet (Figure 3.16) and cloud sculptures being carried on the conveyor belt (Figure 3.17).  

  

ΨLǘ ƛǎ ǇŀǘǘŜǊƴΣ ŀǎ ώ9ǳƎŜƴϐ ²ƛǑƪƻǾǎƪȇ ƛƳǇƭƛŜŘ ŀƴŘ ώDǊŜƎƻǊȅϐ .ŀǘŜǎƻƴ ǎŀƛŘ ƻǳǘǊƛƎƘǘΣ ǘƘŀǘ 

determines intelligibility in a system; and it is fantasy that shapes the character of the truly 

ƳŜŀƴƛƴƎŦǳƭ ǇŀǘǘŜǊƴǎ ƛƴ ƘǳƳŀƴ ŎǊŜŀǘƛǾƛǘȅΩ ό²ƛǘƪƻǾǎƪȅ нлмоΥптύΦ In these initial experiments 

and Photoshop adaptations the pattern is used to disrupt systems (Figure 3.18) and to 

undermine the intelligible order of the laundry. 

 

 

Figure 3.18: Photoshop proposal drawing for Berendsen with the piece Cloud Busting 
visible in the background 

 

! ŎƻƳǇŀǊƛǎƻƴ Ŏŀƴ ōŜ ƳŀŘŜ ǘƻ .Šƭŀ YƻƭłǌƻǾłΩǎ artworks that depict patterns made using her 

personal everyday items (Figure 3.19). Here, these intimate objects collide with 

technological suggestions to create a ǎƻŎƛŀƭ ŎƻƳƳŜƴǘ ǿƛǘƘ ǎǘǊƻƴƎ ŦŜƳƛƴƛǎǘ ƻǾŜǊǘƻƴŜǎΦ Ψ¢ƻ 

paraphrase such systems of communication as 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 the systems ageΩ όWitkovsky 2013: 54).  In the 

environment of an industrial workplace the repeated poetics of the cloud, an apparently 

arbitrary and useless/functionless motif, works in contrast or tension with the 

instrumentality of the communication system ς the labels and so on - that are so visible in 

the laundry. 
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Figure 3.мфΥ .Šƭŀ YƻƭłǌƻǾł Swatch of Snap Fasteners II (1964)  
snap fasteners on cardboard 

www.london.czechcentres.cz (accessed 10.9.2015) 
 

The relationship between figure and ground is crucial to pattern. In five of the Berendsen 

pieces the cloud sits on a blue background and it is the blue that signifies the open space of 

tƘŜ ǎƪȅΦ Lƴ aŀǊǎƘŀƭƭ aŎ[ǳƘŀƴΩǎ Ψ¢ƘŜ aŜŘƛǳƳ ƛǎ ǘƘŜ aŀǎǎŀƎŜΩ όaŎ[ǳƘŀƴ мфспύ ƘŜ 

announces the importance of the figure (medium) in combination with the ground 

(context) arguing that the message can only be fully understood when considering the 

context in which it is placed. Another way of looking at figure-ground at Berendsen is that 

the whole surface of the laundry becomes the ground on top of which the artworks are 

ǇƭŀŎŜŘΣ ǎƻ ǘƘŜ ŦƛƎǳǊŜ ƘŜǊŜ ƛǎ ŀƭǎƻ ǘƘŜ ŀǊǘǿƻǊƪ ƛǘǎŜƭŦ ƻƴ ǘƘŜ ΨƎǊƻǳƴŘΩ ƻŦ ǘƘŜ laundry walls. For 

McLuhan it would be the silk material or the neon glass in combination with the site that is 

as important as the motif of the cloud or skyscape. It will also be their existence as 

artworks in the context of the laundry that gives the pieces their agency.  

 

The neon piece Dream Cloud is the only artwork where the cloud appears as a single motif. 

Here, fluorescent lighting is used to produce an instantly 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 non-art material. 

http://www.london.czechcentres.cz/
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Figure 3.20: Dream Cloud at Berendsen. 

(Horton 2014) 

 
Figure 3.21: Dream Cloud reflected in the 

office window at Berendsen.  
(Horton 2014) 

 

As a single outline the cloud motif also appears like a thought or speech bubble, an 

association ŜƳǇƘŀǎƛǎŜŘ ƛƴ ƛǘǎ ǊŜŦƭŜŎǘƛƻƴ ƛƴ ǘƘŜ ƻŦŦƛŎŜ ŘƻƻǊ ǿƘŜǊŜ ƛǘ ŀǇǇŜŀǊǎ ǘƻ ΨŦƭƻŀǘΩ ŀōƻǾŜ 

the desk of an office administrator (Fig 3.21). Made as a blue neon sign its light and colour 

echo the ƭŀǳƴŘǊȅΩǎ insectocutors.  

 

In language the words that are spoken work alongside a host of non-verbal clues that assist 

the affordance of meaning: kinesics (body language) or paralinguistic messages, the aspects 

of communication that do not involve words but that, as Gregory Bateson writes, 

Ψameliorate miasmaΩ, or the ambiguity of the spoken word (Bateson 1972: 423). Arguably, 

in the case of the neon Dream Cloud, the use of the material as an additional signifier to 

the motif enables the meaning to be opened up and expanded. Thus here the resemblance 

to a speech bubble in conjunction with the materials ς specifically the containment of gas ς 

ǎŜǊǾŜǎ ǘƻ ŀǳƎƳŜƴǘ ŀƴŘ ƳǳƭǘƛǇƭȅ ƳŜŀƴƛƴƎΦ  ¢ƘŜ ƳƻǘƛŦΩǎ ƭƻŎǳǘƛƻƴ ƛǎ ǊŜƛƴŦƻǊŎŜŘ and at the 

same time complicated through the material nature 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 

ǇǊŜŎƛǇƛǘŀǘƛƻƴΦ ¢ƘŜ ŎƭƻǳŘ ƛǎ ǘƘŜ ΨǇŀǊǘΩ ƻǊ ΨǎƛƎƴŀƭΩΦ Ψ¢ƘŜ ΨǇŀǊǘΩ Ƴŀy take on special ritual or 

metaphoric meanings in contexts where the original whole to which it once referred is no 

ƭƻƴƎŜǊ ǊŜƭŜǾŀƴǘΩ ό.ŀǘŜǎƻƴ мфтнΥ пно).  The cloud signals the potential for rain. The illusion 

of a cloud when reproduced in a painting (because the potential of rain has been removed 

and made redundant) creates other, additional meanings ς 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 rain from 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 main laundry (see Head in the Clouds Figure 3.13). 

 

When considering the neon piece Dream Cloud, it is interesting to note that McLuhan 

argued (McLuhan 1964: 8-9) that the light bulb itself is a medium because it has 

transformed the way that interior and exterior spaces can be used. The neon artwork 

transforms the space at Berendsen, not by changing its use, but by altering its appearance. 

When switched on, the neon piece lights up the space around it: the light is not just 

contained to the glass itself (Figure 3.22). The neon light bulb illuminates the space, the 

blueness of the light emitted announcing 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 3.22: Dream Cloud and the light that is emitted in its surroundings. (Horton 2014) 

 

David Brett (2005) provides a detailed history of the vicissitudes of decoration and its 

ƛŘŜƻƭƻƎƛŜǎΦ IŜ ŎƻƴǘǊŀǎǘǎ ǘƘŜ ǳǎŜ ƻŦ ΨǊŜŀƭƛǎǘΩ ǇŀǘǘŜǊƴ ōȅ ²ƛƭƭƛŀƳ aƻǊǊƛǎ ǿƛǘƘ hǿŜƴ WƻƴŜǎΩ 

ΨŦƻǊƳŀƭ ŀōǎǘǊŀŎǘƛƻƴΩ ŀƴŘ !ǳƎǳǎǘǳǎ tǳƎƛƴΩǎ ΨŜƳōƭŜƳŀǘƛŎΩ ǇŀǘǘŜǊƴ όŀƴŘ ŎƛǘŜǎ ǘƘŜ ŜȄŀƳǇƭŜ ƻŦ 

wallpaper designed for the palace of Westminster in 1846 using a crown motif as an 

ŜƳōƭŜƳ ƻŦ ǎǘŀǘŜ ǇƻǿŜǊύΦ wŀƭǇƘ ²ƻǊƴǳƳ ƛƴ мурр ŘƛǎǘƛƴƎǳƛǎƘŜŘ ōŜǘǿŜŜƴ ΨǎȅƳōƻƭƛŎΩ 

patterns, where ordinary elements are chosen because of their significations along with 

ǘƘƻǎŜ ǘƘŀǘ ŀǊŜ ΨŀŜǎǘƘŜǘƛŎΩ (Brett 2005: 118).  These ideologies of 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 3.13 A Break in the Clouds) and abstracted (in the case of the neon Dream Cloud).  

 

Expansion of Vision 

The observations recorded in my Reflective Journal indicate that when I visited Berendsen I 

was looking at it from a very particular perspective, as an artist with the specific intention 

of making site-related artworks. Adam Chodzko discusses the process of making his site-

related art in terms of active looking:  

My art is not just about looking, but about looking for something; searching for 
ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ƛǎ ƳƛǎǎƛƴƎ ŀǘ ǇǊŜǎŜƴǘΦ ¢Ƙƛǎ ƴƻǘƛƻƴ ƻŦ ΨƭƻƻƪƛƴƎ ŦƻǊΩ ǘŀƪŜǎ ǇƭŀŎŜ ǇŀǊǘƭȅ 
in public space but also in interior space: the imagination of the inhabitants of 
ǘƘŀǘ ǎǇŀŎŜΧΧΦ ¢ƘŜ ƛŘŜŀ ƻŦ ΨƭƻƻƪƛƴƎ ŦƻǊ ǎƻƳŜǘƘƛƴƎΩ ǇǊƻǇƻǎŜǎ ŀƴ ŜȄǇŀƴǎƛƻƴ ƻŦ 
vision to accommodate that which we did not previously know or perhaps what 
we previously did not want to know (Carson and Silver 2000: 32).  

 

¢ƘŜ ǇǊƻǇƻǎŀƭ ƻŦŦŜǊŜŘ ƘŜǊŜ ƛǎ ǘƘŀǘ ǘƘŜǎŜ ŀǊǘǿƻǊƪǎ ƻŦŦŜǊ ŀƴ άŜȄǇŀƴǎƛƻƴ ƻŦ Ǿƛǎƛƻƴέ ŦƻǊ ǘƘŜ 

workers at Berendsen that might remind them of what they may or may not be aware of, 

that is that we can often feel alienated by our work spaces and wish to be elsewhere. The 

artworks are a portal or aperture for the imagination of the workers, both a broadening of 

vision away from the artificially-lit space of the factory to the arguably unlimitable 

interiority of the mind (as ǎǳƎƎŜǎǘŜŘ ǘƻƻ ƛƴ ǘƘŜ ǎƪƛŜǎ ƻŦ aŀƎǊƛǘǘŜΩǎ ǇŀƛƴǘƛƴƎǎύ ŀƴŘ ǘƘŜ 

exterior of the sky. Thus the clouds act as a metaphor for both the outside and the inside ς 

a literal sign of the outside or exterior and a metaphor for interior thought.   

