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Stephen Johnstone
Introduction//Recent Art and the Everyday

Mostly, I believe an artist doesn't create something, but is there to sort through, to
show, to point out what already exists, to put it into form and sometimes reformulate
it. That's the spirit in which | gathered all the press clippings and photos of women,
their postures, their gestures - their hands stirring sauce or putting on a bandage. It's
a language in itself, which is why we don't pay any attention to it | didn't invent
anything, I indicated ...

- Annette Messager, Word for Word, 2006

The banal, the quotidian, the obvious, the common, the ordinary, the infra-ordinary,
the background noise, the habitual? [...] How are we to speak of these common thi ngs,
how to track them down, how to flush them out, wrest them from the dross in which

they are mired, how to give them meaning, a tongue, to let them, finally, speak of what
it is, who we are,

- Georges Perec, Species of. Spaces, 1974

Contemporary art is saturated with references to the everyday. Since the mid-
1990s numerous international biennales, site-specific projects, historical
overviews of modernism and themed group exhibitions have attested to the
widespread appeal of the quotidian to curators and artists alike.' Coupled with
this is the persistent presence of the term and its affiliates in reviews, articles and
essays, in which everyday life attains the status of a global art-world touchstone.

Drawing on the vast reservoir of normally unnoticed, trivial and repetitive
actions comprising the common ground of daily life, as well as finding impetus in
the realms of the popular and the demotic, the rise of the everyday in
contemporary art is usually understood in terms of a desire to bring these
uneventful and overlooked aspects of lived experience into visibility,

For some, this turn to the ordinary leads to a recognition of the dignity of
ordinary behaviour, or the act of stating simply, ‘here is value'? For others, it may
result in an unveiling of the ‘accidentally miraculous', or the desire to make art
Wwith the unassuming ease of the amateur photographer. For others still, an art
that focuses on the everyday might construct ‘a vaguely ethnographic aesthetic’*
or be nothing more than the record of simply venturing out and happening across
something interesting.* Elsewhere, the everyday sparks a distrust of the heroic
and the spectacular: its oppositional and dissident connotations are foregrounded
as it is deployed in a confrontation with ‘the bureaucracy of controlled

ion'® From another position, interest in the t?veryday signals a .]055 t?f
. culture and its pleasures,’” while elsewhere again, 't e
guilt ks ks us to consider the deceptively simple question:
investigation Dfeverydayn.ess asks :
Wha when nothing happens? e
P P ive, however, a commitment to the quotidian has a
mﬁll .mem aIlOth_ef Zezz?rt- ac.:cessed through the use in art of ordinary found
'l i i da mi-ght be the common ground of experience that allows
.m;gmﬁjm : :th_e Evgun};ersrand the effects of history on the private lives of those
i WSIIC:I'L overlooked'.? Commitment to the everyday can also indica.te the
guewg.eg:f: a voice to those silenced by dominant discourses' and idEOlUglEdS -‘2
commitment coupled with the responsibility to engage with the every at;:d
: tive potential; for in this dialogue to notice ‘the taken-fur—_gre:-n
mn of others is the first step in irrevocably ch;?ngmg everyday life. o
Connecting these various and sometimes contrac.hcto.ry approacheshtt; thz
everyday are a number of common assumptiﬂn‘s. First is the sense t af :
everyday, as in Georges Perec's epigraph above, exists bglow the threshold o t e
noticed and is everywhere and nowhere at the same t]l'-l‘l(-_‘. Secondly, th(?re 1tsh :
tlésire to confront things in the world at large rather t}.l&‘l'l in the art wulrld (;.]e.[. e
eritique of other art or of art institutions). Linked to this is the assump.t:cm tha ”
everyday is both authentic and democratic; it is the place where ordinary pE:)hF:, ,
creatively use and transform the world they encounter frm:n fme day to ano [c;
Thirdly, when artists and curators allude to the everyday it is alrr}ost alway_rs :
'sué,gest that what is at stake in such a gesture is the extent to which an amsF is
able to get close to things, to be immersed in the world, as opposed to o:nse;-:::zg
and judging from afar. And finally, running through many of these examp ;s :
sometimes unstated but always implicit notion that a turn to the everyday wi
i and life closer together. ;
bnnlfu?cnwhy the wer;.rt:lalg;-rE now? Possibly, as JDh‘I'I R:?uberts suggests, 1zt hist
something to do with the lure of the ordinary” and, in this l"F."gal"l:‘l. the fina pc::lh
above is germane here; in the reconciliation of art and l1fe lies ‘;)erhal?s ef
potential to undermine what has appeared to many as a misconceived view of
art’s destiny: to be no more than an autonomous and rarefied sphere o
i nsumption, :
pm?fug:ro::\;r:;dii is ths realm of the unnoticed and the overlooked, hov‘;rew.:r. tlt
might be asked just how we can attend to it? How do we drag the every ay into
view? And if we manage to do so, is there a form ur_ style appmprlate to
representing what has been identified as the ‘inherent |ncletf3rrnm.‘fcy of the
everyday? Which in turn begs the question: why should we \n.i1sh t(.] mves.ngate
the everyday in the first place? Is it simply to see what remains hidden in m..u'
lives, to identify what we take for granted? Or do works about the everyday in



some way show us how to look more critically and in so doing ‘train attention on
our own experience, so that discourse on the everyday is ultimately pragmatic or
performative in character?" And finally, what of the injunction that to bring the
everyday into view is to change it?

. The diverse texts collected here address these questions, while not answering
them in any simple way. This anthology documents the various different ways
that artists have engaged with the everyday since 1945, The focus is on
contemporary practice since the 1980s and the antecedents that most often
inform this work, from the Situationist International and Fluxus to conceptualism
and feminist art of the 1970s. In recent years publications on the everyday have
surveyed aspects of the Soviet avant-garde, Dada and Surrealism, documentary
photography in Weimar Germany and the Mass Observation movement in Britain;
identified the aesthetic character of everyday life; and introduced figures such as
Henri Lefebvre, Michel de Certeau and Georg Simmel to a new audience. Even
more recently we have seen a polemic that attempts to reinvigorate the
revolutionary potential of the everyday and in so doing counter the perceived
‘contraction’ and ‘philosophical foreshortening’ of the idea into a theory of
creative consumption.”

However, very little exists on the everyday in recent art. In gathering this
material together it is possible to begin mapping the singularity and specific
character of art’s recent encounter with everydayness. A number of the texts
gathered here make it explicit that the everyday is one of the few critical concepts
in which the agency of art is acknowledged - it is in the speculative, unsystematic
and ambiguous work of writers and artists, dramatists and poets that we see the
pre-history of an analysis of the everyday. Thus, while a key theorist of the
everyday such as Henri Lefebvre may at times be extremely critical of the
specialized knowledge art produces and the professional identity of artists, he
readily acknowledges that the imprecise and ambiguous realms of art, literature
and drama have played a fundamental role in bringing everyday life into view.
While it may be the case that for Lefebvre art still remains an alienated activity
and a sphere of limited freedom, artworks can offer illuminating and revealing
routes into the everyday. For example, in volume Il of the Critique of Everyday Life
he suggests that art is fundamentally linked to play and, like play, is
‘transfunctional’ (that is, it has many uses and at the same time it is not useful at
all). In fact, Lefebvre claims, the work of art acts as a kind of ‘play-generating yeast’
in the everyday; an action that suggests both the splitting down into simpler
substances and the process of fermentation, agitation and disruption.™
Developing this theme in the well known opening section of Everyday Life in the
Modern World some seven years later in 1968 Lefebvre emphasizes the crucial
role of James Joyce’s novel Ulysses in establishing the revelatory character of art's

experimental engagement with the everyday. For Lefebvre, Joyce's ‘profoundly
bmmg' ino' book is the first time a piece of creative fiction had dared to exploit

language ‘to the farthest limits of its rfesources. inc!udil_}g its pur;lgf' muzic:el
potentialities’ in order to convey the dailyness of fially life. In so -mI-.l?s‘j y
‘rescues, one after the other, each facet of the quotidian from lar?onyrnlty . s
For Lefebvre the aim of any investigation of the erveryday is ‘to grasp a certain
quality’, to ‘get inside’ it. But what is there to get 1nsade?. I-‘.or the everyday, as
Lefebvre goes on to tell us, is what is ‘left over’ when spec:aljlzed knowledge has
‘been exhausted. In the essay that opens this collection Maurice Blancho.t goes so
far as to suggest that the everyday exhibits an 'absence_ o_f quaiities‘.. that it cannot
be approached cognitively, and ‘displays an Energlzmg‘ Eapatltj'; to subvert
intellectual and institutional authority’. It is ‘inexhaustible, unimpeachable,
always open ended and always eluding forms or structures’. Moreover, the
everyday is the site of a fundamental ambiguity: it is both where we become
alienated and where we can realize our creativity. Here Blanchot close!y_ follows
Lefebvre, who argues that the everyday is the place 'where I‘IE}JEN[”IOH and
creativity confront each other': it is both *humble and sordid’ and ‘simultaneously
the time and place where the human either fulfils itself or fails’." :
Lefebvre not only suggests how difficult it is to answer the question ‘what is
the everyday?' but also indicates that any attempt to do so usﬁng a ‘oneATu-.tay
critique’ or a single body of existing knowledge may well immobilize the q_ualrtles
that define the very thing we are concerned to locate. There is no either/or
position in the study of the everyday, for to adopt such a stance would miss the
complex, contradictory overlapping of alienation and creativity at its heart. Thus
the everyday is said to demand an interdisciplinary openness, a willingness to
blur creatively the traditional research methods and protocols of disciplines such
as philosophy, anthropology and sociology. Perhaps these contradictions and
qualifications that characterize the everyday make it seductive territory for those
artists who intuitively value the qualities of ambiguity and indeterminacy as ends
in their own right (Annette Messager, Susan Hiller, Fischli and Weiss, for example).
Most of the art presented or discussed here may aspire to directness and
immersion but it does not approach the everyday in any straightforward
documentary way. Much of it uses ruses and subterfuge to find ways of
Tepresenting or engaging with the quotidian (Annette Messager as a trickster and
‘word thief; Stanley Brouwn as someone lost in need of directions; Sophie Calle
a5 a chambermaid rifling through the belongings of hotel guests). Or it adopts a
childlike attitude (Yoko Ono's instruction to jump in every puddle; Francis Aljjs
playing nursery rhymes with a drumstick on street railings). It trades in a kind of
willed naiveté (Gillian Wearing) or nostalgic passivity (Allen Ruppersberg's Io-.ri‘ng
fecreation of a café, ‘sumptuously filled with romantic detail'). It adopts strategies



associated with schooling and socialization such as copying out lists of
instructions - how to cook properly or make a shelf for your kitchen (Annette
Messager). It questions the need to make choices when noticing the ordinary (we
are going on a journey so we must take our camera and film everything we see —
Fischli and Weiss). It takes advantage of chance (the overheard fragments of
conversation collected by lan Breakwell; Gabriel Orozco's films of interesting
chance configurations found in the urban landscape; Richard Wentworth's street
photos of objects evidencing makeshift solutions to everyday problems). It stages
barely noticeable events (Roman Ondak's SK Parking - Slovakian Skoda cars
parked behind the Secession building in Vienna for two months; or Hans-Peter
Feldmann's ‘actions’ in which he paints the exterior of his family car in different
ways, as if he belonged in turn to a rock group, a circus, a striptease club). It
deploys poetic devices such as slow motion and the over-extended take (Andy
Warhol, Chantal Akerman), or literally shooting from the hip when something
captivating comes into sight (Jonas Mekas - who frequently films without looking
through the viewfinder). All of which alerts us to another important point about
the relation between art and theories of the everyday: most artists don't read
Henri Lefebvre or Michel de Certeau in order to discover the ordinary. When the
artists above perform these actions they are not doing so in order to illustrate the
central theses of The Practice of Everyday Life or Everyday Life in the Modern
World. What becomes evident in the interplay between the theoretical writings
of such theorists and the examples of individual artworks presented here is a
dialogue in which all of those interested in the everyday search to find a language
or form that can adequately convey its complexity, ambiguity and elusiveness.

In a key contribution to the first section ‘Art and the Everyday’, Jonathan
Watkins, who curated the 1988 Sydney Biennale titled ‘Every Day’, develops a
historical and generational argument to account for the contemporary rise of the
everyday. He claims that the desire to look at the ordinary is to reassert ‘a non
ironic kind of realism’ and to ‘express what it's like to be in the real world’; a desire
to communicate what it really feels like ‘to be here, now". This everyday realism is
also linked to ‘efficacy and unpreciousness' in the way art looks, and a new
concern with ‘the power of relatively simple gestures’ as art connects with lived
experience. Such works are ‘unforced artistic statements, incidentally profound
observations on our lives as lived everyday'. This art has no particular form - in
the sense that no one form or style predominates over any other - but the artists
selected for the Biennale (and the number here is large, around 100 or so) are
united by a shared concern: ‘an aspiration to directness, as opposed to gratuitous
mediation or obscurantism'. And so, with no individual style privileged over
another, works as various as the process-based paintings of Bernard Frize
(frequently produced using commonplace tools such as a roller or ad-hoc painting

devices such as four brushes tied together to produce rhythmic paintings that
sembody the passage of time’); the multi-monitor video work Visible World by
Fischli and Weiss (nearly 100 hours of video footage that transcribes their many
unremarkable journeys in which everything they see appears to demand their
attention); Vladimir Arkhipov's Museum of the Handmade Object (a collection of
makeshift, hand crafted devices, tools and household items made by ordinary
Russian people out of discarded and broken materials); and Navin Rawanchaikul’s
Navin Gallery, Bangkok (in which taxi drivers sell comic books in their cabs
narrating events from their lives) can all ‘communicate the nature of the
everyday'. The direct simplicity of these artworks is then positioned as a ‘rejoinder
to played-out operatic tendencies and an overloaded academic (or pseudo-

‘academic) discourse in the visual arts'.”

Watkins' polemical assertion that the everyday may be seen as an antidote to
a barren, academicized and theoretically overloaded art was not unique in the
latter part of the 1990s and several of the essays reproduced here express variants
of this belief, most notably those by John Roberts and Nikos Papastergiadis.” But
it would be a mistake simply to position art as the experimental research arm of
everyday life studies. Art may offer models for revealing what is hidden in the
everyday but the question of what actually happens to quotidian phenomena
when they are recoded into art is still a thorny issue for many critics. Oppositions
and contradictions are not smoothed out in this collection and texts range from
the affirmative to those condemning the appropriation and containment of the
everyday by art. For some, such as Papastergiadis, the particularity of the
engagement that art may have with the everyday must be grounded in an
awareness of the materiality of art and the type of counter-intuitive knowledge
that art might produce. For others, such as Ben Highmore, the relationship of art
to the everyday is entirely problematic: while he may develop an argument to
support the claim that art, particularly the early twentieth-century avant-garde,
has played a fundamental role in identifying the everyday, he also asserts that
‘high culture’s propensity towards subjective expressionism in relation to the
everyday' must be dislodged if the aesthetic is to become an appropriate tool for
registering everyday life's contradictions and inexhaustible ambiguity.”

The complexity of art’s position in relation to the everyday is thus central to
the essays in the first section. In addition to key texts by Lefebvre and Blanchot,
and those by the authors mentioned above, are a discussion between the
Curators David Ross and Nicholas Serota on the role of recent art about the
everyday in bringing to light new narrative accounts of modernism; Martha
Rosler's polemic for an art of Verfremdunseffekt or distanciation in order to
subvert the myths of the everyday; Jeff Wall's analysis of the role of fellow artist
Dan Graham’s 1960s magazine works in fusing a ‘journalistic attitude ... with a



situationist-conceptualist strategy of interventionism, or détournement’ in
order to intrude into the everyday sites of the media’; and Allen Ruppersberg’s
Fifty Helpful Hints on the Art of the Everyday, which in stark contrast to Rosler's
text is a bright and sunny set of aphorisms that encapsulate Ruppersherg’s
affectionate embrace of the ordinary, summed up by the artist Allan McCollum
as ‘a love letter to the ephemeral and to memory, a valorization of the things that
are destined to disappear’®

These essays and statements help to frame what follows in the subsequent
sections on looking and noticing, and on ethnographic and documentary
approaches, but it's important to note that they don't in any way contain what
comes next. Texts such as Sally Banes' historical overview of the recuperation of
the ordinary in the New York art world of the early 1960s; Helen Moleworth's
essay on Mary Kelly, Mierle Laderman Ukeles, Judy Chicago and her collaborators,
and Martha Rosler; and Lucy Lippard's account of the participation of women in
conceptualism; all demonstrate that the everyday was the focus of a wide range
of investigations long before the current use of the concept.

The second section, ‘The Poetics of Noticing', features a number of shorter
texts — works by Yoko Ono, Daniel Spoerri, lan Breakwell: statements by Marcel
Duchamp, the Lettrists, Alison and Peter Smithson; interviews with Stephen
Shore, Francis Aljs and Roman Ondik - all of which highlight strategies to
represent that which is apparently untellable or below the threshold of the
understood and the seen. This theme of noticing, or attending to, is the
fundamental concern of Perec’s experimental writings from the early 1970s and
the extract included here centres on his attempts to find a model of notation
appropriate to the task of simply looking at the everyday and describing an
ordinary street scene. The importance of Perec’s work to the emergence of the
everyday as a site of interest for artists, writers and theorists alike is emphasized
in the extracts from an interview with Paul Virilio, who worked with Perec on the
journal Cause Commune in the late 1960s. He identifies the notion of the ‘infra-
ordinary’ as central to Perec's concern with everydayness (infra here meaning
below, beneath or after): ‘What do we do when we do nothing, what do we do
hear when we hear nothing, what happens when nothing happens?’ This concern
is also explored in the text by Ivone Margulies on the influential early films of
Chantal Akerman, who employs extended takes, no camera movement and a lack
of any kind of dramatic action as she trains her camera on the repetitions of
ordinary life - a woman doing domestic chores, a pension hotel, a New York street
scene. Margulies places Akerman's work in the context of neo-realism and the
films of Andy Warhol to discuss the representation and experience of boredom as
a central concern in any attempt to mine the everyday.

Vincent Kaufmann's text on Guy Debord views the influential situationist idea
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of the dérive, the activity of the ‘drifter’ in the city, as a principle of ‘pure mobility’
that presages an art with no works. Three texts by critics, on Hans-Peter
Feldmann, Fischli and Weiss and Richard Wentworth, and a statement by the
artist Gabriel Orozco, focus on art that explores the idea of looking and noticing.
Concluding this section and, at the same time, constructing a bridge to the
discussion of ethnography in the next, is Michael Sheringham's text ‘Configuring
the Everyday’, focused on ‘projects of attention’, Sheringham takes us directly to
the question ‘Should we pay attention to the everyday, and if so how should we
do it?". Recognizing that ‘quotidienneté dissolves (into statistics, properties, data)
when the everyday is made an object of scrutiny’ he proposes that what connects
the most redolent and suggestive attempts to acknowledge the everyday is their
project-like status. Drawing on examples from French everyday ethnography,
such as Cortdzar and Dunlop’s Les Autonautes de Iz cosmoroute, ou Un Voyage
intemporel, a journey from Paris to Marseilles in a camper van during which they
never left the immediate confines of the autoroute; Jean Rolin’s attempt to walk
the line of the Paris meridian: and examples from contemporary art, such as
Sophie Calle’s L'Hétel, Sheringham details the ‘characteristic myopia’ of these
projects and the attendant ‘preoccupation with the domain of practice’ as self-
imposed rules, tasks and constraints force the authors into an ‘interrogative rather
than assertive’ mode of looking.

The final section, ‘Documentary Style and Ethnography", focuses on the idea of
‘getting inside’ the everyday and the methods that artists have adopted to register
the quotidian from a position of being plongé dans (plunged into) dailyness and
triviality. Of key interest here is the way that various artists appropriate and
transform the conventions of documentary filmmaking and photography and the
protocols of ethnography as they search for a way to find a form of practice that
stays immersed in the everyday. This possibility is explored in the essays by John
Roberts, Abigail Solomon-Godeau and Tom McDonough in relation to
transgressive forms of popular pleasure in the British art of the 1990s; the
intimate ‘insider’ photographs of Nan Goldin; and the experimental documentary
filmmaking of Edgar Morin, Jean Rouch and Guy Debord in the early 1960s. Also
included in this section are Joseph Kosuth's call for artists to cultivate cultural
fluency as a way of ensuring an anthropological art of engagement and praxis,
Susan Hiller's informal lecture about her work Monument (1980-81) that reflects
on a collaborative form of noticing in order to produce new meanings, and
Stephen Willats' statement describing his work The Lurky Place (1978), in which
he investigates how ‘counter consciousness' might be produced by the users of
everyday objects and places.

Among the other significant works by artists in this section, Annette
Messager's short text pieces from the 1970s are included here as examples of an

vday that endlessly plays with the conventions of documen.tary and

y to forge a poetics of the social forces, influences and desires that

At‘fmininity in post-1945 France. Moving between the twin poles of
.. and fantasist, her work shines an ambiguous half-light on The

Jage that underpins the most quotidian of activities..those of wasrfmg
njng the post, finding an appropriate type of signature, sewing,

cooking. In the resulting notebooks and personal albums, pages from

.household instruction manuals are copied, redrawn and collaged
then in turn combined with poetic personal maxims, proverbs and
ive observations about men she sees on the street or Rhotographed
lists of phrases culled from romance novels and cor.mc books, and
of household gestures. All of this is then presented in hundreds’ of
writing books or cheap albums that are almost impossible to classify,
both intimately resemble and at the same time distance thcfmselves
kind of instructional notebooks promoted in women's magazines a‘nd
Contextualizing her work, Rebecca DeRoo describes hcm: ‘by preserving
~work through ethnographic methods that presen‘ted it as a forn? of
Messager not only engaged in a task of preservation and celebration,

played an awareness of limitation’.
's work is emphasized here as it draws together many of the themes

ntial of this work. Is she simply pointing and saying here is value? Is
g a form of historical recovery and a celebration of traditional
yaking skills that have been all but obliterated by the educational manuals
: Is she draws on? Is she simply drawing attention to the overlap
reality in the everyday? Or is she suggesting that a creative impulse
buried deep in the activities she documents? '

ps this is where Lefebvre’s notion of art as play-generating yeast is
wvorks that attend to the everyday are not arguments; they do not offer
utions or indeed even rational observations. As Messager herself suggestted in
art of the everyday might be nothing more than a modest and highly
form of paying attention and tinkering:

e Messager the Practical Woman, and Annette Messager the Collector
tion". They do not want to lose anything: they recuperate whatever

Annette Messager the Artist dares to be much more extravagant ...)
1 the end my work is nothi ng but a very large patchwork, just like our culture
obbled together, a bric-a-brac of different elements, of heterogeneous
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recollections juxtaposed like a patchwork quilt that constitutes our identity: that's
why I am so interested in the notion of tinkering. Annette Messager the Artist
“tinkers with media" by mixing together photography and drawing in the same
image, by altering their functions. So the drawing seems more objective than the
photo; it may even become photography's evidence.™
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Henri Lefebvre
Clearing the Ground//1961

Common-sense objections [to the critique of everyday life|:
To begin with, everyday life does not exist as a generality. There are as many
everyday lives as there are places, people and ways of life. Everyday life is not the
same in Timbuktu, in Paris, in Teheran, in New York, in Buenos Aires, in Moscow,
in 1900, in 1960. In fact, what do the words mean? Whatever is repeated on a
daily basis? The action of opening or shutting doors, of eating and drinking? Only
organic functions correspond to your definition. Utterly without interest,
Everyday life in art? In politics? That must mean the everyday life of the
artist, of the politician, what they eat, what they drink, how good or bad their

digestion is. As far as art or politics is concerned, utterly unimportant, You are
Just a vulgar materialist ...

Reply

Do you really think you have understood what the words critique of everyday
life actually mean? Is it a question of describing, comparing and discovering
what might be identical or analogous in Teheran, in Paris, in Timbuktu or in
Moscow? Such an aim would indeed be restricted to the basic and the
physiological. The aim of a critique of everyday life is quite different. It is a
question of discovering what must and can change and be transformed in
people’s lives, in Timbuktu, in Paris, in New York or in Moscow. It is a question
of stating critically how people live or how badly they live, or how they do not
live at all. Would you go so far as to say that everyday life cannot change? If so,
you destroy your own argument, because you have already admitted that it can.
Critique implies possibilities, and possibilities as yet unfulfilled. It is the task of
critique to demonstrate what these possibilities and this lack of fulfilment are.
Do you think that basic physiological demands - organic functions, as you call
them - are external to social life, to culture, to civilization, and are thus
unchangeable, or relatively so? Such a postulate would be highly debatable and
highly dangerous. Moreover, the term ‘everyday’ has misled you. You take it
literally rather than seeing its deeper meaning. Do you think that the repetitions
which take place each week and each season are not part of everyday life?
Frequently, and not for the last time, we have taken rhythms and cyclic time
scales to be one of the contents of the everyday, with all that they organize and
command, even when they are broken and fragmented by linear time scales,
This is something which supersedes ‘the everyday' in its strictest sense. And

i is external and superior to real life, and that
amtherthin'g: i t‘hlzﬁ ;h;-;::endental plane? Similarly, do you think that
e above everyday life and external to society? Critique of
e anf:l < :zes a critique of art by the everyday and a critique of the
s E“C‘;‘:“ epncompasses a critique of the political realms by everyday
e by . d vice versa. In a similar sense, it includes a critique of sleep
. anakr:t'ulrless (and vice versa), and a critique of the real by the
el ('1ream$ bybwwhat is possible, and vice versa. This is to say that it begins by
imagtr.Iar;r' éln?ﬂia::rectital links, reciprocities and implications rather than an
estabhshms rchy, as you do. Finally, please note that what you say about the
uprela‘tEd '}IETEE ﬁay lives is less and less true. Technological or industrial
dwerSItY : telizvdsnt’o narrow the gaps between lifestyles (we are not talking about
h?;l;lgz:gnnndardsj in the world as a whole. Having said that, your argument has:tjl
point and raises a question. Would everyday life be merely the humble an

id si f life in general, and of social practice? To repeat‘ the answer we
iy i iti ble and sordid side, but not only
have already given: yes and no. Yes, it is the humble an : o
that. Simultaneously it is also the time and the piaFe where the umanl e
fulfils itself or fails, since it is a place and a time which fragmented, speciali ;
and divided activity cannot completely grasp, no matter how great and worthy

that activity may be ...

from historians :
g:r)i:;ia;“;fe is an aspect of history, an interesting nnf{, méybe. but mln.nr. To
study it in itself and for itself entails certain dangers. Like it or not, ar.ent you
falling back on the anecdotal, on something external to events and their deep-
seated reasons and causes? Over the last few years there have been volumes and
even entire series dedicated to everyday life in such and such a soc'!ety, at such
and such an epoch. Sometimes these are the work of serious historians. But do
you honestly believe that they do not bypass history, that they gre.not merely
marginal or anecdotal? Except when they deal with archaic societies, and are
written by ethnographers, they add nothing to what we already know ...

Re

ﬁgfel::d on one major point: history is a fundamental science. The humar! being is
historical and its historicity is inherent to it: it produces and is produced, it creates
its world and creates itself, Having said that, let us not simplify the?- process of
historical becoming, and let us avoid historicism. Everything is historical, agfe'?d'
but not equally so. History as a science does not exhaust the human. It neither
eliminates nor absorbs political economy, sociology or psychology. Remember
What we sometimes refer to as historical drift, in other words the gap between



intentions, actions and results. There can be no history without a critique of
history itself. Above all remember the issue of uneven development. In the links
between mankind (human groups) and nature, is that not a significant factor? And
there is not only history, but culture too, and civilization ... [...] For us, here, the
question is the modern everyday. We observe that history has had the following
result: the separation from what is historical per se of that other aspect of history
and of the human which we call the everyday. Today, in our society, everyday life
and culture, everyday life and historical event, are dissociated (but without losing
their solidarity completely). Marx was the first to perceive this characteristic of
the period. Read the Critique of Hegel's Philosophy of the State again, where Marx
points out the modern rift between private and public life which did not exist in
antiquity or in the Middle Ages:

The abstraction of the state as such was not born until the modern world because
the abstraction of private life was not created until modern times ... The abstract
reflected antithesis of this is to be found only in the modern world. The Middle

Ages were an age of real dualism; the modern world is the age of abstract
dualism.’

We could study literary history, and in particular the history of the novel, in this
light. We would see how the narrative of the novel distances itself from the epic
and the tragic, just as the everyday it describes becomes distant from historical
action and cultural totality. In fact it is true that at certain moments institutions,
culture, ideologies and the most important results of history are forcefully
brought into the everyday life over which they formerly towered; there they find
themselves accused, judged and condemned: grouped together, people declare
that these institutions, these ideas, these forms of state and culture, these
‘representations’ are no longer acceptable and no longer represent them. Then,
united in groups, in classes, in peoples, men are no longer prepared to live as
before, and are no longer able to do so. They reject whatever ‘represented’,
maintained and chained them to their previous everyday life. These are the great
moments of history: the stirrings of revolution. At this point, the everyday and
the historical come together and even coincide, but in the active and violently
negative critique which history makes of the everyday. After which, the wave
subsides and spreads out in a backward surge. What other moments are there

when the distance between what history makes possible and what it has

achieved becomes so great, like the distance between what men have wanted,

what has resulted, and what they have lived? History is necessary, but by itself
it is inadequate, According to Marx, this historicity is nothing more than a

summary of the prehistory of mankind, and indeed the men it tries to define
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of alternative forms of knowledge and cr:itiCIUF-" 0/sumup; th‘?
become aware challenge the critique of everyday life in the name of science:
historii_“ e ? day life will in turn challenge and accuse history in so far as
m{t critique ;:;:5 ':; faits accomplis, in so far as it is history which has reduced
;Ls:u:nr;rdzy to the state in which we find it! [...]

vl

How can everyday life be df?ﬁljled:?' It surrour_lds !.IS, it besieges u'sr on alIds'u-].c_':i:ir‘::;jr
irections. We are inside it and outside it. No so-called lelevate ac
o d to it, nor can it be separated from it. Its activities are born, they
iy rild:::lzrge' o.nce they have left the nourishing earth of their native land,
f;“::: of them rl:an be formed and fulfilled on its own acmx;nt. In thrlzdea:itils
they are born. If they emerge, it is because they have grown an ']JI:DS[JE i
at the heart of the everyday that projects become works (:'lf creatwlty_,-'. "
Knowledge, science and scientific discovery SE{H]EL‘I]‘I‘I’?S. consist Frf r;:e
instants of discovery. Yet science has its everyday .]le: training, I:e.achl.ng,'t e
climate in scientific circles, administrative questions, the way institutions
[
Ope{‘;?'::ofessional soldier dedicates himself to heroism. The army prepareds
itself for war; that is its aim and its purpose. And yet moment.s of combat a.n :
opportunities to be heroic are thin on the ground. The army has I.IS everyday life:
life in barracks and more precisely life among the troops ( Utht:l’W]SG.E known as tI_le
‘contingent’; lexical familiarity may veil what is ironic and dlal?ct:cal about'thl.s.
but here, as elsewhere, the ‘contingent’ is the ‘necessary'!). This everyday life is
not without its importance in relation to dreams of heroism and th.e fine moral
ideal of the professional soldier. It is the springboard for‘ subhmfe actlo'ns.
Questions of rank, promotion and military honours are part of it. There is a saying
that army life is made up of a lot of boredom and a couple of dange.rous momenFs.
Let us consider the state and the practical operation of its n?anagenal
spheres. There is an everyday life of the state. It is not the same thing as the
everyday (private) lives of public figures. It has a well—lfnown name:
bureaucracy. There is a political everyday, the everyday of parties, apparatus,
relations between these bodies and the masses who elect them and whorp th.ey
administer, To study the everyday life of the state would thus be to study in vivo
and in concreto the functions and the functioning of bureaucratic appafatuses
and their relation to social praxis. Emerging above this everyday life are
Important decisions and dramatic moments of decisive action.
Factories, trades unions, work and the relations between workers all have
their own everyday life. And from that everyday life come strikes, or the
introduction of new technologies, etc.



IX

Should we define the everyday as the petty side of life, its humble and sordiqg
element? As we already said, yes and no. Yes, this small, humble and sordid side
of all human existence has been part of the everyday since time began, and unti]
there is a project, a policy to restore technical possibilities to the everyday in
order to overturn it from top to bottom, it may well be so for a long time to come,

Every day thousands upon thousands of women sweep up the dust which has
gathered imperceptibly since the previous day. After every meal, too numerous to
count, they wash the dishes and saucepans, For times too numerous to count, by
hand or in the machine, they remove the dirt which has built up bit by bit on
sheets and clothes; they stop up the holes the gentle rubbing of heels inevitably
makes; they fill emptied cupboards and refrigerators with packets of pasta and
kilos of fruit and vegetables ... [which explains the following definition of
everyday life:] The ensemble of activities which of necessity result from the

general processes of development: evolution, growth and ageing, of biological or

social protection or change, those processes which escape immediate notice and

which are only perceptible in their consequences.’

This attempt at a definition, with the vivid description which accompanies it,
sheds a remarkable light on one aspect of the everyday: the reverse side of all
praxis. However, it prompts several reservations and criticisms, Like all
definitions, it tends to immobilize what it is trying to define, presenting it as
timeless and unchangeable. And as definitions frequently do, it takes one aspect
or one part as the whole,

If things were like this, the study of everyday life would be easy and critique
of it would be effortless. It would suffice to note down and emphasize trivial
details from one day to the next, the daily gestures with their inevitable
repetitions. And after that a simple project: work, family life, immediate
relations (block of flats, neighbourhood or village, town), leisure, The
impoverished eloquence of tape-recorded interviews would reveal the poverty
and misfortunes of the everyday. Analysis of the content of these interviews, and
in particular of their language, would quickly single out a certain number of
themes: loneliness, monotony, insecurity, discussions on solutions and the
absence of solutions, on the advantages and disadvantages of marriage, on
professional occupations. One could possibly examine these themes using the
well-tried methods of sociology or combinative analysis. One might succeed in
determining fairly precisely attitudes within or towards the everyday (attitudes
of acceptance, but more often of rejection) in certain groups. As well as
quantifying in this way, the inquiry would retain a certain number of privileged

————

ce. It could even go so far as to attempt some experiments
o what too successful experiment in which a study group
r accident in order to observe the behaviour of the other

es of evid
(similar to the some
simulated a serious ca

e ;: 'Lf:iﬁ;ﬂf] a little irony, this path could lead us a long way. One may
Wit

; images of society and of its duplicates,
e SOGOIOSlvi’a?f t::prie: glsaiactergized just as much by what it rejects
B mTSEd‘ o 5 fnrd assimilates. The more economically developed a
i w!mt - Cﬂﬂsumf thrown away, and the faster it gets thrown away. People
e g‘f’ sk, in the promised land of free enterprise, the dustbins
T I\::le:;e g':ore visible they are the more inefficiently public services
R lmd eloped countries, nothing is thrown away. The smallest piece
| Uﬂd*_ﬂ' e llest tin is of use, and even excrement is gathered.
C i smnlg‘ ’the hs::: i: Z sociology of the dustbin. [...]
tlinin :
Wh?; ;?sa;jeur: all rl%ere was, critique of everyday life would m‘lly I:I::-mtgi::z:i
disappointing aspects of social praxis to the fore. It \._'uouh_:] emphasme t .a'ldrm["d
and the repellant. It would paint a black picture of dissatisfaction. It wouh‘ .
to concentrate on the sordid side of life, on suffering, on a rather old-fas Long
populism. It would use the pseudo-realism of a Bernard Buffet ordt' e
stammering, desperate lyricism of a Samuel Beckett a§ a means ofundez‘-stan n:i;
social man. If this were the only path it followed, critique of_ew.ieryday ‘Iifﬁ' wou (
be barely distinguishable from a certain branch of ex‘Jstentlahsm Whl(‘h. took it
upon itself - and very skilfully - to underline the marginal elemen_ts ofexlstT:n;e.
To a philosophy like this, all analysis of everyday lAife would contribute would be
ientific jargon and a stodgy sociological pretentiousness. ‘
& Tl?e h:rp;gt?msis of our sf:dy is rather different. According to t'his hyputhe:sls.
which underpins the programme as a whole, it is in everyday life a.nd starnlng
from everyday life that genuine creations are achieved, those creations whfch
produce the human and which men produce as part of the process of becoming
human: works of creativity. _
These superior activities are born from seeds contained in everyday practice.
From the moment groups or individuals are able and obliged to plau.] ah-ead. to
organize their time and to use whatever means they have at their disposal,
reason is formed in social practice. As day follows trivial day, the eye learns how
{0 see, the ear learns how to hear, the body learns how to keep to rhythms: But
the essential lies elsewhere. What is most important is to note that feelings,
ideas, lifestyles and pleasures are confirmed in the everyday. Even, and above all,
Wwhen exceptional activities have created them, they have to turn back towarC!s
€veryday life to verify and confirm the validity of that creation. Wi?atever is
Produced or constructed in the superior realms of social practice must



demonstrate its reality in the everyday, whether it be art, philosophy or politics.
At this level alone can it be authenticated. What does such and such an idea or
creative work tell us? In what way and how far does it change our lives? |t is
everyday life which measures and embodies the changes which take place
‘somewhere else’, in the ‘higher realms’, The human world is not defined simply
by the historical, by culture, by totality or society as a whole, or by ideological
and political super-structures. It is defined by this intermediate and mediating
level: everyday life. In it, the most concrete of dialectical movements can be
observed: need and desire, pleasure and absence of pleasure, satisfaction and
privation (or frustration), fulfilments and empty spaces, work and non-work,
The repetitive part, in the mechanical sense of the term, and the creative part of
the everyday become embroiled in a permanently reactivated circuit in a way
which only dialectical analysis can perceive.