 

Additional to this, in recent years the cloud has been used ubiquitously to refer to a virtual 

space for storing and accessing data via the internet rather than using a local hard drive, 

thus becoming a present-day metaphor for the repository of information and knowledge. 

Here, in the context of BerŜƴŘǎŜƴΩǎ ǎŀƭŜǎ ƻŦŦƛŎŜ όCƛƎǳǊŜ оΦно) the sky/cloud pattern is placed 

on the side of a filing cabinet which itself is situated alongside whiteboards that are used to 

record production targets as well as for brainstorming ideas. ThrougƘ ŀ ǇǊƻŎŜǎǎ ƻŦ ΨŀŎǘƛǾŜΩ 

ƭƻƻƪƛƴƎ ŀƴŘ ǎǇŜŎƛŦƛŎ ǎƛǘŜ ǇƭŀŎŜƳŜƴǘ ǘƘŜ ŎƭƻǳŘ ƳƻǘƛŦ ƛǎ ŀōƭŜ ǘƻ ǊŜƛƴŦƻǊŎŜ ŀƴ ƛŘŜŀ ƻŦ ΨōƭǳŜ-ǎƪȅΩ 

thinking or, more subversively, in a down-turned market perhaps it is saying that the idea 

ƻŦ ƛƴŎǊŜŀǎŜŘ ǎŀƭŜǎ ƛǎ ŀŎǘǳŀƭƭȅ ΨǿƛǎƘŦǳƭ ǘƘƛƴƪƛƴƎΩΦ 
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Figure 3.23: Head in the Clouds installed at Berendsen. (Horton 2014) 

 

 

Figure 3.24: A Break in the Clouds installed at Berendsen. (Horton 2014) 

 

/ƘƻŘȊƪƻ ŀƭǎƻ ǘŀƭƪǎ ŀōƻǳǘ Ƙƛǎ ŦƛǊǎǘ ǾƛŜǿƛƴƎ ƻŦ tƛŜǘŜǊ .ǊŜǳƎƘŜƭ ǘƘŜ 9ƭŘŜǊΩǎ Landscape with the 

Fall of Icarus όŎΦмрруύ ŀƴŘ ƻŦ ǎŜŜƛƴƎ LŎŀǊǳǎΩ ƭŜƎǎ ƭƻƻƪƛƴƎ ƻǳǘ-of-place in the painting.  

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. 
Something should 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 at Berendsen sit on the edge of vision of the workers in the laundry 

floor and the office. Whilst the largest piece 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 cloud-painted garment hung on a peg 

on the farthest wall of the laundry (Figure 3.13 Hi-Vis Clouds). As works of art they are 

ΨŜȄŎŜǎǎƛǾŜΩ to the space. Having no functioning necessity to exist here, they are surplus to 

requirement. 

 

Daniel Buren is able to perform this transference of a motif exceptionally well, to take the 

same repeated stripe motif such that it is recognisable as his, whilst at the same time using 

it to bring out the peculiarities of the spaces in which it is employed. This is evident in its 

use in Les Deux Plateaux in Paris for example, in contrast to the Passage de la Couleur in 

Basel (Figures 3.25 and 3.26). 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 elevator, the corner of a room or the height of a column. 

 

 

Figure 3.25: Daniel Buren Les Deux Plateaux  (1986) www.belaqui.tumblr.com  
(accessed 10.9.2015) 

http://www.belaqui.tumblr.com/
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Figure 3.26: Daniel Buren Passage de la Couleur (1979 ς 2009)  
Art Unlimited, Basel www.artnet.com (accessed 17.7.2015) 

 
 

The Repetition of Pattern and Repetitive Labour 

The scale of the laundry in Fakenham is much smaller in comparison to the vastness of the 

Aviva building in 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 being dealt with ς uniforms and workwear. 

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 giant rollers steam and 

press, tea towels and large table cloths are meticulously folded and stacked in large 

quantities by hand (Figure 3.27). Thus, the processes used are both hands-on and 

mechanised, the body of the person working alongside the body of the machine. The 

shape-shifting, in the sense of the transformation of the objects from disordered to 

ordered, is the shared action of both the human and mechanical. Both 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 of A Break in the Clouds: 

The large fabric piece seemed especially well placed alongside these processes as 
a backdrop to sorting and folding. Pieces are taken out of the washing machines 

http://www.artnet.com/
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and sorted for the company they belong to and checked for repairs; folded neatly 
and placed in appropriate stacks ready to be 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 is full and resonant, vibrant rather than 
functional (excerpt from Reflective Journal 16.2.2015).  

 

 

Figure 3.27: Laundry operative folding garments at Berendsen with a view of  
A Break in the Clouds on the far wall. (Horton 2014) 

 

Some of the garments that are ōŜƛƴƎ ǎŜǊǾƛŎŜŘ ŀǊŜ ΨǳƴƛŦƻǊƳǎΩ ǘƘŀǘ ŀǊŜ ŀƭǎƻ ōŜƛƴƎ ǿƻǊƴ ōȅ 

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 uniform.15 Bonami et al 

(2000) remind us that to make things uniform means to make them equal (Bonami 2000: 

мпύΦ ¢ƘŜ ǳƴƛŦƻǊƳ Ƴŀƛƴǘŀƛƴǎ ƻǊŘŜǊΥ ƛǘ ǎƛƎƴŀƭǎ ƴƻǘ ƻƴƭȅ ǘƘŜ ΨƻǊŘŜǊΩ ƻǊ ǎǘŀǘǳǎ ƻŦ ǘƘŜ ǿŜŀǊŜǊ ōǳǘ 

also, when used collectively, a sense of standardization. Here the cloud disrupts the 

uniformity offering a glimpse of another (dis)order. Hi-Vis Clouds (Figure 3.28) is a copy of 

the machine oǇŜǊŀǘƛǾŜΩǎ ƘƛƎƘ-visibility jacket, but instead of the usual fluorescent yellow, 

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 

ƻǊ ΨƻǘƘŜǊƴŜǎǎΩΦ Lǘǎ ŘŜŎƻǊŀǘƛƻƴ ƛǎ ōƻǘƘ ŘŜǾƛŀƴǘ ŀƴŘ ǳǎŜƭŜǎǎ ŀƴŘ Ƴŀrks the wearer as different 

to his/her colleagues. Also, the emphasis on efficiency, uniformity and neutrality that is so 

closely associated with the Modernist aesthetic of hygiene is disturbed through this piece 

ƻŦ ŘŜŎƻǊŀǘƛǾŜ ŦŀōǊƛŎΦ IƛƎƘƳƻǊŜΩǎ Ψ.ƻŘƛŜǎ ǘƘŀǘ ŀǊŜ ŀǘ ǾŀǊƛŀƴŎŜ ǘƻ ǘƘŜ ƳŀŎƘƛƴŜǎ ǘƘŜȅ ƻǇŜǊŀǘŜΩ 

                                                           
15 The suit as a form of uniform is discussed in Chapter Two in relation to typical office wear. 
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(2002: 148) 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 Aviva. Thus, the cloud 

pattern sits at odds with the function of the garment onto which it is printed. 

 

 

Figure 3.28: Laundry operative wearing Hi-Vis Clouds at Berendsen. (Horton 2014) 

 

wƻǎŜƳŀǊƛŜ ¢ǊƻŎƪŜƭΩǎ ōŀƭŀŎƭŀǾŀǎ όCƛƎǳǊŜ оΦнфύ ǿƻǊƪ ƛƴ ŀ ǎƛƳƛƭŀǊ ǿŀȅΥ ǘƘŜȅ ƧǳȄǘŀǇƻǎŜ ǘǿƻ 

apparently opposing characteristics - the signals of war and intolerance, with the warmth 

and softness connoted by a knitted garment.  

 

 

Figure 3.29 Rosemarie Trockel Balaclavas (1986) installed at The Hamburger Kunsthalle, 
Berlin. www.hamburger-kunsthalle.de (accessed 11.1.2017) 

http://www.hamburger-kunsthalle.de/
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In Figure 3.30 the jacket is shown hung on a peg at the far end of the laundry where it 

ŜȄƛǎǘǎ Ψƻƴ ǘƘŜ ŜŘƎŜ ƻŦ ǾƛǎƛƻƴΩ ŀƴŘ ƛǎ ŦŀǊ ƭŜǎǎ ƭƛƪŜƭȅ ǘƻ ōŜ ƴƻǘƛŎŜŘΦ Lǘ ƛǎ ǇƭŀŎŜŘ amongst the 

paraphernalia of the laundry as something functional, as 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 3.28, its usefulness as a garment in the laundry is 

redundant as Health and Safety rules would not permit it to be worn.  

 

 

Figure 3.30: Hi-Vis Clouds installed at Berendsen. (Horton 2014) 

 

hǊƛƎƛƴŀƭƭȅ ƛƴǎǘŀƭƭŜŘ ƛƴ ŀ ŘƛǎǳǎŜŘ ƎŀǊŀƎŜ ƛƴ /ƘŀǊƭŜǎǘƻƴΣ {ƻǳǘƘ /ŀǊƻƭƛƴŀΣ !ƴƴ IŀƳƛƭǘƻƴΩǎ Indigo 

Blue (Figure 3.31) includes a stack of around 18,000 used trousers and shirts from 

anonymous blue-collar workers, layered alternately in rows of trousers and shirts. Hamilton 

ƛǎ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ !ƳŜǊƛŎŀƴ ƭŀōƻǳǊ ŀƴŘ ǘƘŜ ǾŀƭǳŜ ƻŦ ƳŀƪƛƴƎ Ψƛƴ ǘƘŜ ŦŀŎŜ ƻŦ ǎƻ 

much unmaking in tƘŜ ǿƻǊƭŘΩ ό{Caha! нллтύΦ  LƴǎǇƛǊŜŘ ōȅ ǘƘŜ ǊŜƎƛƻƴΩǎ ǇǊƻŘǳŎǘƛƻƴ ƻŦ ǘƘŜ 

indigo blue plant and the use of its dye in work clothing, Hamilton speaks of the materials 

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 clothing ς 

ǘƻ ŦƻƭŘ ƛǘΣ ǎƻǊǘ ƛǘΣ ǎǘŀŎƪ ƛǘΦ Ψ¢ƘŜ ǿŀȅ ƛƴ ǿƘƛŎƘ ǘƘŜȅΩǊŜ ǘƻǳŎƘŜŘ ƛǎ ŀǎ ƳǳŎƘ ŀ ǇŀǊǘ ƻŦ ǘƘŜ 

ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ǇǊƻƧŜŎǘΧǘƘŜ ŜƳōŜŘŘŜŘΣ ŜƳōƻŘƛŜŘ ǉǳŀƭƛǘȅ ƻŦ ǘƘŜ ƳŀǘŜǊƛŀƭΧΦ ²Ŝ ƳŀŘŜ this 

mound like a collective body out of a gesture of smoothing a layer of pants and then a layer 

ƻŦ ǎƘƛǊǘǎΩ ό{Caha! нллтύΦ  
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Figure 3.31: Ann Hamilton Indigo Blue (1991) www.annhamiltonstudio.com  
(accessed 21.7.2015) 

 

The way Hamilton talks of the gestures of smoothing, layering, folding and sorting, 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 care ς of caring for the articles that are 

being sorted and stacked, and in the case of Indigo Blue, of caring about the labour of these 

anonymous workers.  

 

IŀƳƛƭǘƻƴΩǎ ǿƻǊƪ ŘŜŀƭǎ ǾŜǊȅ ŘƛǊŜŎǘƭȅ ǿƛǘƘ ǘƘŜ ǊƻƭŜ ƻŦ ǘƘŜ ŀǊǘƛǎǘ ŀƴŘ ǘƘŜ ΨōƻŘȅΩΣ ŀƴŘ ǘƘŜ 

implications of labour in a range of work practices, including that of the artist, which is 

especially evident in the performative dimensions of her work. In order to arrive at the 

shape for the neon piece Dream Cloud I made thirty-three paintings of cloud outlines in a 

period of two hours (see Figure 3.32 and Volume Two, Section Two).  I deliberately worked 

rapidly, using the same process, same materials and same size of paper for each painting. I 

wanted to know what it would feel like to make the paintings as if in a factory, reproducing 

near-identical objects under time constraints as the workers in Berendsen have to. As part 

of the process of making the paintings I wrote how long each one took to paint and a brief 

record of my thoughts at the time. From my observations it is interesting to note that in 

brackets, after the twenty-first ǇŀƛƴǘƛƴƎ L ǿǊƻǘŜ ΨǘŀƪŜ ǿŀǎƘƛƴƎ ƻǳǘ of machine and check 

ŜƳŀƛƭǎ ŀƎŀƛƴΩ όwŜŦƭŜŎǘƛǾŜ WƻǳǊƴŀƭΥ 2.11.2014). What is significant about this is that, because 

my studio is located in my home, domestic and art activities are interspersed with each 

http://www.annhamiltonstudio.com/
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other. What is also interesting about this is that, unlike the workers at Berendsen, I was 

able to take a break from production whenever I chose to. At the end of the process I noted 

ΨLΩƳ ƴƻǿ ǘƛǊŜŘΗ hƴƭȅ ǘǿƻ ƘƻǳǊǎ ƻŦ ǿƻǊƪ ōǳǘ LΩƳ ǇƘȅǎƛŎŀƭƭȅ ǘƛǊŜŘ ŦǊƻƳ ǎǘŀƴŘƛƴƎ ǘƘŜ ǿƘƻƭŜ 

time, but also mentally tired from the concentration. How much more tired would I be 

ŦŜŜƭƛƴƎ ƛŦ LΩŘ ōŜŜƴ ǇǊƻŘǳŎƛƴƎ ǘƘŜ ǎŀƳŜ ŎƭƻǳŘ ƛƳŀƎŜ ŦƻǊ ŀƴ ŜƛƎƘǘ ƘƻǳǊ ǎǘǊŜǘŎƘΚΩ όexcerpt from 

Reflective Journal 2.11.2014).16  

 

 

Figure 3.32: Painting clouds for Dream Cloud preparation. (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 movements are 

efficient and precise: hanging, folding, pressing, sorting, patting ς all reminiscent of Richard 

{ŜǊǊŀΩǎ ǾŜǊō ƭƛǎǘ όмфст-8). Used over and over they are familiar and automatic, not in a 

dissimilar way to the machines they work alongside. These repetitious 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 mirrors the manual repetition of folding fabric. 

 

                                                           
16 ¢Ƙƛǎ ǿŀǎ ŘŜǾŜƭƻǇŜŘ ƛƴǘƻ ŀ ǇŜǊŦƻǊƳŜŘ ǇƛŜŎŜ ŦƻǊ ΨaŀǎǘŜǊǇƛŜŎŜΚΩ ŀ ǇǳōƭƛŎŀǘƛƻƴ ōȅ DƛǳƭƛŀŀƴŘWƻŜ 
available at http://www.giuliaandjoe.uk/masterpiece  

http://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 operated so that all could be supervised through central spaces 

ŦƻǊ ƻōǎŜǊǾƛƴƎ ǿƻǊƪŜǊǎ ƻǊ ŦƻǊ ΨǘƘŜ ƛƴŘƛǾƛŘǳŀƭƛȊƛƴƎ ŦǊŀƎƳŜƴǘŀǘƛƻƴ ƻŦ ƭŀōƻǳǊ ǇƻǿŜǊΩ όCƻǳŎŀǳƭǘ 

мфттΥ мпрύΦ ¢ƘŜ ŎƻƴǘǊƻƭ ƻŦ ŀŎǘƛǾƛǘȅ ǿŀǎ ŀƭǎƻ ƎƻǾŜǊƴŜŘ ōȅ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ǘƛƳŜǘŀōƭŜΥ ΨǘƘŜ 

temporal elaboration of ǘƘŜ ŀŎǘΧΧΦώŀƴŘϐ ŎƻǊǊŜƭŀǘƛƻƴ ƻŦ ǘƘŜ ōƻŘȅ ŀƴŘ ǘƘŜ ƎŜǎǘǳǊŜΩ ǘƻ 

maximize efficiency (Foucault 1977: 150 ς 151). 

 

 

Figure 3.33: Edward Burtynsky άaŀƴǳŦŀŎǘǳǊƛƴƎ Імтέ ό5ŜŘŀ /ƘƛŎƪŜƴ tǊƻŎŜǎǎƛƴƎ tƭŀƴǘΣ 5ŜƭƘƛ 
City, Jilin Province) (2005) http://www.photographyofchina.com/blog/edward-burtynsky-4 

(accessed 30.9.2015) 
 

In 9ŘǿŀǊŘ .ǳǊǘȅƴǎƪȅΩǎ άaŀƴǳŦŀŎǘǳǊƛƴƎ Імтέ ό5ŜŘŀ /ƘƛŎƪŜƴ tǊƻŎŜǎǎƛƴƎ tƭŀƴǘΣ 5ŜƭƘƛ /ƛǘȅΣ Wƛƭƛƴ 

Province) (2005)  (Figure 3.33) the workers themselves become a  pattern through their 

sheer number, the repetition of their pink and blue overalls and the way they are evenly 

spaced at the workbenches as they continue their work. This patterning emphasises the 

repetitious nature of their labour and the depersonalisation that occurs when all wearing 

the same uniform. Here, and in the laundry, the workers are incredibly dextrous, being 

completely in control of the unitised and fragmented tasks they undertake. At the same 

time, however, their 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 the metal-polishing 

http://www.photographyofchina.com/blog/edward-burtynsky-4
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room, a site that he deemed to contain the most onerous labour. Here he painted the 

ƳŀŎƘƛƴŜǊȅ ƛƴ ǘƘŜ ŎƻƭƻǳǊǎ ƻŦ ǘƘŜ ǿƻǊƪŜǊǎΩ ŎƘƻǎŜƴ Ŧƻƻǘōŀƭƭ ǘŜŀƳǎ ŀƴŘ ƛƴǘǊƻŘǳŎŜŘ ƭŀǊƎŜ 

mobile noticeboards that could be pushed around the factory floor with the intention of 

improving communication, though the latter was co-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 of work on the production 

line ς Ψŀ ƭŀōƻǳǊ ǿƛǘƘƻǳǘ ŜƴŘΩ όwww.stuartbrisley.com). 

 

 

Figure 3.34: Stuart Brisley Poly Wheel (1970) work-in-progress. 
http://www.stuartbrisley.com/pages/27/70s/Works/Hille_Fellowship/page:4  

(accessed 6.11.2016) 
  

Earlier in the twentieth century Siegfried Kracauer, an associate of Theodor Adorno and 

Max Horkheimer, drew parallels between the rhythms of the body at work and those in 

ƭŜƛǎǳǊŜ ƛƴ Ƙƛǎ ŀƴŀƭȅǎƛǎ ƻŦ ŜŀǊƭȅ ǘǿŜƴǘƛŜǘƘ ŎŜƴǘǳǊȅ ǇƻǇǳƭŀǊ ŎǳƭǘǳǊŜΦ ΨIƛǎ ǿƻǊƪ ƛǎ ƻƴŜ ƻŦ ǘƘŜ ŦƛǊǎǘ 

contributions in the study of popular culture to attribute importance to bodily and spatial 

meǘŀǇƘƻǊǎ ŀƴŘ ǎȅƳōƻƭǎ ƛƴ ƳŀƴŀƎƛƴƎ Ƴŀǎǎ ŎƻƴŦƻǊƳƛǘȅΩ όwƻƧŜƪ мфффΥмтύ17. Kracauer 

analysed the famous dance group, the Tiller Girls, seen in Figure 3.35 (Kracauer 1993). As 

dancers the women move synchronously, as parts of a machine might. This is an example 

                                                           
17 /ƘǊƛǎ wƻƧŜƪΩǎ ōƻƻƪ Decentring Leisure: Rethinking Leisure Theory (1999) examines the complex 
ǊŜƭŀǘƛƻƴǎƘƛǇ ƻŦ ƭŜƛǎǳǊŜ ǘƻ ΨŦǊŜŜŘƻƳΩ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ŎŀǇƛǘŀƭƛǎƳΦ 

http://www.stuartbrisley.com/
http://www.stuartbrisley.com/pages/27/70s/Works/Hille_Fellowship/page:4
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of ǿƘŀǘ YǊŀŎŀǳŜǊ ŘŜǎŎǊƛōŜǎ ŀǎ ǘƘŜ ΨƳŀǎǎ ƻǊƴŀƳŜƴǘΩΣ ƻƴŜ ƻŦ ǘƘŜ ŀǇǇŀǊŜƴǘƭȅ ΨǎǳǇŜǊŦƛŎƛŀƭΩ 

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 are in work. 

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 the pursuit of capital. 

YǊŀŎŀǳŜǊ ŘŜǎŎǊƛōŜǎ ΨǘƘŜ Ƴŀǎǎ ƻǊƴŀƳŜƴǘΩǎ ŜƳǇǘȅ ŀƴŘ ǎǳǇŜǊŦƛŎƛŀƭ ǎƘŀƭƭƻǿƴŜǎǎΩ όYǊŀŎŀǳŜǊ 

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 withdraws from the eyes of its bearers, and who himself [sic] 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 legs of the Tiller Girls. ΧΧΧ¢ƘŜ Ƴŀǎǎ ƻǊƴŀƳŜƴǘ ƛǎ ǘƘŜ ŀŜǎǘƘŜǘƛŎ ǊŜŦƭŜȄ ƻŦ ǘƘŜ 
rationality aspired to by the prevailing economic system (Kracauer 1975: 70). 

 

hōǾƛƻǳǎƭȅΣ ǘƘŜ ¢ŀȅƭƻǊ ǎȅǎǘŜƳ ǘƘŀǘ YǊŀŎŀǳŜǊ ǊŜŦŜǊǎ ǘƻ ƛǎ ǘƘŜ ΨǎŎƛŜƴǘƛŦƛŎ ƳŀƴŀƎŜƳŜƴǘΩ ƻŦ 

labour designed and implemented by Frederick 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 2009).18 Kracauer does, at least, argue that the artist, by 

observing social phenomena, is able to ƘŜƭǇ ƳŀƪŜ ǘǊŀƴǎǇŀǊŜƴǘ ǘƘŀǘ ǿƘƛŎƘ ƛǎ ΨƳǳŘŘƭŜŘΩ 

(Kracauer 1993: 174) by making connections to another reality.  