In short, the everyday is not a synonym for praxis. If we look at it in its
entirety, praxis is the equivalent of totality in action; it encompasses the base
and the superstructures, as well as the interactions between them. This view of
praxis may be rather too sweeping, but if we substitute it with something more
restricted and determined, it will disintegrate into fragmented practices:
technology, politics, etc. We will have to look at the category of praxis again. For
us, the everyday is a level.

Critique of unfulfilment and alienation should not be reduced to a bleak
picture of pain and despair. It implies an endless appeal to what is possible in
order to judge the present and what has been accomplished. It examines the
dialectical movements intrinsic to what is concrete in the human, i.e., to the
everyday: the possible and the impossible, the random and the certain, the
achieved and the potential, The real can only be grasped and appreciated via
potentiality, and what has been achieved via what has not been achieved. But it
is also a question of determining the possible and the potential and of knowing
which yardstick to use. Vague images of the future and man's prospects are
inadequate. These images allow for too many more-or-less technocratic or
humanist interpretations. If we are to know and to judge, we must start with a
precise criterion and a centre of reference: the everyday.

It is in this sense that in Volume [ of Critique of Everyday Life we defined
everyday life initially as the region where man appropriates not so much
external nature but his own nature - as a zone of demarcation and junction
between the uncontrolled sector and the controlled sector of life - and as a
region where goods come into confrontation with needs which have more or
less been transformed into desires,

This definition is not exhaustive, and needs to be more thorough. Let us go
back to the definition we suggested previously. It raises several questions
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e general processes of growth, developmer?t. _m_aturation and

do these general processes (not only individual ones, but
o ) go beyond the boundaries of the everyday? Do they
t do they return to it? This is a question which will

concerning th

ine. To wha
ﬁal and historical as well
abandon it? To what exten

have to be addressed.

) look at things from another perspective. Let us use our thought and
Let us

imagination to exclude specialized .at:l:iuities _from praxis. If .this ;?Estr]:;tlllcgg ;
it will rid practical experience of discreet nccupaflons i ‘e t

o i impl t (but not, of course, in physical terms of
such and such a technique or implemen e

ime consumed, rhythm or absence of rhythm). Wr!at a.re we le ?
eﬁu:;z;:; (or virtually nothing), say the positivists, scientists, technologues

i lists, etc.

- tﬁhn?}?ratss'asyn;:mer:tllasjjli;;'iﬂit;::. who would consider that this abstraction
or aﬁﬁyﬁ un:;ratiun scarcely attains the ‘or_n:ic' an.d is still far .removeai from the
‘ontological’, i.e., it fails to grasp the foundation, being (or nothtngness - i

Something, we will say, which is not easy to Fleﬁne, pre.msely sn}ce .
‘something’ is not a thing, nor a precise activity WIFh df_.-tenmned out.lmgs. ho
what is it? A mixture of nature and culture, the historical and the l.n-ie il o ef
individual and the social, the real and the unreal, a plalce of transitions, o
meetings, interactions and conflicts, in short a level of I"E-El]lt},f.

In one sense there is nothing more simple and more obvious than everyday
life. How do people live? The question may be difficult to answer, but that does
not make it any the less clear. In another sense not!ﬁng could be more
superficial: it is banality, triviality, repetitiveness. And .m yet another sense
nothing could be more profound. It is existence and the ‘lived’, revealed as they
are before speculative thought has transcribed them: what must be changed and
what is the hardest of all to change. i

This proves the general methodological principle of double deten_mnan_on. In
our opinion, this is essential to dialectical thought, which is not restncted.mmply
to discovering links (differences, oppositions, polarities and i rec.lprucal
implications, conflicts and contradictions, etc.) between determ!naFlons. It
discovers differences, dualities, oppositions and conflicts within each
determination (by conceptualizing it, i.e., thinking of it within a concept). [...]

X1

Having defined in outline everyday life as a level (of social reality) we can
consider individuals’ and groups' situation in relation to this level. Convers?ly. it
allows us to clarify the ideas of level and of the everyday, as a level of reality.



Thus itis clear that in terms of the everyday, the situation of a housewife and
a ‘society woman', of a tool-maker and a mathematician, is not the same, The
housewife is immersed in everyday life, submerged, swallowed up; she never
escapes from it, except on the plane of unreality (dreams: fortune tellers,
horoscopes, the romantic press, anecdotes and ceremonies on television, etc.),
The *society woman’ gets out of it by artificial means: society life, fashion shows,
snobbery, aestheticism or the pursuit of ‘pure’ pleasure. The mathematician gets
out of it by way of an extremely specialized activity in which, as it happens,
moments of creativity are few and far between. If he ‘is' a mathematician and
nothing but a mathematician, how insipid and unbearably obsessive he will be!
The more highly qualified and technical an activity becomes, the more remote
from everyday life the time it takes up becomes; and the more urgent the need
becomes for a return to the everyday. For the housewife, the question is whether
she can come to the surface and stay there. For the mathematician, the question
is whether he can rediscover an everyday life in order to fulfil himself not only

as a scholar (even if he is a genius), but also as a human being. And the ‘society
woman'? No questions, Your Honour. (i

1 Karl Marx, Critique of Hegel's Doctrine of the State in Early Writings (Harmondsworth: Penguin,
1975) 90.
2 This is from a report sent by Christiane Peyre of the Centre national de la recherche scientifigue

(CNRS) to the Groupe d'études de sociologie de la vie quotidienne, Centre d'Etudes
Sociologiques (1960-61),

Henri Lefebvre, Critique de 13 vie quotidienne [i, Fondements d'une sociologie de la quotidienneté
(Paris: LArche, 1961); trans. John Moore, Critique of Everyday Life, vol. 2: Foundations for 2 Sociology
of the Everyday (London and New York: Verso, 2002) 18-22: 44-47: 51.

Maurice Blanchot
Everyday Speech//1962

The Everyday: What is Most Difficult to Discover

In a first approximation, the everyday is what we are first of all, and most often;
at work, at leisure, awake, asleep, in the street, in private existence. The everyday,
then, is ourselves, ordinarily. In this first stage, let us consider the everyday as
without a truth proper to itself: our move then will be to seek to make it

—

; i the diverse figures of the True.. in the great hist.orical
P‘tﬁc'pate : e the becoming of what occurs either below (econorqlc and
Qi marions, bove (philosophy, poetry, politics). Accordingly, it will be a
gechnical changé? or;“: everyday onto history, or even, of reducing its privileged

o {.)r npef}l“ihis is what happens in moments of effervescence - those we
Fge- pﬂ\'a'te i istence is public through and through. Commenting
= oluton - Wh?n ” ing the French Revolution, Hegel showed

he law regarding suspects during t- e. '

por tch time the universal is affirmed in its brutal absn.'act exlgency. every
mat.ea i ery separate thought falls under suspicion. It is no longer

e individual carries in himself a set of reflections, of

to act well. Every indivi . : ;

enoug_h hat is to say reticences, that commit him to an oblique existence. To
i 't atm’e serious than to be guilty (hence the seeking of confession). The
be's e ]sr:ilates to the law to the extent that he manifestly does everything he
?ui?iﬂirger to be judged, that is, in order to be suppressed, brough.t back to the
void of the empty point his self conceals. The suspect is that fleeting Erisetn;:;
that does not allow recognition, and, through the part al_wa:,fs held bac .t a :
figures forth, tends not only to interfere with, but to bring lpto accusation, t E
workings of the State. From such a perspective, each gm:rerned is suspect, h.ut eajc.:l
suspect accuses the one who governs and prepares him to be at fault, smt;e e
who governs must one day recognize that he does not represerft the whole, u'; a
still particular will that only usurps the appearance of _the universal. Hence the
everyday must be thought of as the suspect (and the oblique) that a_lv‘vays escapes
the clear decision of the law, even when the law seeks, by suspicion, to track
down every indeterminate manner of being: everyd:ly i}ndiffe rence, (The suspect:

and everyone, guilty of not being able to be guilty.
anyBut. in l:’ newg:ltets. the critique (in the sense that Henri Lefevae. b_y
establishing ‘the critique of everyday life’, has used this principle of re_ﬂecFlon} is
no longer content with wanting to change day-to-day life by opening 1_t onto
history and political life: it would prepare a radical transforme‘ltmn of
Allesglichkeit [commonplacesness). A remarkable change in point of view. .The
eéveryday is no longer the average, statistically established existenfe of a gn{en
society at a given moment; it is a category, a utopia and an Idea, w:tltmut which
one would not know how to get at either the hidden present, or the dlscovfara.ble
future of manifest beings. Man (the individual of today, of our modern socnetxf.-s)
Is at the same time engulfed within and deprived of the everyday. And - a third
definition - the everyday is also the ambiguity of these two movements, the one
and the other hardly discernible. .

From here, one can better understand the diverse directions in which the
Study of the everyday might be oriented (bearing now upon sociology, .now-uenn
ontology, at another moment upon psychoanalysis, politics, linguistics,



literature). To approach such a movement one must contradict oneself. The
everyday is platitude (what lags and falls back, the residual life with which our
trash cans and cemeteries are filled: scrap and refuse), but this banality is also
what is most important, if it brings us back to existence in its very spontaneity
and as it is lived - in the moment when, lived, it escapes every speculative
formulation, perhaps all coherence, all regularity. Now we evoke the poetry of
Chekhov or even Kafka, and affirm the depth of the superficial, the tragedy of
nullity. Always the two sides meet: the daily with its tedious side, painful and
sordid (the amorphous, the stagnant), and the inexhaustible, irrecusable, always
unfinished daily that always escapes forms or structures (particularly those of
political society: bureaucracy, the wheels of government, parties). And that there
may be a certain relation of identity between these two opposites is shown by the
slight displacement of emphasis that permits passage from one to the other; as
when the spontaneous, the informal - that is, what escapes forms - becomes the
amorphous and when, perhaps, the stagnant merges with the current of life,
which is also the very movement of society.

Whatever its other aspects, the everyday has this essential trait: it allows no
hold. It escapes. It belongs to insignificance, and the insignificant is without truth,
without reality, without secret, but perhaps also the site of all possible
signification. The everyday escapes. This makes its strangeness - the familiar
showing itself (but already dispersing) in the guise of the astonishing. It is the
unperceived, first in the sense that one has always looked past it; nor can it be
introduced into a whole or ‘reviewed!, that is to say, enclosed within a panoramic
vision; for, by another trait, the everyday is what we never see for a first time, but
only see again, having always already seen it by an illusion that is, as it happens,
constitutive of the everyday.

Hence the exigency - apparently laughable, apparently inconsequential, but
necessary — that leads us to seek an always more immediate knowledge of the
everyday. Henri Lefebvre [in Everyday Life in the Modern World, 1962] speaks of
this as the Great Pleonasm. We want to be abreast of everything that takes place
at the very instant that it passes and comes to pass. The images of events and the
words that transmit them are not only inscribed instantaneously on our screens,
inour ears, but in the end there is no event other than this movement of universal
transmission: ‘the reign of an enormous tautology.' The disadvantages of a life so

publicly and immediately displayed are henceforth observable. The means of
communication - language, culture, imaginative power - by never being taken as
more than means, wear out and lose their mediating force. We believe we know
things immediately, without images and without words, and in reality we are
dealing with no more than an insistent prolixity that says and shows nothing.
How many people turn on the radio and leave the room, satisfied with this

fficient noise? Is this absurd? Not in the least. '-;;vhat 1; :s:sr;t;l i::
icular person speak and another hear, but that, w
arjric d no one in particular listening, there should nonetheless
o iin f undefined promise to communicate, guaranteed by the
ing and gDoing of solitary words. One can say that in this atte.m.pt to
g comu:lg level, the everyday loses any power to reach us, it is no
L a'[ I?S Ger; t wl;at can be seen or what shows itself, spectacle and
et - - i ctive relation whatsoever. The whole world is offered
e i We are no longer burdened by events, as soon as we
e |_00 il terested, then simply curious, then empty but
s et i demonstration, since at the
i d is it taking part in a street demo
e gODd t rest, we are at the demonstration itself, thanks to a
samE_rflomEﬂ'; S:{CUTE a:od‘:ceddl'eproduced. offering itself to our view in its
tele\f_ISIOfl s;?l::;ws l:lrse.topbelitﬂ:\.rf: that it takes place only so that we might be its
::t::-?:;rlt\;itness‘ Substituted for practice is the pseudodacquam:anuf:sek g:l ;1;
irresponsible gaze; substituted for the mtwemf_:nt of the a.*.lncept - i
lmrkp?- is the diversion of a superficial, uncaring and satisfied contemplation.
;;gn, well protected within the four walls of !'lis familial existenc;. letsl-l ;iu; ::;Lg
come to him without peril, certain of being in .no way changed by wh -
and hears. ‘Depoliticization’ is linked to this mt.wement. Aqd the e
government who fears the street — because the man in the street is alway?] on -
verge of becoming political man - is delight.eFl to_ be no ]rm:uret }-t,;;; o
entrepreneur of spectacle, skilled at putting the citizen l‘n us to sleep, e
to keep awake, in the half-light of a half-sleep, only the tlrelt_ess t.royeul: of i :‘;1 s ;
Despite massive development of the means of con"Lm.unllcatmn, t e' ev;ry i
escapes. This is its definition. We cannot help but ml_ss it if :we seek it t -ml:gs
knowledge, for it belongs to a region where there is still nothing tc? know, Jush‘il‘e
it is prior to all relation in so far as it has always already beer} said, eve.n w llr
remaining unformulated, that is to say, not yet information. l!: 1§ not the implicit
(of which phenomenology has made broad use); to be sure, it 1svalv\fays a]rea:y
there, but that it may be there does not guarantee its actuﬁhzelutlon, C?n the
contrary, the everyday is always unrealized in its very actualization which 'no
event, however important or however insignificant, can ever p]‘Od!.lCE. N§th1ng
happens; this is the everyday. But what is the meaning of this stationary
movement? At what level is this ‘nothing happens' situated? For‘whom does
‘nothing happen’ if, for me, something is necessarily always happening? In o_ther
Words, what corresponds to the ‘who?’ of the everyday? And, at tht? same t:rr‘lei
Why, in this ‘nothing happens, is there the affirmation that something essentia
might be allowed to happen?
EWI'W questions thezg are! We must at least try to hold onto them. Pascal

distant and su
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gives a first approach, which is taken up again by the young Lukdcs and by certaip
philosophies of ambiguity. The everyday is life in its equivocal dissimulation, angd
‘life is an anarchy of clair-obscur. ... Nothing is ever completely realized and
nothing proceeds to its ultimate possibilities ... Everything interpenerratgas_
without discretion, in an impure mix, everything is destroyed and brokep,
nothing blossoms into real life ... It can only be described through negations
This is Pascalian diversion, the movement of turning this way and that; it is the
perpetual alibi of an ambiguous existence that uses contradictions to escape
problems, remaining undecided in a restless quietude. Such is quotidian
confusion. Seeming to take up all of life, it is without limit and it strikes all other
life with unreality. But there arises here a sudden clarity. ‘Something lights up,
appears as a flash on the paths of banality ... it is chance, the great instant, the
miracle.’ And the miracle ‘penetrates life in an unforeseeable manner ... without
relation to the rest, transforming the whole into a clear and simple account.” By
its flash, the miracle Separates the indistinct moments of day-to-day life,
suspends nuance, interrupts uncertainties, and reveals to us the tragic truth, that
absolute and absolutely divided truth, whose parts solicit us without pause, and
from each side, each of them requiring everything of us and at every instant,
Against this movement of thought nothing can be said, except that it misses
the everyday. For the ordinary of each day is not such by contrast with some
extraordinary; this is not the ‘nuj moment' that would await the ‘splendid
moment’ so that the latter would give it a meaning, suppress or suspend it, What
is proper to the everyday is that it designates for us a region, or a level of speech,
where the determinations true and false, like the oppositions yes and no, do not
apply - it being always before what affirms it and yet incessantly reconstituting
itself beyond all that negates it. An unserious seriousness from which nothing can
divert us, even when it is lived in the mode of diversion: so we experience it
through the boredom that seems to be indeed the sudden, the insensible
apprehension of the quotidian into which one slides in the levelling of a steady
slack time, feeling oneself forever sucked in, though feeling at the same time that
one has already lost it, and is henceforth incapable of deciding if there is a lack of
the everyday, or if one has too much of it. Thus is one maintained in boredom by
boredom, which develops, says Friedrich Schlegel, as carbon dioxide accumulates
in a closed space when too many people find themselves together there.

Boredom is the everyday become manifest: as a consequence of having lost its
essential, constitutive trait of being unperceived. Thus the daily always sends us
back to that inapparent, nonetheless unhidden part of existence: insignificant
because always before what signifies it; silent, but with a silence already
dissipated as soon as we keep still in order to hear it, and that we hear better in
that unspeaking speech that is the soft human murmuring in us and around us,

or enclos

J movement by which the individual is held, as rho_uglh
2 t h; man anonymity. In the everyday we have no name, 1ltl“ e
j i face, just as we have no social determination to sustain
' Feeolity. S i in the day-to-day | am not a worker
be sure, | work daily, but in y s
s ‘ ork. The everyday of work tends to keep
lass of those who w : vl
o i the collectivity of work that founds its truth;
this befgels < while ceaselessly
i down structures and undoes forms, even
everyday brf:aks D:r d the form whose ruin it has insensibly brought about,
e |tselfbf! lll-: man. The earth, the sea, forest, light, night, do not
uman. i
:mm E ) which belongs first of all to the dense preser.n:‘e of great
b EWWda:sﬂms.:;hth admirable deserts that are the world's cities for the
urban need these :
expe o day to begin to overtake us, The everyday is not at hmpe
ik 3_}" t in offices or churches, any more than in libraries
ing-places, it is no : ! i
g dW‘e“m]gt lps in the street — if it is anywhere. Here | find again one o =
E*: ml{serms.ments of Lefebvre's books. The street, he notes, has the paradtl:‘m_
md]amunm Iz:u";:"l'la\.ring more importance than the places it connects, more |rvmg
e om
i C':':el'ln-an the things it reflects. The street renders public. ‘The stre?t tearse tr g
‘r;alwﬁw what is hidden, publishes what happens r?lsewhgre, in :Ecrstr.eer
de:;:']ms it. but inserts it in the social text.’ And yet what is published {:n U; i
ly di : it is sai this ‘is said' is borne by no word e
t really divulged; it is said, but . L .
is.':at:r“r‘::oum:ez just as rumours are reported without anyone transmitting tt;emfan:n
gecause the‘one who transmits them accepts being no GFIE. Thers res: :Jsu;?de
i ilous i nsibility. The everyday, where one lives as thoug
B mi'sllm isal ;rel of life where what reigns is the refusal to be
the true and the false, is a le i ohidpipisas
different, a yet undetermined stir: without responsibility and wi : i
' isi house of anarchy, since casting
without direction and without decision, a storehou :
i inni ismissing all end. This is the everyday. And the man
aside all beginning and dismissing . -Thi Bl b i
the street is fundamentally irresponsible; while having : i
is wi i all, but cannot answer for it, not throug
he is witness to nothing. He knows all, ‘ i
i it all lightly and because he is not really ;
Cowardice, but because he takes it all lig y. ey
Who is there when the man in the street is there? At. : ki
i i in the same way indifferent and curious,
Interrogation that settles upon no one. i / e
i i bile. So he is; these opposing bu
ol B e h' n the other hand
Juxtaposed traits do not seek reconciliation, nor do they, (')issfrudeitselfthat
counter one another, all the while still not merging; it is the vic
€scapes all dialectical recovery.
i ibili ur - where
To the above it must be added that the 1rrespnns1b|lzgf 0;111:;% bl
everything is said, everything is heard, incessantly and inte miuss 3 i
anything being affirmed, without there bemgia‘res:ponse to at ythe piapnd
EIOWs weighty when it gives rise to ‘public opinion’, but only to

The everyday 2
W[ knowing I



what is propagated (and with what ease] becomes the movement of Propagand,.
that is to say, when in the Passage from street to newspaper, from the everyday
in perpetual becoming to the everyday transcribed {I do not say inscribed), jt
becomes informed, stabilized, put forth to advantage, This translation modifies
everything. The everyday is without event; in the newspaper this absence

;in order
to go forth to meet another, one must first tear oneself away from an existence

without identity). Now in the newspaper, everything is announced, everything is
denounced, everything becomes image. How then does the non-ostentation of
the street, once published, become Constantly present ostentation? This is not
fortuitous. One can certainly invoke a dialectical reversal. One can say that the
newspaper, incapable of seizing the insignificance of the everyday, is only able to
render its value apprehensible by declaring it sensational; incapable of following
the movement of the everyday in so far as it js inapparent, the Newspaper seizes
upon it in the dramatic form of a trial. Incapable of getting at what does not
belong to the historical, but js always on the point of bursting into history,

newspapers keep to the anecdotal and hold us with stories - and thus, having

replaced the ‘nothing happens’ of the everyday with the emptiness of the news

item, the newspaper presents us with history’s ‘something is happening’ at the

level of what it claims to be the day-to-day, and which is no more than anecdote,
The newspaper is not history in the guise of the everyday, and, in the compromise
it offers us, it doubtless betrays historical reality less than it misses the

unqualifiable everyday, this present without particularity, that it contrives in vain
to qualify, that is, to affirm and to transcribe,

The everyday escapes. Why does it escape? Because it is without a subject.
When I live the everyday, it is anyone, anyone whatsoever, who does so, and this
anyone is, properly speaking, neither Me, nor, properly speaking, the other: he is
neither the one nor the other, and he is the one and the other in their
interchangeable Presence, their annulled irreciprocity - yet without there being
an ‘T and an ‘alter ego’ able to give rise to a dialectical recognition. At the same
time, the everyday does not belong to the objective realm. To live it as what might
be lived through a series of Separate technical acts (represented by the vacuum
cleaner, the washing machine, the refrigerator, the radio, the car), is to substitute
a number of compartmentalized actions for this indefinite presence, this

I ?mnﬁnua] ly, th

Bk,

t (which is however not a whole) by which we a}:e
movemiﬂ in the mode of discontinuity, in relation wn:.h t e
4:|ugm!’|r of human possibilities. Of course the t:weryday. SIF]CE 1;

inate totad by a true subject (even putting in que?[mn the notion o
cannot be assur'l'l'fent;:ngli"r to weigh down into things. This anyone presents
subject), tends u::-.man man for whom all is appraised in terms of good sense.
o= “ then the medium in which, as Lefebvre notes, alleﬂatlﬂll}rsr-

i e
The evei'lr'd*f ﬁgtiﬂns produce their effects. He who, working, l:l&S no other ; e
fetishisms, rei life, is also he for whom the everyday is the heaw.est, !Jut as suhe
than E'U‘El‘Yc:a;‘F 3101; this, complains of the burden of the everyday in exlsten(;:&]t.k
gEecomp a1 back: ‘rThe everyday is the same for everyone’ and even a‘d s, like
e hope that this will ever change.
Biichner’s Danton: ‘There is scarcely any hop
e doubt about the dangerous essence of the everyday, nor
i st e ro i h time that, by an unforeseeable leap, we
this uneasiness that seizes us eac ' ; e
ghout : ing it, we discover that precisely nothing fa :
stand back from it and, facing it, W
; ] day life?’ Not only must one not doubt it, bu ;
B (s cverycay, e destructive capacity
to seek to recapture the secret destruc
not dread it; rather one aught. 0s A LT S
that is in play in it, the corrosive force of hum

away. The hero, while still a man of courage, is he who fears the everyday; fears

it not because he is afraid of living ir} itl with too muclf'n Zai::;:);';{t:;c?;: }:; ::;;:I;.
ing in it what is most fearful: a power o i :

mrl:ie;nh;:oic values, but even more it impugn:s all values and the virgelril;;gf
value, disproving always anew the unjustifiable fhfference betweeln :u Frms
aﬁd inauthenticity. Day-to-day indifference is sﬂuatedl on a level at w v
éuesﬁon of value is not posed; il y a du quotidien [then‘e is everydayness], duz; v
subject, without object, and while it is there, the ‘he’ [f"} of the eve_ryda}:: A
have to be of account, and, if value nevertheless claims to step in, t t:=.'rr11 e e
worth ‘nothing' and ‘nothing’ is worth anything th‘ruugh‘ c‘o_ntact Wli'v m,lf "
Experience everydayness is to be tested by the radical nihilism that is as]d o
€ssence, and by which, in the void that animates it, it does not cease to ho
principle of its own critique,

Conclusion in the Form of a Dialogue

Is not the everyday, then, a utopia, the myth of an ex;'srenc? bereft of my!‘h_? We
110.more have access to the everyday than do we touch this moment of history
that could, historically, represent the end of history. : i
That can, in fact, pe said, but opens onto another meaning: the everyday is t e
inaccessible to which we have always already had access; t%'ne EVEIWdHY‘ L
inaccessible, byt only in so far as every mode of acceding is foreign to it. To hr\;'e
in the way of the quotidian is to hold oneself at a level of life that excludes the



possibility of a beginning, an access. Everyday experience radically questions the
initial exigency. The idea of creation is inadmissible, when it is a matter qf
accounting for existence as it is borne by the everyday.
To put this another way, everyday existence never had to be created. This j
exactly what the expression il ¥y a du quotidien [there is the everyday| means,
Even if the affirmation of 2 creating God were to be imposed, the there is (there
s already when there is not yet being, what there is still when there is nothing)
would remain irreducible to the principle of creation; and the there is js the
human everyday.
The everyday is our portion of eternity: the eternullity of which [the symbolist
poet] Jules Laforgue speaks. So that the Lord's Prayer would be secretly impious:
give us our daily bread, give us to live according to the daily existence that leaves
no place for a relation between Creator and creature. Everyday man is the most
atheist of men. He is such that no God whatsoeve
And thus one understands how the man in
whether it be political, moral or religious.
For in the everyday we are neither born nor do we dje: h
enigmatic force of everyday truth.
In whose space, however, there is neither true nor false.

r could stand in relation to him,
the street escapes all authority,

ence the weight and the

1 [footnote 4 in source] Georg Lukics, L'Ame er les formes (Paris: Gallimard, 1574),

Maurice Blanchot, ‘I'Homme de |a rue', in Nouvelle revue frangaise, no. 114 (
reprinted as ‘La Parole quotidienne’, in Blanchot, L'Entretien infini (Paris: Galli
Susan Hanson, ‘Everyday Speech’, in Yale French Studies, no. 73 (1987) 12-20.

Paris, June 1962);
mard, 1969); trans.

Kristin Ross
French Quotidian//1997

Sometime in 1946, the French philosopher Henri Lefebvre discovered the
quotidian.' He discovered it, that is, in the sense that he proclaimed that most
insignificant of categories, the everyday, to be worthy of theoretical attention.
And he went on to spend the next several decades, until his death in 1991, paying
very close attention to that rapidly changing and elusive phenomenon, French
everyday life, first on his own and then in the company of countless fellow
travellers. The fact that postwar France in a sense ‘caught up’ with Lefebvre, that

p—

and 1960s were awash i'n a kind of SDCiUI(})(glC&] fais;;m:;;ortlr(:; :E,Er ]E:ae;:
: jologists, historians and ﬁlmme.l ers w :
- ments of daily lived experience, should not lessen the
i accqﬁm’-e Lefebvre made right after the war. For here was a
g . dISC'J_"" "3;0 the status of a theoretical concept what in the minds
e e.lEVﬂ'ﬂ“ias nothing more than the drudgery of routine, or at the
e thlﬂk;fsh constituted the non-philosophical par excellence. In
i Lefebvre placed his groundbreaking work in context.
i i f theoretical thought to investigate the trivial? Hadn't
L I‘laIUI‘; : by analysing that most banal of activities - work? And
i 1'?8 4 ality, which, once raised to the level of a
ould be more ordinary than sexuality, ‘ :
g ted countless theoretical edifices?
e hi ore than a neutral
But to see in Lefebvre's work on the. everyday ru:'.‘th :ng :;: g e
e invesfﬁt?'aﬁo:]l;ji:teirg;irl: ::::et?:’:lgﬂ; .:l&l' to formulate the
from the outset of his p X . i il s
idi s a concept, to wrench it from the contmuum in il IE:
::T;e‘j:llda:d?or better yet, the continuumftpa; it df'stj. :i(; i::}pizs; l:v ;:;ag:gi cllt.“%::i
i i to form a critique of it. And to
::va::'sdt:?l;;gf :rd::'lsformation‘ a revolution ‘"‘] the very nature of advanced
capitalist society in the second half of the twentu.?th century. ) o=
Seen in this light, the moment of Lefebvre’s discovery, 1946. takes on .
significance. The Liberation and the end of the war unleas‘hed in Fr.ance a.eup o:}t
and a sense of unlimited possibilities; for a brief time, life was llver:I dlffﬁren y]
and the hope was that it might continue to be so. ‘But the p_rormse 0 some:j
transformation gave way to a gradual submersion in old, daily patternsbapf
routines. As the trappings of the everyday re-emerged, they.appeared for a brie
moment as alien, unnatural - not inevitable. Having been disrupted ilr'ld thrown
into question by the utopian optimism of the Liberation, old Toutmes \;.rere
suddenly all the more palpable and visible - and thus all the more d:f.ﬁcult to .Ie:ar.
From his experience of this turbulent mixture of freedom Iand inexorabi 13;,
from a historical moment that combined the Resistance impetus towards
National renovation with the cold war strictures that lay just around the cc_)rfler.
Lefebvre derived his emphasis on the inherent ambiguit.y of tl?e quotidian.
Earlier thinkers like Lukdcs and Heidegger (and Lefebvre himself in the 1.'5'.-3015]
had, to very different philosophical purposes, presented the everydfly as sm.'nl:g 3:
4 Negative category: dull, ordinary, rote existence, the dreary un.fn!dmg of t.r:vaa
Iepetition. But Lefebvre, whose little book on dialectical matllenah.sm pub!lsht?d
In 1940 would provide many French youth with their earll?st mstrut‘:tmn in
dialectica] thinking, insisted on a more contradictory formulation.’ Certainly the
€veryday consisted of that which is taken for granted: the sequence of regular,

the 1950s
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unvarying repetition. But in that very triviality and baseness lay its seriousness
in the poverty and tedium of the routine lay the potential for

Creative energy.
After all, people do not make revolutions because of abstract ideologjcy

not simply a residuum, ‘it js both a parody of lost plenitude and the last
remaining vestige of that plenitude'? Even at its most degraded, in other words,
the everyday harbours the possibility of its own transformation,

In France a popular series of books exists which set
document the Jost daily habits of distant ages and civiliza
in Florence durj ng the Renaissance, for example, or of Corsican s

5 out to resurrect and

» Premodern communities. In pre-
industrial societies, he maintained, Church and monarch held sway, imparting a

distinct imprint or style ~ and thus significance - to Every gesture, utensi| or
article of clothing, Lefebvre's view of style seemed to allude to an almost poetic
effect, a kind of aesthetic unification of the most trivial acts and objects into a

mon between the provinces and the capital, when
everything - money, work hours, miles, calories, minutes —

and calculable, and when objects, people and the relatio
changed under the onslaught of such Quantification. Only the
the last century, and only there, in the large Western me
world, in Lefebvre's words, ‘turn to prose’,

Everyday life, then, was a distinct]
might imagine it lurching into bein

became calculated
ns between them
n, midway through
tropolises, did the

y modern, a bourgeois phenomenon, We
g around the time that Baudelaire attempted
Ssay on sketches by Constantin Guys. But if
everyday life was a nineteenth-century development, it became an
theory only during the post-World War Il era. In
publication of the first volume of the Critique,
changes wrought by the state-

object of
1961, fourteen vears after the
in the face of the enormous
led modernization effort of the preceding decade,

ced, 'This is an excellent product’. Was the pecuh.elar
o mitation of the advertising slogans heard daily

9 scious i ;

Whervolcean ““CDF9505 and 1960s, something that cuuld. be' caititl:d

. the radio? In t[r:natinnﬂ capital, in another formulation) was insinuating
' u

sricanism (or m

. i ut
means of any heavy-handed ideological takeover b
into France not by il jeans, car culture, cleaning products.
isely through the quotidian: blue j . '1:|g French society's gradual adoption
preci in perceivi :
Lefebvre was far from a]DITlE in p:ctices Betwasii 1057 and 1969, 5¥fririge
ican-style consumption practices. Be larly published an inspired
of Americ ivists, the Situationists, irregularly p iy
WP of cultural aCt.l e lled L'Internationale Situationniste whose subjec
B of social cnthuet :Zﬂr nes of consumption that had solidified after the war,
wasp iy tne new patie ion.! The Situationists
wasprimarily ; that fuelled that consumption. : ;
as well as the image cu]ture, concept of everyday life in an essentially spfltlal
took to interpre“ng. LEfegtﬁ:d as a series of day- or week-long ‘drifts’ EdE'i f"ffs]
way; their ‘research’, cond igned to map the psychological and political
i ts of Paris, was design B i
through the SHEE d by the material organization of urban space. Fo
ambiences produce i ce and texture
men i pchanging everyday life meant transforming the spa 3 foe thiea
i onems, : : to do so, the city would have to be surveyed fo
s E . di t rstitial spaces that might be salvaged from the
elements, constructlc:jns an IISI'; 12 i A eV S I TeCoR M R0l
dominant culture, and, once i :
ofisacial space. : ir attention to the changes
Other social theorists and novelists tuTned theul'gas? ok et
transpiring in postwar French lived experience, Inr il ey
BRI Ebartiies, published a eollection o uch ordinary events as a
pieces he had been spurred into writing about s f the yearly
' ] he new Citréen onto the floors o Y
wrestling match or the arrival of the n : dies 4 Ja frangaise was
Salon de Automobile.* With Mythologies, cultural studies S
born. Much of the source material for Barthes' studies car:s i i
magazines like Elle or Marie-Claire, born or reborn to enoll;mouotidian On those
the war, whose pages provided a veritable roadmap of t ff CII dscapf.es of daily
newly glossy pages, the products, appliances j‘“d domes:ﬂt ani s, step-by-step
life were proudly displayed next to informative *how to' artic : hecessary o
Prescriptions for acquiring the Cﬂmpﬂftme'"ts and 'geswrf-iwies ihithiditiiig
adapting to alien settings of chrome and Formica. (ﬂmem_a“ ! fiite s
ke the new domestic spaces o 2
France after the war, also helped ma . o s
home’ seem more natural, the already sedimented backgroun = W o
fi i i rists like Edgar Morin, Barthes and Lefebv ‘

Im narrative.) Social theorists like g ; . Pt
alone in Plumbing the depths of women's journalism. Simone v o (v
Perec wrote novelistic parodies of the upbeat tone of the emerg
discourse; the poetry of modernity.®

| ..



Behind such widespread immersion in the analysis of the quotidian on the
part of sixties thinkers and artists, we might detect at least three Critica|
perceptions still relevant in the France of today: First, that women ‘undergo’ the
everyday - its humiliations and tediums as well as its pleasures - more than
men. The housewife, that newly renovated postwar creation, is mired in the
quotidian; she cannot escape it. Second, that the ‘centre of interest’ in French
culture had been displaced away from work towards leisure, the family ang
private life. And third, that the daily existence of the streamlined middle-class
couples who played such a starring role in the French modernization effort after
the war, as well as in countless film and novelistic representations, transpired in
an urban setting, much as they might hanker for (and in some instances acquire)
a vacation home in the Dordogne.

By the year 1968, France had reached the summit of its economic miracle,
the peak of postwar prosperity. But with the abundance of material goods and
the widespread illusion of equal access to those goods, new scarcities that were
not precisely reducible to the economic came to the forefront, scarcities like
those of space or desire that Lefebvre would locate squarely in the realm of the
quotidian. These lacks and dissatisfactions, among others, provided a project for
the student activists of May 1968; the critique of everyday life gave them a
theoretical perspective that was not turned toward the past or preoccupied with
classical historical models, May ‘68 was a brief moment when, for the first time,
and by way of paths that are still now very poorly understood, critical thinking

rejoined practice.

The literature devoted to rethinking the notion of the everyday after 1968
reflected a sensibility disabused of what came to be seen as the naiveté of hope
for social transformation. As such, it was in line with the generalized retreat, on
the part of French intellectuals, from the historical materialism and ideological
analysis of the 1960s. Writers like Michel de Certeau, in his L'nvention du
quotidien (1980), in effect ‘reinvented’ the quotidian.” Their new, more
contentedly phenomenological quotidian dispensed with Lefebyre's emphasis
on critique or transformation, and instead celebrated the homely practices -
cooking, hobbies, strolling - of life as it is lived in the here and now by
individuals intent on escaping the rationalist grids of modern administration.

Everyday life for Certeau was a ‘complex geography of social ruses™ played out
on the interstices of bureaucratic surveillance by the relatively powerless, a
group that had given up any hope for a change in their circumstances. In his
work, the everyday coincides with the actual order of things, which is ‘precisely
what “popular” tactics turn to their own ends, without any illusion that it is
about to change’?

Art and social thought do not develop in a lockstep relation to each other.