 

 

Figure 3.35: The Tiller Girls (1952) http://www.bbc.co.uk/news/entertainment-arts-
25151592 (accessed 19.10.2016) 

 

                                                           
18 There are others (Hebdige 1979 and Bernstein 1991 for example) who argue that this depiction of 
the alienated work underestimates the indivƛŘǳŀƭΩǎ ŎŀǇŀŎƛǘȅ ǘƻ ǊŜǎƛǎǘ ƻǊ ǎǳōǾŜǊǘ ǘƘƛǎ ǇƻǎƛǘƛƻƴΦ 

http://www.bbc.co.uk/news/entertainment-arts-25151592
http://www.bbc.co.uk/news/entertainment-arts-25151592
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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 and the ŀǇǇŀǊŜƴǘƭȅ ΨƴŀǘǳǊŀƭΩ ƻǊŘŜǊ ƻŦ ǘƘŜ ǇǊƻŘǳŎǘƛƻƴ ƭƛƴŜ Ǿƛŀ ǘƘŜǎŜ 

ǿƻǊŘǎ ŦǊƻƳ ŀǊŎƘƛǘŜŎǘ [ƻǳƛǎ {ǳƭƭƛǾŀƴ ƛƴ мфнпΥ Ψaŀƴ ǎǘŀƴŘǎΣ ōȅ ǾƛǊǘǳŜ ƻŦ Ƙƛǎ ǇƻǿŜǊǎΣ ŀ ǎƻƭƛǘŀǊȅ 

ego within a universe of energy; a witness, a participant; and by virtue of his powers a co-

creator ς his creations are but parallels of himselfΩ ό{ǳƭƭƛǾŀƴ мфстΥ нпύΦ {ǳƭƭƛǾŀƴ ŀǊƎǳŜǎ ǘƘŀǘ 

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). Brett goes on to 

ŀǊƎǳŜΣ ǿƛǘƘ ǊŜŦŜǊŜƴŎŜ ǘƻ IŜƴǊȅ CƻǊŘΩǎ ŀǳǘƻōƛƻƎǊŀǇƘȅ ƻŦ мфнпΣ ǘƘŀǘ {ǳƭƭƛǾŀƴΩǎ 

Χgrandiosity 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 is shared with Henry Ford, to whom mass production was a fact of Nature: 
ά¢ƘŜ ƛŘŜŀǎ ǿŜ ƘŀǾŜ Ǉǳǘ ƛƴǘƻ ǇǊŀŎǘƛŎŜ ŀǊŜ ŎŀǇŀōƭŜ ƻŦ ǘƘŜ ƭŀǊƎŜǎǘ ŀǇǇƭƛŎŀǘƛƻƴΧ ǘƘŜȅ 
have nothing peculiarly to do with motor cars or tractors, but form something in 
the nature of a universal code ώ.ǊŜǘǘΩǎ ƛǘŀƭƛŎǎϐΦ I am quite certain that it is the 
natural code, and I want to demonstrate it so thoroughly that it will be accepted, 
ƴƻǘ ŀǎ ŀ ƴŜǿ ƛŘŜŀΣ ōǳǘ ŀǎ ŀ ƴŀǘǳǊŀƭ ŎƻŘŜΦέ (Brett 2005: 134).   

 

Ford is making connections to a higher, transcendent 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, Ψ(t)he frontier between the social and the political is essentially 

unstable and requires constant displacements and renegotiations between social aƎŜƴǘǎΧ 

²Ƙŀǘ ƛǎ ŀǘ ŀ ƎƛǾŜƴ ƳƻƳŜƴǘ ŎƻƴǎƛŘŜǊŜŘ ŀǎ ǘƘŜ ΨƴŀǘǳǊŀƭΩ ƻǊŘŜǊ ς Ƨƻƛƴǘƭȅ ǿƛǘƘ ǘƘŜ ΨŎƻƳƳƻƴ 

ǎŜƴǎŜΩ ǿƘƛŎƘ ŀŎŎƻƳǇanies it ς ƛǎ ǘƘŜ ǊŜǎǳƭǘ ƻŦ ǎŜŘƛƳŜƴǘŜŘ ƘŜƎŜƳƻƴƛŎ ǇǊŀŎǘƛŎŜǎΩ όaƻǳŦŦŜ 

2007: 3). Despite the fact that analogies can be made between the shape-shifting nature of 

the cloud and the way that the fabric in the laundry is re-shaped in its journey through the 

factory, I wish to argue that the artworks at Berendsen, presented in the public or social 

ǎǇŀŎŜ ƻŦ ǘƘŜ ƭŀǳƴŘǊȅΣ ǉǳŜǎǘƛƻƴ ǘƘŜ ƛŘŜŀ ƻŦ ŀ ΩƴŀǘǳǊŀƭ ƻǊŘŜǊΩ ǘƘǊƻǳƎƘ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ ƛs non-

commonsensical, that is, the placement of cloudscapes in a laundry environment. The 

cloudscapes positioned in the laundry are a distraction to the production line, a reminder 

that another world exists outside of the workplace. (They might also function as ironic 

ǎƛƎƴƛŦƛŜǊǎ ƻŦ ŀ ƳƛǎǎƛƴƎ ΨǾƛŜǿΩ ŦǊƻƳ ǘƘŜ ƴƻƴ-existent windows, or possibly placate what for 

some might feel like a pattern of drudgery.) The ŎƭƻǳŘǎŎŀǇŜ ƛǎ ŀƴ ŀǇŜǊǘǳǊŜ ǘƻ ΨƻǘƘŜǊΩ 

worlds, whether a dream world, the art world or the natural world. Mouffe calls for 
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ΨΧΦǿƛŘŜƴƛƴƎ ǘƘŜ ŦƛŜƭŘ ƻŦ ŀǊǘƛǎǘƛŎ ƛƴǘŜǊǾŜƴǘƛƻƴ ŘƛǊŜŎǘƭȅ ƛƴ ŀ Ƴǳƭǘƛplicity of social spaces in 

ƻǊŘŜǊ ǘƻ ƻǇǇƻǎŜ ǘƘŜ ǇǊƻƎǊŀƳ ƻŦ ǘƻǘŀƭ ǎƻŎƛŀƭ ƳƻōƛƭƛȊŀǘƛƻƴ ƻŦ ŎŀǇƛǘŀƭƛǎƳΩ όaƻǳŦŦŜ нллтΥоύΦ  LŦΣ 

as Mouffe suggests, every order is political and based on some form of exclusion, is the 

exclusion of art from the workplace, or exclusion of the decorative, countered through the 

introduction of these works of art? The reference to the non-commonsensical recalls 

.ƻǳǊŘƛŜǳΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ŘƻȄŀ ŀǎ ǘƘŜ ǎǘŀǘŜ ƛƴ ǿƘƛŎƘ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ΨƘŀōƛǘǳǎΩ ŀƴŘ ǘƘŜ 

ΨŦƛŜƭŘǎΩ ǎκƘŜ ƛƴƘŀōƛǘǎ ŀǊŜ ǎŜŜƴ ǘƻ ōŜ ŎƻƴƎǊǳƻǳǎ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊΦ IŜǊŜ ΨǘƘŜ ǎƻŎƛŀƭ ǿƻǊƭŘ ƛǎ 

perceived as natural, taken-for-ƎǊŀƴǘŜŘ ŀƴŘ ŜǾŜƴ ŎƻƳƳƻƴǎŜƴǎƛŎŀƭΩ ό.ƻǳǊŘƛŜǳ мфтнΥ мсфύ 

and therefore rarely questioned.  

 

According to Peio Aguirre (2009), artist Liam Gillick proffers an alternative to a Fordist 

method of production through his artworks that use both abstraction and distraction to 

create speculative scenarios, strategies for the production of objects and events that 

oscillate between art and design and between the public and private space.  

GillicƪΩǎ ƴƻǘƛƻƴ ƻŦ άŎƻƴǘƛƴƎŜƴǘ ǎǇŀŎŜέ ǇŀǊǘƭȅ ŜǾƻƪŜǎ ǘƘŜ ǎǘŀǘŜ ƻŦ ǎŜƳƛ-autonomy, 
between the contingent and the specific, art and the applied arts, the private and 
the public and so on (Kunsthalle 2009: 22).  

 

In The Good of Work (2010) 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 offers 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 

ƻƴŜΩǎ ǿƻǊƪΤ ŎǊŜŀǘƛƴƎ ƻƴŜΩǎ ƻǿƴ ŘŜŀŘƭƛƴŜǎ ŀƴŘ ƻǊƎŀƴƛǎƛƴƎ ƻƴŜΩǎ ƻǿƴ ǘƛƳŜΤ ŀƴŘ ōŜƛƴƎ ŀōƭŜ ǘƻ 

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 time, the work at Berendsen and Aviva 

has allowed me to deploy many of these strategies in order to assert something from the 

private space of the studio to these public spaces of work. 

 

The work at Berendsen is time and space sensitive. Each process is designed to be as 

economical as possible and each process to flow efficiently to the next. In Figure 3.18, 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.  
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In a similar vein to these subversive signals Diller and Scofidio, in their Bad Press: Dissident 

Ironing series (1993), reversed the usual logic of pressing and ironing by ironing excessive 

creases and folds into a series of shirts (Figure 3.36). Through this deviant act they upset 

ǘƘŜ ǇǊŀŎǘƛŎŜǎ ƻŦ ƘƻǳǎŜǿƻǊƪ ǘƘŀǘ ΨŎƻƴǘƛƴǳŜ ǘƻ ōŜ ǎǳōƧŜŎǘŜŘ ǘƻ ǘƘŜ ŜŎƻƴƻƳƛŎ ŜǘƘƻǎ ƻŦ 

industry, guided by motion-economy principles once designed by efficiency engiƴŜŜǊǎΩ 

(Diller and Scofidio 1995: 43). In the Berendsen Photoshop artworks a process of decorative 

agitation appearǎ ǘƻ ŘƛǎǘǳǊō ŀƴŘ ǳƴŘŜǊƳƛƴŜ ǘƘŜ ŜŦŦƛŎƛŜƴŎȅ ƻŦ ǘƘŜ ƭŀǳƴŘǊȅΩǎ ǿƻǊƪΦ ό!ƴŘ ƛƴ 

the case of the Aviva pieces the suit fabrics were shaped to disrupt the expectation of 

fabric in the context of the office.) 

 

 

Figure 3.36: Diller and Scofidio Bad Press Dissident Ironing (1993) 
http://www.themilanese.com/?p=271 (accessed 26.8.2016) 

 

Surface Matter(s) 

I have argued that all the surfaces of the laundry at Berendsen constitute the ground or 

support upon which the motif and pattern of the cloudscape is held. The all-encompassing 

potential of wallpaper has led a number of artists to use it to create immersive and 

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 artworks (Figure 3.37).   

 

http://www.themilanese.com/?p=271
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Figure 3.37: Andy Warhol Mao (1974) wallpaper installed at The Andy Warhol Museum, 
Pittsburgh www.warhol.org (accessed 11.9.2015) 

 

This wallpaper looked as out-of-place in the gallery as it would have looked in most homes, 

as would the cloud coverings used at Berendsen19.  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 taken out-of-context or when its subject 

matter becomes more contentious. At Berendsen, due to the scarcity of floor space and 

health and safety restrictions the artworks are, by necessity, all two-dimensional and wall-

mounted. Digitally manipulated ΨŘǊŀǿƛƴƎǎΩ ŀƭƭƻǿ ƳŜ ǘƻ ŜȄǇƭƻǊŜ ƛŘŜŀǎ ŦƻǊ ƳƻǊŜ ŘǊamatic 

interventions (see Section Two of Volume Two). So, for example, when the cloud pattern 

became an all-ŜƴŎƻƳǇŀǎǎƛƴƎ ΨǿŀƭƭǇŀǇŜǊΩ ŀǎ ǎŜŜƴ ƛƴ ǘƘŜ tƘƻǘƻǎƘƻǇ ƛƳŀƎŜ ƛƴ CƛƎǳǊŜ 3.39 the 

idea of a benign wall covering that is usually associated with the domestic becomes far 

ƳƻǊŜ ŀƳōƛǾŀƭŜƴǘΦ ¢ƘŜ ǊŜǇŜŀǘƛƴƎ ŀƴŘ ŎƻǇȅƛƴƎ ƛƴƘŜǊŜƴǘ ƛƴ ǘƘŜǎŜ ΨǿŀƭƭǇŀǇŜǊǎΩ ŜŎƘƻŜd the 

repetition of the activity of those who work in the laundry and the uniformity of the tasks 

and processes they enact but it is unclear whether this form of camouflage acts as a vehicle 

for projection (and thus a form of diversion) or a vehicle for entrapment. 

 

Lƴ 5ŀǾƛŘ aŀōōΩǎ ŜȄƘƛōƛǘƛƻƴ ǘƛǘƭŜŘ Ψ! CŀŎǘƻǊȅ ŀǎ ƛǘ aƛƎƘǘ .Ŝ ƻǊ ǘƘŜ Iŀƭƭ ƻŦ CƭƻǿŜǊǎΩ ŀǘ ǘƘŜ !Ǌǘ 

Gallery of Windsor in 2003 the artist exhibited his paintings on a background of William 

aƻǊǊƛǎ ǿŀƭƭǇŀǇŜǊǎ ŀƴŘ Ǉŀƛƴǘ ŎƻƭƻǳǊǎΦ CƛǘǘƛƴƎƭȅΣ ŦƻǊ ŀƴ ŀǊǘƛǎǘ ǿƘƻ ƛǎ ƛƴǘǊƛƎǳŜŘ ōȅ aƻǊǊƛǎΩǎ 

                                                           
19 Warhol is well-known for his own production-ƭƛƴŜ ǎǘȅƭŜ ƻŦ ƳŀƴǳŦŀŎǘǳǊŜ ŀǘ Ƙƛǎ ΨCŀŎǘƻǊȅΩ ōŜǘǿŜŜƴ 
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). 

http://www.warhol.org/
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ŎƻƳǇƭŜȄ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ƛƴŘǳǎǘǊƛŀƭƛǎŀǘƛƻƴ ŀƴŘ ǳǘƻǇƛŀƴ ǎƻŎƛŀƭƛǎƳΣ ²ƛƴŘǎƻǊ ƛǎ ƻƴŜ ƻŦ CƻǊŘΩǎ 

original sites of assembly-line automobile construction and Mabb writes: 

L ƘŀǾŜ ǳǎŜŘ ǘƘŜ ƎŀƭƭŜǊȅΩǎ ƛƴǘŜǊƛƻǊ ŘŜǎƛƎƴ ŀƴŘ ŀǊŎƘƛǘŜŎǘǳǊŜ ǘƻ Ǌƻƻǘ ǘƘŜ ǿƻǊƪ ƛƴǘƻ ǘƘŜ 
building to some extent blurring the division between interior design and art. The 
installation will hopefully question the relationshƛǇ ǘƻ ǘƘŜ ƛŘŜŀƭƛǎƳ ƻŦ aƻǊǊƛǎΩǎ 
designs, whilst at the same time retrieving them from the past (Mabb 2003: 30). 

 

Lƴ aŀōōΩǎ Big Red Propellor (Figure 3.38) the artist has used a background of William 

aƻǊǊƛǎΩǎ Lily fabric as a surface on which to paint and he describes the lily flowers as acting 

ƭƛƪŜ ŀ ŘŜŎƻǊŀǘƛǾŜ ǎŎǊŜŜƴ ŀŎǊƻǎǎ ǘƘƛǎ ƭŀǊƎŜ ƛƴŘǳǎǘǊƛŀƭ ƻōƧŜŎǘΦ ΨL ǊŜŎƻƴǎƛŘŜǊ ǘƘŜ ǎȅǎǘŜƳ ōȅ ǿƘƛŎƘ 

the particular elements of the fabric design interrupt or puncture through the painted 

ǎǳǊŦŀŎŜΧ ¢ƘŜ ǇǊƻŎŜǎǎ ƻŦ ǇŀƛƴǘƛƴƎ ǊŜƛƴǎǘŀǘŜǎ ǘƘŜ άǳƴƛǉǳŜέ ŀƴŘ άƘŀƴŘƳŀŘŜέ ƛƴ ǘƘŜ ŦŀŎŜ ƻŦ 

mass-ǇǊƻŘǳŎŜŘ ǾŜǊǎƛƻƴǎ ƻŦ ǘƘŜ ŦŀōǊƛŎΩ όaŀōō нллоΥ олύΦ ¢Ƙƛǎ ǇǊƛǾƛƭŜƎƛƴƎ ƻŦ ǘƘŜ ƘŀƴŘ-made 

and the puncturing of space with the decorative is echoed in the artworks installed at 

Berendsen. 

 

 

Figure 3.38 David Mabb Big Red Propellor (2001) Oil on Lily fabric 122 x 152 cm 
http://www.contemporaryartsociety.org/artist-members/david-mabb/ 

(accessed 12.10.2016) 
 

Brett reminds us that ΨŎŀǊǇŜǘǎ ŀƴŘ ǘƘŜƛǊ ǾŜǊǘƛŎŀƭ ŜǉǳƛǾŀƭŜƴǘǎΣ ǘƘŜ ǘŀǇŜǎǘǊƛŜǎΣ ǿŜǊŜ ǘƘŜ ǇǊƛƳŜ 

cultural objects of millennia, indeed, of whole cultures, as were also the floors and ceilings 

ƻŦ ƎǊŜŀǘ Ƙŀƭƭǎ ŀƴŘ ƳƻǎǉǳŜǎΧΦ ²Ŝ ŀǊŜ ƴƻǘ ŘŜŀƭƛƴƎ ǿƛǘƘ ǎƛƴƎƭŜ ŘƛƳŜƴǎƛƻƴǎ ǎǳŎƘ ŀǎ ƘƻǊƛȊƻƴǘŀl 

http://www.contemporaryartsociety.org/artist-members/david-mabb/
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ŀƴŘ ǾŜǊǘƛŎŀƭΣ ōǳǘ ǿƛǘƘ ǘƘŜ ǿƘƻƭŜ ƳŀƴƛŦƻƭŘ ƻŦ ǎǇŀŎŜ ŀƴŘ ŎƻƭƻǳǊ ŀƴŘ ǘŜȄǘǳǊŜΩ (Brett 2005: 

212).  He goes on to say that there is an assumption that the vertical is preferable because 

it can be distanced from the body, contemplated more easily and therefore placed into a 

realm of theoretical discourse, denying the importance in the past of the ceilings and floor 

coverings, and of the spatial in general. 

 

 

Figure 3.39: Digitally manipulated photograph using cloud coverings in Berendsen (2015) 

 

The experiment in Figure 3.39 exploits a 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 3.39 shows the worker handling cloud-covered fabric in an 

environment where the garment and the background are almost indistinguishable. This 

suggests the mental projection of the laundry operative, the merging of the clothes and 

environment, where the sky occupies the mind and allows the worker to drift away in her 

imagination similar ǘƻ aŀƎǊƛǘǘŜΩǎ Personal Values (Figure 3.40). It is reminiscent too of 

/ƘŀǊƭƻǘǘŜ tŜǊƪƛƴǎ DƛƭƳŀƴΩǎ ƴƻǾŜƭ The Yellow Wallpaper (1892). Regarded as an example of 

early American feminist literature, the writer explores attitudes to the status and health of 

womenΦ ¢ƘǊƻǳƎƘƻǳǘ ǘƘŜ ƴƻǾŜƭ ǘƘŜ ǇŀǘǘŜǊƴ ƻƴ ǘƘŜ ǿŀƭƭǇŀǇŜǊ ƛƴ ǘƘŜ Ƴŀƛƴ ǇǊƻǘŀƎƻƴƛǎǘΩǎ 

nursery room becomes a mental landscape that (thanks to her manipulative husband) 

assumes both a place for her imagination to escape to but also a space for her entrapment, 
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as she imagines she sees women, including herself, trapped inside its pattern. In this case 

the pattern forms a more malevolent presence.  

 

 
Figure 3.40: Rene Magritte Personal Values (1958) www.sfmoma.org (accessed 19. 7.2015) 

 
 
 

Physical and Conceptual Projections 

As argued by Lefebvre, if any space can be corralled into the service of capital (Lefebvre 

1988: 75), the workplace, too, can become subject to the critique of public spaces. 

5ŜǳǘǎŎƘŜ ǊŜŦŜǊǎ ŘƛǊŜŎǘƭȅ ǘƻ [ŜŦŜōǾǊŜΩǎ ŀǊƎǳƳŜƴǘ ǘƘŀǘ ŀƭƭ ǇǳōƭƛŎ ǎǇŀŎŜǎ ŀǊŜ ƛŘŜƻƭƻƎƛŎŀƭ 

because they reinforce prevailing social relations and repress conflict (Deutsche 2002: 77).  

Similarly, Edward Soja suggŜǎǘǎ ǘƘŀǘ Ψόǘύhe generative source 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 

between ƛƴŘƛǾƛŘǳŀƭǎ ŀƴŘ ƎǊƻǳǇǎΩ ό{ƻƧŀ мфурΥ фнύΦ tǊƻǾƛŘƛƴƎ ŀƴ ŀƭǘŜǊƴŀǘƛǾŜ ǾƻƛŎŜ ƛƴ ǘƘŜǎŜ 

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 

ŎƘŀƭƭŜƴƎŜ ǘƘŜ ΨŀǇǇŀǊŜƴǘ ƴŜǳǘǊŀƭƛǘȅ ƻŦ ǘƘƻǎŜ ǎǇŀŎŜǎΩ ŀǊƎǳƛƴƎ ŦƻǊ ŀǊǘǿƻǊƪǎ ǘƘŀǘ ƻǇŜǊŀǘŜ 

ŎǊƛǘƛŎŀƭƭȅ ǿƛǘƘƛƴ ŀ ǎƛǘŜΣ ŎƘŀƭƭŜƴƎƛƴƎ ƛǘǎ ΨŎƻƴǎǘƛǘǳǘƛǾŜ ǎƻŎƛŀƭ ŎƻƴŦƭƛŎǘǎΩ (Deutsche 2002: 68).  