1

anerations (an

F"—' ggered, semi-autonomous paths, sometimes intersecting and
follow sta '

They

.o with each other at the same time, sometimes across decades and
: icating
ml:l!ﬂ'lunl

d sometimes, it must be said, not atall). A case'could be made, fc.:r

it was Henri Lefebvre's close friendship with Tristan Tzara.' and his
example. th,at r surrealist and Dadaist culture of the 1920s, that provided the
jmmersion in the_ umculation of a critique of the quotidian after World War II.
mmdwm‘k for h!sta and intellectuals alike, attuned to the question of the
{n the 1990s artis Sm blems that are in one sense new: they are dealing not with
everyday. conf;ontreptical materials or a lack of awareness of the quotidian, but
¥ ;c;rm wt?tl? ;: ;?_;ndance of such materials - a kind of surplus of knowledge. |...]
ra

The first volume of Henri Lefebvre’s Critique de la vie quotidienne was first published by Grasset

in 1947 and republished by Arche with an expanded preface in 195‘3. Two subsequent ‘vull:mes

were published in 1961 and 1981. Critigue de la vie quotidienne (Paris: Arche, 1958-81); volume

1 trans. John Moore as The Critique of Everyday Life (London: Versln. 19'91 J o

' See Henri Lefebvre, Le Matérialisme dialectique (Paris: Presses Universitaires de France, H

trans. John Sturrock, Dialectical Materialism (London: jonafhan Cape, 1968).

3 Michel Trebitsch, preface, The Critique of Everyday Life, xxiv. ‘

Linternationale Situationniste: 1958-69 (Paris: Champ Libre, first published by V?n t..‘.ennep.
Amsterdam, 1970). [...] For further study of the relationship between the Situationists and
Lefebvre, see Alice Kaplan and Kristin Ross, eds, Yale French Studies, 73 (1987).

5 Roland Barthes, Mythologies (Paris: Seuil. 1957); English translation by Annette Lavers,

: Mythelogies (New York: Noonday Press, 1972).

6 See Simmizs;? Beauvoir, Les Be:es images (Paris: Gallimard, 1966); trans. Patrick O'Brian, Les
Belles Images (New York: Putnam, 1968), Georges Perec, Les Choses (Paris: Rene Julliard, 1965);
trans. David Bellos, Things (Boston: Godine, 1990). For an analysis of the culture of polstwar
French modernization, see my Fast Cars, Clean Bodies: Decolonization and the Reordering of
French Culture (Cambridge, Massachusetts: The MIT Press, 1995).

7 Michel de Certeau, LInvention du quotidien: Arts de faire (Paris: Gallimard, 1980); trans. Stevan
Rendall, The Practice of Everyday Life (Berkeley and Los Angeles: University of California Press,
1984).

8 Certeau, The Practice of Everyday Life, 22.

9 Ibid., 26.

Kristin Ross, extract from ‘French Quotidian’, in The Art of the Everyday: The Quotidian in Postwar
French Cultyre, oq. Lynn Gumpert (New York: Grey Art Gallery, 1997) 19-30.
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Jean-Jacques Lévéque
Occupation of Places//1968

[Christian Boltanski, Jean Le Gac, Michel Journiac, Tetsumi Kudo, Antoni Miralda
and Gina Pane] ... will not only be physical presences but an affirmation by acts
and objects: what in former times we called a work of art is here a living work.
More than aesthetic speculations, they propose as a new philosophy mechanismg
of public health. They invite you, through their action, to know yourself better,
communicate better, dream better, love better, to be without false pretences and
without prevarication. It's not about an exhibition, it's about communication, 3
collective gesture that doesn't have any reason for being except for participation,
the continuity of living. The traditional work of art is an object added to life: here
life is modified. The urgency for such a modification of art has been felt by various
isolated people. This is a tentative meeting, without distinctions of style or genre,
of those who in France have brought the most to this game of exchange, this
essential form of communication that will save man from corrosive, anaemic,
deadly anonymity, for which the society of consumption prepares him.

Jean-Jacques Lévéque, text from poster for ‘Occupation des lieux', American Center for Students and
Artists, Paris, December 1968. © Jean-Jacques Lévéque, courtesy of the Archives de la Critique d'Art,
Chateaugiron (fonds Pierre Restany)

Lucy R. Lippard
Escape Attempts//1997

[...]1 applied the conceptual freedom principle to the organization of a series of
exhibitions which began in 1969 at the Seattle Art Museum's World's Fair annexe.
They included wall works, earthworks, and sculptural pieces as well as more idea-
oriented pieces. Three aspects (or influences) of Conceptual art were incorporated
in these shows: the titles (‘557,087 in Seattle) were the current populations of the
cities; the catalogues were randomly arranged packs of index cards: and with a
team of helpers, I executed (or tried to) most of the outdoor works myself,
according to the artists' instructions. This was determined as much by economic
limitations as by theory; we couldn't afford plane fares for the artists,

F’ the show went to Vancouver, it acquired a new title (*955,000"),
- When

bibliography, and many new works, which were shc?wn in two

ions (the Vancouver Art Gallery and the Student Ur‘non at the
indoor _IocatIOB itish Columbia) and all over the city. My texts in the ca.rd
University D.f lruded aphorisms, lists and quotes, and were mixed in,
catalogy es': ;lncw“h the artists' cards. The idea was that the reader could discard
m::;h: 'found uninteresting. Among my cards:

additional cards, 2

peliberately low-keyed art often resembles ruins, Iikt? neolithic ralther tharla
classical monuments, amalgams of past and future, remains Qf something ‘more’,
vestiges of some unknown venture. The ghost of content c.ontlnues to hover. over
the most obdurately abstract art. The more open, or am.hlgt‘JDUS. the SEPETEnCe
offered, the more the viewer is forced to depend upon his [sic] own perceptions.

The third version, in 1970, was a more strictly cor!cep.t}]a]. and por:;hle
exhibition that originated at the Centre de Arte y Comunicacion in ]liuerlaos ires
as '2,972,453"; it included only artists not in the first two -fersmns. f:mizg
others, Siah Armajani, Stanley Brouwn, Gilbert & George and ‘.’1ctrfr Burgin. The
fourth version, in 1973, was ‘c. 7,500’ - an international melens .Conc.eptual
show that began at the California Institute of the Arts in Valencia, California, aqd
travelled to seven venues, ending in London. It included Renate Altenrath, Laurie
Aﬁderson. Eleanor Antin, Jacki Apple, Alice Aycock, Jennifer Bartlett, Hanne
Darboven, Agnes Denes, Doree Dunlap, Nancy Holt, Poppy Johnson, Nancy
Kitchel, Christine Kozlov, Suzanne Kuffler, Pat Lasch, Bernads.:tte Mayer,
Christiane Mobus, Rita Myers, Renee Nahum, N.E. Thing Co., Ulrike Nolden,
Adrian Piper, Judith Stein, Athena Tacha, Mierle Laderman Ukeles and_Martlha
Wilson. I list all these names here, as | said on a catalogue card at the time, ‘by
way of an exasperated reply on my own part to those who say “there are no
Women making conceptual art”. For the record, there are a great many more
than could be exhibited here.

The inexpensive, ephemeral, unintimidating character of the Concel?tual
mediums themselves (video, performance, photography, narrative, text, actmnsl)
€ncouraged women to participate, to move through this crack in the art world's
walls. With the public introduction of younger women artists into Conceptlual
art, a number of newy subjects and approaches appeared: narrative, role—piay}ng.
Buise and disguise, body and beauty issues; a focus on fragmentation,
intﬂ'relationships. autobiography, performance, daily life, and, of course, on
feminist politics. The role of women artists and critics in the Conceptual art
flurry of the mid-sixties was (unbeknownst to us at the time) similar to that of

' Women op the Left. We were slowly emerging from the kitchens and bedrooms,



off the easels, out of the woodwork, whether the men were ready or pop _

for the most part they weren't. But even lip service was a welcome change,
1970, thanks to the liberal-to-left politics assumed by many male artists, 5
certain {unprecedented} amount of support for the feminist Pragramme Was
forthcoming, Several men helped us (but knew enough to stay out of
decision-making) when the Ad Hoc Women Artists Committee (an offshogt of
the AWC) launched its offensive on the Whitney Annual exhibition, The
‘anonymous’ core group of women faked a Whitney press release stating thay
there would be fi fty per cent women (and fifty per cent of them 'non-white'} in
the show, then forged invitations to the opening and set Up a generator ang
Projector to show women's slides on the outside walls of the museum while 4
sit-in was staged inside. The FBI came in search of the culprits,

One of the reasons we were successful in forcing the Whitney to include four
times as many women as before in that year's sculpture show was the
establishment of the Women's Art Registry, initiated in angry response to the
‘There-are-no-women-who ..." (make large sculpture, Conceptual art, kinetic
art, etc., etc.) syndrome. As a freelance writer | was unaware of personal gender

Wwas waiting in the wings,

In terms of actual Conceptual art, the major female figure in 1960s New York
was Lee Lozano, who had shown her huge industrial/organic paintings at Dick
Bellamy's cutting-edge Green Gallery. In the late 1960s she made extraordinary
and eccentric art-as-life Conceptual works: a ‘general strike piece’, an ‘| Ching
piece’, a ‘dialogue piece’, ‘grass piece’, and ‘infofictions’, ‘Seek the extremes’, she
said, ‘That's where all the action is. (When the Women's Movement began,
Lozano made the equally eccentric decision never to associate with women.)

Yoko Ono, who had participated in Fluxus since the early 1960s, continued
her independent proto-Conceptual work. In 1969 Agnes Denes began her
Dialectic Triangulation: A Visual Philosophy, involving rice, trees, and haiku as

that evolved into performance and continue today in her ‘impersonations’ of
Nancy Reagan, Tipper Gore, and other friends of the arts. Christine Kozlov, who
was also very young, was Joseph Kosuth's collaborator in the Museum of Normal
Art and other enterprises and did her own rigorously ‘rejective’ work. Yvonne
Rainer's drastic alterations of modern dance were also very influential, On the

i nursued the whimsical, narrative vein Fhat was to lead

ke Eieannr_a‘mtl“ IJrf-::rm.:.mce and filmmaking, especially w;t}; he;‘
© ,,eo.theatrlcél p|:.t:‘ards. (1971), in which pairs of rubber boots waril ere
e the real world, travelling through the US mails.
i ExPlC'fZe Adrian Piper (also very young then) had made a
At t.hE de‘-“_? ces and intellectual actions that explored
= mapp_ll'lg . ts. somewhat reminiscent of LeWitt and Huebler. B?f
. phical,fspatlal c?nieie; own totally original identity works —'the: Cat.afys;s
SM i [aunChEdm:ated or destroyed her own imagefidentity .m bizarre
B s 5 re‘ttru.tll art has continued to be the basis of much 1mpurtf|nt
ublic activities. .Ca,ncepork from Piper, Antin, Martha Rosler (wh_o was making
Wct o fEﬂ:;fli!;tL‘:}Vs Ar;geles in 1970), Suzanne Lacy, Susan Hll]}f‘l’ an[d I\If{ary
m to Barzlaea:l Kruger, Jenny Holzer and Lorna Simpson, among others. |..

Lucy R. Lippard, ‘Escape Vi i j : T jalization of

Attempts, introduction to revised edition, Six Years: The Demarenahza) i
e ‘m 7. : iversi ifornia Press, 1997) x-xii.
o !;'a 1966 to 1972 (Berkeley and Los Angeles: University of California Press

ismph: en Koch
Stargazer: The Films of Andy Warhol//1973

: . is
[+..] Itis exactly in the arena of time - of speed, if you will - tlhlat -S;ee% Ejgi:[y.
50 radical. The film entirely modifies the very nature u_f ﬁl_rn we;;‘:l dg;:.ic w5
Vvery few people are able to sit through all the film and give it the S
normaliy given to a movie. At the early screenings, audlerlces came ¢ Ieave.
mding to make an evening of it. People would chat during l.:hE SCl:}Tl';heg;Vhi]E
for a hamburger and return, greet friends and talk over old times. 5 _Makers:
the film serenely devolved up there on the screen of the Fi ]-r]n[ 1
Cinemathéque, The Sleeper breathed, stirred sometimes, on tht.? couch. td -
The film remains on the screen always. Its time is utterly dl?&SSOClade o
that of the audience; the Image glows up there, stately -Elljlﬂ lpdepen end. :
€inematic isolation on the screen exerts a bizarre fasc!nation beyo.n 4
ediate pictorial allure. Even if one only glances at the image fm:l tl.rn‘el g
time, it plunges one into a cinematic profundity; in a single stroke, that imag
des ordinarily
4 complete transformation of all the tempm:al r?w i
associated with looking at a movie. The knot of attention is untied, a

“ Strands are laid out before us anew. We've been told that film records literal



time; but the literal time of Sleep is undetermined, rendered hallucinatory and
silents were shot at 24 frames per
per second; the effect is

other, by the use of silent speed (all Warhol's
second, but they should be projected at 16 frames
unchanging but barely perceptible slow motion).
And yet as the minutes tick on, the work seems to
literal time as few other films ever do. Meanwhile, the
in the image is never allowed to fall into the slot of that
that acceleration and deceleration of the audience’s te

narrative fantasy or conventionally edited structure,
one can think of. [...]

other temporal reality -
mporal sense created by
as in almost any other film

Stephen Koch, extract from ‘Silence’,

Stargazer: The Films of Andy Warhol (New York: Praeger, 1973
London: Marion Boyars 1974) 39,

Martha Rosler
to argue for a video of representation. to argue for
a video against the mythology of everyday life//1977

Where do ideas come from? All the myths of everyday life stitched together
form a seamless envelope of ideology, the false account of everything thinkable,
Ideology is a readymade always ready to stand in for a closer understanding of
the world and its workings. The myths of ideology cushion us, it is true, from the
paranoia that is engendered by mistrust of cultural givens. But they are not
nurturant. The interests served by ideology are not human interests properly
defined; rather, ideology serves society in shoring up its particular form of social
organization. In class society, ideology serves the interests of the class that
dominates. Through the channels of mass communication, which it controls, our
dominant class holds its own ideology up to our whole society as the real and
proper set of attitudes and beliefs, The impetus is then strong for everyone to
identify her/himself as a member of the ‘middle class’, a mystified category
standing in for the image of the dominant class, We have all come to aspire to
the condition of the petit bourgeoisie: to be, paradigmatically, ‘one’s own boss'.
Thus the legitimate desire for control over one's own life is flattened out,
tfransmuted into a desire to own one’s own business - or, failing that, to
construct a "private’ life in opposition to the world out there.
The eradication of craft skills, of economically productive family activity, has
lessened people’s chances to gain a sense of accomplishment and worth and has

insist upon its hallucinateg
audience’s participation

: Inerability to the blandishments of advertising, the most potent
! aur \m il ion in our culture. As the opportunities for personal power on
e 'u;sght:lalinr:;sh for all but a relatively small part of the populatiop, self-
le_vemt and pleasure conceived in str.aight_:fomard te@s are 1::‘311.5211.-1:::;
» increasingly beguiled by an accordion-like sucFes_smn _of m f:)a o :
: Ives and the natural and social world, mediations in the form o
e re each promised personal power and fulfilment through
. :':: a:e as nothing unless clothed ina cu]tu::e that i.s conceived If}f as;
(;f packages, each of which presents us Wilth a bfll. In purSL;t fan
satisfaction we are led to grant the aura_ of life to things and to : rai
ople: we personify objects and objectify persons. We expenelnce
'fmm ourselves as well as from others. We be.st r:omprehent.:l ourse \,:e;
entities in looking at photos of ourselves, assuming the w.)ye‘ur s role W.lt
to our own images; we best know ourse[!ve]s fram within in looking
B at other people and things. [... :
‘:ecﬁn:j;ress thes]?: bznalty profound iss_u'es of emtery:.:lay. life? It
me appropriate to use the medium of television, which in its mc?st
form is one of the primary conduits of ideology - through bo.th its
subject matter and its overtly commercial messages. | am t]‘}l."l?'lg to
e, a different form of television, in the attempt to make e}Ephcnt tl'fe
between ideas and institutions, connections whose ex:stenc:e Es
lllded to by corporate TV. Nevertheless, video is not a strategy, it is
a mode of access.

lf is not ‘innocent’. It too is a form of cultural commodity that often
celebration of the self and its powers of invention. Yet video is useful
It provides me with the opportunity to construct ‘decoys’, ent.ities th?t
N a natural dialectic with TV itself. A woman in a bare-bones kitchen, in
and white, demonstrating some hand tools and replacin_g their
icated ‘meaning’ with a lexicon of rage and frustration is an antlpodf.-an
ild." A woman in a red and blue Chinese coat, demonstrating a vlmk ina
and trying to speak with the absurd voice of the corporation, is a
Pat Boone. An anachronistically young couple, sitting cramped and
in their well-appointed living room, attempting to present a coherent

and explanation of their daughter’s self-starvation, are any resl_:nectabl_\,t
-clz couple visited by misfortune and subjected to a ‘human interest
interview. A woman and child in a studio-constructed no-space,
nded can after package after can of food as Christmas charity, are a
0 0f Queen for a Day. An operatic presentation of a woman put through



an ordeal of measurement tenuously alludes to a monumentally stretched-oy;
version of Truth or C onsequences, |...|

In choosing representational strategies [ aim for the distancing (nsrmnmml
the Verfremdungseffekt), the distantiation occasioned by a refusal of realism, by
foiled expectations, by palpably flouted conventions. Tactically | tend to use 3
wretched pacing and a bent space; the immovable shot or, conversely, the
unexpected edit, pointing to the mediating agencies of photography and Speech:
long shots rather than close ups, to deny psychological intent: contradictory
utterances; and, in acting, flattened affect, histrionics or staginess, mthough
video is simply one medium among several that are effective in confronting rea)
issues of culture, video based on TV has this special virtue: it has little difficulty
in lending itself to the kind of ‘crude thinking', as Brecht used this phrase, that
Seems necessary to penetrate the waking daydreams that hold us in thrall. The
clarification of vision is a first step towards reasonably and humanely changing
the world.

1 [The TV cookery programme presenter. |

Martha Rosler, extracts from ‘to argue for a video of representation. to argue for a video against the
mythology of everyday life’, pamphlet for ‘New American Film Makers: Martha Rosler’ (New York:
Whitney Museum of American Art, 1977); reprinted in Rosler, Decoys and Disruptions: Selected
Writings, 1975-20071 (Cambridge, Massachusetts: The MIT Press, 2004) 366-9.

Allen Ruppersberg
Fifty Helpful Hints on the Art of the Everyday//1985

General

The individual search for the secret of life and death. That is the inspiration and
the key.

The reality of impressions and the impression of reality.

The ordinary event leads to the beauty and understanding of the world,

Start out and go in.

Each work is singular, unique and resists any stylistic or linear analysis. Each
work is one of a kind.

Personal, eccentric, peculiar, quirky, idiosyncratic, queer.

The presentation of a real thing.

F"
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The ordinary and the rare, their interconnectedness and interchangeability.
There is a quotidian sense of loss and tragedy.

Collect, accumulate, gather, preserve, exa
research, change, organize, file, cross-reference, number,
classify, and conserve the ephemeral,

Art should make use of common methods and materials so there is Ilittle
difference between the talk and the talked about. [...] ;

A sort of journalist reporting on the common, observable world.

Suicide is often the subject because it is a representative example of the ultimate
moment of mystery. The last private thought,

Look for narrative of any kind. Anti-narrative, non-
semi-narrative, quasi-narrative, post-
Use everything.

The artist is a mysterious entertainer,

narrative, para-narrative,
narrative, bad narrative,

Specific

[...] I want to reveal the quality of a mome
recognized and acknowledged but remains mysterious and undefined. You
continue on your way, but have been subtly changed from that point on,

I try to set up a network of ideas and emotions with only the tip showing, The

major portion of the piece continues to whirl and ferment underneath, just as
things do in the world at large.

It is constructed to work on you after you have seen it.
The act of copying something allow
altering their original nature, The
fifty-fifty basis, and create something entirely new,

It operates on a basis of missing parts. The formal structure, a minimalist

strategy of viewer completion and involvement, is one of fragment, space,
fragment, space, fragment, fragment, Space, space, space,

The form of each piece is determined by the nature of its subject. [...]

I'm interested in the translation of life to art because it seems to me that the
world is fine just as it is, [isal

nt in passing. Where something is

s the use of things as they are, without
Y can then be used with ideas about art on a

Allen Ruppersberg, extracts from 'Fifty Helpful Hints on the Art

and Death (Los Angeles: The Museum of Contemporary Art/Sa
1985) 111-14,

of the Everyday,' The Secret of Life
nta Barbara: Black Sparrow Press,

P’

mine, catalogue, read, look, study,
assemble, categorize,

11 .
i)zf:lv(;?aham’s Kammerspiel//1988

y isted of a critical
; ham's work has consis
] Since the mid-1960s, Dan Gra d Minimal art, as they emerge
L rogation of the discourses proposed by Pop an
inter z
: itique of conceptualism. . y rica, had
1 ﬂ;e Clr;lt:(; Graham, in his magazine article piece Ham_es_for ]t:::i s
v : al dialectic of Minimalism as existing
! - the central dialectic o o S lination  nf (tha
ldem]:::fed movement to social discourse in its direct m:l(p“;a;::mol i
reamiectur al container, and its residual conformltydto NZ“: rz;resentationﬂl
arc S - he ‘readymade
. ting out
ion. By ironically poin : ; arallels of
absff:ﬁ; simultaneously evoked and repressed in thfz archltectgil‘::} i T
Ell_?ﬂjl alist structures (in the ‘Pop’ form of a magilZl“E_PhU';_o(; 5trL;ctivism—
N:I:Iir;entiﬁed the missing term in the Minimalist 'EVOCE'IL"I(;'I'I ; ng it 3
:hse absent revolutionary teleology. The 'grey humourbo :;d L e
with its mockeries of consumer choice in the 5_'-'|3ka an ghiv;lent A
: : istorical dilemma which it is so am i
inimalist object that historica ! . 3 4 historically-
:{m']ed social roots of its own signification. Graham's semlptI_C ait‘l:e v
b cted exposure of common architectural tropes within L
:Unsjlucanon reveals the iron law that, in relinquishing the revulutl;:lnmfé' ot ihe
pc:arrr:pective which animated Constructivism’s conflict with t:;:un];l; =43
; me a ’
: ; inimalism’s discourse must assu 5 :
i nvirorment, Minima de, and that of formalism. This
b GhTosai ity of the Readymade, :

f the rigid mimetic eterni il i art object
th?'lil?esis of fhe most rigorous sense of formalistic introversion 0; :JheDucha;lnp:'
:fith the idea of scandalous mechanistic proceduralism [SUSIB)“;:' W:S ety
had been established ten years earlier by Jasper Johns. Neo—s :];.hliterate d by the
first terms used to designate Johns' work. The term v:ra e EHAIREAG e
triumphal advance of ‘Pop art’, but in it is preserved‘the e e'm M

: istic str of self-emptying, or ironi 2 -
s, the last-ditch artistic strategy o 7o _out of the
ken{;S’fJ' thed upon the gesture of the traditional artist's snufﬁnf ozduction
t is bas iarrri s ol pr *
\arzsti es of his historically-specific distinction frc-m.other m|:>clesof S];dness s
h . orks, in the decade of 195565 or so, retained a sense of Sitccaiplel
ns' works, e - i
ch:i ht about this collapse of distinction, carried out DndthednfvenyrepFESSEd-
sugfaces of his own paintings. Although extremely SIdeuef i:i];torical awareness
the gloomy comfort of these surfaces retains an element o i e
toeihich Pop always displayed deep hostility. gl’st:}p artegﬁan e
i holy, leaving the 1950s gen e
i ally over Johnsian melanc s 5 inslnis:
Elnumhph l‘_: a covert detente with the most institutionalized forms of insig
rawing u



making. In 1966 Graham redesigned Pop in the grim, grey style of ‘factography'
in order to present an image of the miserable consequence of architectury)
thought in the postwar era - the barracks-like tract house. Upon this structyre
his thought dwells consistently over the years. A sense of the social misery
congealed across the abstract surfaces of the Pop-Minimal coalescence, s
retrieved as Graham marks off the affirmativeness of both types of art.
Minimalism is seen through Homes for America as a repressed social semiotics
which is barred from accepting itself as such by its roots in Idealist abstraction,
Homes for America is indeed a form of Pop art, in that it mimics a certain
kind of magazine article the way Lichtenstein copied comic strips. However, it
establishes its particular form of mimesis as both Pop and antithetical to Pop (in
part by not being a traditional artwork). More importantly, this piece of
‘photojournalism’ becomes the vehicle by which means the social surfaces of
American culture, brightened and celebrated by Pop, are reinvested with the
grey, funereal and somewhat distressing atmosphere of the Johnsian mid-fifties,
the Cold War era in which corporate emblems still retained vestiges of their
then-recent function as Wwar-propaganda. The text of Homes for America
discusses the development of tract-housing after World War II. The insistent
comparison of the new suburb to a barracks or prison is articulated in language
combining journalistic concreteness with a sense of the deliriously labyrinthine.
Graham's text is as Borgesian as those of Robert Smithson, whose Monuments of
Passaic is its closest parallel (and who played a part in having Homes
commissioned as a ‘think-piece’ for Arts Magazine). Graham's intention with
this work is to reveal the structural and historical isomorphism of Minimal and
Pop art. The consequences for both trends of the repression are not directly
linked with any particular attitude towards the political problems of urbanism
since the 1920s, but the issue is evoked obliquely in the unveiling of the
consequences of those problems both for architecture itself, and for Pop and
Minimalism, which appropriate material from the common or popular signifiers
put in place by urbanism.

Thus, through a series of assumptions of roles or functions. Homes for
America arrives at its position as unique within conceptual art, Like much
conceptualism, it attempts to breach the dominance of the established art forms
and to articulate a critique of them. However, unlike the more academic types of
conceptual art (as practised by Art-Language, they could arrive only at a
paradoxical state of establishing themselves as works of art negatively, by
enunciating conditions for art which they had no interest in actually fulfilling)
Graham's photojournalistic format demands that his work have a separable,
distinguishable subject-matter. Instead of making artistic gestures which were
little more than rehearsals of first principles, as Kosuth or Art-Language were to

| o B

brings into being his analysis of the institutional status u:f art
- ism of a journalistic subject which is implicitly the inner
g dY?E:;".lS of art. This is, of course, the antithesis of the formalist
truth .Df purerbzct-matten In a single gesture Graham establishes the primacy
abolitl? 2 0f5!-' Jt—m.am:er as the historically essential problem to be posed by
g SQbJEC nd at the same time he identifies the single grand subject
can.ceptll.;hﬂ:{a?n central to the development of the movement's historical self-
whlcif g, rzs- the city. Homes for America is the work in which Gr‘aham
constlﬂ_'HSH:ha<t the conceptual critique indeed has an inherent subject, whu;h he
mco'g]?::e;egins to investigate — the historical development of the city asl site of
exflli;l}::onﬂic[. This investigation begins on the grc.mnd of cgnceptuahsm by
i t'u anew the antithesis faced by the more revolutionary artists of the .19205
:s:“;%s: one between the isolated and exalteq ‘pure’ work of art (_’c]}en?;f:ie:;
product of the distraught bourgeois seif—cunscmuspess} anc} the socia e
as a whole that reproduces this distraught consciousness in the proces
tion as city. .
Owr;ffrf:zd;:rlﬁmeric:y is, however, of its own timeland dons_m}t pos: :IIr_us
historical contradiction in terms of the explicit d.yna[plsm of Lissitzky or : t;:-]e.
Although Graham manages to identify the historical consequenct:ls 0 .
collapse of the hopes of the utopian artists and -plalmners of the 15.]2.03' e caltv
rekindle them. He can go no further than specifying those conc!mons resu m'g
in the era when this hope appears to have been pna-rmane_nﬂ:,.r eclipsed. Graham's
reminiscence of the oppressive greyness of the fifties sets off a: l"urther
reminiscence of the history of earlier planning schemes whose llbe"ratmg
rhetoric has shrunken into the gratuitous structures of the suburban grid, the
garden of subjection for a lost proletariat. For Graham, as for many other young
artists, in 1966, the key revelation of the city was in the‘shock of the absolute
loss of hope. This loss was as much a stimulant for critical memorly.as wacsl
indignation: the city of Antonioni provoked the memory of de Ch:rlcoha;‘
Breton, as the city of Godard did that of Heartfield or _Me%.ferho.ld. Altho_ug |§
Fesponse to this shock shares neither Smithson’s black indignation ‘nur his lJlacf
humour, Graham appreciates both, and commits himself to the decnphe-rment 0
this image of mechanistic domination. When Smithson leads the incensed
Romantics into the desert, Graham remains in the city and.subu'rbs.

Homes for America is the finest of the group of magazme pIEC?S of the. ]'atzi
Sixties, al| articulating the theme of the defeat of those ideals of rat_mn.?l, cnncad
’anguage by bureaucratic-commercial forms of commumcatﬁmn ‘ an
enforcement, The magazine pieces are structured a's srnall._ m?rflcally
insignificant defeats for liberationist ideas, as ‘defeatist 1ntewent]0ns in the
Mechanisms of ideological domination. They are aimed at interrupting the flow



of standardized, falsified representation and language, and inducing a ‘min;.
crisis’ for the reader or viewer by means of the inversions they create, This
strategy, carried out most insidiously and brilliantly in Detumescence (1966/69),
parallels the creation of distancing effects in everyday environments by early
conceptualists such as Weiner ( particularly in his series of ‘removals’). Reflected
in the provocations and interventions characteristic of sixties Situationism ip
which an unexpected and confrontational gesture interrupts the established
rhythm of relationships in a specific context, and induces 3 form of contestation,
paradox or crisis, this approach thereby exposes the forms of authority and
domination in the situation, which are normally imperceptible or veiled. The
most notable artistic image of this is the unexpected ‘void' or ‘rupture’ in the
seamlessly designed social surface, and conceptualism’s origins are filled with
such blanks, erasures, tears and cuts. These gestures interrupt the induced habits
of the urban masses, and the interruption theoretically permits social repression
(which is the veiled content of habit) to emerge in a kind of hallucination
provoked by the work. This liberating hallucination js the objective of the work,
and its claim to value, Such Situationist intervention is also related to Pop, but
inversely, as is conceptualism; it aggravates Pop irony by means of humour noir,
and attempts to elicit a recognition of the terroristic aspects of the normalized
environment of i mages, things, spaces and mechanisms,

Graham's magazine pieces fuse the Situatinnist-inspired strategy of the ‘cut’,
of détournement, with that of the mimesis of bureaucratic forms of
‘factography’, The interventions designed by him remain primarily concrete,
functioning through the dynamics of specific subjects, Conceptualism, in
relapsing into ‘radical formalism’, tended to empty the ‘cut’ or intervention of its

many later works by Buren, for example,

Graham uses an actual text - an article, an advertisement, a chart - which
constitutes its intervention through a structured difference with the norms of
the genre in question. Thus, in these works, a specific social genre, existing
functionally, is altered in a prescribed direction aimed at bringing out and
making perceptible the underlying historical oppression.

Thus, Homes for America's theme, the subjection of the romantic ideal of the
harmenious garden suburb to the systems of ‘land development’, is presented in
the pseudo-Readymade form of a ‘think-piece’ or popular photo-essay. This
format is retained, mimetically, as the means by which the subject-matter is
altered and made perceptible in a negative sense, Graham's approach accepts the
existing formalism of culture — its rigidified generic structure - as a first principle,
and applies pseudo-Readymade, pseudo-Pop and authentically Situationist

| it. The result is formalism intensified to the qualitative crisis point.

i to ; - .
su'ategléi makes its intervention in the context of a formalized emptiness of
The wor

i res, but does not create an antithetical emptiness, a pu'rely abstract or
i gﬁ‘.n int rvention. In fusing the journalistic attitude which accepts the
e IEFE t-matter together with the Situationist-conceptualist strategy of
i ?fSI‘J jezncl détournement, the work establishes a discourse in which its
inte.wennm::;:.la critique of Minimalism and Pop via a discussion of t‘he
subj?cr.maal di'sasrer upon which they both depend, can be enlarged to the point
arch:“ticr:l;ifca] critique of reigning American cultural clevelopfment,

i i.S roach became identified explicitly with architectural theory and
di;,}:::s:l;i 1973-74 via a series of viden-perfunnanFe works.. These Zn:i ct{:s

ironmental ‘functional behavioural models' use window, lT!]I'l“CII‘ an ;

m“ml systems to construct dramas of spectatorship and surveillance in the
-;rt?;cteﬁ containers of gallery architecturei F‘Dlluwivng h%s idea.s ablt:mtt tihtz
relation of the work of art to the implicit semmtlc:s of its built env..'zrizlnz.'lenf.thlE
institutionally-designed container, the emphasis shifts through the decade o i

s i experimental concentration on enactment or behaviour
e | institutional settings of these ‘dramas’.
(‘performance’), to work upon the actua |ns_ i el o
Graham's work shows new influences, particularly from‘ Daniel Buren, -
Asher and Gordon Matta-Clark, with the effect that architecture em_ergers ats y
determining or decisive art form, because it most wﬁnlly reﬂ?qs u;‘sntu u:];n
structure, and influences behaviour through its definition of positionality. [...

Jeff Wall, extract from 'Dan Graham's Kammerspiel', in Real Life Magazine, no. 15 {Winter ‘EQBZI[?:;:
reprinted in Jeff Wall, Selected Essays and Interviews (New York: The Museum of Modern Art, )
23-33,

Jonathan Watking
Every Day//1998

There is 3 growing interest amongst contemporary artists, woridw.lde' in
Quotidian Phenomena and the power of relatively simple gestures. It cons.ltlrutes a
fejoinder to played-out operatic tendencies and an overloaded academic (o'ften
DSEUdo-academic} discourse in visual arts, engendered by early postmodernism.
The Imminence of the year 2000 makes this artistic saa. change :ezt o?ga-
LT e e T T R



Empbhasis here is placed on the significance of every day, and any day, not on the
distance between now and arbitrary past and future dates in Western history.

The fundamental proposition of this exhibition arises out of current artistje
practice. Selected works are characterized by efficacy and unpreciousness. They
are unforced artistic statements, incidentally profound observations on the
nature of our lives as lived every day, in contradistinction to supposedly fin-de-
siécle appropriationist, neo-surrealist Or mannerist strategies — all-too-familjar
in living memory - and likewise new-age transcendentalist gestures. Their
impetus, derived from what is ordinary, is not unlike that which led nineteenth-
century French artists to their realist and subsequently impressionist positions,
It is more human than spiritual, more empiricist than idealistic, more
philosophical than ideological.

Though this project springs from a current Western context, there is
significant correspondence with a wide range of cultural traditions increasingly
being acknowledged through a new internationalism. As every day occurs
everywhere in the world, participating artists hail from each of the five
continents. The curatorial challenge arises from the relativism of what is
everyday, the differences between what is familiar, common or ordinary within
the diversity of cultures represented. The aim is to communicate the nature of
every day and to be culturally specific, declaring differences without resorting to
exoticism, particularly in the presentation of non-Western art, Whereas a
sublime and prescriptive world-view of contemporary art is out of the question,
a more balanced and ultimately more constructive global dialogue is certainly
feasible. The Biennale presents an opportunity for the telling juxtaposition of
work by artists whose distance from one another is normally vast. Here, for
example, On Kawara (Japan/USA) meets Georges Adéagbo ( Benin), Frédéric Bruly
Bouabré (Ivory Coast) and Jean Frédéric Schnyder (Switzerland) in works that all
resemble personal journals. The single-image colour photographs by Roy Arden
(Canada), Noa Zait (Israel) and Pekka Turunen (Finland), so evocative
particularly of the places they depict, can be readily compared. The minimalism
of paintings by Katherina Grosse (Germany), Rover Thomas (Australia) and Ding
Yi (China) seen in proximity suggest an affinity in spite of the virtually
incommensurable thought systems which i nform them.

The broad area covered by this exhibition is articulated by various concerns
and stances. Pronouncements with respect to style or medium (the dominance
of one, the redundancy of another) are deliberately avoided, deemed pointless
now, but the artists clearly do share various attitudes. Above all perhaps is an
aspiration to directness, as opposed to gratuitous mediation or obscurantism. A
break is made with art about art (interrogation of its own artistic identity) and
continuity is affirmed between phenomena within and beyond the art world.

g

h of the work exhibited embodies or marks the passage (:'ul’ time throu_gh

‘i he process of production, thereby stressing its place in our material
- Of't E'spmeasured out in gestures analogous to the coming and going clnf
e ]rninders that all is temporary and mutable. Concomitant with this
i day['crewledgement that the everyday is manifest as much in natural
ey mmon man-made or urban subjects.

ena as it is in co : :

phemr]nﬂndre's work epitomises the directness at the heart of this .pl'Ojt‘Cl:.
djalf}a;;l'icﬂ"}' opposed to theatricality. Its ({DI‘IC]‘EIE .nature, its 'this-i;s-tr}ls-n;ssh.

nce conveys the artist's feeling for basic rnat,:nals and a tougl'_l ogic whic
. not distract from the fact that they are simply there. Denise Kum and
:f:;stu Neto similarly encourage an apprehension of material fE'ICt. The lettrelcr;i
who is working in a Brazilian tradition notably developed-by Hélio Qiticica an
Lygia Clark, seems to encourage a revelry in stuff - rar'igmg from lead sholt. ;o
powdered spices - and recently his exhibitions have mciudgd_lycra tent- ]I( e
structures which can be entered and experienced from the 1l'-lS]ﬂE, Kum takes
raw chemical substances and combines them w;th]extraordmary results, an

insistence on the possibility of invention. [...

ahsglj;t Lllzsl::ndered flow :Ia)f information from everyday life .into the :art world
was made conscious and deliberate with Marcel Duchamp's introduction of tl'te
Readymade, and not surprisingly, readymade objects are foun.d throughou't this
exhibition. José Resende is a choreographer of cranes and Sh]p]:ll.ﬂg containers,
Virginia Ward resurrects discarded machinery, Desmond.Ku.m Chi-Keung works
with bamboo bird cages, while Marijke van Warmerdam invites us to gamble on
one-armed bandits. :

It is a truism that art can be made from anything. Rasheed Araeen’s recent
works are made from scaffolding, Tadashi Kawamata's from garden sheds. ?(?ter
Robinson (3.125% Maori) treads a tightrope stretched between_ political
correctness and heresy as he picks up awful nationalist clichés and racist taunts,
as readymades, and then throws them back.

Vladimir Arkhipov's Post-Folk Archive puts a further twist to the tale of the
Readymade, consisting as it does of home-made gadgets, all ready mad.e.
collected from people living around Moscow. The ingenuity of t}?ese ‘gadge.ts. in
the face of shortages of the most ordinary manufactured goods, Il'lSpl.l'E'd h!m to
Stop being a sculptor and start collecting. Now Arkhipov's art practice br?dges
the gap between the useful lives of these gadgets and their acquired identity as
Omponents of an artwork. The twist lies in the fact that these are .not
Manufactured objects, as readymades usually are, but instead unique creations
Which might be mistaken for folk art, implying a curatorial effort to somehow
elevate' the, This could not be further from the truth, Arkhipov suggests,

bec-'illse the art world clearlv does not occupy elevated ground.
] eES————



Bangkok has an artistic community, largely orbiting around the About Cafe,
which places an extraordinary emphasis on audience participation, asserti ng not
only a democracy of objects through the use of readymades, but alsg an
interdependence between artists and non-artists, In the spirit of Jorge Lyjg
Borges, who argued for the recognition of the crucial role of the reader, many
Thai artists are literally making work with their audience, Rirkrit Tiravanija ha_s
at different times provided take-away food, a recording studio for passers-hy
and art workshops for children. Surasi Kusolwong recently organized ap
exchange of everyday objects with gallery visitors. Chumpon Apisuk, in a long-
term project concerned with the plight of local sex-workers, especially with
respect to HIV and AIDS, exhibits a continuing correspondence by fax ang
recorded messages.

Navin Rawanchaikul's work for this exhibition developed out of his Navin
Gallery, Bangkok, an ordinary working taxi in Bangkok which is also the venue
for an exhibition programme. It is based on recorded conversations with Sydney
taxi drivers. These are transformed into a small comic story book, Another Day
in Sydney, freely available in taxis around town, and a sound installation
involving a taxi parked inside the exhibition,

Guy Bar-Amotz, an Israeli artist now based in London and Amsterdam, also
derives his work from an identifiable professional group, buskers, and karaoke is
the chosen form of audience participation. The gruesome cathartic sing-a-long
of the overworked middile classes with underprivileged dccompaniment, an
increasing phenomenon around the world, is a characteristically edgy mix.

Perhaps as an antidote, the home has come to signify, more than ever, a
refuge, as Nikos Papastergiadis observes in his essay here: ‘Not only are more
and more people living in places which are remote and unfamiliar to them, but
even those who have not moved increasingly feel estranged from their own
sense of place. Whether or not this is directly experienced by artists, a
preponderance of current art works refer to the nature of the home, often
problematically, and reflect a basic need for shelter.

Desmond Kum Chi-Keung's birdcages allude to the overcrowded housing
conditions in Hong Kong. Gavin Hipkins' photostrips make up an obsessive
unedited analysis of the various rooms he inhabits. Howard Arkley's choice of
the suburban Australian home as a subject for his spray paintings could not be
more apt. Maria Hedlund's white photographs suggest the corruptible nature of
the domestic spaces we create for ourselves,

Absalon’s actual-size white prototypes for houses epitomise 3 very particular
daily life and at the same time anticipate his tragic early death, Ostensibly, the
Cellules, to be built in various cities around the world, were to be small buildings
in which the artist lived alone, with room enough for only one visitor at a time.

SOMEWHERE JUST
AS SOME PEOPLE
ARE THINKING,
| FEEL LIKE HAVING
A CUP OF COFFEE.

IS THERE SOME CAFE
AROUND HERE?’
THEY WILL SEE A
CAFE COMING TO

THEM UP THE ROAD.




With interconnected spaces for eating, sleeping, working and toilet activity, the
designs betray the formative influences not only of classic modernism but also the
artist’s native middle-eastern culture. Ideas from Arab architecture and Bedouin
life are combined for the accommodation of an endlessly travelling individual,

The appeal of the Cellules lies largely in the viewer's identification with
Absalon’s need to make a place for himself. Henrietta Lehtonen’s work Nest,
(1995), subtitled ‘Reconstruction of a nest I built when five years old. At the age
of eighteen I started to study architecture’, strikes the same chord. Sofas, rugs,
blanket, pillows and a coffee table are rearranged in order to create a child-sized
refuge, one to keep the adult world at bay.

Other works by Lehtonen have referred directly to childhood and in this too,
she is not alone amongst contemporary artists, There is a distinct revival of
interest in the world of children. This is not sentimental and more than a simple
acknowledgement that children are equally part of everyday life - it springs
from an appreciation that children's perception is relatively unhabituated and
their expression of thoughts and feelings is refreshingly candid. Furthermore,
children are indicative of an imagined future and thus their significant figuring
as subjects in contemporary art tends to contradict notions of a washed-up,
decadent culture. [...]

On Kawara's work is canonical, direct and economical, marking time as it
passes - in the case of his Date Paintings, against an unseen backdrop of
newspaper pages which reiterate his continuing existence. His famous
statement 'l am still alive’ (at once too much and not enough, wonderfully funny
and deadly serious) is implicit in everything he does. Parts of his / Met and |
Went projects (from 1968), recording everywhere he went and everyone he met
on the same days thirty years ago, are also in this exhibition.

The measured continuum of time embodied in On Kawara's work features in
many works in this exhibition. Frédéric Bruly Bouabré's postcard-sized pictures
are drawn from daily life in his village of Zéprégiihé on the Ivory Coast. Hung in
long rows they suggest both a spelt-out pictorial language and, as each is dated,
the regular diurnal cycle. The dates assert the fact that he was actually there, then.

Jean Frédéric Schnyder exhibits a row of forty paintings, each depicting a
sunset over the Zugersee, the lake near his home. Riding his bicycle to the same
place every evening during several months last year, he set about painting the
same scene en plein air, one painting per day, thereby recording the incremental
movement of the sun in relation to the horizon and a spectrum of impressions
and meteorological effects. Intersecting in Schnyder's work are a number of
concerns which exemplify the thesis of this exhibition. They include a response,
as direct as possible, to his subject, a subject that is at once familiar and taken as
it is, and a concern with the effects of temporality.

[n addition, schnyder is declaring his unabashed interest in landscape and
atural phenomena. Many other artists here, such as Roni Horn, Patrick Killoran,
nlafur Eliasson, Gereon Lepper, Kim Young-Jin, Dieter Kiessling, Joyce Campbell,
}?mmy waululu and Rover Thomas, are doing the same. This does not signify a
sentimental or reactionary tendency, somehow in opposition to efn a\ranl:‘-gardv;j:
it is rather the artistic expression of what happens every day, as innovative as it
is uncontrived.

The serial nature of Schnyder's work, and that of On Kawara and Bouabreé,
suggests another pattern which can be extended to include those artists in this
exhibition whose practice involves small repetitive gestures, a certain
orientation towards craft activity. There is reference to the marking of time, and
a light touch on the subject of mortality, for example, in the work of Fernanda
Gomes and Germaine Koh. The latter's ongoing project, Knitwork, is an
accumulation of her knitting with wool unravelled from second-hand garments.
Its present sixty-metre length has Sisyphean implications and becomes
increasingly a heavier burden. Ani O'Neill's crocheted circles have affinities with
the project of Katherina Grosse and, at the same time, bear witness to her
ancestry in the Cook Islands.

The woven works of Aboriginal artists Margaret Robyn Djunjiny and
Elizabeth Djutarra also derive from traditional culture. Ding Yi uses paintstick on
tartan fabric, playing off the pattern or mimicking the weave with a technique
which clearly betrays the influence of Buddhist philosophy, through calligraphy.
Kim Soo-Ja conflates fabric bundles, potent symbols of the role of women in
Korean society, with video images of their movement.

The reference to craft is taken to an extreme by those artists who simulate
the everyday, not in games of double-take or due to a latter day Pre-
Raphaelitism, but because the subject suggests itself as absolutely sufficient. The
meticulousness of the process signifies a fascination with the smallest detail,
and simulation is the logical conclusion. Fischli and Weiss produce painted
polyurethane sculptures of the most humble objects, such as orange peel and
cigarette ends, and Yoshihiro Suda makes painted wooden flowers and weeds.
Clay Ketter and Joe Scanlan use the actual materials of their chosen subjects -
respectively, plasterboard, nails and plaster for sculptures of sections of
prepared walls, and timber for a coffin sculpture - and their aspiration to
directness could not be clearer.

Ketter and Scanlan operate within the realm of the everyday, and every day,
as do Fischli and Weiss, Carl Andre, Lisa Milroy, On Kawara, Virginia Ward, Joyce
Campbell, Georges Adéagbo, Rirkrit Tiravanija, and the many other artists
included in this exhibition.

Such diversity with respect to media, style and subject matter, such interest



in all areas of life and unpretentiousness, however, does not mean this is an art
world where anything goes. Never does anything go. Then again, never before
has an art world been so open, and so accessible,

Jonathan Watkins, Introduction, Every Day. 11th Biennale of Sydney (Sydney: Biennale of Sydney,
1998) 15-19.

Nikos Papastergiadis
‘Everything That Surrounds’: Art, Politics and Theories
of the Everyday//1998

[...] Bringing art and life as close together as possible can be a healthy antidote
to some of the academicist approaches emerging in the late 1980s. However, it
can also lead to the idiocies and banalities of life being reproduced under the
name of art. The relationship between art and life is never straightforward or
transparent. What cannot be denied, however, is the need for the artist to start
from the materiality of both art practice and experience. This appreciation of
materiality does not preclude language, nor does it imply that the limitations of
our specific starting points, by their mere display, should be elevated to
marvellous achievements. [...]

In the new art there is both sensuous absorption with the present, a
shameless fascination with the abject, and a candid representation of the
banalities of everyday life. Neither the pleasures nor the vices expressive of this
voluptuous self-presence are embedded within a social history of political
solidarity or aesthetic investigation. This practice of acknowledgement is
disavowed as being part of the boring politics of correctness. Yet paradoxically,
in the assertion of newness there is both rejection of lineage and claim of
assimilation. It is assumed that the new British art has already embraced the
kernel of the old without hanging onto the academicist crust of history. This
dynamic of internalization is supposedly already there in the pulse of popular
culture. Can we assume that the history of resistance is already incorporated in
popular consciousness, and that, by virtue of its own sensual and material
practice, the production of art traces the contours of this silent knowledge and
bears witness to all that is knowable and real? To attempt to forget the past is to
be condemned to repeat it by other means. |...]

Despite repeated efforts to break the divide between popular culture and
high art, the concept of the everyday has remained relatively untheorized within

the contemporary discourse of art. As a theoretical concept, it is clearly opposed
to transcendental or ahistorical forces. It does not seek to confine the
significance of art within the a priori categories of a given political ideology. It
does not place its development within the stages of certain psychic states, or
seek to elaborate its meaning purely within the terms of pre-existing
philosophica] models. To conm_der art from the perspective of the everyday is to
stress that the measure of art is not found by borrowing the yardsticks of other
discourses, but rather from its articulation and practices within everyday life.
vet this aim, which seeks to take us directly into the lifeworld without the
mediation of other discourses, cannot be conducted in pure form. There is never
a direct access to life - language, culture and the psyche are always inextricably
interwoven in our every effort.

Another benefit of the term everyday is that it recalls a number of
philosophical traditions on praxis. From ‘art and the everyday’ there is but an
indistinguishable step to the ‘art of living’ The purpose of this essay is not to
illustrate how the various artists in this exhibition have grappled with this
process or striven to energise the nodal points between art and the everyday, but
rather to contextualize this strategy within a number of earlier debates. As Scott
McQuire points out: ‘While the term ‘everyday’ has longstanding oppositional
connotations, stemming from its usage in Marxist sociology ... and passing, by
way of phenomenology and the Situationist International ... into the doxa of
contemporary cultural studies, what it represents has undergone significant
mutations in the passage.”

The genealogy of the concept of the everyday can be traced much further
back, and the net cast more widely. Mike Featherstone finds echoes of the
concept all the way to Antiquity, and draws on phenomenological as well as
Marxist traditions.’ The Ancient Greek philosophers paid meticulous attention,
and were in ongoing debate, about what made the ‘good life’. In the
phenomenological tradition the term ‘lifeworld’ is central, and when Alfred
Schutz first introduced it to sociology he defined it in relation to the
heterogeneity of attitudes in action and thinking, in contrast with dominant
institutionalized actions and rationalized modes of thinking. Agnes Heller's
attempt to synthesize both the phenomenological and Marxist traditions of the
everyday leads her to characterize it as ‘encompassing different attitudes,
including reflective attitudes’. These attitudes are not just those which situate
the self and help make sense of the world, but include those imbued with critical
force and capable of offering a vision of a ‘better world’. In her definition,
Everyday life is the co-constitution of self and society. It is the aggregate of both
the attitudes that shape the self and the processes of shaping the world.’

While the concept of the everyday is like an amoeba, its nature and shape



. i i ithy
: ! i itisi I i nts of the social world can be integrated wi
varying according to the content it absorbs and surrounds, it is in no way outside pussible- In this space, the fragme

theory or politics, It is clearly opposed to the use of theory as either a
prescriptive modelling of the world, or a totalizing abstraction which
determines the precise order of causes and consequences. The concept of the
everyday is antithetical to such normative and deterministic schemes, However,
if we understand theory as operating within, rather than above or beyond, 3
specific context, then this perspective, which implicates the process of
representation within the structures and institutions of belonging, allows a leve]
of critique which registers the flows and tensions within social relations, A
theory of the everyday is thus located in the in between Spaces, the margins and
disjunctive zones of the social.

Given the restless dynamic of modernity, the modality of the everyday is
particularly well-suited to grasping the experience of displacement and rupture
that are symptomatic of our age. The concept of the everyday in critical theory
is closely linked to the tension between freedom and alienation in modernity.
Henri Lefebyre emphasized that the concept of everyday life is a supplement to
Marx’s concept of alienation.* In positing that capitalism creates social relations
which alienate subjects from their ‘species being’ and from others, Lefebyre
stressed that the concept of everyday life can illuminate the complex ways in
which subjects exercise their potential to be emancipatory and critical. Thus, in
the Marxist tradition, the significance of the concept of the everyday lies in the
way it points to the overcoming of alienation. Communism did not eliminate
alienation by political feat. On the contrary, under Stalinism it deepened,

Two flaws in the Marxist theorization of alienation alsg constrained the
conception of the everyday. First, the theory of self, which served as the counter
to alienated subjectivity, presupposed the existence of a unified personality.
Second, the privileging of the commodification of labour in the definition of
alienation overlooked the domain of non-economic work. Alienation was thus
confined to forms of non-reciprocal relationships between individuals and their
work. According to Marx, as value is concentrated in the object of work, and as

the worker is perceived as another commodity in the chain of production, the
ensuing process leads to externalization of the value of praduction,
estrangement of the worker from the object of work, undermining of the
worker's sense of worth through production, and objectification of all social
relationships in the workplace. Ultimately, workers are left feeling alienated
from nature, their own identity and consciousness of the totality of all other
human relations. Marx thereby argued that the consequence of alienation is the
estrangement of workers from their ‘species being’.

The other side of the theory of alienation is the everyday. It is in the space of
the everyday, Marx claimed, that the worker's genuine sense of self worth is

e of identity. Heller stressed that Marx's theory of self poses.the

E ity between personality and sphere of action that constitutes society.
nece‘ssary::;:l};e'f is one which perceives the flux and fragmentation of the social
ﬁr::te]izt is capable of providing a critique through a synthesis between

eetivi life,

mbjem;;tia::tzzg?(:gs integrative logic in his definition of the concept:
Le;zy life refers to all the spheres and institutions which in their- unity and

E tality ‘determine the concrete individual'’ From the choice of leisure to the
:I:L:z:zre of domesticity, Lefebvre draws our attentin.n to Fhe corr}p]ex mefans byl:
which social structures are internalized i.n daily life. This practice ‘05
internalization is neither passive nor neutral. It impacts on the broadgr dy'r:lmllicn
of social change. The reciprocal relationship between part‘and who‘le is cri u.:g o
Lefebvre’s theory. He sees ‘the humble events of everyday life as haﬁvmg two si :h :
the arbitrariness of the particular, and the essence of the social.® By tracl:gh de
reproduction of the whole in the practice of the part, Lefebvre th'ou_ghtMe ..'at
found a way out of the base-superstructure model that was stultifying Marxis

Iture, :
dw:&?ﬁh:i: Certeau's concept of the everyday goes even furthe_r and pl:mrldes.a
way of understanding the everyday without reproducing the integrative logic
central to Marxist tradition. When Certeau represents an analogy between part
and whole, he also suggests a displacement effect. His focus.is more attuned to the
sly step towards transformation in every act of internalization:

The presence and circulation of a representation ... tell us nothing about what_ it
is for the users. We must first analyse its manipulation by users who are not its
makers. Only then can we gauge the difference or similari‘ry t.net'.rvee_n the
production of the image and the secondary production that is hidden in the
Process of its utilization,”

This investigation of the difference between the laws.. rituals: anr.}
T€presentations imposed by the dominant order, and the subve-:rswe practices (?
fompliance, adoption and interpretation by the weak, fuels Michel de Certea%l s
Study of social relations. His concern is not with the intended effects ofalu snlzmm.al
s¥stem, but the actual uses made of it by the people who are operating within it.
The politics of everyday life revolve around two dimensions. First are the ways
i which people make ethical responses to the social order, and thet:eby
humanize their relations with each other. Second are the ingenious and devious
Ways by which the weak, the marginalized majority, make use of trll{ strong.
€ tactical responses are necessary, he argues, since the individual is



increasingly situated in a position where the social structures are unstable,
boundaries are shifting, and the context is too vast and complex either to contro]
or to escape. From this perspective, Certeau’s and Lefebvre's concepts of the
everyday are significantly different,

Given the social complexity and diversity of the everyday, Certeau does not
claim that the part can carry the essence of the whole, Through the shift in forms
of production, relocation of central command centres, rapid flows of financial
and speculative trading across national borders, increasing interpenetration of
local cultures by the media industries, and the new patterns of migration,
globalization has heightened the complexity and fragmentation of the social
order. The identity of the social whole can no longer be represented according to
the neat and discrete boundaries of the national. This re-evaluation of the
identity of the whole also complicates the representative status of the part. For
instance, can art of the everyday represent the lifeworld of the whole nation? Or
do we need to make smaller, more specific claims about the relationship
between the particular, which is always a tactical response to a number of
conflicting demands, and the whole, which is already too fragmented and
complex to appear as a single unit. At the micro level of everyday life, the
individual is compelled to utilize intelligence, cunning and ruse in order both to
survive and gain pleasure,

‘This mutation makes the text habitable, like a rented apartment.® The
metaphor of a house is apposite for this exilic epoch. According to Certeau, our
mode of being in this world, that is our ability to insert ourselves into the present
and to make the meaning of our time memorable and affirmative, is like the
practice of renting an apartment. The space is borrowed, the structures are given,
and the possibility of dwelling is not infinite. However, the practice of living is
neither closed nor predetermined by the architecture of the building. We enter
the apartment with our baggage, furnish it with our memories and hopes, and
make changes which give form to our needs and desires. The order with which
our belongings are arranged is like the fingerprint of our social identity.

The home is always saturated with emotive associations and social
meanings, but perhaps unlike other historical periods the contemporary home
gains its identity from the oscillation between arrival and departure, integration
and fragmentation. Zygmunt Bauman was right when he characterized our
relationship to home in late modernity in terms of not displacement but
unplacement. Not only are more and more people living in places which are
remote and unfamiliar to them, but even those who have not moved increasingly
feel estranged from their own sense of place. The concept of home needs to be
fused with the practice of belonging. ‘Home is no longer a dwelling but the
untold story of life being lived.” Home must be seen as a verb, rather than as a

I un which refers to distinct place. For home is no longer a place in the past or

D - *
:ﬁxed geographical spot, but rather a horizon that recedes in the future. We

approach but never fully arrive. To tell the story nf.[he life being Iivefl in the
home, we must perform what John Berger calls ‘bricolage of the soul’. When
Gaston Bachelard picked up the tools of psychoanalysis and applied them to the
structure of the house, renaming the garret as super ego, the ground level as ego
and the basement as id, thereby providing us with topoanalysis, he gave us a first
look into the soul of architecture." Or was it an insight into the architecture of
the soul? Through these figurative techniques Bachelard addressed the practice
of making meaning through the assemblage of fragments that constitute home.

Psychoanalysis, which was driven in Freud'’s hands to uncover the hidden
meanings of the banal and trivial in everyday habits, was lifted out of its
therapeutic context by Bachelard and released into the realm of critical poetics.
Psychoanalysis can benefit our understanding of the everyday when its
application is not confined to a diagnostic and medical science, but extended to a
mode of investigating the constitution of the social. All the messy desires and
neurotic habits of the everyday cannot be removed by ‘working through' their
origin in the primal sexual scenes. The connections between past and present may
be even more elliptical than the concept of the unconscious, just as the tensions
between self and other may never be reconciled by the acknowledgement of
aggression generated by conflicting drives. Psychoanalysis opened the door to
understanding the repressed in everyday life, it provided epistemic insight into
the orders of the psyche, it exposed the unconscious layers obscured by the

‘commonplace distinction between truth and lies, but it is not clear that its

prescribed methods for dealing with either the energies of the unconscious or the
‘Tegressions’ into collective practices of identity formation are sufficient models
for defining the constitution of the social. The general point that something is
always left out, something remains unspoken, even when the speaker expresses
their views sincerely, needs to be lifted out of the clinical framework in order to
offer a metaphor for the gritty silences in the everyday.

The utilization of psychoanalysis and Marxism by the Frankfurt School took
4N even more decisive role in tracing the ‘itinerary of desire’ in everyday life.
Conscious of shifts in the political terrain, whereby the role of the proletariat did
Mot resemble 3 vanguard and the internal dynamics of history did not suggest
the inevitable overthrow of the capitalist system, Adorno and Horkheimer
Sought in psychoanalysis clues for explaining the culture of survival. Their
Critique against domination and authority was framed by an emphasis on the
fedemptive potential of memory. The work of memory was not confined to a
f0stalgic retreat, but knotted into an emancipatory project which involved
“nCOVering the elements of subjectivity and heightening the reflexive attitude



that had been suppressed by the instrumental rationalism of the modern woriq,

The combination of Marx's theory of alienation and Freud's theory of
repression meant that the dynamics of culture and the role of agency could
never be reduced merely to a negative or positive expression of material forms
of production. If Marx's great contribution to social theory was to position the
intellectual within the site of struggle, it could be said that Freud's equally
significant insight was the idea that the analyst must offer his or her body,
through the act of transference, as the vehicle to uncover the meanings of the
past and transform the everyday. After Marx and Freud, the distance between
subject and object changed and the possibility of time opened.

The future will be like the past, not in the sense of repetition, but in the sense
of having been uncalculated. So one of the aims of analysis is to free people to
do nothing to the future but be interested in it."

The theorist, the analyst and the artist could no longer claim an aloofness
from the social. The relationship between the abstract and the concrete could no
longer be thought of as a one-way street. The culture of the everyday was not a
mechanical part that neatly revolved around the pivots of the dominant order.
Most significantly, the concept of the everyday was a challenge to the structural
determinist tendencies in social theory. Agents could not be represented as
being mere ‘dupes’ of an overarching ideology. By drawing attention to intricate
and reciprocal relationships between agency and structure, the theories of the
everyday rejected the assumption that change could be imposed from above, or
sustained by purely external forces. The everyday became a concept for
understanding how the strategies of resistance in the practices of living were not
always explicitly oppositional. The heroics and ethics of the everyday did not
appear in titanic stature or saintly guise, rather they were enacted through
subtle acts of involvement and displacement. The spirit of resistance did not
come from beyond or above, but from within. Choice does not always imply
freedom, but it opens a space in which the lifeworld can be humanised. The
concept of the everyday is thus part of a long tradition in identifying the
potential for critical practice, and for offering alternative interpretations on
what makes the ‘good life’,

Making art by taking what is close at hand. Thinking about the biggest
philosophical abstractions from the position of our most intimate experiences.
Seeing change as being part of our choices and responses to the inventory of
demands and obligations in daily life. From this perspective, where the everyday
and the dominant structures are perceived as interconnected, we can also see
that art, theory and politics are in a constant dialogue. One cannot proceed
without the other. It would be absurd to believe that one discourse has already
answered the questions of another. Sociologists such as Fiona Mackie have noted

the process of bracketing and foreclosure that limits comprehension of the
Jegitimate sphere of knowledge and curtails those experiences which are
cranslated back into everyday language.” Mackie recognized this blindness, not
only in the dominant rationality of the social but alse within the mainstream
graditions of social theory. The relationship between art, politics and theory can
never be of value if the integrity of each position is not acknowledged. Perhaps
the concept of the everyday will be seen not as the rejection of earlier debates
on the context of art and the responsibility of the artist, but as the grounding of
meanings in art. Lyotard, in a rare moment of rapture, caught this beautifully:
art is the flash that rises from the embers of the everyday".

Art may be a precursor of changes not yet fully felt, or witness to states either
excluded from the frame of hegemonic discourse or still a faint murmur in the
heart of everyday life. An art which seeks to heighten our senses to the
proximity of the marvellous, to find significance in commonplace signs, to
connect one level of subjectivity with another, is a practice which inevitably fans
the embers of theory and politics.

1 [footnote 5 in source] Scott McQuire, ‘Unofficial Histories', catalogue essay for Archives and the
Everyday, curated by Trevor Smith (Canberra Art Space, 1997).
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[11] Michel de Certeau, The Practice of Everyday Life, trans. S. Rendall (Berkeley and Los Angeles:

University of California Press, 1988) xiii.

[12] Ibid., xxi.
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of distillation, of isolation that occurs when an artist like Michael Billingham or
Tracey gmin takes an element of life and appears to present it verbatim. [...]

David A. Ross and Nicholas Serota
The Everyday: A Conversation//2000

serota Is dealing with the everyday essentially an amoral position?

Ross No, quite the contrary. I think it's the reassertion of a real moral position [...]
This is not art that's easy. This is art that is distinctly staking out a moral position
about the way life could and, if you want to get prescriptive, should be lived
without getting ham-handed about it. Without saying you have to live my life. It's
taking the dictum of Marcel Duchamp and John Cage and bringing it to another
moment which is: ‘Here is life. You are in it just as I.

David A. Ross |[...] The evocation, through metaphor, not of the everyday
experience but of a feeling, a psychic experience, of the everyday - more than its
simple, literal evocation.

Nicholas Serota 1 think that is the thread that ties together many of the artists
represented in this exhibition. We have not brought together artists who are

representing the everyday as such.
Serota | agree that it's a fundamentally moral position, which of course connects

Ross We've avoided not only that level of realism but we've also avoided the it back to the modernist tradition. | think it is saying: ‘Here is value".

Surrealists, whose response to the everyday was to move it into a kind of
everyday experienced in dream. We've decided to privilege conscious as
opposed to unconscious thought, dream and the repressed. [...] I think it may be
a bigger task to look at the quotidian and to recognize that in fact it's a reflection
of a mind awake and a mind asleep. That the conscious and unconscious minds
are both reflections of our quotidian lives. If we frame the reasoning behind our
decision to eliminate not only certain artists but certain directions in art and to
define the quotidian, I think we would end up by saying we've used contemporary
practice to go back and redefine the quotidian throughout this century.

Ross Yes, and perhaps it's also saying that we no longer have to mourn the
inability to construct the ideal that seems to lie at the heart of the modernist
enterprise; that this longing for an ideal was a false call, and that the modernist
enterprise can carry on quite well in relation to a reflection on the ideal that can
be found - not necessarily celebrated but acknowledged - in day to day life. [...]

Nicholas Serota and David A. Ross, extracts from ‘The Everyday: A Conversation', in Quotidiana: The
Continuity of the Everyday in the Twentieth Century (Turin: Castello di Rivoli/Milan: Museo d'Arte
Contemporanea/Charta, 2000) n.p.

Serota Well, this is a show that is being made in the late 1990s and reflects a
view of history which is undoubtedly shaped by what artists are doing today.

Michel Maffesoli
Walking in the Margins//2002

Ross It's not just shaped by what we're all doing today in the field of art. When
you leave this museum what role does art play in your life? | think one of the
things we're talking about is artists who are speaking about changes in the way
we are supposed to look at things. It all speaks to a desire towards a
reintegration of life, some inherent societal concern about our lives having
become so fractured. Not life and art alone because [ think that's too simple, but |
all the elements that one recognizes could produce a more fully lived life. [...]

Must quotidian always be associated with humdrum?

Rather, it is perhaps the quotidian - the everyday, the banal - that, in the long
run, heroically ensures the survival of the individual and the group as a whole.

In this respect, it is worth recalling the origin of the word ‘banal’: in
Mediaeval France, a ‘banal’ baking day was one when the bread that came from
the oven was not owed to the lord of the manor. It was a day of common bread,
3 day of quiet celebration when life was not owed to the powers that be.

Itis precisely these innocuous activities and daily little rituals that constitute

Serota | think the difficulty for many observers of contemporary art is to
understand that the everyday in art is in itself an insight rather than necessarily
a representation. The constant media cry in Britain is: ‘But is this art?' or ‘Why
is this art?’, when the art appears to be simply the presentation of a slice of life.
Of course what those questions do not acknowledge is the degree of selectivity,



the eternal bedrock of ‘being together’. We should remember that when not
is important, everything assumes importance.

The interlude represented by the ‘modern period’ is coming to a close. | has
been a period of closure - of closed identities, shielded by the walls of Private
life. A period of the individual as master and owner of self and the world. Of the
individual as a powerful yet solitary figure.

The world is now reclaiming its right to centre stage. The street is back ip
circulation, as is the etymology of ‘trade’, which once meant to tread the path op
road. There's trade in goods, of course, yet also trade in feelings and ideas.

Public pavements serve as a fine metaphor for this commerce, reminding ys
that what was unduly privatized is now back in collective circulation, Sexuality,
for instance, is nothing less than individual, yet is also a subterranean lode of
collective eroticism,

Urban theatricality is now demonstrating, in various ways, that the
individual is an indeterminate thing. None of us have any worth unless we are
an integral part of a social context.

Genius, don't forget, is above all part of a collective ‘genius’ in the sense of ‘3
prevailing spirit’, It is part of the spirit of a place, one moment in a whole that
transcends it. That is how we should understand [the artist] Hassan Khan's ‘| am
a hero [ You are a hero',

This equation is reversible, moreover: a fragment of crystal exists thanks
only to the heterogeneous rock from which it is extracted.

Indeed, the compact, mundane framework of the quotidian stresses an
eternal present, lending meaning to all the intense, brief ‘snapshots’ so typical of
everyday life. Postmodern life, echoing premodern life, reminds us that
existence does not become meaningful in some yonder world, but is embodied
in the here and now.

Transcendence becomes immanent in a kiss rendered tragic because it is so
fleeting, in a ‘quick coffee’ elevated to a daily ritual at the café, in a tattoo that
marks the sharing of bodies. All things remind us, as Nietzsche pointed out, that
sometimes depth can hide on the surface of things.

Paths on the fringe are converging into a main path, reminding us that all
existence, individual and collective, is one long undertaking. The street is a path
with no end other than itself.
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Michel Maffesoli, ‘Promenades en marges', exhibition statement, Trottoirs - Sidewalks {Promenades
eén marges|. Nobuyoshi Araki, Ed van der Eisken, Alberto Garcia-Alix, Hassan Khan, Enrigue

Metinides. An exhibition curated by Galerie Chantal Crousel at the Poste du Louvre (Paris: Galerie
Chantal Crousel, 2002) n,p.

ory Crewdson .
'merican Standard: (Para)Normality

and gveryday Life/, /2002

:can Standard: (Para)Normality and Everyday Life’ is a gmup.z exhibi{i.on
'.Qmentaes an American aesthetic tradition of art that explores the mtersecn?n
ﬁ;at H;::da y life and theatricality. The artists in this exhibitiqn com}nine .a realist
‘_’ , tic sensibility with heightened lighting and colour, dislocations in scale,
:;.“:ther defamiliarizing effects. This collision between the normal andAthe
paranonﬂal produces a tension that tranﬁforms the topology of the American

into a place of wonder and anxiety.

mﬁc;':ze]: ttoo ezpress fully the breadth and continuity of this tra.dition. ‘the
exhibition brings together historical and cuntemporan:y works of art in a varle.t_y
of mediums and genres. The exhibition features painting by Robert Bechtle, Vu-?
Celmins, John Currin, Eric Fischl, Maureen Gallace an.d Edward Hopper;
sculpture by Robert Gober, Keith Edmier and Joel Shapiro; pt?otography by
Robert Adams, Diane Arbus, Tim Davis, Bill Owens, Charles Ray, Cindy Sherman,
Joel Sternfeld, Stephen Shore, Hiroshi Sugimoto and He:*{ry Wessel; and
production imagery by filmmakers Todd Haynes and Steven Spielberg. A]thou.gh
the artists assembled in ‘American Standard’ vary widely in style and pra‘ctlge
they share a common aspiration to find unexpected beauty and mystery within
the American vernacular. [...]

Gregory Crewdson, curatorial statement for ‘American Standard: (Para)Normality and Everyday Life’,
Barbara Gladstone Gallery, New York, 2002,

Ben Highmore
E"el'Yda‘; Life and Cultural Theory//2002

Aesthetics :

.. Ismt the field of aesthetics concerned with the values and practices of high
Culture, which if not antithetical to the world of the everyday, tend to be
f€moved from it? Our initial move then will have to be to ignore such insmgnt
aSsociations for the moment. If we swap the world of everyday life for the socio-
historica| terrain of Western fine art (in which aesthetic questions have taken



root) what then becomes of aesthetics? Aesthetics, I want to argue, allows
consider two questions simultaneously. On the one hand, by foregroundip -
world as both mental and sensual experience it problematically expandf k.
range of meaningful elements attributable to the everyday. If, for inst, 5
l?orf:dnm is seen as a central experience in everyday life, then it is clear] -
limited to the realm of thought (which is usually ‘where’ meaning is |U[‘ayter:jot
Boredom can affect the body and mind as a form of existential and phys; :
tiredness. How should this experience (or these experi i

i periences) be understood?
How should they be described? This takes us directly to the other central as e
of afesthel:ics: aesthetics insists on examining the way in which experiencespa .
registered and represented. So aesthetics is concerned with experience and thr:
form such experience takes when it is communicated. Such concerns are clear]
crucial for theorizing the everyday. It should also be noted that thinking 051:
aesthetics in this way takes us back to a realm of high culture, though not
exclusively. After all, the province of poets, painters, novelists and composers
has often been to try and register ‘ordinary’ experience. The relevance of so-
called high culture becomes even more vivid when the formal experimentation
of avant-garde artists is taken into account. The attempt to locate and apprehend
modern everyday life, and to find forms that are capable of articulating it, might
bfe seen as the overriding ambition of many avant-garde artists of the late
nineteenth and early twentieth century. The importance of such an avant-
gardist ambition will be central to this book [Everyday Life and Cultural Theory,
2002]. First though we need to flesh out a notion of aesthetics as it might impact
on the theorizing of everyday life.