Abstract space represents, then, the unstable subordination of social space by a 
centralised space of power. This constitutive instability makes it possible for users 
ǘƻ άŀǇǇǊƻǇǊƛŀǘŜέ ǎǇŀŎŜΣ ǘƻ ǳƴŘƻ ƛǘǎ ŘƻƳƛƴŀǘƛƻƴ ōȅ Ŏŀpitalist spatial organization 
(Deutsche 2002: 76). 

 

http://www.sfmoma.org/
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{ƘŜ ƎƛǾŜǎ ǘƘŜ ŜȄŀƳǇƭŜ ƻŦ YǊȊȅǎȊǘƻŦ ²ƻŘƛŎȊƪƻΩǎ Homeless Projection: A Proposal for the City 

of New York (see Figure 3.41 for a similar example of his in Boston, Massachusetts), a site-

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 raising socio-political 

issues around land ownership and redevelopment.  

 

 

Figure 3.41: Krzysztof Wodiczko The Homeless Projection 2 (1986-7), The Soldiers and 
Sailors Civil War Memorial, Boston Union Square, Massachusetts 

http://www.walkerart.org/magazine/2012/krzysztof-wodiczkos-homeless-vehicle-project 
(accessed 12.9.2015) 

 

 Ψ!Ǝŀƛƴǎǘ ŀŜǎǘƘŜǘƛŎ ƳƻǾŜƳŜƴǘǎ ǘƘŀǘ ŘŜǎƛƎƴ ǘƘŜ ǎǇŀŎŜǎ ƻŦ ǊŜŘŜǾŜƭƻǇƳŜƴǘΩ ǿǊƛǘŜǎ 5ŜǳǘǎŎƘŜ, 

Ψinterventionist aesthetic practices might ς as they do with other spaces of aesthetic display 

ς ǊŜŘŜǎƛƎƴ ǘƘŜǎŜ ǎƛǘŜǎΩ  ό5ŜǳǘǎŎƘŜ нллнΥ туύΦ  ²ƻŘƛŎȊƪƻΩǎ ǇǊƻƧŜŎǘƛƻƴǎ ŀǊŜ ŀōƭŜ ǘƻ ŎƻƴǘŜǎǘ ǘƘŜ 

ΨƳȅǘƘΩ όƘŜǊŜ 5ŜǳǘǎŎƘŜ ŀŎƪƴƻǿƭŜŘƎŜǎ wƻƭŀƴŘ .ŀǊǘƘŜǎύ ǘƘŀǘ ǘƘŜ ƛŘŜŀ ƻŦ ŀ ƘƻƳŜ ƛǎ ŀǾŀƛlable to 

everyone, where the reality is that homes are generally made available only if profitable. 

¢ƘŜ ǇƻǘŜƴŎȅ ƻŦ ²ƻŘƛŎȊƪƻΩǎ ǇƛŜŎŜ ƛǎ ŘǳŜ ƛƴ ǇŀǊǘ ǘƻ ǘƘŜ ǎǳǊŦŀŎŜ ƻƴǘƻ ǿƘƛŎƘ ǘƘŜ ǇƛŜŎŜ ƛǎ 

projected: the memorial stands in stark contrast to the image of the homeless man thus 

ǇǊƻǾƛŘƛƴƎ ǘƘŜ ΨǎǇŀǊƪΩ ǘƘŀǘ !ƴŘǊŜ .ǊŜǘƻƴ ό.ǊŜǘƻƴ мфнпύ ǎǇŜŀƪǎ ƻŦ ǿƘŜƴ ƘŜ ǿǊƻǘŜ ƻŦ ǘƘŜ 

power of two colliding motifs in the Surrealist Manifesto. 

 

http://www.walkerart.org/magazine/2012/krzysztof-wodiczkos-homeless-vehicle-project
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Compared to Aviva in London where 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 work-wear, hard-wearing and durable. They 

are plain and often white unless fluorescent hi-visibility wear. In contrast A Break in the 

Clouds (Figure 3.42) was made of a three metre piece of silk that had been 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 assuming a utilitarian function, this 

artwork, made with sumptuous material, appears to have no use value other than to adorn.  

 

 

Figure 3.42: A Break in the Clouds installed at Berendsen. (Horton 2014) 

 

However, because in its production A Break in the Clouds had 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 with gouache on paper, then digitally scanned and 

made into a repeat pattern using pattern-generating 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). If the literal reading was of clouds, a close-up 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 of the watercolour paper (Figure 3.43). The 
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gestural qualities 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 3.43: Detail of A Break in the Clouds 

 

In another reading of the work A Break in the Clouds might be said to provide a simulated 

aperture, a visual gap in the 2D plane of the laundry wall. The image is of the sky and open 

space in the confines of a workplace that is almost devoid of natural light. Though perhaps 

ƴƻǘ ŀǎ ǇǊƻǾƻŎŀǘƛǾŜ ŀǎ ²ƻŘƛŎȊƪƻΩǎ Homeless Projections the gap or aperture created by A 

Break in the Clouds was one onto which the viewer could project her/his thoughts and 

daydreams; or as one laundry operaǘƛǾŜ ǎŀƛŘ ǿƘŜƴ ǘŀƭƪƛƴƎ ŀōƻǳǘ ǘƘƛǎ ŀǊǘǿƻǊƪ άI wish I 

wasƴΩǘ ƘŜǊŜ ōǳǘ ƻƴ ŀ ǇƭŀƴŜ ƛƴǎǘŜŀŘέΦ ¢Ƙƛǎ ŀǇŜǊǘǳǊŜ ǿŀs created through a sense of space 

that the clouds or sky created, especially as a surface covering. This false space was also a 

virtual punctureΥ ǘƘŜ ŀǊǘǿƻǊƪ ǿŀǎ ŀōƭŜ ǘƻ ΨǎŎǊŀǘŎƘ ǘƘŜ ǎǳǊŦŀŎŜΩΣ ǘƻ ǇŜƴŜǘǊŀǘŜ ǘƘŜ ǎǇŀŎŜ ƛƴ ŀƴ 

ǳƴŜȄǇŜŎǘŜŘ ǿŀȅΦ Lǘ ǿŀǎ ŀ ǊŜƳƛƴŘŜǊ ƻŦ ǘƘŜ ǎǇŀŎŜ ƻŦ ǘƘŜ ΨƻǘƘŜǊΩΣ ƻŦ ōŜƛƴƎ ŜƭǎŜǿƘŜǊŜΣ both a 

reminder of, and perhaps a riposte to, the potentially alienating aspects of repetitive 

labour. 

 

Sarat Maharaj (2012) has described the division of labour into miniscule tasks as 

championed by Ford and General Motors between 1915 and 1927 as leading to something 

ƭƛƪŜ ŀ ǎǘŀǘŜ ƻŦ ƳƛƴŘƭŜǎǎƴŜǎǎΣ ŀ ΨōƻŘƛƭȅ-mental discipline in which the mind is so blanked out 

ǘƘŀǘ ǘƘŜ ǘŀǎƪ ŀǘ ƘŀƴŘ ƛǎ ŎŀǊǊƛŜŘ ƻǳǘ ŀƭƳƻǎǘ ΨƻŦ ƛǘǎ ƻǿƴ ŀŎŎƻǊŘΩΩ ƭŜŀŘƛƴƎ ǎƻ ŦŀǊ ǘƻǿŀǊŘǎ 

mechanized, automated, robot-ǇŜǊŦƻǊƳŜŘ ǿƻǊƪ ǘƘŀǘ ŦƻǊ ǘƘŜ CƻǊŘ ǎȅǎǘŜƳΣ ΨǘƘŜ ǳƭǘƛƳŀǘŜ 



116 
 

safeguard against the disruptive vagaries of the mind and its fondness for idling and 

daydreaming is to be rid of it ς ƛŘŜŀƭƭȅ ǘƻ ŜǾŀŎǳŀǘŜ ƛǘ ŜƴǘƛǊŜƭȅ ŦǊƻƳ ǘƘŜ ŀǎǎŜƳōƭȅ ƭƛƴŜΩ 

(Maharaj 2012: 132). Routine and repetition are not always indices of mindless, unthinking 

behaviour, where the individual has little or no agency, however. Billy Ehn and Orvar 

[ǀŦƎǊŜƴ Ǉƻƛƴǘ ƻǳǘ ǘƘŀǘ ǊƻǳǘƛƴŜǎ Ŏŀƴ ōŜ ǇŜǊŎŜƛǾŜŘ ŀǎ ŜƛǘƘŜǊ ƻŦ ǘǿƻ ǇƻƭŀǊƛǘƛŜǎΥ ΨŎƻƴǎǘǊŀƛƴƛƴƎ 

ǎǘǊŀƛǘƧŀŎƪŜǘǎ ƻǊ ǎǳǇǇƻǊǘƛǾŜ ŎƻǊǎŜǘǎΩΣ ǎǳŎƘ ǘƘŀǘ ǊƻǳǘƛƴŜ Ŏŀƴ ŀŎǘǳŀƭƭȅ ǇǊƻǾƛŘŜ ŀ ŦƻǊƳ ƻŦ 

reassuring familiarity and also allow for multi-tasking (Shove 2009: 101). Ehn and Löfgren 

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 repetitive tasks is what allows the worker to daydream, 

and these artworks may have become an active conduit for this. 

 

 

Figure 3.44: James Turrell Twilight Epiphany (2012) ©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 or apertures onto the sky (Figure 3.44). Unlike 

¢ǳǊǊŜƭƭΩǎ ǎǘǊǳŎǘǳǊŜǎ ǘƘŀǘ ŦǊŀƳŜ ǇƻǊǘƛƻƴǎ ƻŦ ǘƘŜ ǎƪȅΣ ǘƘǳǎ ƘƛƎƘƭƛƎƘǘƛƴƎ ǘƘŜ ǎƘƛŦǘƛƴƎ ƴŀǘǳǊŜ ƻŦ 

the clouds and their movement, the pieces at Berendsen were all static. Movement was 

suggested, however, through the repetition of the clouds and through the placement of the 

six different pieces of work in various locations throughout the laundry. The 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 procedures. 

http://www.ft.com/
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Deutsche makes the point that the idea of projection may operate in a number of different 

ŎƻƴŎŜǇǘǳŀƭΣ ŀǎ ǿŜƭƭ ŀǎ ǇƘȅǎƛŎŀƭΣ ǿŀȅǎΦ hƴ ƻƴŜ ƭŜǾŜƭ ŀ ΨǇǊƻƧŜŎǘƛƻƴΩ ƛǎ ŀ ƳŜŎƘŀƴƛŎŀƭ ŘŜǾƛŎŜ ŀǎ 

used by Wodiczko. However, in another conception a projection is one whereby an 

individual is able to project their thoughts or consciousness outside of the body or of direct 

experience, thereby extrapolating from past experience and observations.  This is echoed 

when Giuliano Bruno writes of the experience of viewing a James Turrell skyscape:  

(t)he experience of sustained, durational, psychic looking into an exterior light 
ǎǇŀŎŜ Ŏŀƴ ŀƭǎƻ ƻǇŜƴ ǳǇ ŀƴ ƛƴƴŜǊ ǎǇŀŎŜ ƻŦ άǇǊƻƧŜŎǘƛƻƴέΦ !ƴ ƻǳǘŜǊ ŜȄǇŜǊƛŜƴŎŜ Ŏŀƴ 
turn inward as permeably as the inner sensations and affects of the viewer are at 
ǘƘŜ ǎŀƳŜ ǘƛƳŜ ŜȄǘŜǊƛƻǊƛȊŜŘΦ Lƴ ŀƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ŜƴƭƛƎƘǘŜƴƳŜƴǘΣ ǘƘŜ ǎǳōƧŜŎǘΩǎ 
psychic interiority is encouraged to come to light, projected as it is envisioned 
through a contemplation of pure externality (Bruno 2014: 67).   