In his discussion of the term ‘everyday life' in his book Undoing Culture
(1995), Mike Featherstone suggests that it appears to be a residual category into
which can be jettisoned all the irritating bits and pieces which do not fit into
orderly thought'. He goes on to write that ‘to venture into this field is to explore
an aspect of life whose central features apparently lack methodicalness and are
particularly resistant to rational categorization' (Undoing Cuiture, 55). This
suggests that the everyday cannot be properly accommodated by rationalist
thought and that the everyday is precisely what becomes remaindered after
rationalist thought has tried to exhaust the world of meaning. It also implies that
the concept of everyday life has much in common with the i ncipient meaning of
aesthetics. When the term aesthetics emerged in the work of the German
ph_ilosopher Alexander Baumgarten at the end of the eighteenth century, it Was
going to be the ‘science of the senses” - a philosophical and scientific attention
to sensory, corporeal experience ( perhaps the very stuff of the everyday). AS
Terry Eagleton writes:

< s as though philosophy suddenly wakes up to find that there is a dense,
 swarming territory beyond its own mental enclave which threatens to fall utterly
_ <ide its sway. That territory is nothing less than the whole of our sensate life
or — the business of affections and aversions, of how the world strikes the
on its sensory surfaces, of that which takes root in the gaze and the guts and
' E": that arises from our most banal, biological insertion into the world.

sleton, The Ideology of the Aesthetic, 1990, 13)
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istory of attempts to attend to these experiences, like the history of
wding to the everyday, is fraught with contradiction. Eagleton suggests that
ist philosophy’s approach to sensory experience operates as a form of
nization: ‘the colonization of reason’ (The Ideology of the Aesthetic, 15).
: Eagleton points to is the tendency of philosophy to submit sensate
ence to the procedures of reason and science without questioning the
pacy of its form of attention. Indeed some philosophers have embraced this
jizing operation with a missionary zeal: ‘Science is not to be dragged down
he region of sensibility, but the sensible is to be lifted to the dignity of
oe’' (Baumgarten, quoted in Eagleton, 17).
example of Baumgarten demonstrates a problematic: to borrow the
res and materiality of a ‘scientific’ discourse for attending to everyday
1 be seen to remainder precisely that which is the object of study. How
1 is the particularity of the everyday lost as it is transformed in the process
iption and interpretation? As rationalist discourse expands to cover
of life that are non-rational, that do not follow patterns of logical
ling, what is lost (as these aspects of life are transformed into suitable
s for attention) is the very ‘stuff-ness’ that made them urgent problems in
rst place. Of course for Baumgarten the intention is precisely to ‘rescue’
material from its inchoate state, to transform the material to the point
it transcends its status as ‘mere’ sensation living in the lowly realms of
day. Significantly, much of aesthetics (as a discourse about art) is
ed with the everyday only at the point of such transcendence. Even in
. etic discourses that are most concerned with the everyday world of
ce transformation and transcendence are the operative procedures.
. level of argument the everyday represents an impossibly evasive
m attend to it is to lose it, or as Blanchot writes: ‘We cannot help but
ifWE seek it through knowledge, for it belongs to a region where there is
INg to know’ (Maurice Blanchot, ‘Everyday Speech’ [1962], 1987, 15). But
d not be taken to suggest that the everyday is completely unyielding to
Tepresentation (description or theory); rather it is to suggest that
forms of discourse (discourses of ‘knowledge' in Blanchot's words) are



not adequate to their objects and at times fail to accommodate them at all, The
other side of this is that there might well be forms of representation that e
more appropriate, more adequate, for attending to the everyday. To suggest that
the sensory and the everyday are outside representation, and that they aro
fundamentally incommensurate with forms of representation, is to miss the fac;
that sensation and the everyday are already part of a world of representation, T
treat everyday life as a realm of experience unavailable for representation o
reflection is to condemn it to silence. However, if the sensory and the everyday
are seen as already fully colonized by discourse and representation, as if nothing
could possibly be outside the forms of representation that are currently in use,
then everyday life is neither problematic nor capable of generating counter-
discourses. It becomes merely a term used to designate an area already fully
represented. An everyday aesthetics would have to negotiate to avoid either one
of these endgames.

Tradition might suggest that certain forms of representation are more
appropriate for attending to specific aspects of the world. For instance, a poem
might be seen as a more fitting form for attending to the world of feelings and
emotions than a sociological study; the economic treatise more capable of
apprehending capitalism than a novel. Yet in relation to the everyday, all forms
of representation are hampered by a similar problem. If, for example, the
everyday is seen as a ‘flow’, then any attempt to arrest it, to apprehend it, to
scrutinize it, will be problematic. Simply by extracting some elements from the
continuum of the everyday, attention would have transformed the most
characteristic aspect of everyday life: its ceaseless-ness. As far as this goes, a
good starting point would be to suggest that no form of discourse is ever going
to be ‘proper' (appropriate) to everyday life. The everyday will necessarily
exceed attempts to apprehend it. This would simply mean that the search for the
perfect fit between a form of representation and its object (the everyday) needs
to be called off. Instead we might say that different forms of representation are
going to produce different versions of the everyday. But if what is deemed to be
the appropriate form for attending to the everyday (mainstream saciology, say
or novelistic description) has resulted in a lack of attention to certain aspects of the
everyday, then the everyday might benefit from the attention of purposefully
inappropriate forms of representation. Or rather, the everyday might be more
productively glimpsed if the propriety of discourses is refused. In the work of
Simmel or Benjamin, or in the avant-garde practices of Surrealism or the College
of Saciology, or in the ‘Anthropology at Home' of Mass-Observation, a form of
representation is fashioned that might be seen as improper. To use Surrealism [©
conduct sociological research or to insist on montage as the technique t:or
historical study is to cut across discursive decorum. It is also to test the potenﬂi]

different forms of representa tion to apprehend the experience of everyday life.

~ one of the main arguments of this book is that something like an avant-
de sociology is being fashioned when the everyday is taken as the central
lematic. A significant concern for theorizing the everyday is the problem of
orating a suitable form for registering everyday modernity. In other words,
the projects dealt with here can be seen to contribute to the creation of an
otics of and for everyday modernity. That the very form of articulating the
day is seen as a problem, or that describing the everyday might require
al experimentation, implies not only that the everyday has suffered from
ttention, but that the kinds of attention that are available are severely out of
5 with the actuality of the everyday. There is a historical dimension to this
cannot be ignored. The dramatist Bertolt Brecht once suggested that ‘new
lems appear and demand new methods. Reality changes; in order to
resent it, modes of representation must also change' (Brecht, ‘Against Georg
ics', 1980, 82). The projects I go on to discuss can all be seen to respond to a
' e of everyday modernity as described in the previous chapter. It is this sense
‘modernity as complex, contradictory (both boredom and mystery) and
namic that makes traditional - forms of representation appear unfit for
aling with modem everyday life. Perhaps the most famous text that deals with
revolutionary aspects of modernization is Marx and Engels’ Manifesto of the
mmunist Party (1848). In this, they treat modernization as an assault on all
f tradition:

Constant revolutionizing of production, uninterrupted disturbance of all social
conditions, everlasting uncertainty and agitation distinguish the bourgeois epoch
om all earlier ones. All fixed, fast-frozen relations, with their train of ancient and
nerable prejudices and opinions are swept away, all new-formed ones become
quated before they can ossify. All that is solid melts into air, all that is holy is
aned ... (Marx and Engels, Selected Works, 1968: 38)

. and Engels insist on the everydayness of modernization. As a form of
__IOusness (‘uncertainty and agitation') modernization is unsettling, as an
con traditional beliefs (‘ancient and venerable prejudices and opinions are
taway') it is disorientating, and as an assault on perception (‘all that is solid
into air') it is unnerving. By connecting technological and social changes
ges in everyday experience the Communist Manifesto becomes one of
L texts to posit modernity as a revolutionary experience to be located at
of everyday life. What then would constitute a suitable aesthetic form
ering daily life in all its newness, uncertainty and lack of tradition? How
Esuch an unsettled form of life register? This might well be the question



-

that the everyday poses to the avant-garde sociologist. The necessity
of

fashioning HEw forms (or tools) for apprehending new kinds of ex eri
(new- ‘realities’) might be seen as the general impetus and pr(?blrlenc?s
attendant on theorizing daily life. What is called the artistic avant—gardeemanc
to offer a Tepertoire of formal devices for registering a world that 3 s
chaotic, disrupted and radically new. The projects discussed in this hookpp?&rs
be seen to exist on the boundaries of art and science, borrowing from the am}gt}:
avant-garde (or working in sympathy with them) and yet directin F:::r!c
concerns towards other ends. Here [ shall only give a very quick synopsis ngf 3
of the formal ‘aesthetic’ devices that might coexist in both an artistj it
garde and in a more sociological one. e
If e'..reryday life, for the maost part, goes by unnoticed (even as it is bei
revolutfonized]. then the first task for attending to it will be to make it nl:rti«:e:I;]f1g
The -a.rt:sl:ic avant-garde’s strategy of ‘making strange’, of rendering what s y
fan'flhar‘ unfamiliar, can provide an essential ingredient for f.:lshianilmlsr
socwl_o_glca‘l aesthetic (to use Simmel's term). Aesthetic techniques, such a:gth:
surpnsm.g Juxtapositions supplied by Surrealism, provide a pmduct.ive resource
for rescuing the everyday from conventional habits of mind. Similarly, if the
everyday is conventionally perceived as homogeneous, forms of artistic m:onta e
won:k to disturb such ‘smooth surfaces' But this sociological aesthetic isn't sim ?
designed to ‘shock’ us out of our established forms of attention: its ambitimf ii"
to atts;mpt to register the everyday in “all’ its complexities and.cuntradictions
For this montage might be seen as an aesthetic form particularly well suited to.
the c?mplex and contradictory. Yet if ‘everyday life theory’ is to promote and
practise montage, then, unless it is going to simply register the cacophony of the
everyday, it has to find some way of ordering, of organizing the everyday, Here
the theoretical is precisely the problem of ordering and arranging, of m.akl'ng
some kind of sense of the endless empiricism of the everyday. '
The‘theorists and theories explored in this book (Georg Simmel, Walter
Ben?amln. Surrealism, Mass-Observation, Lefebvre and Certeau) can be‘ seen to
begin to fabricate an ‘alternative’ aesthetic for attending to the experience of
modern everyday life, It is an alternative to a range of options in regard to the
everyday: it is alternative to the instrumentality of governmental attempts to
cat;flog.ug the everyday; to high culture’s propensity towards expressive
.sub_]ectnnsm in relation to the everyday; and to science’s dour positivism. Theirs
isan aesfhetic that in negotiating the experience of everyday life never ci;ims to
exhaust it. It is an aesthetic of experimentation that recognizes that actuality
alwa;rs outstrips the procedures for registering it. The work of these everyday life
Itheones can be characterized by a hybrid mode of representation. Never simply
theory’ or *fiction’, philosophy or empirical observation, ‘everyd,;y life studies’

on the borders and the gaps between these representational categories. It is
etic that questions the suitability of ‘system’, ‘rigour’ and ‘logic’ for
ing to the everyday. As such its theoretical resources emerge from a variety
ources, from writers such as Brecht and Joyce as much as from Marx, from
'.Bbsenrations as much as from intellectual encounters. It is an aesthetic
ing to find a place within a field (social and cultural theory) that is often

ous to its own aesthetic protocols.

second cluster of questions concerns the (related) problem of the archive. At
level this might be thought of as a simple practical question: what would an

e of everyday life include? What could it possibly exclude? For instance, if
ive of the everyday (for example, the one Mass-Observation produced)

e to include a potentially infinite number of items (diaries, photographs,
ervations and so on, compiled by anyone who wants to participate), then
v could it be organized? The question of what to include in an everyday life
e raises questions about the appropriate form for collating ‘everyday life’
fial. In the case of Mass-Observation the desire to let the_eyervday speak
itself resulted in an archive on an unmanageable scale. Two problems
nec iately become clear. First, if the everyday is going to be represented ‘from
within', so to speak, then questions emerge about the organization and limits
might be placed on such a necessarily disordered archive. Will everything
anything be included? Will there be any way of organizing this material? A
nd and related problem becomes evident in any use of this archive. If the
e is made up of a polyphonic everyday, then how is it to be orchestrated
meaningful themes or readable accounts? How can one construct an
gible articulation from the archive that doesn’t submerge the polyphonic,
th the editorial voice at work? In other words the possible use of the
live seems to linger between two extremes: on the one hand an unmanaged
ulation of singularities, and on the other a constrictive order that
sforms the wildness of the archive into tamed narratives. The history of
Observation is the history of negotiating this problematic.

So even at the level of collecting and organizing data, more fundamental
blems intrude, namely the problem of making the everyday meaningful in a
that doesn't imprison it at the level of the particular, or doesn’t eradicate the
Afticularity of the particular by taking off into abstract generalities. This
blem can be seen as the dilemma of negotiating between the microscopic
Is (most frequently classed as everyday) and macroscopic levels of the totality
*Ure, society and so on). The issue that this articulates is about the privileging
Ided to either one of these perspectives. In recent years (in the wake of



et ; :
privﬂm kl;:ds of arguments associated with accounting for postmodernis
e e;gﬁr- as tenc!ed to fall on the side of the microscopic. Yet, if ‘eve dm} t-h :
= :ry is a mea{mfgful and historically urgent form of attention, | wor:lday '
micrrfue t!]at this is because at some level it simply refuses to remain G
. soilc:::];f: scale. After all doesn't the notion of the everyday suggest 3 ;t e
Ing more than an endless series of si .
. ; ingular * '? Si
everyday life might be the name for the desire ofgtztam;\:;rﬁiyn;z: el
. : ) ern tj
'mta[it;:v?ve.:;dlf IEhe Targument that the desire to attend to the ‘totality’ musiﬂb‘fes.
e natn esire is overblown (which it clearly is), then the tendency of * 3
= weds to erase and ignore vast terrains of experience can't be so Earaftd
e s:‘.iz . Indeed, as should be becoming clear by now, much everyday ?;]iy
discﬂrarrsep;al;posefu{l;y a:dressed to responding to the way in, which conventio nai
erased and ignored the everyday. So if
; : E general accounts of ‘socieny’
o i S0cC
c_“x;z[ttunlar ;re seen as oblivious towards the everyday, then before any grsnf WI
— (:11 oft ese cs.m. be proffered the absolute priority is going to be to rescue r:
s 2; l‘3.31},rdrarn t-)bh\ﬂtll'l. lf_ this is the case, the initial move for a cultural theory c::'
= a][::v e::t ::ll]: be to bn.ngbto recognition this benighted realm of the everyday
ecome visible in all its particularity, B i
= 157y . But (and this may be the
impﬁ:sirlclj;:;amma of the every:?ay archive) if this is the case, might it nor{;emme
e tmm-(or at least, !eSSIItker] to generate new and better accounts of the
il ity as th.e archive htcj.-ra[ly submerges this possibility in its exponentially
i g textu..ahty? There is of course no recourse to a solution here, For
{abmac: ;?:;::te?} to.Marxwrn. such as Lefebvre, without a philosop‘hical
cal) orientation it made no sense t
L ! 0 attend to the empirical,
[irzeabsvtr;: pm[wqes a lfseful approach to this problematic in that he treats ev:ryday
ki e E?fanonshlps between different registers of social life. In his Critique of
byag 1y Li efl;e suggests that the singularity of the everyday event (a woman
sugar, for example) reverberates with soci
: ocial and psychic desi
s . psychic desire as well as
il ;::s::;ﬁcizistzf: national and global exchange (Lefebvre, Critique, vol. 1: 57)
is poses for the archive is a massi il doesit
: . ve one. Not only does it
::gf;e:t tl}e endless proliferation of singular events, but also it dem:nds the
meth0§ ? Fhese events to .economic structures of desire and exchange. The
i 13: (;g];:l :_Jroblr-;-l;'ls this poses for Lefebvre are dealt with in a variety of
i 5 the focus of his work shifts from eve ifei
ryday life in general to the urban
- i
byeryd.?y.‘tll'le unm:mageabthty of the everyday archive is increasingly managed
spatializing the interrelations of the everyday.
A - . . ’
pmcti:;(:re Fsp!stemologlcal problem exists in relation to the history of archival
i ‘; r Certeau, what _umted the archival practices that emerged in the
g coro[la'ry to colonial expansion (both at ‘home’ and ‘abroad’) was 4
operation that both repressed the culture that was supposed to be

ed’ by the archive, and inscribed there a desire of its own. For Certeau it
translation of a lived culture into a written culture that marks the taming of
eryday and the inscription of a disciplinary writing. It is clear in Certeau's
- that those discourses (at once archival and scriptural) that might at first
pe seen as attending to the everyday (anthropology, ‘official’ studies of
= and so on) work to erase the everyday. Yet it also becomes clear that
are never entirely successful. The everyday exists ‘between the lines’ (so to
1) of archival practices. So for Certeau attending to the everyday will also
1 attempting to rescue the traces, the remainders of the overflowing
. 1geability of the everyday that erupt within representation, and mark the
of repression.
question of methodology is raised again by the heterogeneity of the
arial that could be included in an archive of everyday life. While Cultural
s has developed sophisticated ways of attending to the semiotic material of
icual and verbal, it is massively underdeveloped in relation to the aural, the
ctory and the haptic. An archive of everyday life based on the writings of
u, for instance, might include: walking, talking, cooking, eating, slouching
on. Both Simmel and Benjamin recognize the everyday of modernity as
ting the totality of the sensate body. While the theories being considered
don't result in a worked-through approach to the totality of sensory life, they
int to the lack of attention to non-visual and non-scriptural senses. The
city of everyday sensation might well be a necessary accompaniment to
ture theorizing of everyday life. It might also mean that the archive of
ay life includes not only the recording and collection of everyday voices,
. ay events, everyday materials and everyday sensations; it should also
‘include a process of everyday-ing archives already in existence. For instance, this
ht mean attempting to read the haptical (through posture, gait, the sense of a
y holding itself) in the negotiated moments of visual description that make
1 photographic archive. It might also suggest that the presentation of archival
terial would benefit from experimental approaches that attempt to articulate
everyday as a sensory realm. [...]

- See Christine Battershy, *Situating the Aesthetic: A Feminist Defence’, in Thinking Art: Beyopd
- Traditional Aesthetics, ed. Andrew Benjamin and Peter Osborne (London: A
{ Contemporary Arts, 1991) 35.

Highmore, extract from ‘Arguments’, Everyday Life and Cultural Theory: An Introduction
and New York: Routledge, 2002) 17-26.
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Marcel Duchamp
Notes on the Infra-Slim//c, 1945

A transformer designed to utilize the slight, wasted energies such as:
the excess of pressure on an electric switch

the exhalation of tobacco smoke

the growth of a head of hair, of other body hair and of the nails
the fall of urine and excrement

movements of fear, astonishment, boredom, anger

laughter

dropping of tears

demonstrative gestures of hands, feet, nervous tics

forbidding glances

falling over with surprise

stretching, yawning, sneezing

ordinary spitting and of blood

vomiting

ejaculation

unruly hair, cowlicks

the sound of nose-blowing, snoring

fainting
whistling, singing
sighs, etc. [...]

View, 5, no. 1 (March 1945), Reproduced in facsimile in The omplete Works of Marcel Duchamp and
analysed on pages 519-20. In ‘Marcel Duchamp, mine de rien’, Preuves (Paris), XVIII, no. 204 {Feb.
1968), 43-47, Denis de Rougemont quotes Duchamp as saying that he ‘chose on purpose the word
slim which is a word with human, affective connotations, and is not an exact laboratory measure.
The sound or the music which corduroy trousers, like these, make when one moves, is pertinent to
infra-slim. The hollow in the Paper between the front and back of a thin sheet of paper. ... To be
studied! ... itisa category which has occupied me a great deal over the last ten years. | believe that
by means of the infra-slim [infra-mince] one can pass from the second to the third dimension.’;
reprinted in Marcel Duchamp. Notes, ed. Paul Matisse (Paris: Editions du Centre Georges Pompidou,
1980).




| Jonas Mekas
Interview with Jéréme Sans//2000

Jéréme Sans Since 1950 you ha

ve always carried Your Bolex came
and everywhere, Why this desi

ra, all day long
re to record everything?

in a blooming potato field
face down to earth, after
held my father against th

= I'll never forget the
Jumping out of the window,
e wall, gun in his back

't know. It's my whole past
that [ film ...

those moments? | don
memory that makes me choose the moments

Jonas Mekas and Jérdme Saps, Interview, in Mekas, Just Like a Shadow (Géttingen; Steid, 2000) n.p.

Lettrist International

Proposals for Rationally Improving
the City of Paris'//1955

The Lettrists present at the Se ber 26 meeting jointly proposed the
followi urbanistic problems that came up in
i i constructive action was considered, since they all

agreed that the most urgent task is to clear the ground.

i ed
i fter the trains have stopp
. subways should be opened at night a
m. The cor

it, with dim lights
idors and platforms should be poorly lit, with d g
ricao
3 ff intermittently. ian traffic by modifying
mﬂ?tz:: zf Paris should be opened to pidest;fzze:;‘aw Pusl;lic £
g cting bridges where Aot v
d by constru llumination
g anat n};ght unlit. (In a few cases, a steady dim i
d remain open : ical grounds.) .
X -geographical g st
t be justified on Esyﬁh;ei ‘ f: pped with switches so that people can adju
' lamps should a '
I Smt as they wish. i ere proposed, all of which
e d to churches, four different solutions w e s
e fensible until appropriate experimen
~ were considered defe ickly demonstrate which is the best. - "
ken, which should quickly i f religious buildings of a
g 'b d argued for the total destruction o 4 o
T J : ; I pu .
G.-FEI i ::5 e IS tE dthinpr SR :ln y b]?.:t stripped of all
e bons. roposed that churches be leftl standing b g ey
e Wull:'IEI: I;"Iaey should be treated as ordinary buildings,
religious content. :
: to play in them. : ished, so that
o alllm“.l.“-e:jteinpsuggt‘-'fv'ie'iil tiak chtrchiés be parialy d;m'(rjc:.tr Jacques on
MIChe'le' Bernins give no hint of their original function (t Tt;me el clation
the :’ema‘;n:;gsr:bastopul being an unintentional ex::llrgpi?.;s kil Mo
ioulevar d and then build rui 2
' hurches to the groun acques Fillon
:.would bEht(:jrazaescproposed purely for reasons of ECO[IOl'l'IY:r Lf?;]r}; ;:I(rr?aintaining
e mectl tT'l ‘:lea of transforming churches into houses o ffects)
E L= 5 . 1yl e i
tﬁ;ve?:-l ::lrrent ambience while accentuating ther]lr n:;rg:]:;?ected AR
i jections shou ' 3
ed that aesthetic objec i ; appiness, must
EWW?EE:T%?; silenced. Beauty, when it is not a Pmm:sfi:l’: :(,fplfnhappiness
g:rt:alstru ed And-what could be more repugnant repfes'?“a?ns PR Yol
th ¥ {I)‘:ym(.muments to everything in the world that rem
an suc 1, ? ,
QR 0 3spects f life that remal;: mhat;?a;'lheir rather poignant ugliness
i ions should be left as they are. buildings mildly
.trl:'alamt:stat!(:";he feeling of transience t!1at makes th;l?zg el
con _'-' Gil | Wolman proposed removing or gcrarger el
amac{we-d i (e ERET DN, B U B d their objections and
reg“dm_g 1ep;eh ate, those opposing this motion retracte s
*;f::f X ht:rzi:he 1r;ed.1y approved. It was also af:':TEEd thatdl}«:lt 5gfrnm it A
:sw hould be intensified by broadcasting recording
stations shou :
I as weell as from certatfl harg D:Irfs;:orpses and related memorials should
ies should be eliminated. i ould be noted that
4 ;t:n-ll;tzr:s?:r;yed leaving no ashes and no remains. (It sh
d v

i ubliminal reactionary
these hideous remnants of an alienated past constitute a s



Propaganda. Is it possible to see a cemetery and not be reminded of Mallriac_
Gide or Edgar Faure?)

Museums should be abolished and their masterpieces distributed to bars
(Philippe de Champaigne’s works in the Arab cafés of rue Xavier-Privas: Davidrg
Sacre in the Tonneau on Rue Montagne-Geneviéve).

Everyone should have free access to the prisons. They should be available 35
tourist destinations, with no distinction between visitors and inmates. (To Spice
things up, monthly lotteries might be held to see which visitor would win 3 real
prison sentence. This would cater to those imbeciles who feel an imperatiye
need to undergo uninteresting risks: spelunkers, for example, and everyone else
whose craving for play is satisfied by such paltry pseudo-games.)

Buildings whose ugliness cannot be put to any good use (such as the Petit of

Grand Palais) should make way for other constructions. Statues that no longer
have any meaning, and whose possible aesthetic refurbishings would inevitably
be condemned by history, should be removed. Their usefulness could be
extended during their final years by changing the inscriptions on their pedestals,
either in a political sense (The Tiger Named Clemenceau on the Champs Elysées}
or for purposes of disorientation (Dialectical Homage to Fever and Quinine at
the intersection of Boulevard Michel and rue Comte, or The Great Depths in the
cathedral plaza on the fle de la Cité),

In order to put an end to the cretinizing influence of current street names,
names of city councillors, heroes of the Resistance, all the Emiles and Edouards
(55 Paris streets), all the Bugeauds and Gallifets,
names (Rue de I'Evangile) should be obliterated.

In this regard, the appeal launched in Potlatch
‘saint’ in place names is more pertinent than ever,

and in general all obscene

#9 for ignoring the word

1 The title echoes ‘Proposals for Irrationally Improving a City'
Revolution #6, 1933),

(Le Surrealisme au Service de la

Of the various persons disdainfully mentioned in this article, Clemenceau and Edgar Faure were
politicians, Gide and Mauriac were writers, and Bugeaud and Gallifet were nineteenth-century

generals (the first responsible for the conquest of Algeria, the second for the crushing of the
Paris Commune),

Internationale Lettriste, ‘Projet d'embellissements rationnels de la ville de Paris', Potlatch, no. 23
(Paris, 13 October 1955); trans. Ken Knabb, in Situationist Int

ernational Anthology (Berkeley: Bureau
of Public Secrets, 2002),

ncent Kaufmann
s Poetics of the Dérive//2001

1 In public, the Lettrists insulted Charlie Chaplin, celeh.rated the f.::\ll of Dien
A Phu, and later made apologies for the Algerian partlsa.ns. In‘ prwa_te, they
{ tiﬁated their most secret gardens; they dreamed of l.ahynnths in wh::;:l thiey

ald disappear and, when they couldn’t build them, tne‘d.tu transfu;::;] e c-g
elf into a giant maze. Such were the charms .of the dérive, one of the majﬂf
jentions of the Lettrist and later the Situationist movement, or at Ieas; otnethIE
. most characteristic practices. It would be wrong to conclude tha ;
nomenon was entirely new to the avant-garde, regarf:liesls of the origina ]g
of ..Ivan Chtcheglov's 1951 'Formulary for a New Urbanism’ and the concre
xperi ¢ ammed’ by his essay.
ﬁ::m;airgf I.dicl the 'F}c;nnulary for a New l:lrbanism' :and the psyccllw-
ographic experiments of the Lettrist and Situationist InFernat{onals referre tto
so many texts of the period entail? Primarily the desire to mtroduce‘ poe ry
0 a lived experience of the street, of the city. Psychogeograph}.-' consisted in
rimenting with the affective variants of the urban e?vlronment. :n
nediate aesthetic experience [this is obviously a paradl?x in terms of t e
tern philosophical tradition, which associates aesthetic pOSSIb:lllty Wl.t.h
| ce and contemplation) brought about by walking a.round_a city thaft is
ematically explored. This is also the meaning of th_e dé:?ve‘ — literally, .dnft.-
which can be minimally defined as a controlled and, in principle, cc:l]evj“twe (in
: groups) form of movement through several areas uft!ae same city in order
distinguish, as objectively as possible, differences in amblencte or atmosph;re.
ch practices were exercises in the recognition or interpretation of the urban
ric, or urban text, an anticipatory and ironic homage to all those _wh.o. ten or
"Wenty years later, chose to drift more comfortably by means f"f the sngmffer. The
rist or Situationist artist was devoted to the interpretation of the city, the
| others examined texts. He took pleasure in the city’s streets, marifets an.d
rather than its libraries and books. And like any form of interpret?non. this
involved a certain number of rules. It required a structure. Yc.:au could:lat wa!nder

{the city in any old way. Debord was very specific about this, especially in an

Aarticle titled ‘Théorie de la dérive’ [Theory of the dérive]:

Of the various situationist tools, the dérive is a technique for ral?idiy moving
through various environments, The concept of the dérive is inextricably bm{nd
With the recognition of effects of a psychogeographic nature and the affirmation



of a ludic-constructive form of behaviour, w

hich contradicts e
5 Ve .
notion of an excursion or walk. T¥ conventigpy

When one or more individuals are involved in the dérive, they abandop

ref.'ill:wely lengthy period of time, the customary rationales for moveme o
nt

with their permanent currents, their fixed points
entering or leaving certain zones quite difficult,

But the dérive, as a whole, comprises both this letting-
contradiction; the domination of psychogeographic
understanding and calculation of their possibilities. ...

g0 and its necessary
variants through ap

;‘;1; ;I;:r\;e' Slss :C ?:;hfi}[d of ‘rapid movement'. It is impossible not to recall the title
itborme i dI:\:, ol:::dr!; g:esisafe c:' a Few Puf-:sons through a Rather Brief
Prés. They moved from one em.l'ironi‘;’;e;ttl't:alﬁst v =i
another, and, most certainly, from one café
::T:??;T;:;:hﬁ d.érwe is the projection onto space of a temporal experience,
o s ! ‘15 Fhe emblem of lost children, who drift, who abandon
; ves to a principle of pure mobility, absent the customary reasons for
gomg places - a directionless mobility, unproductive serving no hich
15 open to the ‘enticements of the terrain’ and to enc;nunters Al
wit:e:hzh::, :::10 E:'& ar::1 not passive, and we should not confuse the dérive
regtiop mejih. ive .c arms' of the conventional, or classically surrealist,
i éhe s ISI point of view, we see_ that a not inconsiderable part of the
il [ve.' is devoted to exp‘lalning that although the dérive is to
i : agams.'t cll'lance, chance is not the key element. On the contrary,
we.entaﬂs a preliminary determination of environments, the possibility
_of calculating them, of es tablishing some form of objective under;tand?n It was
IMmportant to avoid any confusion or similarity with other fnnﬁs o? urban

" i
promenades of Breton and Aragon, which it resembles but with the addition of

biective' understanding. The history of the avant-garde is inextricably
.d to the notion of the promenade, a phenomeneon it is difficult to escape
when it has been rechristened the ‘dérive’.
»en the urban experiences described in books such as Breton's Nadja and
's Le paysan de Paris |Paris Peasant] and the way in which Debord
red the dérive, there were a certain number of points in common that trace
tlines of a relationship. Although Surrealism and Situationism have other
as in common, it is obvious that at this time Debord was uninterested in
for rarely have avant-gardes maintained good relations with their
acessors, which they have always struggled to relegate to the past. Neither
nor the Aragon of the surrealist period would have disavowed the idea of
o open to the enticements of the city or chance, or the rejection of ordinary
ies and relationships, in short, everything that made the derive an aimless
dering and the absence of goals the opportunity for an aesthetic or affective
ience. Even the group nature of the dérive, which provided the objectivity of
psychogeographic experience, would easily have found favour with Breton.
t his entire urban experience associated with encounters and sharing? The
ealist trouvaille [the chance ‘find’] so often sought in flea markets or
here, was never individual. It only had meaning and reality if it was the
oduct of at least two individuals; it too was part of a project to objectify desire.
surrealist promenades (at least those of Breton, for it was very different with
gon) were no less productive of community or communication than those of
Situationists, or at least this was their intent. Similarly, the question of
ectifying the aesthetic impression or sensation is already present and, as in the
of international Lettrism or Situationism, this objectification involved
ion in the urban milieu. (The only attempt at a surrealist dérive in the
ryside turned out badly; Debord was quick to point this out in the same text,
to highlight a difference that may not have been obvious.)
~ Psychogeography set in motion a surrealist experiment with the city. Many
passages in Chtcheglov's ‘Formulary for a New Urbanism’ also reflect this, in a
I““Y that is both conscious and constrained: ‘All cities are geological and you
: _.-;mn’t take three steps without encountering ghosts, armed with the prestige of
their legends. We evolve in a closed landscape whose landmarks draw us
| il.lCEssantly towards the past. Shifting angles and receding perspectives enable
- USto perceive original con ceptions of space, but this vision remains fragmentary.
- It must pe sought in the magic lands of folklore and surrealist writings: castles,
endless walls, small forgotten bars, prehistoric caves, casino mirrors. This
- Passage is not without ambiguity. It suggests, as was also the case with the
:._slm'eaiist experiment with the city, that psychogeography is fundamentally an
397_‘Pﬂ'ience of mobility, applied to space as much as to time. The objectification

1)

"



of urban environments entails a capacity for movement that is both SPatia] 4 d
temporal: the ability to recognize the cij

ty in its geological dimensjon an
concentrate on the different temporal strata of which it is compose

in certain buildings, forgotten bars, and endless walls - one cap also drify
through a Paris that is in the process

of disappearing, This mobility is essentia|
Chtcheglov confirmed the importance in the conclusion of his formulary': oy,

principal activity of the inhabitants will be to DRIFT CONTINUQUSLY. The change
of scenery on an hourly basis will be responsible for the complete sepse of
disorientation.” To drift from Space to space, temporality to temporality, and,

while drifting, to enter a logic of disorientation, the logic of the Paris Peasant:
even if the lettrist project was mo

d, ds ren?cted

it, Moreover.
which impedes mobility ang

e Surrealists indicated which
» they looked too hard to find
lov was interested in 2 ‘new
ng the early Situationists. He
something that was nowhere to be
were too passive, too ready to let
€ unconscious. To avoid this it was
passivity, drifting had to be more
and spaces had to be invented that

Chtcheglov notes that the past also encloses us,
blocks the vanishing lines of the dérive. And if th

receding perspectives and shifting angles to follo
them in a past they were now a part of. Chtcheg
urbanism’, characteristic of the utopian strain amo
introduced activism to the field of urbanism,
found among the surrealist dreamers, who
themselves go, carried away by chance or th
necessary to move beyond the past and
controlled, more systematic, and new cities
would provide greater scope for the dérive.
I will return later to the utopian element in Situationism, which was
especially evident during the first years of its existence
that Debord himself never showed muy
much closer to the melancholic aspect of the surrealist urban experience (that of
Aragon in this case, who was much more Baudelairean than Breton). It was
hardly arbitrary that the places he cared about, which served as landmarks for
his dérives, are those that have since disappeared: the area around Les Halles, an
emblematic crossroads, a meeting place teeming with life, or other areas that
were still working-class in the fifties, any number of cafés, one more
insalubrious than the next, no trace of which remains today or of their habitués:
North African immigrants on Rue Xavier-Privas, Jews who spoke only Yiddish
along Rue Vieille-du-Temple, Spanish Republicans in the ‘Taverne des Révoltés'
in Aubervilliers.
Debord’s Paris of legend, the one he drifted through, is a Paris of the foreigner
and the foreign, of disorientation, of travellers, of those who are away from home.
It is also, on occasion, the subterranean Paris of truants and thieves. But it is
especially a Paris marked by transience, condemned to a disappearance later

; ists"). It is the city of
Y ‘Paris no longer exists').
- jrum imus nocte ( : our steps,
i “3 gfthinking of you', through which we ‘can retrace‘ s
g n, to the sources of a perception of thel :l;y iy
! aris
; : delaire once more. The o
Ehﬂh‘:v that Is, to Bau ) Dnai' and
T me;a:f a city changes more quickly than the heart Ofe a mlt s
] ﬂ;; 5:::?:: Baudelaire, the city has served as a s,c>u1-(:::;effz‘1.'r 5; ﬂt.lfiyn-g o
is wny, e ion, precisely because :
. -geographic dimension, p iating the title of
: -;ts-uempﬂﬂil gi:fnrai?'ls of another time. We can say - approprl:ttmg ththat B
E Eant a great deal to Debord, one he quoted o er:]f i
mokgem:‘ lTlh‘:: investigation of the city was necessary because s
- E levards of Haussmann's time, and the exPres.
inated by the bouleva ition of the past and its symbolic efficacy,
+o roads of Debord’s: rupture, the abolmo.n o it thelEeety T e
B ion of space and communication, through w vo——
; i : iy i
mt:ilt-:n:g;bed the city without leaving any PUSS!bﬂiW ?srctlufin; ity
R ) s a master of the dérive. He : :
e Debmi::lareports of the situationist movement (especially in

" . v h
5 l ] P . f 5 I f

k. through time, never as palpable as
{wande.ring i tl-:-z;l)grl:nzrlt): 1; S::_-agile]:f zuccession of days ar?d night?)-n 5::
i © no longer ':f his companions into the psychogeogralnl'.uc e}f]Jean GG,
i 2 number o a city. He participated in the riskiest dérives, mc.u Thgé
. .ﬁl.llghtttili:Tcnel:::;:r:; of Sai;-lt_cermain-des-l’rés. a fon:ness :l::: ;-x;lcl::‘:;fone
ke i imits to the public), :
'catacc:mbs o i (P:sf:;ilt:;}fgt::di;‘i:ﬂ:i Et';r: llil.r:al;hts failed. Obviously, there 'l:ls
! WI-HCh e dosehen playing with lost children, of losjng oneself fo; g:ﬁ ;
.::I:ld:r::t::'en:s:;l: ever really got lost in the catacombs, it would have
e
e su;h :: ;l:;n;:z aa\::;t:::::s. would imagine other labyrinl:zs. Itht:
O s d by the subway tunnels, which they exp.lo.re afte
cataanbs iy 1-ﬂ:ﬂa'cethe process of demolition. Gradually, the cities 'as tﬁ:
:Iﬂsmg.hor b:o:j]:m;;tlrhe better of the dérive, which was unfub!eotfo] irfzsi: e
r;::;lv:: E::formiiation of environments or the hc.:moie?:)zi-:;l:i)gnl oy
functionalization of urban space, !ts systerfla.“c :rhzt to eat in Paris, food
. andouitiic e D?SSibihQ_"].‘Jf: ii:g]gickaged. During the sixties,
nm? be_ing e i;l ;::thl\:rot::]ngwsatsﬂ;r?;ually deprived of the right to ta;ti
e ke the rﬁ[;t\:am to ‘drift’.duwn the Rue Saint-André-des-Arts :ri;lile nl:ﬁ
:gsgfle‘;:?z,w;ﬁmundeﬂ by tourists from around the world? Certainly

i n the margins
Debord, whose exploration always led him to places and persons o

dron
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13




dppearance it imposed, Like B i

K audelaire, he had his [;
m‘en. the passers-by, and his swan. And, like it et
wltfl them, spoke - and drank !

ite is true
- The dérj J
Vi
s not, stri spectacular or even voyeurisjc tolj
o t strictly speaking, an aesthetic eXperienc
: , in boo. e,
experience lfmm W[[’h]n' - i .0. d k,. On the Cﬂntrary. it imp”es
term ‘psychogeography’ - > < henticity requires this. The apparently co. 3
Syt p cclampnses an art of conversation and drunk .
& leads us to believe that Debord excelled in both Semess

1 he

Aragon, | salute you) activity, It i
recycled, almost before it begi

hl!shed in the fifties, following the
ation and the war, Rarely have cities

functionalized, identified, monitored,
4 century earlier under the auspices of

I l " C " o [

the dérive a Ppea il
IS as a military, erotic 3
' nd (therefor i
Or reconquer the terrain |ost- e)i i;t:? attem?t to conquer
lque of subjective

. Whic i

+ not only is the dérive an :rtaf; :ge r;e‘::?j: hf: :?

S an attempt to Ie-appropriate the urban Sjl}EIEE'I

o.a spf1ce c?nsidered to have been occupied by;

Lsh!:d lgsnzdz;??fres. the drifters were modern
In search of the Holy Grail. They

to-the enemy, a

sed war on modern urbanism using their passion, their discipline, their
heir courage and their skill. And, like their legendary ancestors, almost

an they ended up vanishing. [...]
'dﬁﬁve can be compared to the technigue of disorientation. It is not designed
Ip us understand a comprehensible and eventually presentable ego. Debord
that ‘What can be written down serves only as a password in this great
In place of surrealist writing, the dérive stepped in, descriptions of which
d they are rare - served as simple passwords for an initiation that took place
another terrain. The adventures of the participants remain clandestine, the
ors invisible. They literally melt into the landscape, disappear behind the
ings, maps, aerial photographs of cities and images of buildings, which
the early issues of Internationale situationniste as they do Debord's
s, from Mémoires to In girum imus nocte and beyond. Maps of the heart on
hich to dream, on which to imagine desires as yet unknown, but which exist in
the absence of any dreamer or any image, drawings and stones for experiences
that cannot be transmitted. ‘The sectors of a city are to some extent
decipherable. But the personal meaning they have had for us is incommunicable,
as is the secrecy of private life in general, regarding which we possess nothing
~ but pitiful documents’.
~ Where were these dériveurs? They hid themselves in the sinuous folds of
: large cities. What they experienced is incommunicable, unrepresentable. It
_ ‘happened and will never return other than as allusions and suggestions, maps
and drawings, photos of cities in which to wander. It will also return, but as if in
relief, in the form of social criticism, that is, a description and denunciation of the
‘way in which spectacular power dissects the urban landscape for its own profit,
- aform of criticism found in the pages of The Society of the Spectacle devoted to
city and regional planning. In its mourning for the world, this book, one of
Debord's most important, was not unrelated to his experience of loss, and in this
sense it is much less theoretical than has been acknowledged. The pages on
regional planning, beneath the veneer of theory, are also based on Debord's and
his friends' psychogeographic experience. The theory of ‘unitary urbanism’,
which the Situationists contrasted with the urbanism of power, was developed by
drifting, by walking, by evaluating the ambience of the oldest parts of Paris and
other European capitals. Debord found theory through the soles of his feet. While
he could write in The Society of the Spectacle that ‘the effort of all established
powers, since the experience of the French Revolution, to augment their means
of keeping order in the street has eventually culminated in the suppression of the
street itself’, it was because he worked to delay this suppression, because the
dérive consisted, if not in re-creating streets, at least in occupying them for as



singularity. Similarly, D el;;f_;bohsh'?d any reference to th: Eﬂce Oflife, the raw oler. It was decided, first, that even numbers would be put on one side and
read as the exact opposite thl-sl theses on urbanism and reglonalonal I’ to a iy, d numbers on the other (but, as a character in Raymond Queneau’s The Flight
Situationists, Psychogeograph e psychogeographic experience of Planning can pe fwﬂs very rightly asks himself, ‘Is 13A an even or an odd number?');
space. And the spectacle j : JhWas a conquest, or reconquest ﬂfie Lettrists angd ' dly, that the even numbers would be on the right (and odd numbers on the
general). Debord is quite Specmca;r emoved reality from sp acel ? the rea of ) relative (© the direction of the street; and thirdly, that the said direction of
to different places suffices in itse;lf t:;ut this: ‘The economic manag:;‘lgrnotm fhfﬁ' in e street would be determined generally (but we know of many exceptions) by

¥ Ol traye : ition of the said street in relation to a fixed axis, in the event the River

55}3{% streets parallel with the Seine are numbered starting upstream,
- endicular streets starting from the Seine and going away from it (these

reality of spac
e depends es € time, we ca
) sentia n underst: - pe 3 i )

matter of subjectivity or subje ; lly '?n the subject’s ability to o tand that the i ﬁpl.anations apply to Paris obviously; one might reasonably suppose that

to which is opposed the g:n: l\;IZatm_“f that is, of singularity, ofzslery It 1tis g - analogous solutions have been thought up for other towns).
€conomic management of sl:'at:.;'aI R Interchangeability hrmjght | Eﬂmm‘“i”"- ~ Contrary to the buildings, which almost always belong to someone, the streets
) ' about by the in principle belong to no one. They are divided up, fairly equitably, into a zone
Vincent Kaufmann, Guy Debord, 1 1 y reserved for motor vehicles, known as the roadway, and two zones, NArrower

m 3 - -
Rc_»berr Bononno, Guy Debord: Reyol -mm all service de la poésie (Paris: Fa obviously, reserved for pedestrians, which are called pavements. A certain
Minnesota Press, 2006) 101-6: 108 IS"';“’“ in the Service of Poetry (aneap:m 2001): tran; pumber of streets are reserved exclusively for pedestrians, either permanently, or
v ETlS. i is: Universi i :

ranslation © 2006 Robert Bononno, niversity of else on particular occasions. The zones of contact between the roadway and the
ho don’t wish to go on driving to park. The number

pavements enable motorists W
of motor vehicles not wishing to go on driving being much greater than the

Georges Perec number of spaces available, the possibilities of parking have been restricted,
The Street//1974 either, within certain perimeters known as ‘blue zones, by limiting the amount of
parking time, or else, more generally, by installing paid parking.

Only infrequently are there trees in the streets. When there are, they have

railings round them. On the other hand, most streets aré equipped with specific

: amenities corresponding to various services. Thus there are street-lights which
go on automatically as soon as the daylight begins to decline to any significant
degree; stopping places at which passengers can wait for buses or taxis;
telephone kiosks, public benches; boxes into which citizens may put letters
lignment’, meaning that the . which the postal services will come to collect at set times; clockwork
a straight line with the n::thta_.!’f can by rights mechanisms intended to receive the money necessary for a limited amount of
1es of buildings defines wha:.f-h parking time; baskets reserved for waste paper and other detritus, into which
red, generally on its two lo 5 km{wn A numbers of people compulsively cast a furtive glance as they pass; traffic lights.
ngest sides, by There are likewise traffic signs indicating, for example, that it is appropriate to

be y
demolished, so as to be rebuilt in

b The parallel alignment of two se
reet. The street js a Space blt:-rc:her

enables us tg s houses fi
get from one h rom each oth
ouse ti : er, and a . ¢

street. In addition, the street j 0 another, by going either alon Iso what park on this side of the street or that according to whether we are in the first or
systems of identification exists ;-;]hat enables us to identify the hiu.?::cms-? the second fortnight of the month (what is known as ‘alternate side parking’), or that
ll:;rt of the world, consists in élv: : most widespread, in our own da - Va(;‘[f)us silence is to be observed in the vicinity of a hospital, or, finally and especially, that
uses. The naming of streets js an £ a name to the street and :'Jun-nb:vr o the street is one-way. Such is the density of motor traffic indeed that movement
€S to the would be almost impossible if it had not become customary, in the last few years,

abou - extre
t which several books might mely complex, often even thorny, topic
[ 1C,

b i ' . e =a
e written. And numbering isn't that to circulate in one direction only,

in a majority of built up areas, to force motorists
much which, obviously, sometimes obliges them to make long detours.



means of li .
. Ccei:;ght metal barriers that fit one inside the oth
In points in -
‘Bateauwe indicate thay :E:rPaVEm;nt, curved indentations, familiarly k
€ may be m . . Nnown
themselves whj ophickey insi 3
i parked ins 1o 8
h should always be able to e Oth"je the bLI'IfoII‘Igs
s €r points, small

cleaning the streets are provided

In principle, it i
v 1t 1s always possibl
other by usin sible to pass from one sj
g the : : e side of th
pedestrian crossings that motor vehicles must oenftrge.t e
Y drive over

At various poj
points, remote-control]
on. There is one on PP R deepia h
- n eye on w i

tricolour; another in pt]?f the Chambre des Députés, just underneha:l ” go“'lg
Boulevard Saint-Miche] oteh Place Edmond-Rostand, in continuatifn lhrl? ‘:H

: others stil| Esi s
Place de la Bastille, etc. at Alésia, the Place Clichy, the Chatelet, the

- aw two blind people in the Rue Linné. They were walking holding one another
v the arm. They both had long, exceedingly flexible sticks. One of the two was
about fifty, the other quite a young man. The woman was feeling all
bstacles that stood along the pavement with the tip of her stick, and
n's stick so that he, too, touched them, indicating to him,

ut ever being mistaken, what the obstacles consisted of:
a post box, a road

i-.wumaﬁ of
the vertical 0
guiding the young ma
yery quickly and witho!
a street light. a bus stop, a telephone kiosk, a waste-paper bin,
sign (she wasn't able to specify what the sign said obviously), a red light ...

m
Practical exercises
Observe the street, from time to time, with some concern fo

Apply yourself. Take your time.
Note down the place: the terrace of a café near the junction of

the Rue de Bac and the Boulevard Saint-Germain
the time: seven o’ clock in the evening

the date: 15 May 1975

the weather: set fair
Note down what you can see. Anything worthy of note going on.

Do you know how to see what's worthy of note?
Is there anything that strikes you?
Nothing strikes you. You don’t know how to see.

You must set about it more slowly, almost stupidly.
write down what is of no interest, what is most obvious,

r system perhaps.

Force yourself to

most common, most colourless.
The street: try to describe the street, what it's made of, what it's used for. The

people in the street. The cars. What sort of cars? The buildings: note that they're
on the comfortable, well-heeled side. Distinguish residential from official
buildings. The shops. What do they sell in the shops? There are no food shops.
Oh yes, there's a baker’s. Ask yourself where the locals do their shopping.

The cafes. How many cafes are there? One, two, three, four. Why did you
choose this one? Because you know it, because it's in the sun, because it sells
cigarettes. The other shops: antique shops, clothes, hi-fi, etc. Don't say, don't

write ‘etc.’. Make an effort to exhaust the subject, even if that seems grotesque,
or pointless, or stupid. You still haven't looked at anything, you've merely picked

out what you've long ago picked out.
Detect a rhythm: the passing of cars. The cars arrive in clumps because

they've been stopped by a red light further up or down the street.

Count the cars.



Look at the number
and the rest,
Note the absence of taxis
waiting for them.
Read what’s written in the s
posters, traffic signs, graffiti, dj
Beauty of the women,
The fashion is for heels that are tog high.
Decipher a bit of the town,
ownership, for example. Descri
vehicle is subjected to when he
grams of fruit jelly:
= parks by means of 3 certain am
- switches off the engine
- withdraws the key, setting off a first anti-theft device
- extricates himself from the vehicle

- winds up the left-hand front window
- locks it

= checks that the left-
if not:

- opens it

- raises the handle inside

- slams the door

- checks it's locked securely

= circles the car; if need be, checks that the boot is
- checks that the right-hand rear door is locked:
sequence of operations already carried out on the |
= winds up the right-hand front window

= shuts the right-hand front door

- locks it

- before walking away, looks all around him as if to
there and that no on

e will come and take it away,
Decipher a bit of the

town. Its circuits: wh
to that? Who chooses the routes, and by w|

treet: Morris columns,?
scarded handouts, shop signs,

ount of toing and froing

hand rear door js locked:

locked properly
if not, recommences the
eft-hand rear door

make sure the car is still

¥ do the buses g0 from this place
hat criteria? Remember that the
trajectory of a Paris bus intra muros is defined by a two-figure number the first
figure of which describes the central and the second the peri

Find examples, find exc

eptions: all the buses w
start from the Gare St-Lazare, with a 3 from the Gare de I'Est. All the buses whose

plates. Distinguish between the cars registered i, Paris

precisely when there Seem to be a lot of People

newspaper kiosks,

soing to? Who are they?
gol

thei 0«

ow ‘
o 5Irc:-,l.:j::_-{::leatl'l a car, but it doesn't happen.
slipu

ked on to his belt.)

: here are they
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le in ’

.
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t people who've
i ly. Parcels. Pruden o
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e a long way
Note that the trees ar

; that there are no
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ail), that there are no have obeyed the
e Boulev_ird l:j 5I_E:e s]tleen that most of the houses seem fo
building sites o o i
regulations so far as renovation is cuncerne: s st
g?\ dog, of an uncommon breed (Afghan dofu .:;-nssing the Sahara (in spite of
: uipped Jor tions;
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A L?;“Id R?r\;eon]y noting the untoward, the peculiar, the w
yourself, you ing).
the opposite is what you should be doing) by
: impression, for the
Canjy e cene becomes improbable, until you have tTtZ:Tt?ll until you can
: Until tfhe ;ments that you are in a strangev town or, be e ul.'ltil B
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JRreer unde trange, and you no longer even know tha
place becomes str; nge,
g pavemegtseveWthing make grass grow, replace '-'!"e
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2 tmmnmd where the Rue de Bac meets the Boule"ardeﬁng a hundred
| ad f‘:"-'s agp.l?bear or Tex Avery's herculean mouse, tow
make King Kong ' ildings! o]

f the buildings : recision,
" th“: m:t:s;cture to yourself, with the greatest puis:ELe NF;éxro ot
in: strive T ;
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'ben'e'a[r [ wdergmund profitesation:of condnls FE]Edr]ﬁ? would be possible on
invisible un express letter tubes), without which no li
Wwater mains,
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Underneath, jus



and the soft chalk, the gypsum,
Beauchamp sands, the rough limes
Plastic clay, the hard chalk. [...]

the lacustrian Saint-

Ouen limest
; on
tone, the Soissons sa e

nds and lignites, the

1 Called ‘boats’ because of their shape,

The sturdy columns that carry posters advertis

3 The address of the largest and most
by whom Perec would like to have

ing theatrical and other entertainmens
glamorous of French publishing houses, Edj

: tions Gajjj
been published, though he never was, "

Georges Perec i ol d
s + €xtracts from 'La rue', in Espéces d'espaces (Paris: Galilée 1974); tra
Pecies of Spaces and Other Pieces (Lond, : ar

John Sturrock
on and New York: Penguin, 1997) 46-56, I

Paul Virilio
On Georges Perec//2001

[.-.] The journal Cause comm

i une attempted to deci
looking at the political sce ik

ts. But instead of
ne, we looked at facts —

facts of various kinds. we

.) It is not by
eared immediately
1968 man. And so did our work at
the city, for instance, no longer
geography (cadastral survey, social

as Lyotard, Deleuze and Guattari
) ttaria
after 1968, They embody the poetics of post- 0

Cause commune. Hence our dapproach to
connected to traditional notions of urban

.cor.centration* density and other phenomena); rather, it connected to
we termed the ‘infra-ordinary’, i.e. what we do when we do nothing, what
se hear when we hear nothing, what happens when nothing happens. Outside
e city nothingness can perhaps exist [...] but it certainly does not exist in
ty. In the city there is never a void. There is always background noise, there
ays a symptom, a sign, a scent. So we were interested precisely in those

which are the opposite of the extraordinary yet which are not the
ary either — things which are ‘infra’. [...]

Espéces d'espaces [Species of Spaces] was the first book of my collection
Espace critique, and was actually commissioned by me. | invited Perec to write
text by asking him to do with space what he had earlier (when he wrote Les
ses [ Things]) done with objects, because ‘things’ take place, just as events do.
e question of space was of course central to my collection, so Perec produced
‘bestiary of spaces’, as he first termed it. And he planned to give me a sequel in
he would carry out a similar project, but with mathematical spaces. Lieux
es] was a rather personal project — Perec did not talk much about it to us.
mentioned it, showed us two or three things, but did not really share it with
t all. But | would say that his project aimed at exhausting time. Perec would
riodically return to these places in order to see what would change, to see
~ whether he could see time grow in space just as we see it grow in the images of
 Painlevé (those pictures of the accelerated sprouting of a plant, for instance). He
wanted to unveil, through a periodical survey of each of the twelve different
g piaces he had chosen, what we might term the ‘growing of the real'. That is, to

see the ‘real' (réel) grow out of the ‘present’ (actuel). Each return to the site
would set the present in motion and make it become another ‘real’. It was an
attempt at a new kind of voyeurism, one in which what was at stake for Perec

Wwas actually the chance to see himself age. Tentative d'épuisement d’un lieu
parisien [attempt to be exhaustive about a Parisian location] was different -
there he was trying to exhaust a place rather than time. He would not return to
it, s0 he took three consecutive days to grasp everything that passed through the
range of his perception. (You may know I appear in the text as | passed by place
Saint-Sulpice while Perec, was carrying out this project.) So he attempted to
record everything, as would a surveillance camera: to record the ordinary, the
banal, the habitual. That is, the signs of an event to which we may not have paid
any attention, that we may not even have perceived. What interested Perec was
the potential of the banal to become remarkable, how an ordinary sign can
become extraordinary. At the time we were rediscovering the values of
observation - the fact that looking is not self-evident. We look but we do not
see; so how must we look in order to see? (Which means not just to see but
Actually to penetrate things.) We were very much aware that there are unknown




things concealed by what is visible, things that are hidden not in the Obscype

ore broad-

would, in turn, make us al| cameramen
sequential vision that would open up
fouveau roman had already sketched t
time, however, it was much more visu

. So there was an emerging cinematic and
for literature a new way of writing, The
his out, but in a purely literary way, Thi

al; in fact, literature would become more

Paul Virilio, extract from 'On Georges Perec’, A4 Files,

ne. 45/46 (London: Architectural Association
School of Architecture, 2001) 15-18.

Alison and Peter Smithson
The ‘As Found’ and the ‘Found’//1989

[...] The ‘as found’, where the art is

in the picking up, turning over and putting-
with ... and the ‘found’, where the

art is in the process and the watchful eye ...

In architecture, the ‘as found" aesthetic was something we thought we named in
the early 1950s when we first knew Nige| Henderson and saw in his photographs
a perceptive recognition of the actuality around his house in Bethnal Green:
children's pavement play-graphics; repetition of ‘kind’ in doors used as site
hoardings; the items in the detritus on bombed sites, such as the old boot, heaps
of nails, fragments of sack or mesh, and so on, Setting ourselves the task of
rethinking architecture in the early 1950s, we meant by the ‘as found' not only
adjacent buildings but all those marks that constitute remembrances in a place
and that are to be read through finding out how the existing built fabric of the

ture trees as the
. our respect for the ma
o be as it was. Hence Pk incomer. ... As
e mmerting* of a site on which the building \a.\ras.to be the I:hould o
] .sm!l:'::cture begins to be thought about its ideogram
chil N ific-to- e.

as ar the ‘as found' as to make it specific-to Plac IR—
ed bY +15 found’ was a new seeing of the ord.mary. ol foanEo g
Thus the ‘as could re-energize our inventive activity. o e

X i . il - . l
saic thlnfg ‘ hat the postwar world actually was hk: In 5:1 :C:Cf i
gnition of W as, previously unthought-
: hed for what there was, . : t ‘renewed’ the
othing. You rez:e d forcibly - seen in the coat of white pEu:;t I::z
! e i e 5 T ) ;
n :iuis;g;!!‘ how the new could rE-energnlzefthe E;;:t::egy were: the woodness
hip 1IN 3 . terials for wi "

ed with seeing ma ; imulated, such

< conc;::ess of sand. With this came a distaste of the sumil;us i
i th? Si?cs of the period - printed, coloured to imitate ;2;z;nology such
. S 4 i i
s the “E‘T. P aaterials. Dislike for certain mixes, partlcn._llarly wtn; R
g dashboard in a car. We were interested in how sl
as the walnut a;-n everything and everyone. We foresaw. a gene R
g tm]]; olccgs.lr as we ‘read’ through the aspiration-images o
of values wou , G iety.
ines, the approach of the acquisitive .suc‘let}' dirty word - tried never to
o ea;ction to the 1940s — for us ‘design’ was a :‘rtfqinnable but for us too
% Our :-ue By ‘taking position’ we rejected the then 2:15 o 5o¢;ia]ist-minded
R o e literary attitudes, represented o ion stepping
“simple, literal and i rbert Read. We were the generation stepp
intellectuals by the writings of Herbe iate to our needs. Al this was an
ide from politics as no longer appropriate e * in the language of
aside tual activity, extending to a care for ‘literacy fing b b
'T‘l:-:!:‘: tl:;e We wo‘rked with a belief in the gradual revealing
architecture.

formation of its own rules for its required form. [...]
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Daniel Spoerri, with Robert Filliou,
Emmett Williams, Dieter Roth

An Anecdoted Topography of Chance// 1962-63

57. Stopper2 from Vin des Rochers, tricoloured, this time red-

white-ye[low,
[3, 25, 34L, 49, 67]

a. Crossing the Pont Neuf accompanied by ROBERT and
KICHKA, we all noticed at th

RUFERE & Co.,
Pigsb
8356 GL 75d

b. Sometimes one Person says to the other: ‘Stupid pig!’

And if it so happens that the
other person believes the first, the other often says to him

self: *Hmph, that's clipped my
have short legs, And And then
imself: ‘What if someone were

age I am!" Yes, that's the way it
goes when people beljeye the nasty things that are said to them - regardless of whether
it's someone else or themselves that say it. (DR [Dieter Roth] 1968)

€. A paraphrase of the German proverb ‘ljes have short legs', (MG 1995y

less than the last ones as many
(DR 1968)

1

[Other numbered references to hottle Stoppers in the Topography.
2

[From Spoerri's conversation with Malcolm Green, translator of the 1995 re-anecdoted edition.]

Daniel Spoerri, from L3 Topographie anecdotée du hasard (Paris:
revised ed., An Anecdoted Topagraphyaffhance, trans. Emmett
Press, 1966); German revised edition, 1968: re

Editions Galerie Lawrence, 1962);
Williams (New York: Something Else
-anecdoted edition (London: Atlas Press, 1995) n.p.

in all the puddles in the city.

; nd edition
Piece’, autumn 1963, in Grapefruit (Tokyo: Wunternaum Pre_ss,‘ 1964); s;:t}'::
. Gi&n and Schuster, 1970); reprinted (London: Sphere Books Limited, 1971) n.p.
York: S !

Banes
ity Celebrates the Ordinary//1993

l i i was crucial to the 1960s ethos. The way had
T:f:g::??: t;t; Tsfsg:;lal:;?ar] ier by the incorporati:):n of r-n“r,::;i s;gr;i:t.
I j ions artists like John Cage in ic, ;
L 3&2?;?;::;:;1:5: ?n \ril:zal art, Jack Kerouac and A]Ienlcl;‘:zt:tg ::
literature, Merce Cunningham and Paul Taylor in dann_a,tssc'lir;n.tljm i
'\ -' atre and Joseph Cornell in film and visual art. These artis (_{emdels,;ein o
inspi rlier artists like Erik Satie, Marcel Duchamp, h
o h&’ b By the 1960s, however, attention to the everyday ha -
.:;::l z:.-tderlst ha{l become a symbol of egalitarianism, and it was the standar
nd performances. \
'l ‘lsmi;?:;;sg :ﬁz:;ttsﬁzﬂtj:i: regI:rd were seminal for Fhe{:tgsos ie:e:zzzn ::
¥ ion ‘objects to oun i " .
- '5m:;§:stabt:? bot:les. tin cans and his well-known plzmr:rs5 i:re;p:::‘:g g:.thn;eb?t :e
| ﬂ:rews ancll rubber bands. Imaginary Landscapf.? no. 4 (19 )ianist .
* radios. With 4'33"(1952), his legendary piece written for th.:l v e
in which ‘no sounds are intentionally produced Cage opﬂ:ztEd o
made entirely of ambient sound. For Cage, thn§ p:ea:ebe shea]-d e
Position: all sounds should have equal opportunity to e
Moreover, Cage's embrace, in the 1950s, of '?._en Bu g c.ommonplace'
T i apprﬁiﬁﬁ?s:{)? :ilgn:c:;:gon of inclusiveness and
: othing’, Cage a . .
Ord::a;ic;;rieno;gciﬁcaﬁ political terms. 'l found that | liked noises even more



than [ liked intervals. I liked nojses just as much as I had |
Noises, too had been discriminated against; and being Am
trained to be sentimental, | fought for noises.
human rights to nonhuman elements, Cage set
1960s attitude toward what might or might
that political justice should be served in rep
excluded - in this case, the ordinary.

Two artists who influenced Cage in the direction of ordin
influenced the 1960s avant-garde. These were Erik Satie and Ma rcel
Cage, Satie's work accorded with Zen tenets of renunciation and the
the world-as-it-is, Cage admired Satie's statement that L'Esprit no
us to tend towards an absence (simplicité) of emotion and an inactivity {fermeré]
--., CONceived in a spirit of humility and renunciation.” Cage felt that Satie’s music,
like the works of Duchamp and Robert Rauschenberg, was salutary in introducing
emptiness, the banal and the found object into artistic structure,

As Calvin Tomkins points out, Robert Lebel's 1959 volume on
published simultaneously in French and English
generation of artists and scholars to the artist’s work
veritable Duchamp boom broke out in the art world,
the first major retrospective of his work was organiz
Pasadena Art Museum. Tomkins credits the Ducha
the use of banal subject matter by Pop artists

Samuel Beckett’s influence on the European Theatre of the Absurd and its
American offshoots Off-Broadway, like Edward Albee's plays, may be obvious.
But perhaps Beckett is also a source for the staging of the banal in this group of

artists as well, not only in dramatic theatre (the Living Theatre's production of
Gelber's The Connection clearly echoes Waiting for Godot), but in the non-
literary theatre of Happenings and Fluxus. Beckett completed the step begun by

the realists in the nineteenth century. That is, everyday life had long before been
introduced on the stage by writers like Z

ola, Ibsen and Hauptmann. But that
everyday life was still written as noble tragedy. As Susan Sontag recently pointed
out, Beckett's radical gesture was to po

rtray the ‘microstructure’, the triviality of
the way we in fact experience everyday life from moment to moment - bereft of
any playwright's grand designs and momentous themes:

iked single soungs,
. erican, having been
" In extending the concept of
the stage for a QUfntessentially
not be represented in art, that is,
resenting what had hithert, been

ariness aJgg
Duchamp, For
dcceptance of
Uveau 'teacheg

Duchamp,
, introduced a younger
and thought. As a result, a
culminating in 1963 when
ed by Walter Hopps at the
mp boom with stimulating

Beckett has actually discovered a new dramatic subject. Normally people on the

stage reflect on the macrostructure of action. What am I going to do this year?
Tomorrow? Tonight? They ask: Am | going mad? Will I ever get to Moscow? Should
I leave my husband? Do | have to murder my uncle? My mother? These are Fhe
sorts of large projects which have traditionally concerned a play's leading

writer to dramatize the microstructure of the actlon;

nute from now? In the next second? Weep? Take ou
H &

7 Be silent? Tell a joke? Understand something?

cters. Beckett is the first
e tam | going to do one mi
- comb? stand up? Sigh? Sit
TTIY

icts who came after Beckett, to concern thf.-mselves ﬁt':
e emed a project quite large enough. For‘ rmcrostrucfu -
. I'IOW'SE the commonplace; microstructure, hitherto |:c:m.51r.‘ler.=:‘:l
nnthatﬂrgaflizeS 1960s took on political meaning and seemF
e That is. if the elite are concerned with
iin reis the'biography of the world's rank and file

« the 1960

equential,

ith t
pymous Wi ;
ostructure, then microstructu

i e usually unsung. : ! .
]m: :; the ordinary in Joseph Cornell’s surrealist boxes and collag
us

! ice. Such use
films was different from Beckett or Cage. s pr;ctl;::mmar <
e al, symbolic bent. Rather than employing t e1 e
¥ ? 2'1"::‘ tl;rough which to see more of life-as-it-is, Cornell s framing
windo

'

2 == l
th 1

: mbers of the 1960s generati?n. i by o
]!onar:ll:::s:cas writing about Cornell in 1963, calls him ‘the real p

i i-art film'. ‘He makes these
. Of‘ i un]:?;é:ﬁg?::;i ::io:?;en think they are 1:novies: Thfeg:-
. mD: h;)w much love there is in Cornell’s rn?wez.r.! Love c:k
o B ? : the summer girls, for the little tree leamrfg in the da
h\:?:hz‘:::v:;:;, f(;:- the birds in the sad park trees. Saint Francis would have
s :

5 f“e“‘_i o E:Tt[tlieeuilleat film Pull My Daisy (1959), about a day l.n tl.1e
Anthi{r ll'lf:l-lﬂ'lc;uw of poets.? An encomium to dailiness and s.p.o?tam:;ty; ;2
ej‘l;::hodyal)g:isyl:vas celebrated by the avant-grde (ﬁ?dvc?::m;ie‘ywm
nstream) as an improvised documen'tary on eav;la ; :;‘ e

ality and aimlessness of Pull My Daisy was a reve. e
te of it in an early column: ‘I d'on';cs’:: hov}rl:lc:;l :ivlylepomt[s] o rorn

isy without using it as a signpost. ... I )
flj;.:letw ways ougt of the frozen offit‘:ia.lfiom and m;::-cgr;::ﬁ ::;:::;:, o
arts, towards new themes, a new sensibility. - !’uh‘ :yﬁrst ki
in of that sense of reality and immediacy t_ha.t is cinema’ :ali\,e ekt
der Pull My Daisy, in all its inconsequentiality, the mos

4 . .

- e!s:ft:]enr:,s;vere some of the ‘poets of dailin.ess' ot‘tt.le pre::lal.eliag;::;in;:;i
the avant-garde. It was partly because of their tgac?;nﬁ;;u s iR
appreciation of the ordinary reached a new level in the ;



z;?:; ;'Eéti;O:lshthat the artworks of the 19605 abounded in
. fDl‘I;‘l ai -.:re; quotidian as: Style and subject matter threaded throy,
chietoric Iof i ;Zr I:l:muih Inter-media genres. [n the political mnteih Er‘ve

; s, what had been an as Of the
centrality and significance, pect of avant-garde style took op

The embrace i
—— pr?,; lt-:[en E]r;i;n:r}'d was.not a monolithic project, |t €Ncompassaqg
o St Nd projects - from an almost biblical, myst; :
il fe world .'-1_round one to an irreverent, transgress,cal
i e ;e. mm-a lyrical appreciation of the small, simple al\re
e 0 a deliberate ‘strategy of boredom; from 5 desire l'tld
mundane itself might bead;feiﬁl::ld?ﬂ{eg:lt; :e;iandf:athamis‘ e :
S : : cording to each arti
nam.:;n:;-: :::_.c?‘ the unpolished pat.:e, and the sounds and sightss(t)f unsullj
Images and goods disseminated by radios, television, m:vies

Prosaic actjgpg ang

proscenium, and demanded equal rights,

The ordj :
i s?;z:rya;;i::”forr many thm.gs, |.Jut. given the political tenor of the
bty ami s , for the pt_:u:?ullst aims of accessibility and equality - for
i |e1":ces. The activity of art-making had been opened wide by
were ordinary N;;Tetszt aﬂhr’?ne could make art. They were living proof. They
some of whom had not e Of whom had gone to college for free on the G| Bill,
Biiies g gone to co!lege at all. Many were from working-class

, some were the children of immigrant parents. Their own

These arti :
putatively a;::;f_lse C‘ZZ’;Z ordinary people, and, in turn, they made art that
make love, tell storjes an';“derstanc[, To watch people walk, run, work, eat, sleep,
clothing, furniture, game. Sbmlll]e' and to see objects that closely resembled food,
actually were food, | S, bathroom fixtures and other familiar items - or that

0d, clothing, furniture, games and S0 0n - now seemed the most

(One no longer made plays or dances or films about people falling hopelessly
- Jove or falling from power, or even people unable to fall in love. Instead,
ople in Happenings, Fluxus, new dances, Off-Off-Broadway theatre, Pop art
4 underground films ironed clothing, combed or shampooed their hair and

ayed hopscotch, played ball and roller-skated. They made love and they made
junch. In their very banality, these activities became charged with meaning. For
in examining them - activities which everyone engages in, but does differently
: :'[he simultaneous variety and unity of human life seemed evident. And this in
jtself seemed a form of equal representation.

' Judith Dunn's dance Acapulco was a collage of commonplace activities in
‘which a woman ironed a dress she was wearing, two women played cards and a
‘woman combed the hair of another, who said ‘ouch’. The use of slow motion in
parts of the piece transformed these banal events into dance movement."”

In his soft sculptures, Claes Oldenburg took a decidedly comic/erotic turn by
changing these things' scales as well as their textures. He had used mundane
objects in The Store, but unlike those earlier lumpy, painted plaster flags,
clothing and food items, these large, sometimes unnaturally shiny objects
bulged and sagged and were often soft and stiff at the same time, They seemed
- to make not only themselves, but the human body they so uncannily resembled
grotesquely alien - very much in the manner of Swift's story of Gulliver's
encounter with the Brobdingnagians and their queen whom Gulliver, while
buried in her cleavage, has an opportunity to examine in microscopic detail."

Andy Warhol's Brillo boxes were perhaps the most famous example of
appropriating the banal? The boxes do not so much awaken us to the
unappreciated colours, textures or shapes in ordinary objects (although they are
satisfyingly bright and succinct); instead, like Roy Lichtenstein’s comic-book
images, they force us to think about artistic conventions, which historically
segregated the ordinary from the extraordinary. Arthur Danto argues that the
point of these perplexing artworks, like the point of Duchamp’s Fountain, was
not to engage the spectator’s aesthetic sense - to call attention to the sensuous
Values of the carton (or the urinal) - but to propose a theory about art.

Danto suggests that thinking about the Brillo boxes’ right of entry into the
gallery is equivalent to thinking about everyone, rich or poor, drinking Coke.
Seen from another perspective, this is not so much a story about levelling
downward (bums on the corner may drink Coke, but they could not afford a
Warhol soup can), but about the cherished American myth of success - the
Possibility of meteoric success in a land of social mobility and equal opportunity.

The Brillo boxes' triumph was no more or less of an American Cinderella story



SS amazes us. Why

Doesn't e i Why doesn’t he w; ;
he seek anything important?... We are not - o e n:l‘:; anything elsep
Nger - familiar

: 0 Cage's observatio
everything seen - every object, that js, ety Duchamp:

Duchamp. Turn it over and it js.’s

‘Therefore,
plus the process of looking at it - is a

125] Calvin Tomkins, The Bride and the Bachelors: Five Masters of the Avant Garde (New York:

2, 1965).
‘[nterview: Susan Sontag: On Art and Consciousness', Performing Arts Journal, 2 (Fall 1977)

[27) Jonas Mekas, ‘Movie Journal: Joseph Cornell, the Poet of the Unpretentious’, Village Voice, 5

pecember 1963; reprinted in Mekas, Movie Journal, 110.

(28] Pull My Daisy was directed by photographer Robert Frank and painter Alfred Leslie, scripted

and narrated by Jack Kerouac, and featured the poets Allen Ginsberg, Gregory Corso and Peter

WW as themselves, as well as the painters Larry Rivers and Alice Neel, the composer David

Amram, the dancer Sally Gross, and the actress Delphine Seyrig all playing fictional roles.

7 [29] As). Hoberman has pointed out, Alfred Leslie later debunked this notion when he published

an article on the film's production that showed how it was carefully designed, scripted, planned,

rehearsed and edited. (). Hoberman, ‘Pull My Daisy/The Queen of Sheba Meets the Atom Man', in

~ Ward and Jenkins, eds., American New Wave: 1958-1967, 34-9.

; [30] Jonas Mekas, ‘Movie Journal: Pull My Daisy and the Truth of Cinema’ Village Voice, 18

November 1959; reprinted in Mekas, Movie Journal, 5-6.

[31] In thinking about the different uses of the prosaic in the 1960s, the Russian Formalist concept

of 'defamiliarization’ (ostranenie) is useful. As outlined by Victor Shklovsky in his essay ‘Art as

Technique', defamiliarization (or ‘making things strange’) is a strategy used by writers for

reinvigorating perception, which becomes dulled by the habitual quality of daily life. I have

applied an expanded notion of defamiliarization to the 1960s avant-garde in ‘Making Things

s Strange: The Use of the Ordinary in the Sixties Avant-Garde', Choreography and Dance.

10 [32] The dance was first performed on Concert no. 9, Gramercy Arts Theater, 30 July 1963, It is

described in Jill johnstan, ‘The New American Modern Dance’, in Richard Kostelanetz, ed., The

New American Arts (New York: Collier Books, 1967) 184, and in Jill Johnston, ‘Motorcycle', Village

Vaice (19 December 1963) 11.[...]

1 [33] Fredric Jameson uses this example in The Prison-House of Language: A Critical Account of

' Structuralism and Russian Formalism (Princeton, New Jersey: Princeton University Press, 1972)
55-6.

12 [34] The Brillo boxes were first exhibited at the Stable Gallery, 21 April 21 - 9 May 1964,

13 [35] Jonas Mekas, ‘Notes on Some New Movies and Happiness', Film Cuiture, no. 37 (Summer
1965); reprinted in Sitney, ed., Film Culture Reader, 317-18.

14 [36] Warhol and Hackett, POPism, 39-40.