 

Deutsche describes pǊƻƧŜŎǘƛƻƴ ŀǎ ŀ ΨǎȅƳōƻƭƛŎ ƻǇŜǊŀǘƛƻƴ ǿƘŜǊŜōȅ ŎƻƴŎŜǇǘǎ ŀǊŜ ǾƛǎǳŀƭƛȊŜŘ ŀǎ 

ŜȄǘŜǊƴŀƭ ǊŜŀƭƛǘƛŜǎ ǎǳŎƘ ǘƘŀǘ ǘƘŜ ƛƳǇŀŎǘ ƻŦ ²ƻŘƛȊŎƪƻΩǎ ǿƻǊƪ ŘŜǇŜƴŘǎ ƻƴ ǘƘŜ ŘŜƎǊŜŜ ǘƻ ǿƘƛŎƘ 

it mobilizes in its audience an awareness that the architecture onto which it projects 

images is ƴƻǘ ƳŜǊŜƭȅ ŀ ƎǊƻǳǇ ƻŦ ōŜŀǳǘƛŦǳƭ ƻǊ ŦǳƴŎǘƛƻƴŀƭ ƻōƧŜŎǘǎΩ (Deutsche 2002: 346).   

 

According to Deutsche, ²ƻŘƛŎȊƪƻΩǎ ǇǊƻƧŜŎǘƛƻƴǎ Ƴǳǎǘ ΨŘƛǎŜƴƎŀƎŜ ǾƛŜǿŜǊǎ ŦǊƻƳ Ƙŀōƛǘǳŀƭ 

ƳƻŘŜǎ ƻŦ ǇŜǊŎŜƛǾƛƴƎ ŀƴŘ ƛƴƘŀōƛǘƛƴƎ ǘƘŜ ŎƛǘȅΣ ƻŦ ǊŜŎŜƛǾƛƴƎ ƛǘǎ ƳŜǎǎŀƎŜǎΩ ό5ŜǳǘǎŎƘŜ нллнΥ опс) 

ƛƴ ǎǳŎƘ ŀ ǿŀȅ ǘƘŀǘ ƛǘ ƛǎ ƛƳǇƻǎǎƛōƭŜ ŦƻǊ ǾƛŜǿŜǊǎ ǘƻ ŎƻƳǇǊŜƘŜƴŘ ǘƘŜ ƻǊƛƎƛƴŀƭ ΨƳŜǎǎŀƎŜΩ ƻŦ ǘƘŜ 

ƳƻƴǳƳŜƴǘ ǿƛǘƘƻǳǘ ƛǘ ōŜƛƴƎ ƛƴǘŜǊŦŜǊŜŘ ǿƛǘƘ ōȅ ²ƻŘƛŎȊƪƻϥǎ ƛƳŀƎŜǎΦ ¢ƘŜ Ǿƛǎǳŀƭ ΨŀǇŜǊǘǳǊŜǎΩ 

opened up by the cloudscapes at Berendsen were a challenge to the workers at 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 destabilized 

the perception of the space to provoke an alternative way of viewing it. If the workspace at 

Berendsen is the abstract space as described by Deutsche and Lefebvre, it also became a 

space for viewing art, an activity that is usually associated with a leisure activity. 

 

Victoria Mitchell (2000) and Bruno both remind us of manifold links between textiles and 

ŀǊŎƘƛǘŜŎǘǳǊŜΣ ƻŦ ŦŀōǊƛŎΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ǘƘŜ ǿŀƭƭΦ aƛǘŎƘŜƭƭ ƳŀƪŜǎ ǊŜŦŜǊŜƴŎŜ ǘƻ ±ƛǘǊǳǾƛǳǎΣ 

Gottfried Semper (1860) and Indra Kagis McEwen (1993) who all write of walls constructed 

with and under fabric. Bruno writes that the study of cloth and weaving in the work of Otti 

.ŜǊƎŜǊ ŀƴŘ !ƴƴƛ !ƭōŜǊǎ ŜƴŀōƭŜŘ ǘƘŜƳ ǘƻ ΨƻǾŜǊŎƻƳŜ ǘƘŜ ƭƛƳƛǘǎ ƻŦ ƻǇǘƛŎŀƭƛǘȅ ŀƴŘ ǘƻ ŜȄǇƭƻǊŜ 

ǘŀŎǘƛƭƛǘȅ ŀƴŘ ƳŀǘŜǊƛŀƭƛǘȅΩ; Anni Albers especially regarding the process of weaving and 

building as related (Bruno 2014: 90).   
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.Ǌǳƴƻ ƛǎ ƛƴǘŜƴǘ ƻƴ ŀǊǘƛŎǳƭŀǘƛƴƎ ǘƘŜ ǎǳǊŦŀŎŜ Ψŀǎ ŀ ǎƛǘŜ ƛƴ ǿƘƛŎƘ ŘƛŦŦŜǊŜƴǘ ŦƻǊƳǎ ƻŦ ƳŜŘƛŀǘƛƻƴΣ 

ǘǊŀƴǎŦŜǊΣ ŀƴŘ ǘǊŀƴǎŦƻǊƳŀǘƛƻƴ Ŏŀƴ ǘŀƪŜ ǇƭŀŎŜΩ (Bruno 2014: 3). She writes about the surface 

of the artwork as a site for negotiation, observing the complex 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 objects. Similarly I have repeatedly argued that the 

decorative surface can operate as something more than just superficial, but here Bruno 

ŀǊƎǳŜǎ ǘƘŀǘ ǎǳǊŦŀŎŜ ƛǎ ƛǘǎŜƭŦ ƻŦ ƛƳǇƻǊǘŀƴŎŜΦ Ψ¢Ƙƛǎ ƳŜŀƴǎ ŜƳǇƘŀǎƛȊƛƴƎ ǘƘŜ ŜǘȅƳƻƭƻƎƛŎŀƭ Ǌƻƻǘ 

to medium, which refers to ŀ ŎƻƴŘƛǘƛƻƴ ƻŦ άōŜǘǿŜŜƴƴŜǎǎέ ŀƴŘ ŀ ǉǳŀƭƛǘȅ ƻŦ άōŜŎƻƳƛƴƎέ ŀǎ ŀ 

ŎƻƴƴŜŎǘƛǾŜΣ ǇŜǊǾŀǎƛǾŜ ƻǊ ŜƴǾŜƭƻǇƛƴƎ ǎǳōǎǘŀƴŎŜΩ ό.Ǌǳƴƻ нлмпΥ п-5). {ƘŜ ǘŀƭƪǎ ƻŦ ǘƘŜ ΨǎǳōǘƭŜ 

ways in which imaginary space becomes projected in material space, on the surface of 

ǘƘƛƴƎǎΩ ό.Ǌǳƴƻ нлм4: 187) and refers back to the way in which historically this sense of 

cognitive projection would take place when viewing the depiction of light in paintings 

(Bruno 2014: 85). To some extent this is what is happening in the fabric pieces in 

Berendsen where the 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 

experiment in Figure 3.39. 

 

[ǳƳƛƴƻǎƛǘȅ ŀƴŘ ǘƘŜ ǇŀǎǎŀƎŜ ƻŦ ǘƛƳŜ ŀǊŜ ƪŜȅ ŦŜŀǘǳǊŜǎ ƛƴ ¢ŀŎƛǘŀ 5ŜŀƴΩǎ Kodak (Figure 3.45) a 

film that follows the process of celluloid being made. In the film Dean employs long shots 

rather than the short takes that typify earlier factory films used to portray energy and 

progress. BǊǳƴƻ ƳŀƪŜǎ ǘƘŜ ŎƻƳǇŀǊƛǎƻƴ ōŜǘǿŜŜƴ ŦƛƭƳ ŀƴŘ ŎƭƻǘƘΦ Ψ!ǎ ƛǘ ŜƳŜǊƎŜǎ ŦǊƻƳ ǘƘŜ 

machines, this film being produced in a factory resembles a sheet of fabric being 

industrially made. Like cloth, film unfolds continually from a roll. Folded into layered 

ǎƘŜŜǘǎΣ ƛǘ ƛǎ ŀ ŦƛƴŜ ǘƘǊŜŀŘ ƻŦ ŦƛƭŀƳŜƴǘΦ ¢ƘŜ ŦƛƭƳ ƛǎ ŀ ǘƘƛƴ ƭŀȅŜǊ ƻŦ ŦŀōǊƛŎΣ ŀ ǘƛǎǎǳŜΦΩ (Bruno 2014: 

119). 5ŜŀƴΩǎ ŦƛƭƳΣ ǘƘrough its repetitive, mechanical sounds and lingering shots, emphasises 

the duration of time and the process and repetition inherent in the factory.  
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Figure 3.45: Tacita Dean still from Kodak (2006) Film, 16mm, projection and sound 
https://www.youtube.com/watch?v=lefvPUYGvi0 (accessed 16.10.2015) 

 

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 location. The cloud became the core of the site-specific 

pieces in the same way that the cloth object is at the core of the operations in the laundry. 