15 [37] Cage. ‘26 Statements re Duchamp’, A Year from Monday (Middletown, Connecticut: Wesleyan

University Press, 1969) 70; 72.

Sally Banes, Greenwich Village 1963: Avant-Garde Performance and the Effervescent Body (Durham,
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Helena Tatay
Hans-Peter Peldmann//ZODz

wm: before the public, continuing to the present
is first and perhaps best known works, made between 1968

; or Bilder(ima i

with : ges). Inside e

out text, are images of the same type of object, for examp:?ch. cerntred and
' ! twelve snow.-

topped m ins; si
se\l::n actrz:sttsa-]:l: - o football players; five unmade hotel beds; a Zeppeii
» three landscape paintings; eleven pairs of knees T}1e repl;l:teffn:
. oire

door on a world of personal intima i

L dorlon oL e Yy, a feeling stren hened i

e mhern :ise ::snes ln:‘.i[de the booklets themselves. Althofgth Feidmt;);n[izg

o thepf;evtloysiy.. these a.re considered his first work, as within

A - FS time its defining elements, All of his later work would

bt i s:mple tone {.lf these first books, their appearance of non-
rality and their sober, material nature, J

: : onwards be hj i ;
interested hj - IS main medium, What
m as far as Imagery was concerned in these first books and in later

combination with others, linguistically Speaking

’ it became 3 i
Feldmann's work moves in the universe of th i

e even:yday. He takes from it the
along with his themes, He affirms

_yperiences, obsessions or intuitions into language, an attitude which is
on to many artists. In Feldmann’s case, the curious thing is that he limits
work to his own emotional circle, thatis, he doesn't use models: the characters
his series form part of his life, he knows them. The material he uses is the
day stuff that habitually surrounds him. The magazine photos, family snaps,
ards, books, objects, etc., come from the day to day world and do not refer to
artistic tradition. With his material and his themes, Feldmann wants to place
‘himself on the margins of art history in order to represent the everyday.
‘The human world is not defined only by that which is historical, by culture, by the
- whole of society, by ideological superstructures and politics. It is defined by this
intermediate and mediating level: daily life. Here we can observe the most
specific dialectic movements: necessity and desire, to enjoy and not to enjoy,
satisfaction and privation, achievements and failures, work and non-work, the

repetitive part and the creative part.'

" Feldmann is probably not only in agreement with this statement of Henri
Lefebvre’s, given that he has located his artistic praxis on this mediating level,
but in radical support of it when he says: 'l am not interested in the high points
~ of life. Only five minutes of every day are interesting. | want to show the rest,
" normal life.’ It seems obvious that what Feldmann wants to represent is daily life
- without idealizations, in all its glory and all its misery.
But which are the aspects of daily life that Feldmann shows? Until now we
* have seen that his vision picks up on various aspects by including the images and
‘objects which inhabit daily life and the narratives that we construct with all of
~ this. But we can also see that he describes day to day activity and the area of
- ‘'sensitive intimacy". In these narratives, his vision becomes more contemplative.
The most extreme case of this abstracted vision are the numerous Time
series, which he began in the 1970s. These are consecutive images of the same
place or the same person in a very short space of time, similar to film stills. The
themes are trivial ones: a man reading a newspaper; a couple walking down the
street; a woman cleaning an office window; seagulls in the sky; the corner of a
garden. Feldmann observes, contemplates small events. Nothing important or
transcendent, just any moment on any given day. He captures the passing of
time on the 36 images that make up a reel, with a speed close to that of a movie
€amera. But if in cinema it is present time which is lived, these series of
Photographs talk of capturing time itself, of stopping the invisible fluid which
Weaves our lives so that we may inspect it. These series respond to the
perplexity felt before the idea of time, as if they were questioning the

immanence of life.




o Fe[drngnn I_]as converted trivial moments, the unat
rec‘: 3”; 1::':3 into events, into something worthy of be
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£ Whej z;lre deﬁ]mg- here with moments in which there is practj
s no.th. ch nothing is happening. And where nothing is happenj; 'cally no
B Ing exfept be. If the collection explores the narratives J'E’T We cap
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In other photo series, F
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ey whict.1 F:leltd Is case, what is given as understood is the area of sensitive
s P m;nn does not reveal. In the end, we only know for sure that
s taken the trouble of i i
Wblnsoristargie: photographing all the pieces of clothing of a
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= ide;tle: of Feld mann’s works, and this would be a good exa mple, give a very
diving in fo?-mt:lj wagI; n ‘:h‘d‘ he works; they are always descriptiv;e as if only
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In this seri i s
i I:s: ash‘“ other works, the impulse towards emotional implication
- It 1s based on his emotional experience, but keeps a distance

Fended moments ¢,
Ing photographeg ana:i

. to
ative nature of these

_ween language and the personal experience which codifies it, blurring it so

' temper the emotional power. His narratives are made up of non-
-hical fragments and do not provide the spectator with a single reading or
_ but rather with an open and inconclusive signification. Rather than
rch for a coherent discourse, Feldmann seems to explore the
inglessness of existence.
Another aspect he finds interesting is leaving the work open, so that it not
allows but demands that the spectator recreate the works, projecting his or
own experience.
~ Normal life, day to day existence or vision, in which Feldmann locates his
orks, is defined by opposition to other levels of human activity. The everyday
ssociated with the small side of life, with the grey, humble and imprecise
lement. It is the other side of the coin of the capitalist social scene, whose
image, constructed by the media, is colourful, optimistic and logical.
The scene which Feldmann shows is of another type. The book Eine Stadt:
en [A City: Essen] feeds on the same ‘information-giving' spirit as
efonbuch or Alle Kleider einer Frau, but is a report on Essen. Feldmann made
the book in 1977, commissioned by -the Folkwang Museum in Essen, to
accompany the exhibition of his collection of images.
The book shows views of the city which, as its title indicates, could be any
German city with similar characteristics, given that the photos show nothing out
of the ordinary. The photos are presented without texts or any apparent order;
' are not classified by sections or chapters. All together, it is an archive of
standard views of an industrial city in northern Europe, put into a formal order.
“They are grey photos of a grey environment, which repeat the visual experience
of everyday life. Feldmann commented as a joke that the Essen Tourist Office

“wanted to sue him.
' The book is surprising, even today, because we still persist in thinking that
' photography should capture special moments or places, ones that are out of the
ordinary. And if these photos belong to any kind of category it is that of ‘nothing
special’, that of the ordinary. In the field of art, in which photography now has
its own field of reference and academy, the photos of Eine Stadt: Essen are hard
to classify; and, it goes without saying, in 1977 they suggested a new way of
approaching amateur photography.

But what we choose to tell and how we decide to do it mark a point of view
and a framework, that is to say, they give form to a way of perceiving the world
which responds to an ideology. In Feldmann's work there is no romanticism nor
any ideal world nor any transcendence. Feldmann wants to show his visual
landscape and daily experiences without filters, without mental constructions

that redeem them.
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they are read in a different e white and the context mean that

If all we know i
of the past is what seemed important to certain social gr
oups,

of the everyday is not reduced to ajj i

“Eidsisiin alienation, but rather ceaseless

o :;l:;‘ nt::_. :.-]:ah_late a.nd achieve the present 4 Feldmar?;: fji:::lzuatl:g

i w:-l'lth this when he affirms: ‘People expect a better life

s e s the good f:rne. that this was paradise, our e t'rel
ent. Our perceptions change according to wh;t we t!:l iI:k

ted the outside of the car as if he belonged to a circus, children waved at

 and smiled as he went by. On other occasions, when people visited him at

_or when he visited them, at openings and other situations involving social
-tion, Feldmann distributed photocopies with an image and a word or a
e, like a kind of print. The prints were usually given out as a souvenir of
cial personal situations which had been socially ritualized, such as births,
communions, marriages or deaths; that is to say, they highlighted special

onts in a person’s life. And that is what Feldmann does.

'  [footnote 15 in source| Henri Lefebvre, Critique de la vie quotidienne, vol. Il (Paris: L'Arche, 1958~

1981) 50.
[16] The work of Feldmann and Boltanski shares areas of common interest. [...] But, apart from

many others, the main difference between their works lies in the fact that Boltanski dramatizes

sentiment whereas Feldmann neutralizes it.
[17] In this and in the fact that Feldmann is interested in series and not in the individual image,

lie two of the main differences between his work and that of other artists who appropriated the

use of images in the 1980s.
[18] Henri Lefebvre, op. cit., ‘La critique de I'inaccomplissement et de I'aliénation ne se reduit pas

au noir tableaux de la douleur et de I'accablement. Elle implique sans cesse I'appel au possible

pour juger le présent et I'accompli.

5 [19] From conversations with the artist.

~ Helena Tatay, retitled extract from ‘When One Gets Involved in Art One Does Nothing but Move from
Catalogue to Catalogue’, trans. Matthew Tree, in Tatay, ed., Hans-Peter Feldmann (Barcelona:

Fundaci6 Antoni Tapies, 2002) 29; 33-7.

~ Ian Breakwell

Diary//1964-85

17. 3. 1974, Leeds-London train, 7:25 pm
The woman in the corner seat wears a green velvet coat trimmed with imitation

fur, and knee length maroon suede boots. She falls asleep sinking into the corner
of the seat. Her red velvet skirt slides up around her thighs; her mouth falls open
and is reflected in the window, superimposed in the night landscape outside,
The trains parallel with a motorway: cars and lorries rush into her mouth, their

headlights full on. She wakes up, coughing.



11. 3. 1983 London, West Smithfield, 2pm
In the foreground a newspaper placard: DEARER TEETH,
In the background a sobbing woman,

Around the corner a man with his hands in his overcoat pockets, his shouldere
shaking with mirth.

lan Breakwell, Diary. 1964-85 (London: Pluto Press, 1986) 21; 32.

Ivone Margulies

Nothing Happens: Time for the Everyday
in Postwar Realist Cinema//1996

‘Nothing Happens': this definition of the everyday is often appended to films and
literature in which the representation’s substratum of content seems at variance
with the duration accorded it. Too much celluloid, too many words, too much
time, is devoted to ‘nothing of interest’. The precariousness of this extremely
relative definition is more than a matter of taste. If the word ‘boring’ has little
critical value, after World War 11 the phrase ‘Nothing happens’ becomes
increasingly charged with a substantive, polemical valence. [...] My interest is in
the way some filmmakers negotiate the link between the banal or quotidian and
the political, and in the shifts in discursive ground that allow for such different
approaches to everyday life. Akerman's Jeanne Dielman, 23 Quai du Commerce,
1080 Bruxelles,' of course, figures as a major text in any consideration of the
modernist approach to the quotidian. The label ‘Nothing Happens', often applied
to Akerman’s work, is key in defining that work’s specificity - its equation of
extension and intensity, of description and drama, [..-]

In Jeanne Dielman, Akerman disables romantic connotations by giving to the
mundane its proper, and heavy, weight and by channelling the disturbing effect of
a minimal-hyperrealist style into a narrative with definite political resonances.
Her attention to a subject-matter of social interest is literal - fixed frame,
extended take - and so stylized as almost to be stilted. In this way, she denotes
the idea of display itself: her cinema focuses hyperbolically on what Cesare
Zavattini claimed as the main requirement of neorealist cinema - ‘social
attention’? Indeed, in Jeanne Dielman this focus is quite extreme. Hans Jiirgen
Syberberg, Godard, Rossellini, and Jean-Marie Straub and Daniélle Huillet, among
others, have all interpreted the demand for ‘social attention’ as interchangeable

. th temporal filmic focus on a single scene, sityatians proble.m: but the relentless
- ity of Akerman'’s display of ‘social attention’ still surprises. [+ -
Warhol and Akerman choose the literal approach Father than :
2 Biilitlle' representation (the deduction of a r.ecur.rent series through :he
E. tion of a single event). But there is a crucial difference between, on. e
e 's and Warhol's excesses, both a form of minimal hypen:eahsrn.
P haﬂd-ﬁkem:“sf;e expansive thrust of neo-realist narrative, which, for
o - 0: ertlo signify all unemployed Italians through a single ch.aracter
;-_gxamplf.ur::;’géi D. The minimal-hyperrealist rendition undoes any idea of
xmmbjic transcendence. Besides injecting repr‘es.e.ntation w:jth t?erzgf;c:t;:n;
i?-surplus of reality, literal time robs it of the possibility of standing fo
¢ ete instance. - .
Bﬂl;‘(‘:;‘;;:‘;;::o:; :)thEl‘ medium of expression has cinema‘s ungmaLand mn;:e
' capacity for showing things that we believe worth showmg. as they happen day
: -ﬂpf:'a — in what we might call their “dailiness”, their longest .anFl truest
: :flrat::m‘.‘ This duration that he proposes as inr.latel-y cmeman:l:_nis 5:::::[
appropriately seen as another figure of the excess _n;qmred in the h;m: t:ln : :“ fgines .
for truth, an excess of the same order as the a.bllllty M_argaret e ; i
360-degree camera might have to registera '.ram.shmg tnt:_ue, o_r? : ;h i i
she mentions in her discussion of film’s potential for ObjECt.l‘Jltl}:. ed i
tape recorder that stays in one spot, that is not tuned, wound, re oc-.fse ,mrds !
Joaded, does become part of the background scene, and !Nhat :thre s
happen’* Mead could not have known that she was advocating for her mjmvea]
record the same basic cinematic framing — the long fixed take — that wo?he .
the amazing performances in Warhol's tl“{llms. and would create ;
i it subjective perspective in Akerman’s. = .
dm?: :;:;;ilie;;r insjtance. trlj'ne issue of the degree of objectivity lfl repretsten;azgz
is moot. With an ethnographic sensibility (his ﬁlms_ show the 1.nterac‘1on s
very specific ‘tribe’), Warhol undermines ohsewatlon‘al anc:h d.lrect' ctzl:;:. i
hyperbolizing, to the point of caricature, the very _bams ‘of eir em:h e n i
notion of non-interference. He trades their positive mde}_ung of tt?s.t e ; i i
interference for the equally ethical, and in his case a?ctwe]y political, sta e
indifference. Merely by enhancing duration, the ﬁ)ﬂt?! of the fra'me. la:inema
intrusion of chance, he undermines the belief underlying obsewatnon;il) i
and American direct cinema that a measured closeness between subje
0bj ntees objectivity. [...] gl '
bjﬁaﬁﬁglraexpuses tjhe limits of the humanist perspective in cme;(na. ]:;’:;ﬁzsnl;
initially by suggesting a radical lack of empathy among filmma e(;:js :-e 5,_;|ting
spectator: the cinematic and the profilmic are purpasef.ullyr;t ;u s}ee i
either in a busy - The Chelsea Girls, Vinyl (1965) - or a simplified - D,




jo:b (1963) - arbitrariness that never caters to the spectator. Warhol's fp
minute Eat, six-hour Sleep, and eight-hour Empire (1964) resemble exa i
resp:.:mses to Zavattini's plea for a film that would follow someone n;sgerared
nothing happens for ninety minutes. After Warhol's attack on spe rWhO-m
comfort, Zavattini's assertion, once bold in its privileging of 'nothingn:ssc‘ e
too carefL‘u a compromise: ninety minutes, after all, is the normal len -rEEems
comn:nermal feature. Warhol's films mock and subvert all the b.asi'g s
:?ISSUC]atEd with neorealist ‘nothingness’. Warhol's extended renditions Lof UT'Juef
Images create a different register through which to read neorealism's narrat‘c ?Che
pheno-menology of the quotidian. His gaze allows no space for the ]'uerc:'llﬂzm1
changmg. backgrounds that, in neorealism, throw the constancy of the he;cc; _The
pers.‘pectwe is dropped. In place of a narrative in which the humanist h lnt_o
outlined against a tokenistic surface of varying sites and situations V\frctll 3
Proposes an antinarrative in which variety issues from any object Iooke.d atalr Y
enough. Instead of cashing in on the neglected and ‘irrelevant’ - the neorecipg
strate‘g_}; = Warhol doubles the banality of his objects by promotin .
overvisibility where it is superfluous. In overdoing his reductions (single theg -
filmed .for extended periods of time), Warhol excludes even the lim?::ds
suggestu.:eness of neorealism's policy of variegation and tokenism,
: André Bazin more than anyone sees realism to be at its best when it pursues
ideas of non-interference and the integrity of reality so as to enlaf e the
perceptual field of representation. Hence he puts a moral value on the usegof the
long takr? and depth of field at the expense of montage; for him, these devices
forgo artlﬁFE. Discontinuity and gaps constitute the main threats .w the flawless
hc::m.ogene:ty of a cinema intended as an analogue to an equally full reality. Taking
this idea one s:tep further, what matters is no longer the actual physical ir'itegrjty
Flf representation - its lack of cuts - but that it appearto be physically integral (as
in. Uml:.!eno D [Vittorio de Sica, 1952]).* Despite Bazin's theories (but in accord
with ['us‘ aesthetic inclinations), from Jean Renoir to Roberto Rossellini, the
textural mFegTity provided through the long take has been less an assman.ce of
homogeneity than the counterpoint to a mise-en-scéne intended to resist
harmony. The long take here is meant not as an analogue for reality but as one
mor_e glement in a subtle weave of artifice and spontaneity, of theatricality and
realistic detail. Modern cinema's appropriation of the long take is to be
;:d;rst'md as the background for the emergence of an ‘effect of reality’, in
anrl:,;:a ::unriz ’sr:stllrrelevant detail' (Rossellini's term) appears best when set in
Warhol's literal representations foreclose on the differential play between
dE]Jtl.] and surface that constitutes the truth of modernist cinema. Rossellini.
Renoir, Akerman and other modernist realists use the qualities of ciner;u to set up

‘material clashes with idealized versions of reality. Warhol establishes a forceful

and arbitrary entropy of registers. One could say that with Warhol, the materiality
and concreteness that pop up in these directors’ films are drastically amplified as
pure (and passive) resistance. Warhol undoes the main knot underwriting their
yisions of a truer cinema. Where they invoke intention, he seems indifferent. His
cinematic choices are aprioristic, and provoke randomness of performance (in his

::su'ipted films) and perceptual arbitrariness (in his early work). At the base of any

. cinema engagé is human interest. In Warhol, interest is challenged on all fronts;

the filmmaker is absent, the object is banal, the spectator is bored. The spectator’s

~ confrontation with his or her own physical and mental endurance delineates a

cinema that has given up on the notions of truth that sustain other alternative
cinema (Akerman's included). But interest is not simply traded for indifference,

~ for the Warhol strategy puts forth a politics of indifferentiation: identity wavers

petween representation and reality, between acting and being, flickering

‘ constantly and unstably.

By contrast with Warhol's politics of indifference neorealism’s and cinema
verité's search for authenticity in reenacting events seems hampered by its desire
to find a truth lying always beyond materiality, beyond the body. As suggested,

~ Warhol's undermining of search, effort and intention makes any cinematic

approach seem lame before it even gets close to its object. So his cinema never
does get close: Warhol does not intend to ‘get inside’ the objects of his cinema (as
Rouch would have it). Yet neither does it search for a feeling of being ‘outside’ -
for an alienation effect, of the kind that might give rise to a sudden empathy (as
in Jean-Luc Godard, Robert Bresson and Rossellini). The literalness of Warhol's
cinema qualifies these two approaches. On the one hand, the event's radical
duration on screen disallows the equation of fissures in the illusion with truth. His
work provokes such a random surfacing of fissures — mistakes in performance
(The Chelsea Girls), shifts in address (Beauty no. 2, 1965), mixings of genres
(Lonesome Cowboys) - that a gap or error cannot be taken as more true than
articulated speech. On the other hand, his enhancement of cinematic materiality
is 50 pervasive as to defy the pedagogic thrust of a modernist cinema intent on the
disclosure of materiality (Godard and Jean-Marie Straub & Daniéle Huillet being
the main examples). Moreover, it is precisely through an apparently unfissured
surface, in a Bazinian sense, that Warhol shifts discontinuity from the text onto
the spectator’s perception.

Neither Bazin's concept of an unfissured realist representation nor Warhol's
overturning of such a notion, however, responds fully to the neorealist desire for
totality, This essentialist conception leans on metonymic expansion, which might
dissect for us, for instance, the bedroom where Umberto D sleeps, but might also
Create a physical and moral geography that suggests a totality. In this respect, the



attention to details, and the presentation of sites and events as illustrative tokens
operates in neorealist film in much the same way as the display of iCOanraphi c
images works to shape allegorical meanings in conventional cinema. In de Sica's
Bicycle Thieves (1948) all of Rome (or rather all of Italy and of the postwar world)
is meant to be represented by the syncretically woven neighbourhoods ang Sites
that the protagonist Antonio Ricci traverses, The wanderings of the characters in
Umberto D or Bicycle Thieves signify a solely ‘physical’ coverage of reality only
superficially: here multiplicity - of spaces, of people - always reconvenes ona
centre, sucked back to it by a human perspective that is represented in the films
by a human body, a hero. It is this heroic body, the generic postwar individual, that
Akerman's Jeanne Dielman takes to task, While Warhol substitutes the character's
body for the filmic body, transforming the one-to-one nature of litera
representation in an ultimate decentring of humanism, Akerman proves how 3
body can flicker in and out of character (through a kind of oscillating perception
made possible by literal representation) and still further a narrative,
Akerman's minimal hyperrealism, in so many ways similar to Warhol's, makes
a positive claim to tell a story; her equation of drama and everydayness is made
from within narrative. Moreover, it is in instituting another sort of hero(ine) that
she mounts her blows on essentialist humanism. The singularity of Akerman's
Jeanne defies the generic humanism of Umberto D or Antonio. The historical
grounding of this sort of heroine is represented at its best in Akerman’s fusion of
a minimalist hyperrealist sensibility with an acute awareness of seventies micro-
politics, and of feminism in particular. It is this awareness of the singularity of a
woman’s everydayness that forms the backbone of Akerman’s corporeal cinema,
a cinema whose split concern with referentiality and cinematic materiality can be
examined in the context of other contemporaneous artistic practices.

1 Ueanne Dielman, 23 Quai du commerce, 1080 Bruxelles (1975, 210 min, colour) fictively
documents in minute detail three days in the home life of a widowed Belgian mothet.)

2 [footnote 4 in source| Cesare Zavattini, ‘Some Ideas on the Cinema’, in Film: A Montage of
Theories, ed, Richard Dyer MacCann {New York E.P. Dutton, 1966) 219,

3 [53]Ibid., 220.

[54] Margaret Mead, *Visual Anthropology in a Discourse of Words', in Paul Hockings, ed.

Principles of Visual Anthropology (The Hague and Paris: Mouton, 1973) 9.

[56] See Marsha Kinder, ‘The Subversive Potential of the Pseudo-iterative’, Film Quarterly, vol. 43,
no. 2 (Winter 1989-90) 8. .|

lvone Margulies, extract from Nothing Happens: Chantal Akerman's Hyperrealist Everyday
(Durham: Duke University Press, 1996) 38-41,
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o gs in the Visible World//1995
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. i ion, i f general subjects. Corresp i
and varied collection, indeed a system o : e
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huge buildings in construction, at mdustnall operations, e
they always do - on the job, working out, enjoying their free 'tlm I > ﬁ";! »
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Operation at a veterinary hospital - how a terrier is anaesthe'flzed.d ;.:na" \{mw
surgery on its meniscus, how the dog recovers from an.aestt.les:, a.n i ﬁ[::l -
it takes its first limping steps to recovery (guided by Fischli who is a



On all of their outings, they drive throu i
through the Gotthard Tunnel in an almost eigir;-:':ﬁt:;dss::;fl tu_nhnels, -
the films we join them watching the construction of a new tunEcie. el
Alps; we se.e one day's progress of about nine sequential feet hm:
are dynamited and the rubble cleared away, how Gunite is s Ira d
the walls, and then how new holes are drilled. i
Thr?y take the train from Zurich to Paris and there ride the Meétro f :
to s.tatmn; they drive via the throughway from Zurich to Frankfurt a Lﬂm .
while to wat.ch work at a construction site before going out to \.»risitnthsm‘p -
then they drive to the Rhine, look at gravel pits, sluices and steamers r_le' el
Alsace, then Strasbourg; in three films they show a flight to the Ur;‘[rzjve et
from check-in to security check to a look at the cockpit. Once there thE "
utte!'l?.r unspectacular events, like the squirrels in Gramercy Park They rt’..'c.ord
traditional Swiss Alpine farmer for a day, keeping an unobtrusive e .e 0 E‘i‘\’lsl_t i
alteam of anthropologists documenting a curious ritual. They sho\: hir:: ”‘T E'Ike
his cows, making cheese, walking his cattle down from the mountain mtI kmg-
tl}ey falso visit a modern Alpine farm where the milking is semi-autom P:lﬂ od
]JI]JEIEnE transports the milk down into the valley. (| e
. GI-VETI th.e rampant nature of their project, Fischli and Weiss have to proceed
m?'lth inventive efficiency. Thus, the beautiful (making the films) is someti
linked up 'ﬂfitt.l the useful and the necessary (things that have to get cI:I?::
:i?ey:.r;y}. Thlj IIJS most Peprsuasivr.-ly demonstrated when they have their snow
e ounted before dnwrlg I:]p m.to the mountains. In the evening, we drive to
garage through the rain listening to the strains of Dvorak's beautiful New
World S.ymphony. At the garage, the hit parade is playing and we watch the
mechanics take the old tires off the rims, mount the new ones, fill th ith air,
balance them, and put them on the car again. [...] , o |
Simﬂ:e cam;ra seems to l:fe waiting for an event, like alert or passive observers,
: ng ;n a bench or strq][mg around somewhere, watching the world go by, and
;3::;: atﬂ;y have no pa::ttcular aim: easily distracted by all kinds of sensations
i slmall. E'VE.I'I micro-sensations and zero events that enter their active or
En:swe‘ ield of stion. Many SEqun?nc-es consists almost exclusively of inspired
patiently anticipated, lucky coincidences that often make their appearance
V_NhEn they are leaft expected. For instance, an early morning ride on the trolley
lg ?;::,::;ZZS :nd rain thmugh a p.erfect]y ordinary suburb turns into an incredibly
: rray of spark!mg lights and reflections because the camera peers
5 ar:e[ess!y out of the window, and delights in the exciting play on the rain-
:vas ;d.:v_mdows of. reflections and double exposures of passengers, passing
ars, .u1 dings and lights - a spectacle that comes to a dramatic climax in the
wet window panes of two passing trolleys. [...]

ree of
through the
drilled hoeg
to I'ein[Orce

“Things that passively cross our path, that happen by accident, mean the
to us. They seem to be even more au thentic than planned activities to show
t actually happens in reality - and besides they relieve us of having to justify
or explain why we are shooting this thing and not something else.’

_ This conscious, inspired waiting for something, an event, an appearance, in
o case something phenomenal that might just happen by itself if we wait long
oh, with enough curiosity and patience - this is the attitude that underlies
entire project. Closely related in several respects to both documentary and
- ateur camera work, the attentive camera, biding its time, backgrounds
Lrrative, sequential perception to the benefit of imaginative, simultaneous
ception. Filmed sequences of a basically narrative structure are transformed
o “stills’ that we look at contemplatively, that no longer appear in some kind of
temporal order but as pure images in a spatial structure, as if in a space capsule
- where time no longer passes, or only very, very slowly, almost suspended. [...]
~ Fischli/Weiss do not make such generous use of time in order to tell us about
their travels in lengthy detail, like amateur film-makers. Nor do they want to
make a statement about video art’s frequent exploration of processes in real
' time. Their complicated detours down untold side streets are simply the archest
* and most beautiful means of transporting viewers into a phenomenal kingdom
_in which conventional cinematic narrative has been abandoned apart from the
 rare hint of reproduction.

~ Such primal images, which are basically the objective of these day trips, must
be approached slowly, cautiously, indirectly. That is perhaps why we so often
join Fischli/Weiss on the way to and from their destinations. This is not a
narrative device. But, as in real life, we almost forget whether the act of
- travelling is a means or an end in itself, so that all of a sudden we are no longer
peering ahead through the rainy windscreen, focusing on some goal out there in
~ front of us, but are instead completely detached and engrossed in the previously
‘invisible’ pattern of drops travelling down the windshield. We have drifted off,
have been immersed in an entirely different ‘visible world'

i

-y

Patrick Frey, ‘Outings in the Visible World', in Peter Fischli and David Weiss (Venice: Swiss Pavilion,
XLVI Venice Biennale/Bern: Bundesamt fiir Kultur, 1995) 39-49 [footnotes not included].



Gabriel Orozco
On Recent Films//1998

What I'm after is the liquidity of things, how one thing leads you on to th
These films [From Green Glass to Federal Express; From Container L @[!;exf.
H-faﬂc; From Cap in Car to Atlas; From Dog Shit to Irma Vep; From Fia ;JT_ .
A{m’ane. all 1997] take place in very ordinary urban settings. I'm not con -
jml:h s.pectacular events or frantic rhythms. The works are about cuncentcerflm
intention and paths of thought: the flow of totality in our percepti il
fragmen.tation of the ‘river of phenomena’, which takes place all the tipm: &
I ava:fl a!l postproduction because I want to keep the clumsiness, inse:cu i
and a_mblfgu[ty of the actual shooting. It's really the awareness invo;ved in o
shooting itself that is important to me, not what one can do with im .
afterwards. The tension between my intentions and reality itself is what d v
the films. I devote a day to creating a kind of ‘story", Walking down, sa Sr_l\ﬂ’-';
Avenue, I'll suddenly see something that intrigues me - a plastic be; :1 “
umbrella, an aeroplane tracing a line in the sky. That's how | get starte%i e
‘ One can't really see the films as entries in a diary, because they're n-c—t at all
prfvate. I'm very conscious of the fact that they'll be viewed by somebody e[s: I
think about t.he viewer all along. The presence of the viewer makes me want t.o
be mc.:re precise. But more important, the fact that the thoughts of the spectator
ar.e with me as | shoot the film short-circuits all ideas of privacy. There's nothi
private about the process of creation, ' 3
T.he metaphoric links between things are not something I plan but something
that just happens. The kind of connection that intrigues me is contiguity. [ move
It’:-;:ll'ﬂ one.thing to another, and in the film they'll be situated next to each ;)ther or
be:ﬁ:nﬁ:; aif::e:e :]1;; .another, although there may be ten or twenty minutes
The connections themselves are real, not metaphoric. Borges wrote
s?ment\fhere that all these things that are next to each other, we call the universe.
It's this ‘being next to each other’ that appeals to me. In the films things are
related, but through proximity rather than narrative. Therefore you can begin in
one place and wind up in another that doesn't seem related to the starting point.
For EKB[T[]J]E. the tape I like the most, From Dog Shit to Irma Vep, traces a series of
l:onnectwnjs between two things: a piece of dog shit I saw in the street at 10:45
a.m. and this beautiful Chinese actress whose face I found on a poster at 4:45 p.m.
Betweep these two events there’s an entire day of walking, now conden;ed i;n:u
forty minutes of recording on a tape. '

There could be some kind of resemblance between what I'm doing and John
Cage's recordings, but Cage’s work has so much to do with chance, whereas I'm
really focusing on concentration and intention. The same goes for the automatic
writing of Surrealism. That's all about losing control, whereas the flow of images
in my work is extremely controlled. I trace certain intentions with the camera,

'~ and then suddenly the tension between my intentions and reality becomes too

great and the whole thing breaks down.
[ wake up in the morning. The light has to be okay. I have breakfast and then

' start walking down some street until something catches my attention. That's

when the movie starts. When I begin recording something, I don't know how long

it's going to last, maybe thirty seconds, maybe five minutes, so | improvise,

watching and walking at the same time. I always hope to be able to stop filming
at the right moment, not before something great happens or after my finger and

future viewers get calambres' of boredom.
Sometimes | focus and just wait. I like the sounds in the video to connect in

the same way as the images. I'm actually amazed by how ‘normal’ my video

~ sounds, just like real life - collapsing sounds and noises that overlap and connect

without logic. I move the camera, 1 walk with it, [ take stills, I use the zoom a lot
and play with scale and distance. Sometimes | intervene in reality, like at this bar
in Amsterdam, where I turned all the beer coasters upside down on a table and
taped them. Sometimes | follow a dog, sometimes I follow a backpack.

These are the things | normally look at when walking down the street. They
wouldn't be interesting in photographs, but perhaps they are in a movie. After a
day of walking I have twenty to forty minutes’ worth of tape. I like to sit at a bar
and have a beer while going through it. It's nice to see all the fragments of a day
condensed. The narrative is like a series of punctums - focal points of attention.
There’s no postproduction - it's all left as it is: a day of awareness. | think that if |
were to edit these films and try to make sense out of them, the final result would
still be the same: ‘Las partes son el todo, el todo son las partes’ [The parts are the

Wwhole, the whole are the parts].
1 Calambres - twitching in limbs, cramps, listlessness ...

Gabriel Orozco, ‘Gabriel Orozco Talks About His Recent Films', Artforum (New York, June 1998) 115.



Ilya and Emilia Kabakov
Night Journey//1998

1. Take or build a desk (it's best to take an old wooden one, dark brown with age,
a simple wooden table with a long *history’) 70 x 130 x 72 cm in size.

2. Buy a glass dome 28-30 cm in diameter and 20 cm high and place it in the
upper right corner of the desk.

3. Take a few small objects which can usually be found on a desk: a box of paper-
clips, erasers, pens, pencils, an ink bottle, a piece of cookie, a sheet of paper, etc,
Place all of this under the dome.

4. Place an electric desk-lamp next to the dome, turn it on and direct the light on
the objects under the dome. The lamp should be 75 watts. The lamp should be
simple, black, office-like.

5. On the rest of the table, place objects which are usually found there: notepads,
pens, paper clips, a telephone book, a water glass, a bottle of glue, etc,

Place all of this in the same way, in the same ‘disorder’ as the items under the
dome so that - and this is very important - it gives the impression that the dome
covered the corner of the desk and the objects there completely accidentally and
not selectively, the objects under it are Just like the ones nearby.

6. The circle of light from the lamp should illuminate only what has wound up
under the dome, it should coincide almost exactly with the rim of the dome,

W. Petrov, Pensioner, Kiev

1. How can you escape far-far away, to set off on a boundless Jjourney, where
everything around you will be new, unexpected, where everything is
surrounded by the unfamiliar and interesting, you encounter things which don't
have names, their purposes and reason for existing are incomprehensible, where
your every step is accompanied by the risk of falling under the feet of a strange
being, and at the same time you will be surrounded on all sides by symbols and
signs addressing you but in a language that is foreign to you? It is not at all
mandatory for such a journey to buy a ticket for a train, plane or boat, or even to
leave one’s own apartment. When night has fallen, and you remain alone in your
room, sit down at your desk, turn out the light, and turn your desk lamp so that
itilluminates only one small part of the desk, it can be one of its corners (but this
circle of light shouldn’t be too wide, not more than 20-25 cm in diameter). And
you will quickly see how suddenly a new mysterious world emerges, which you
couldn’t have anticipated before. Ordinary things - a note pad, a pen, a ruler, a
box of paper clips, an eraser - which during the day were lying on your desk, will

A NOTE PAD, A PEN,

A RULER, A BOX OF
SAPER CLIPS, AN ERASER
NHICH DURING THE DAY
WERE LYING ON YOUR

BIRCLE OF LIGHT THAT
ARE UNEXPECTED AND
UNFAMILIAR TO YOU.

BUT MOST OF ALL, YOU
YOURSELF WILL CHANGE.
N A STRANGE WAY

AND WITHOUT ANY
PARTICULAR EFFORT,
¥OU WILL BEGIN TO
RINK AND SOON

‘OU WILL BECOME VERY
BINY AMIDST THESE
ENORMOUS, STRANGE

D INCOMPREHENSIBLE
OBJECTS



acquire roles in this magical circle of light that are unexpected and unfamiliar ¢,
you. But most of all, you yourself will change. In a strange way and withouy
particular effort, you will begin to shrink, and soon you will become ve
amidst these enormous, strange and incomprehensible objects. This ‘journey’ of
yours begins at that moment: very slowly, not rushing, you begin to walk aroung
each of them, carefully examining them, concocting all kinds of guesses about
the purpose of each of them and about what is written or drawn on them ...

t any
Ty tiny

llya and Emilia Kabakev, ‘Night Journey’, from The Palace of Projects (London: Artangel/Madrid:
Museo Centro de Arte Reina Soffa, 1998) n.p.

Stephen Shore
Interview with Lynne Tillman//2004

Lynne Tillman Some people might think your work is entirely formal. Yet you
have a tremendous interest in the multiplicity of things.

There’s a tension: To be a formalist you must exclude a lot to find the image
that fits your idea of what makes a picture, Another side of you wants inclusion.

Stephen Shore When you were saying that I was thinking of one of my favourite
photographers, Walker Evans, who spoke about his work in the 1930s as being
in documentary style. In a certain way, that makes him the first postmodernist
photographer. His work is very consciously structured. He makes choices that
reference a vernacular style of imagery and adopt the cultural resonances that
that style calls up. The document.

Tillman In American Surfaces, you photographed meals, food, often.

Shore It was a visual journal of a trip across the country. When I started the trip
I had many ideas about what I was going to do. | didn't want to do ‘Decisive
Moments'. Cartier-Bresson had used the term for a particular kind of visual
coming together but | was interested more in the ordinary, of things not
happening in your life, I wanted to be visually aware as | went through the day-
I started photographing everyone 1 met, every meal, every toilet, every bed |
slept in, the streets | walked on, the towns I visited. Then, when the trip was
over, | just continued it.