The colour of these pieces ς the colour of daylight ς was the one colour that is 

underrepresented in the laundry and it is this that 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 of repetition 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 artworks ς their use of a 

repeated pattern and of materials that offered a level of sumptuousness compared to the 

functional fabrics serviced at the laundry ς operate in varying ways. The depiction of the 

ǎƪȅ ŀǎ ŀƴ ƛƳŀƎŜ ǘƘŀǘ ƛǎ Ψƻǳǘ-of-ǇƭŀŎŜΩ ǇǊƻǾƛŘŜǎ ŀ ǾƛŜǿƛƴƎ ǎǇŀŎŜ ƻƴǘƻ ǿƘƛŎƘ ǘƘŜ ǾƛŜǿŜǊ ŎƻǳƭŘ 

project their own thoughts away from that space and this concept is explored further in 

/ƘŀǇǘŜǊ CƛǾŜΦ .ŜƛƴƎ ΨǎǳǊǇƭǳǎ ǘƻ ǊŜǉǳƛǊŜƳŜƴǘΩ ǘƘŜ ŀǊǘǿƻǊƪǎ ΨŘŜŎƻǊŀǘŜŘΩ ŀƴ ƻǘƘŜǊǿƛǎŜ 

unadorned and perfunctory environment.  Rather than being a passive surface pattern, 

however, the polysemous connotations of the cloud motif provided an active plane upon 

which the occupants of the laundry could mentally project their imagination. Thus the use 

https://www.youtube.com/watch?v=lefvPUYGvi0
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of a repeated motif within these decorative artworks could be seen to disrupt, both visually 

and conceptually, the industrial workplace. Chapter Five will discuss further the way that, 

whilst visually disruptive on the one hand, these artworks can provide an ameliorative 

function within the workplace. Before that Chapter Four will examine the third case study, 

a series of chair interventions exhibited in a contemporary gallery, that will also raise issues 

ŀōƻǳǘ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ǿƻǊƪ ƻŦ ŀǊǘ ŀƴŘ ǘƘŜ ΨǿƻǊƪΩ ƻŦ ŀǊǘΦ 
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Chapter Four: The Chair as a Site for Tactical Interventions  

 

Introduction 

Chapters Two and Three of this thesis examined the way that artworks, when placed in two 

differing workplaces, were able to employ decorative features to disturb the equilibrium of 

these spaces. Whether this was through the suggestions of home and leisure in the Aviva 

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 parts, Part One of this chapter, ΨThe Chair as an Example of Everyday 

Institutional and Domestic DŞŎƻǊόŀǘƛƻƴύΩ, uses a selection of chairs to illustrate how issues 

of class and alienation are made visible in the decorative qualities of this commonplace 

objeŎǘΦ /ƭƛǾŜ 9ŘǿŀǊŘǎ ŀǊƎǳŜǎ ǘƘŀǘ ŎƘŀƛǊǎ ƻŦŦŜǊ ŀ ΨǾƛŜǿ ƻŦ ŎƻƭƭŜŎǘƛǾŜ ƛŘŜŀǎ ŀōƻǳǘ ŀǳǘƘƻǊƛǘȅ ŀƴŘ 

status, self-definition and identity, discipline, domination and behaviour, and comfort and 

ǊŜƭŀȄŀǘƛƻƴΩ ό9ŘǿŀǊŘǎ нлммΥ мснύ ŀōƻǾŜ ŀƴŘ ōŜȅƻƴŘ ōŜƛƴƎ ŀ ǇƭŀŎŜ ǘƻ ǎƛǘΦ Lǘ is this 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 decorative interventions.  

 

In Chapter Two the relationship between chairs and the artworks ά[ŜǘΩǎ ƎŜǘ ŎƻƳŦƻǊǘŀōƭŜέ, 

ŀƴŘ ǘƘŜƛǊ ŎƻƳōƛƴŜŘ ǊŜƭŀǘƛƻƴǎƘƛǇ ǘƻ ǘƘŜ ōƻŘȅΣ ŎƻƴǘǊŀǎǘŜŘ ǘƘŜ ΨǊŜƭŀȄŜŘΩ ǉǳŀƭƛǘƛŜǎ ƻŦ ǘƘŜ 

artworks with the formal comportment of the chairs in Aviva's reception areas. The 

comparison to the body is inevitable with the chair: the chair itself is even described as 

ƘŀǾƛƴƎ ΨŀǊƳǎΩΣ ΨƭŜƎǎΩ ŀƴŘ ŀ ΨōŀŎƪΩΦ ¢Ƙƛǎ ƳƛǊǊƻǊƛƴƎ ƻŦ ǘƘŜ ƘǳƳŀƴ ōƻŘȅ ƛǎ ŀƴƻǘƘŜǊ ƻŦ ǘƘŜ 

reasons why the chair is such a fertile site for creative interventions across and between 

both contexts of art and design. In the case of this research the chair is the perfect site for 

adaptations, re-ǿƻǊƪƛƴƎǎΣ ŀƴŘ ŦƻǊ Ƴȅ ΨŎƘŀƛǊ-ƧŀŎƪƛƴƎΩ ƛƴǘŜǊǾŜƴǘƛƻƴǎΦ !ǎ ŀƴ ŜȄŀƳǇƭŜ ƻǊ ƳƻŘŜƭ 

of domestic decoration chairs can also show the influence that protagonists of the 

aƻŘŜǊƴƛǎǘ ƛƴǘŜǊƛƻǊ ƘŀŘ ƛƴ ŘŜƴȅƛƴƎ ǘƘŜ ǾŀƭǳŜ ƻŦ ŘŜŎƻǊŀǘƛƻƴΣ ŀƭƻƴƎ ǿƛǘƘ ŘŜŎƻǊŀǘƛƻƴΩǎ 

subsequent revaluation through the latter half of the twentieth century and sinceΦ !ǊǘƛǎǘǎΩ 
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references to the chair highlight crossovers between art, craft and design which are picked 

up again in relation to the practice-based elements of this research.20  

 

Thus, the second part of Chapter Four, ΨThe Everyday as a Critical CƻƴǎǘǊǳŎǘΩ, examines the 

way that art practice, in the form of site-related interventions suggested through collaged 

proposals and sculptural adaptations, 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, in that it is the chair ǘƘŀǘ ƛǎ ǘƘŜ ΨǎƛǘŜΩ ǘƻ ǿƘƛŎƘ ǘƘŜ 

artworks relate or against which they resist. This group of low-cost, ubiquitous office chairs 

that have been altered through the use of sculptural additions and displayed in the EAST 

GalleryNUA at Norwich University of the Arts (NUA)21 form the main discussion within this 

second section. That all the chairs are the same allows for comparisons to be more readily 

ƳŀŘŜ ōŜǘǿŜŜƴ ǘƘŜƳΦ ¢ƘŜ ǇƭŀŎŜƳŜƴǘ ƻŦ ǘƘŜǎŜ ŎƘŀƛǊǎ ƛƴ ŀ ΨǿƘƛǘŜ ŎǳōŜΩ ƎŀƭƭŜǊȅ ŦǳǊǘƘŜǊǎ ǘƘŜ 

discussion about the place of the decorative within fine art and the Modernist interior.  

 

Continuing to trouble the separation of domestic and workplace environments the practice 

again draws upon the theories of the everyday as seen in the writing of Lefebvre and de 

Certeau. HƛƎƘƳƻǊŜΩǎ ŀǎǎŜǊǘƛƻƴ ǘƘŀǘ ŎƻƭƭŀƎŜ Ŏŀƴ ōŜ ǳǎŜŘ ŀǎ ŀƴ ŀŜǎǘƘŜǘƛŎ ǘƻƻƭ ŦƻǊ ǳǎŜ ƛƴ 

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 

decoration, 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 environments. By looking at spaces where it is generally denied, whether this is the 

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 Jackson-Hutchens, Sarah Lucas, Angela de la 
Cruz, Robert and Trix Haussmann, Richard Woods and Sebastian Wrong, Franz West, Martino 
Gamper, Marc Camille-Chaimowicz and Julia Lohmann. 
21 Norwich University of the Arts (NUA) is a higher education institution specialising in art, design 
and media, whose history can be traced back to 1845 (www.nua.ac.uk accessed 2.2.2016). It offers 
undergraduate and postgraduate courses as well as a Year 0 programme that feeds into some of the 
BA courses. 

http://www.nua.ac.uk/
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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 this section is the day-to-day uses of decoration, 

ornamentation and pattern in home and work environments using the chair as an example. 

In his introduction to ¢ƘŜ 9ƴƎƭƛǎƘƳŀƴΩǎ /ƘŀƛǊ design historian John Gloag writes: 

(s)eats of almost any kind, fixed or movable, 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 disclosures 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 I write this I 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 work-life have become blurred, but the ƻŦŦƛŎŜ ŎƘŀƛǊ LΩƳ ǎƛtting on 

(Figure 4.1) would look out-of-place in any other room of the house: here it 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 we are most 

likely to feel alienated, and that this is less so at home where we are surrounded by our 

ƻǿƴ ōŜƭƻƴƎƛƴƎǎΣ ǘƘŜ ǘƘƛƴƎǎ ǘƘŀǘ ǊŜǇǊŜǎŜƴǘ ƻǳǊ ǇǊŜŦŜǊŜƴŎŜǎ όǊŜŦΦ .ƻǳǊŘƛŜǳΩǎ ƘŀōƛǘǳǎύΦ As 

discussed in Chapter Two, the workplace is more likely to deny these signs of affiliations ς 

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 office is only one of the ways in 

which economist Berardi (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 they can continue working 

in their own time. Workers can feel tied to work because of ever-increasing financial 

hardship and feel increasingly under pressure to meet targets. As digital technology 

becomes more mobile, Berardi argues that it is able to exploit the mind, language and 

ŜƳƻǘƛƻƴǎ ƛƴ ŜǾŜǊ ƴŜǿ ǿŀȅǎΣ ǿƘƛƭǎǘ ƻƴŜΩǎ ƻǿƴ ōƻŘȅ ŀƴŘ ƛǘǎ ƛƴǘŜǊŀŎǘƛƻƴǎ ǿƛǘƘ ƻǘƘŜǊǎ 

disappear behind computer screens. The home office and the influence of mobile 
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technology problematize the work/home polarity.22 Maharaj (2012) also points out that 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 

ŀǊƎǳŜǎΣ ǘƘŜ ǿƻǊƪŜǊΩǎ ƳŜƴǘŀƭ ŀƴŘ ƛƴǘŜƭƭŜŎǘǳŀƭ ŦŀŎƛƭƛǘƛŜǎ ŀǊŜ ŦƻǊŜǾŜǊ Ψplugged in to the 

ŀǎǎŜƳōƭȅ ƭƛƴŜΩΣ ǳǎƘŜǊƛƴƎ ƛƴ ŀ ΨŘŜŜǇŜǊΣ ƳƻǊŜ ōƛƴŘƛƴƎ ŀǎǎƛƳƛƭŀǘƛƻƴ ƛƴǘƻ ǿƻǊƪΩ όaŀƘŀǊŀƧ нлмнΥ 

134). A Year of Post-it Notes (Figure 4.13 and 4.14) ς explored in depth later in the chapter - 

was made specifically to explore the way work and home life activities conflate or 

crossover in everyday life.  

 

 

Figure 4.1Υ tƘƻǘƻƎǊŀǇƘ ƻŦ ǘƘŜ ŀǳǘƘƻǊΩǎ ŎƘŀƛǊ ƛƴ ƘŜǊ ƘƻƳŜ ǎǘǳŘƛƻ-cum-office. (Horton 2016) 

 

hƴŜ ƻŦ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴǘ ŀǎǇŜŎǘǎ ƻŦ tŜƴƴȅ {ǇŀǊƪŜΩǎ Modern Interior (2008) is that it offers a 

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 home-work continuum is used with caution as the home is a site for various 
labour activities including domestic work. Margaret Harrison draws attention to the issue of paid work 
undertaken in the home in her artwork Homeworkers of 1977, which highlights, in particular, the low rates of 
pay, usually for piece work, paid to women who were (and still are) most typically likely to take up such work.  