"-"bnan It's similar to a writer's first novel being a roman 4 clef But
' obiographical visual images are different from what happens with words.
at you're looking at is outside yourself; your autobiography necessarily
includes what you see as pictures: others, objects, houses, meals.

 Shore Maybe related to it is that the following year, 1973, when I did the first
pictures for Uncommon Places 1 actually kept a journal. None of it is
introspective at all, though there’s some writing. It's photographic too. I'm
choosing certain facts. How many miles | drove. Postcards | collected.

b

Tillman Did you feel at the time that it was important for you to remember
ing?

s

 Shore It was more a fascination with how certain kinds of facts and materials
' from the external world can describe a day or an activity. The journal had its root
in American Surfaces, when | was recording my life.

N

fillman That kind of journal is similar to displaying the contents of a
igerator. The question occurs: who would have this refrigerator? The
ournal’s not a psychological portrait. Not how you're feeling, but how activity
efines character, with an attitude or approach to character and place. Not
- psychological ideas about inferiority, but a commentary about your place in the
rld. Your portraits aren't about individual psychology. They seem more about
people pose for the camera, how they live or fit inside their environments.

e Yes. But they also have to do with what people look like. And what the
grounds are, what kind of rooms they're in.

Tillman In Uncommon Places, when 1 look at the photograph of your wife,
Ginger, against an orange wall, I think about her hair, skin, the tones of orange
and red. She's looking away. You could be presenting a young woman or a meal.
“Ihe photograph of your friend, Michael Marsh, on the couch, with the woman
¥ing on him: you represent a relationship - two bodies in an embrace - but we
5 't see the woman's face, her expression. It's about the embrace. The man is
1ooking impassively at the camera. We see the couch, the rug ...

Shore The TV stand. |...]

hen Shore, extract from interview with Lynne Tillman, in 2004 revised edition of Uncemmon
“tdces (Millerton: Aperture, 1982) 173-83.



Francis Alys
Interview with James Lingwood//2006

James Lingwood Does your interest in railings come from a childhood memory,
from growing up in Belgium?

Francis Aljs Maybe as a kid's game, you know, picking up a stick and running jt
along the railings. A lot of the walks have had that kind of echo, like kicking 3
bottle along the pavements, or dragging a magnet through the streets at the end
of a string, I tried something similar in Mexico City - not on railings but on the
metal shutters of shops in the old centre of the city. [...] Now if I go back to the
chronology of how the projects in London developed, the simple act of touching
the railings, of feeling the architecture with the drumstick acting as a kind of
catalyst, was a way of making contact, of connecting to the physicality of the
place. As the drumming piece developed, a number of variations happened. The
first moment was just walking with a stick bouncing on the architecture: there
was no interaction, the architecture was entirely dictating the sound patterns,
but the melody was generated by the motion of the walker.

Lingwood Architecture has been called ‘frozen music’,

- Alys The city is a kind of interlocutor. It was just about listening to the music of
the city. The second stage was to build some kind of archive of all the different
sonorities that the railings and architectural patterns could offer, a kind of
repertoire. Once that had been done, the logical step was to start playing with
the instrument, to improvise, to see how far this could get me. [...]

Lingwood The London project is called Seven Walks. Could we say that walking
is a medium for you?

Alys Walking happens to be a very immediate way of unfolding these stories.
Lingwood Walking generates a particular conception of time, of a human bod}'
moving at a pace when the legs can move easily. The writer Rebecca Solnit
suggests the mind moves at three miles an hour.

Is walking, for you, a tool for thinking?

Alys It's a perfect space to process thoughts. You can function at multiple levels

A Itaneously. [...] Also, when you are walking, you are aware olf. or awake to,
E ing that happens in your peripheral vision: the little mcldents,‘ smells,
agwet: sounds. Walking brings a rich state of consciousness. In our digital age,
] " &

e also one of the last private spaces. [...]

is Aljs and James Lingwood, extract from interview edited from two conversations in London
Cl
11 and 20 July 2005, in Francis Aljs, Seven Walks (London: Artangel, 2006).

egate of these things; it inheres rather in the way they‘are part of mamfold
lived experience. Secondly, the ensemble in which we are lm.mersed comgrlse_:
othe people: quatidienneté implies community. ‘Ihfrdly. while Fhe eve‘ry ayt tih
- not the place of the event (always exceptional), and is therefore in tension wi

- statistics, properties, data) when the everyday is made an object of_ scrutm;;
Everydayness lies in practices that weave contexts together; only practp_::es ma
?i-t'-visib]e, Overall, this summary points to two lines of appmach t]-}at 'I'ISE to the
::Ehallenge of the everyday. Both are implicit in the evolution of thinking on t}l:e
quotidien, and in the works in different media which, as we have noted, bear the
3:illlpl'int of such thought. One approach centres on the figure, the ottller onht e
Project. In practice they intertwine, as willl;}e seen when we consider three
dreas: street and the project itself. !
Jamll:'ﬂtm:(;::f;r;:; is the site of a sI:mggle between alienation‘ and appropriation,
- Critical reflection is inevitably involved in a similar dynamlc: The factor.s that
~ make the everyday alien to us are themselves bound up w.lth.the project ;I’
Tationality. The foreclosure induced by most virays of thinking about ctl e
Bveryday is of a piece with the alienation wrought in the sphere of the.every ay
through its ‘colonization’ (Guy Debord) by abstract and u‘:chfu?cratif r:eason.
b Attempts to theorize the everyday that use the methods of individual _sc1ence;
Parcellaires’ (Lefebvre) are in complicity with the segmentation an



rationalization that threaten the everyday in the first place. Thus th
rethinking the everyday with which [we are concerned here] - Lefeh\rr: lg o
Blaru:hoc. Barthes, Certeau, Perec, Marc Augé, Stanley Cavell - acknnwll ; hur‘d'
resistance to thought, the indeterminacy that makes for its paradoxical ste o
The everyday cannot be reduced to its content. It is not just repetitj:‘ngth.
mal_ces daily activities part of everydayness, but the endless \r:su'iaric.rI o
fsedlmentation which, according to Jacques Réda or Certeau, turn the quor;' a_n -
m_to a sphere of invention. Driving to work, getting the groceries, talki .
fr:.ends are all objective phenomena - instances of which can be anl.atlyse_-lg;]g 3
wnlde variety of ways - but the everyday invokes something that holds thm y
things ‘together. their continuity and rhythm, or lack of it, something th, : S'E
:':lli\-’t‘]’blaL modal, and ultimately therefore ethical, because it has to do ; i
individual and collective art de vivre. |...] "3

Projects of Attention

It is easier to talk about a special Journée - Virgil's summa dies or the ‘Perfect
Da:,:" of Lou Reed's hit song - than about an ordinary, everyday sort of day, and
eafler to make the street a symbol or microcosm than see it simply as a st'reet
Think a[! day, observes Raymond Queneau, and you may convince yourself that.
a street Is a cavern; think for a year and you may decide it is a grotto; just give it
the odd thought from time to time and you will no doubt recognize that ‘toute
rue esf une rue'! What needs ‘factoring in’ if one is to apprehend the everyday
street Is not something extra - aesthetic, subjective or intellectual — added from
the outside, but our lived experience of it, our participation and immersion in its
fields, the ways in which we make it part of our world and recognize it as such.
For Certeau this is the dimension of pratique. The difference between a Jieu and
an espace is that ‘un espace est un lieu pratiqué’ (a space is a place appropriated
by practices). Practice makes a difference through vectors, velocities and timing.’
T.he everyday exists through the practices that constitute it, the ways in which
tlme? and spaces are appropriated by human subjects and converted into
physical traces, narratives and histories (of the kinds Francois Maspero
fencounters in the Paris suburbs, or Perec invents for his apartment block). Thus,
in Foucault's Roman letter-writers, in Benjamin and Jacques Roubaud, we
encounter practices - of the day and the street. The figural dimension of the day,
the street, the conversation, the gadget, the fait divers, which connects with
ew.erydayness as sens, over and above (or prior to) significations that can be
objectified, stems from practice.

: Yet. surely, one may object, the activities of Maspero and Queneau, like the
e_xerctces pratiques’ Perec advocated in Espéces d'espaces, and executed in
Lieux, are self-conscious, artificial and experimental. How may they relate t0

.t we actually do in our everyday lives? In the terms of Pierre Bourdieu's
unt of pratigue the difference would be radical. For Bourdieu, ‘C'est parce
les sujets ne savent pas, a proprement parler, ce qu'ils font, que ce qu'ils font
plus de sens qu'ils ne savent’ (It is because subjects do not, strictly speaking,
what they are doing, that what they do means more than they know).’
dieu's theory of practice does link pratique with a synthesizing sens that
eeds objectified significations (in fact he placed a dictionary entry for the
ord ‘sens’ as the epigraph to the ethnographic studies that accompany the
'~ gsquisse), and with ‘strategies’. But in Bourdieu the subject of ‘le sens pratique’
ﬁg,debarmd from self-knowledge and volition. Ultimately, as Certeau points out,
the logic of practice in Bourdieu ferishizes habitus and unconscious
production rather than creation.*
 Certeau rebuts this view of pratique. For him, people know more than we
imagine: doing is a kind of thinking. In his logic of practice; what makes
 pratiques operative and efficacious is the level and context of their application.
tis not a matter of knowledge or power but of local, pragmatic flair. In Certeau
' pratigue does not possess its own content or space: it is a secondary production
that exists only through the way it uses what is already in place, but it does
 thereby have a projective, dynamic aspect: it produces by reusing rather than
reproducing. And this creative, indigent, ludic dimension is what gives Certeau’s
':.; pratique an affinity with the more deliberate ruses of André Breton, Queneau,
Perec, Annie Ernaux or Roubaud. For Certeau, we invent our own unofficial
“everyday through the improvised ways in which we go about our daily activities
' (inhabiting, shopping, reading, conversing) - ‘le quotidien s'invente avec mille
maniéres de braconner’ (the everyday is invented in a thousand ways of
- poaching).® ‘Whether we recognize it as such or not, everydayness is what we
~ invent through the way we conduct our activities: ‘art de faire’ pertains to ‘art de
vivre' (Certeau’s emphasis on style chimes with Foucault’s ‘art of existence).
- Hence the possibility that if we want to draw attention to and acknowledge the
- everyday we need to simulate and thus stimulate the dynamic creativity that is
inherent in the practices that constitute it, yet are generally hidden in the
‘opacity’ of gestures and local contexts. If the explorer of the everyday - Louis
| Aragon, Certeau, Perec, Augé, Ernaux or Sophie Calle - seeks to grasp a dynamism
- that springs from pratique it makes sense that it should be by inventing practices
of his or her own.

Outlining Lieux and many other enterprises in his 1969 letter to Maurice
Nadeau, Perec repeatedly uses the word projet,” an appropriate general term for
the types of activity through which he and other explorers make themselves —
at a second degree - what Certeau calls practitioners of the everyday.
Sﬂmantically. the difference between projectand such cognates as plan, scheme,

L



undertaking, task or endeavour is that, although it points towards an
project makes the end less defined, more hypothetical. Compared to a eind, 3
project is less determined by a specific goal that is known in advance anr:!n. :
be achieved in a set way. Although it has a ‘projected’ outcome, on the ho oy
the notion of the project focuses on steps to be taken during a stretch of "
time. In a project the relation between the activities in th e
. ; ‘ e foreground op
midterm and any eventual issue is uncertain: to talk of a project is to invok,
haz:ards of that relationship. To outline a project is not so much to focus ;the
achievement as to invoke, on the one hand an idea, a mental postulation, and &
the‘other hand a range of actions conducive - in theory - to its realiz;lion 0:
project - a commitment to midterm actions - implies a preoccupation with t.h
domain of practice. g
fﬂ\s many developments in twentieth century culture attest, the notion of the
pro.Ject has come to occupy a central place in aesthetic and broadly cultural
activities, shifting attention from outcomes (for instance, a finished artwork) to
processes, practices, constraints, and durations?® Dada and Surrealism played a
key role in favouring these developments. Of central importance in this cultural
appropriation of the project is the way it accentuates the gap between action
and result, menial and physical, the theoretical and the practical, whilst
.underiining their inextricability. Here the hatching of a project g.enerally
mv_olves an ironic attitude to both systematic knowledge and utilitarian
attitudes. Under the aegis of the project, the product of cultural practice is, on
the one hand, a report on the conduct of the project itself (as we see clearl_':/ in
Perec) and on the other hand a redirection of attention and a change in
-awareness brought about by the progressive implementation (or non-
implementation) of the project. Projects are about practices and the differences
they make, but also about the limits of orthodox, abstract thought: hence the
strong affinity between the project and the everyday. The agency of practices in
the constitution of the everyday - the projective dimension through which
practi_ces ‘invent’ the quotidien, not as an objective statistical reality but as lived
experw{:ce that has its own bearings - finds its counterpart in the project. What
the [::I‘OJEC! figures is the active, performative dimension of the everyday, the
way it inheres in ‘arts de faire’. Thus I would like to probe further how the
everyday finds its articulation in ad hoc grass-roots projects, involving both 2
marked practical dimension and an ample pinch of salt. [ed]

Embarking on a project means avoiding the limitations of particular frames
of understanding: a set of ad hoc, provisional, yet rule-bound actions and
procedures provides a neutral framework within which experience can be freely
addressed and received (constraints help regulate the balance between activity
and passivity). Three examples may briefly be added to the list of projects

' already encountered in previous chapters. In May 1982 Julio Cortazar and Carol
mn[op devoted a month to travelling from Paris to Marseilles on the Autoroute
"duSoleil ina Volkswagen camper van.’ The key rule was that they would stop in
- eervice areas (two per day), eat and sleep there, but never leave the immediate
environs of the motorway. Accompanied by numerous photographs and a
: logbook of their daily activities (including details of what they ate and the flora
and fauna of various car parks), the narrative of their ‘voyage intemporel’
(timeless journey) - as the book’s subtitle puts it - pays particular attention to
the progressive ‘mutation’ of their awareness as they floated free of customary
purposes and preoccupations. Cortdzar's project influenced Maspero's Les
Passagers du Roissy-Express,” which was in turn emulated by Jean Rolin. Rolin's
' Zones (1995) - a title evoking existential as well as geographic terrain - reports
‘on three journeys, each of approximately two weeks' duration, round the fringe
areas of Paris (either side of the Périphérique). Leavingon a Sunday in June 1994
(he will strive throughout to be a ‘Sunday’ traveller) Rolin took the metro
' towards Pont de Sévres, alighted at the Marcel-Sembat station and checked in to
'~ the modest Hotel Phénix (signalling rebirth?), the first of many establishments,
~ similar to those frequented by Maspero and Frantz, where he will rest fitfully
~ over the next two weeks, often ruminating ‘la lancinante question de ce que je
pourrais bien faire, en voyage a Paris, qui ne soit pas du journalisme pittoresque
' ou de la sociologie de comptoir’ (the pressing question of what I was up to,
travelling round Paris, if not picturesque journalism or bar-room sociology)."
Like Maspero, Rolin frequently insists that his aim was to look, not to carry
_out a survey: everyday projects are interrogative rather than assertive. Jacques
- Réda’s Le Meridien de Paris (1997) logs the author’s attempt to follow the line of
the Paris meridian, established by the scientist Arago (1786-1853) when he was
director of the Bureau des Longitudes, then superseded when Greenwich was
I. adopted. Armed with a brochure giving approximate directions, Réda tries to
‘walk’ the line, even though it ‘traverses’ boulevards, parks and buildings of all
kinds, and even ‘crosses’ the Seine (Réda wonders if, in keeping with the logic of
: his project, he should swim across!). Although the activity involved is simple
and physical, the hypothetical nature of the meridian locates the project at the
interface of the abstract and the concrete, the material and the intangible,
ft"-sﬁng the parameters of different kinds of understanding or participation.
Réda’s account of his forced deviations makes his narrative comically digressive
and rich in speculation, nuance and variation, thereby communicating the
€Xperience of Paris in arresting and unfamiliar ways.
In the sphere of everyday life, the project ‘allows for' everydayness by

.?"-slﬂeading abstract definition and creating a breathing space, a gip or hiatus
that enables the quotidien to be apprehended as a medium in which we are



immersed rather than as a category to be analysed, Projects (like
Roubauf.l's, Maspero's or Rolin’s) often originate in curiosity or anxj o .
sometl.'ung in the field of everyday experience. An impulse Erows int " ab-out
when it hatches a possible modus operandi, a sequence of thoy ht: i pro,"m
that generai[y consist in putting oneself (or someone else) intgcu : o a?nons
cc?r?c.rete situation: cruising round the Buttes-Chaumont park at ni htpi‘mcular
visiting twelve chosen places once a year (Perec), following a stranier i I:go-n}'
(Calle). Once under way, the project highlights the conditions of the ex 5 el
the rules of the game, the practical steps to be taken. At the mpﬂlment.
f;'xperimental situation are factors designed to maintain openness and arvf 'Or 3
Jl]dgel:ﬂEl'IL If there is a gap between mental impulse and practical ex: ; l.Jre-
the1.‘e is a further gap between the activities that thematize or cnncmt'cunon.
'DI‘D_]E(?t and any outcomes or conclusions, These must wait on eventlzelzhe
.r-emam to be seen’. The deviation into Practice is designed precisely to s |
Judgement and ‘see what happens’, e
How does the project's practical dimension enact this suspension? Wh
Perec spends three days in the Place Saint-Sulpice, or Sophie Calle wo;-ks a i
hotel ch?mbennaid and photographs the guests’ possessions,” or Christ's )
Boltanski assembles photographs of missing children, we note a'n insistencel::
the hands-on, grass-roots level, on practical steps geared to the accumulation of
data. One of the defining features of the everyday project is that it neutralizes
ptfrpose by displacement from the long-term macro-level, to the short-term
micro-level, through a proliferation of rules, constraints, provisos and
rnethodological niceties. In most projects the speciﬁcation; (usually self-
Imposed ordinances) bear on both space (location, itinerary) and time (du};r'ation
fmquenFy}. as well as on mental and physical ‘acts’ to be performed. Codified as:
a set of mrrtructjons. such specifications are often ironic because thc;ir precision
dccompanies a strong sense of the gratuitous. The elements of irony or play
suggest that the project involves parodic simulation, that ‘scientificity’ is being
:febun}l:ed. to some degree, that collecting data is less important than the process
rea;graetcr:r;?tge.n:::n-the gratuitousness that neutralizes scientific enquiry also
actj;[)‘::re isa Fharactertshc myopia o.f the project. Repetition of a sequence of
>accordmg to a set procedure is often central and one of its effects is to
neutralize the teleology of continuous narrative. But repetition has its positive
a.spects as it focuses attention on minute variations. This allies the project to a
kind uf knowledge linked to process - Perec's ‘émergence’ (emergence).”
Repetition fosters a different sort of attention by numbing customary activitie.s-
Its temporality is that of progressive ‘tuning in' to a particular level of existence,
4 new mode of attention that is responsive to the uneventful, to what is initially

on by habit. Projects often succeed in making visible what is already there,
t hidden but lying on the surface. By diverting attention from a goal to the
ing out of a repeated, preordained programme, the project creates its own
~rmediate spatio-temporal zone. In so doing, it generates attention to the
ent, to the unresolved matter of what is still in process (the process may be
s spectator’s current flow of awareness). The project is a frame, but nothing
3t comes to fill that frame can be said to complete or realize the project, which
ays remains open and unfinished. Yet within its framework a shift, essentially
shift of attention, takes place. The project brings us into proximity with
ething that might have seemed familiar, but which we now acknowledge
re fully. In this sense we can see at work in the project the interface of
epation and appropriation that is central to thinking about the everyday.
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[ clean the room and start to read his diary. Hjs
handwriting is poor, heavy, irregular. I 1'e-rem‘i
his remarks about Venice: ‘Sunday 15 February
1981. We arrived in Venice this morning. We
took the train. It is really spectacular. No cars,
just pretty little streets and small bridges over
the canals. We sat outside and had drinks of
various strange things. We went back to the
hotel. I am in a tiny room by myself. Ran out
and bought a kilo of oranges and apples and put
them on my windowsill. We went out and had
a very good walk. I ate a good soup, noodles
with tomato sauce, and drank a lot of white
wine. Went to Piazza San Marco, had a grappa.
Made me feel not too good. Went back to Hotel
C. Islept a bit. Rob and I went strolling. Stayed
at a bar and had a beer. Came back. Rob went
up. Got a postcard from the desk and went to
hotel bar and had a beer + cig. I wrote a long
postcard to Ol. Up to my room, had a bath, ate
some oranges and apples, and will crash. I have
told the desk to wake me up at 8:30 ... Sounds
in the hallway. I close the diary. As I put it
down, someone enters the room. I pick up my
rags, my bucket (where my camera and tape
recorder are hidden), lower my gaze and leave.
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Stanley Brouwn
This Way Brouwn//1961

St i i
ma:}];y Brouwn is standing somewhere on earth, He asks a random pedestri
W on paper the way to another point i i W
: point in the city. The i
s next pede
owns him the way. The 24th, the 11,000th pedestrian shows him th ol
Way Brouwn., TRl
AThi . 3 ;
ity t:isﬂ‘l."ufa; Brouwn is produced in the time it takes the pedestrian to give h;
i n. No second thoughts, no polishing and touching up the result 3
e e:t o.f streets, squares, lanes, etc,, is sinking deeper and dEEpe.r in
i rk of This Way Brouwns. All direction is being drained from it. The :
ing nowhere. They are already involved, captured in my wc;rk iyare
- 1 am

concentrating the direction of all ; 3
: possible ways in my w
the only direction. I have become direction. Y work. I am the only way,

Stanley Brouwn, statement in This Way Brouwn, 25261

-26.2.61. Zeich
York: Verlag Gebr. Konig Koln, 1971) n.p. iR\ Comoeiee

Tom McDonough

Calling from the Inside: Filmi
: ¢ Topologies
of the Everyday//2007 :

t- " 8|-| rn
10ns l‘Jlal‘l thﬂt 0‘ ensu g

- André Martinet, Eléments de linguistique générale (1960)

: HlsrTrTl]alll!r:::;;cee0 a;g;:relc; in the arts and _theatre section of Parisian daily Le Monde
i été[m;:aﬂ;de ; 5.1961. announcing the opening of a new film, Chronique
A G::sa?:::ﬂ]_?:g :et tf}e Agr;‘lzulzﬁurs cinema on the rue d'Athénes,

: . - - Jean Rouch - author of Moi, un noir and
ﬁ:msﬁ'i ::;r;i;;?:n—s anc]l1 Edgar Mcfn'n have tried an experiment in ‘cinema-verité
e iy who talk \fur].thuut pretence about their professional and
b rather.lamnic bt\iron the Critics Award at the last Cannes Festival"' Behind
ot e notice lay one of the most widely discussed and influential

ary films of the decade. Ethnologist Jean Rouch, who had gained a

significant reputation over the previous decade for his ever more ambitious films
of African life (including the aforementioned Me, a Black Man of 1957 and Human

';,qu-amid of 1959), joined sociologist Edgar Morin to produce a study of what he

called 'this strange tribe living in Paris’, turning the ethnographic gaze back upon

the metropole at the moment of decolonization. Filmgoers at the Agriculteurs

would have seen images shot on the boulevards of Paris, not so different from

those in the neighbourhood where they now were sitting, images of other
~ Pparisians like themselves, stopped on the street and asked a curiously inchoate
. question: “Tell us, are you happy?' Chronigue d'un été was a film, then, whose
subject was everyday life itself, that rather unformed, amorphous daily existence

and its imbrication with (or disjunction from) the broader world and the forces of

~ history. As such, it was by no means unique: at the same moment that Chronique

‘was being filmed in Paris, Guy Debord was shooting his short film, Critique de la
separation (Critique of Separation), a project he himself described as an
‘experimental documentary™ He, too, was concerned with investigating everyday
life at the ambiguous opening of this new decade, and his film also at least
implicitly revolved around the question insistently posed in Rouch and Morin's
documentary: Are you happy? But the meaning of this question, and how it
ultimately might be answered, differed profoundly from one film to the next;
here, in close proximity one with the other, we find two radically differing
conceptions of the documentary form, of the possibilities for open dialogue and
communication between its subjects, and finally of everyday life itself.

This conjunction of concerns was by no means coincidental: Debord’s film was
undoubtedly, among other things, a response to Chronique d'un été. We can be
sure that he was aware of the project, since Morin had originally hoped to enlist
Debord's Situationist colleague Asger Jorn in the filming early in October 1960.
(The majority of the film had been shot that summer, but Morin evidently wished
to include a segment of Jorn in his Paris studio.) This was a wildly naive request
on Morin’s part, because at that time the Situationists were engaged in a heated
campaign of calumny against Arguments, the revisionist journal Morin co-edited
along with several other colleagues; given that Debord was derisive of the entire
milieu, there was no chance of Jorn accepting the offer. The latter’s curt refusal led
to a brief but bitter campaign of accusation and counteraccusation between the
two groups (revolving, as always, around claims of plagiarism), but what is most
significant is the certainty that Debord, at the time he was shooting his Critique,
was informed of Rouch and Morin's ambition to create, as he described it, ‘a film
on the everyday life of the French'’ And despite his disdain for the latter, one
imagines that Debord could not help but have been curious about the planned
film, not least because of Rouch’s involvement. Although our knowledge of
Debord’s filmic interests is at best imprecise, his admiration for the



anthropologist-filmmaker is undeniable: next to the films of

colleagues, Rouch’s cinemati
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equipped only with a 16mm camera and a tape re
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he film director and could
ver exploring some exotic
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. the men and women of our enormous cities.

cumentary that wished, as Morin wrote. '
- ! ote, 'to
penetrate beyond appearances, beyond defences, to enter the unknown world of

everyday life?’ Nothing less than the abolition of separation, ‘breakine the
membl:ane that isolates each of us from others in the metro, on tlhe f:‘ " Itng " on
the stairway of the apartment building’, Documentary woulc'[ b . 'ref " el
of brotherhood"."” Ao
i rif:mr:lfq;e dun été .was meau:nt to be‘ the realization of this manifesto, what
1called a sociological fresco’ of Paris during the summer of 1960, when the
:k;g;nan War was believed to be in its final chapter. (The war would, ir; fact, drag
o rltwo rfmre ye:ars.) F.or its Freators Fhe film began as a desire to elucidate the
plored ‘depths’ of private life of which Morin had spoken in his cinema-verité
essay; they would enquire after not only the sociological bases of the private

bourgeoisie, the petty bureaucrats .,
What was the aim of this new do

re (housing, work, leisure), but also its existential profundities, ‘the style of
the attitude people have towards themselves and towards others, their means

Morin later described it.* The echoes between this programme and that of
enri Lefebvre, the greatest theorist of everyday life as a philosophical category
d Morin's close colleague at Arguments, are unmistakable. What they both
gha:ed was an awareness of the very obscurity of the subject in question; when
1efebvre had returned to write the lengthy foreword to the second edition of his
critique of Everyday Life in 1958, he was compelled to confess ‘a certain obscurity
in the very concept of everyday life. Where is it to be found?' he wrote:

In work or in leisure? In family life and in moments ‘lived' outside of culture?
Initially the answer seems obvious. Everyday life involves all three elements, all
three aspects. It is their unity and their totality, and it determines the concrete
individual. And yet this answer is not entirely satisfactory.’

. Indeed, Lefebvre's recognition that ‘for the historian of a specific period, for the
- ethnographer, for the sociologist studying a society or a group, the fundamental
question would be to grasp a certain quality, difficult to define and yet essential
- and concrete’, could well stand as the coda to Chronique, this film which was
made precisely through the collaboration of a sociologist and an ethnographer.”
Rouch and Morin would evolve certain procedures in order to penetrate that
obscurity and access the difficult-to-define quality of everyday life. Notably they
sought ‘psychoanalytic stimulants’-that might enable participants to talk about
subjects they would normally be unwilling or unable to discuss. Morin had
already broached this question in his 1960 essay, in which he wrote of participants
- in this new documentary form playing out their lives before the filmmaker in a
game that ‘has the value of psychoanalytic truth, that is to say, precisely that
Which is hidden or repressed comes to the surface in these roles." In Chronique
both he and Rouch were avowed participants, provocateurs really, challenging
their subjects with questions, hoping to precipitate a crisis - sometimes with
startling success. The camera acted as a ‘catalyst’, an ‘accelerator’, provoking its
subjects to reveal themselves under circumstances that, while entirely artificial,
Were supposed to have the paradoxical effect of bringing hidden truths to the
Surface. Even contemporary viewers recognized the innovative quality of this
dapproach; Le Monde's film critic noted how the central figures in Chronique
Managed thereby to tackle ‘some of the key problems of our time":

Disgust with an occupational universe become inhuman, and nostalgia for a job
‘you could take an interest in'; obsessive fear (in the Jewish woman) of certain
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 conception of film as ev
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mogeneous nature of reality which can be easily and unproblematically
ered visible'. Chronique d'un été occupied an uneasy ground between this
idence and a recognition of film as text, as in other words
jotic activity that produced and not merely reflected meaning.

something of Rouch’s ambivalence can be sensed in his attitude toward Dziga
Vertov. The term cinema-verité was itself an homage to the Soviet filmmaker, a
translation of his term kino-pravda (film-truth), and discussions of Chronique
often refer to his Man with a Movie Camera(1929) and its reflexive documentary
practice as a precedent for the later film.” But the alignment of these practices
cannot hold: at the most basic level, Vertov's practice had depended crucially on
experiments with montage, while Rouch’s valorization of the direct transcription
of reality could only conceive of montage as a formalist distortion, a dead end. [...]
But just what was this reality that Rouch and Morin set out to ‘explore’ with
the help of their novel documentary techniques, their noiseless mobile cameras
and convivial interview style? Perhaps the question is best answered by saying
that they conceived reality in essentially Freudian terms. We will recall that Freud

posed the existence of two real and unknown worlds - one exterior,

had presup
nclusion

the other psychic, interior - and, relying upon Kant, had rejoiced at the co
that, of the two, only interior reality stood a chance of being understood.” Even if
Freud, at the end of his life, would arrive at a rather different conception of this
partition of interior-exterior (whereby the psychic apparatus extended into space,
and space in its turn was the projection of this apparatus),” his work and that of
his followers remained encumbered by this ineradicable intuition that psychic life
was an inside delimited by a surface (the skin) turned towards exterior reality.
Rouch and Morin would adopt an identical perspective, in that Chronique d'un été
superimposed the topography of the Freudian unconscious on that of the
Lefebvrian everyday. Like analysts before their patient, they hoped to coax out the
mysteries of this peculiarly social unconscious — the lived experience of Parisians
circa 1960. And in fact the difficulties encountered in this project seem to stem
from the fact that in order to grasp this fundamentally elusive unconscious, one
needed a device that, while external to it, was simultaneously dependent upon
and responsive to the conditions of that very internal realm. For Freud this had of
course been the psychoanalytic experience itself; for the filmmakers it was the
technique of cinema verité, with its various ‘stimulants’ to revelation. Here, in
their interviewing methods as in the analytic relation, the two apparently
separate worlds interpenetrated in the crossed form of a chiasma joining the
subject’s desire to that of Rouch and Morin themselves: ‘the border is so large that
it absorbs the two worlds that it separates.™
The filmstrip marked the frontier of those two worlds: that, on the one hand,
of the supposedly neutral scientific researchers behind the camera; and that, on
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resists formalization. This would be a cinematic topology of the everyday, one

' -ﬂut insisted on its own imbrication within the social and psychic structures it

set out to represent, as against cinema verité's metaphysical claim of a
disinterested observation, premised on a belief in the evidential power of film.
pebord’s Critique de la séparation opened with a trailer for itself that can
only be characterized as a parody of this cinematic language. After images of a
still photograph of a girl wearing a bikini [...], a text frame (‘Coming soon to this
screen’), and a very brief glimpse of newsreel footage of a riot in the Belgian
Congo, we are given a rather long travelling shot - apparently filmed out of the
window of a car - down the Boulevard Saint-Michel, past the Musée de Cluny
and the intersection with the Boulevard Saint-Germain. Debord’s
cinematographer, André Mrugalski, here made use of camera work that directly
recalled that of Raoul Coutard in A bout de souffle (as well as, of course,
Chronique d'un été). [...] Exactly coinciding with this sequence was a voice-over
by a woman of the following text, reciting the opening sentence of André
Martinet's foreword to his Eléments de linguistique générale (1960): ‘If we
reflect how natural and advantageous it is for man to identify his language with
reality, we shall appreciate how high a degree of sophistication had to be
reached before he could dissociate them and make of each a separate object of
study.” The same voice went on to narrate the credits for the film,, which she
described as a ‘documentary’, while a text frame exclaimed ‘REAL characters! An
AUTHENTIC story!’, before the screen returned to another short segment from
the Congo newsreel. This brief introductory sequence to Debord's film was
nothing if not a highly condensed critique of the premises of cinéma vérité (with
all its pretensions to spontaneity, rawness, instinctiveness, sincerity) and of any
assumption of film as a ‘natural language' with a privileged, indexical relation to
reality. The Martinet quote was deployed as an epigraph precisely to indicate the
critical relation to be developed here between the film-text and pro-filmic
‘reality’. Each would become an object of study in this film in which any notion of
the ‘real’ or the ‘authentic’ would be thrown into radical doubt through, above all
else, the volatilization of the meaning of images and text in its use of montage.
If Rouch and Morin had assumed a sort of transparency between their
cinematic language and reality, Chronique d'un été was underpinned to an even
greater degree by the status accorded spoken language, which became its
guarantor of truth. Indeed the advances in synch sound technology of which
they had taken advantage had allowed the film to be ‘about’ nothing more than
people talking. Yet what struck contemporary viewers was less the dialogue so
much desired by the film's two directors - less, that is the moments in which
communication might serve, as Martinet put it, ‘to establish contact’, to allow
people ‘to enter into relations with one another™ - than those points in which



Fommunication broke down and gave way to
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i ish woman s.tartoo, that of the secretary driven to the clur ;-
e : _re oven-.rheln:ung'.“ It was just these moments of confusion hpomt 3
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over the entire film.» i
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com i
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e ]an::;._ ith its !.ra:n- phrases that do not await response and its
Sl nfed . 1ons. And its silences.’ (CCW, 35.) A subtitle in the closing
s didlc.?]:oturta the exaspera.tion of the viewer subjected to this
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» the deliberate staging of confusion as both a refusal of a false and
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uctive pseudo-coherence of (narrative) spectacle and as a reflection of the
ental incoherence of the reality of late capitalism.” Or, as Debord stated
the film itself, ‘the poverty of means is charged with expressing plainly
; scandalous poverty of the subject’ (CCW, 35, translation modified). [...]
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Annette Messager
Album//1972-73

CK ...
The Approaches -

At 4 pm on the street, I am always surprised by the indifference of the people
crossing each other's paths. Nobody talks to anyone they don't know, to whom
they haven't been introduced; only a catastrophe or some incident on the stréet
can momentarily shatter this isolation.

I am attracted to these men who walk past me because I know I will never see i
them again. From a hiding place, I take some pictures of these strangers passiig
by, and at home I amass a good deal of enlargements of a single detail, always
the same one: the front of the trousers where the zipper closes; but this 4
enlarged detail turns strangely indistinct and blurry, even when I very caré 2
draw over it while pressing down hard on the photo with my pencil.

DIE DE VIVRE ...
JNORING BITCH ...

URCHIN ...

MY SWEET ...
MY WHORE ...
MY PIECE ...
MY GRANNY ...
MY KIKI ...

MY TENDER LITTLE GIRL ...

MY DEAR ...

MY DEMON ...
MY DARLING ...
MY DOE ...

MY TEASE ...

MY GRASSHOPPER ...
MY WILY WOMAN ...
MY OTHER HALF ...
MY WENCH ...
MY OLD LADY ...
MY GIRL ...

MY BEGUINE ...
MY BEAST ...

MY MOMMY ...
MY BITCH ...

MY FLAME ...

MY CREATURE ..
MY MOUSE ...
MY DAMSEL ...
MY STRUMPET ...
MY FEMALE GIGOLO ...
MY SIREN ...

MY PLANT ...

MY CUTIE-PIE ...
MY CHILD ...

MY HEN ...

MY TINY ONE ...
MY HOT BODY ...
MY CHICK ...

MY HOOKER ...
MY HAG ...

MY WITCH ...

MY VIRAGO ...
MY METER ...

MY KID ...

MY SWEETIE

MY GIGOLD

MY BIRD

MY HOLE

MY KID

MY MECHANIC

MY RABBIT

MY CHICK

MY WINCH

MY HEART

MY ADORED-ONE
MY LOVELY

MY URCHIN

MY WHORE

MY SUN

MY DEMON

MY BEGUINE
MY LOVE

MY LOVED-ONE
MY TENDERNESS
MY JEWEL

MY BABY

MY DARLING
MY CAPRICE
MY FLIRT

MY FRIEND,

MY CUPID

MY LAMB

MY LITTLE RAT
MY CUTIE-PIE
MY TEDDY BEAR
MY SWINE ...
CONVOLVULUS
DouDou

MY SUNFLOWER
VOLCAND,

MY ELF

WOLF

MY CROCODILE
MY VIOLIN
LouLou

MY SUN

MY TREASURE
MY FIRST
CANNIBAL
KITTEN

Youyou

MY FLAME
BLUE BUTTERFLY
KITTY

KIKI

TOMCAT

BIRD ...



The 45-Year Old Man
She’s had it with keeping quiet
today

she would tell him to wear the

grey checked trousers

that she prefers to those he wore yesterday

but that she also likes the ones he was wearing on Tuesday

that, by the way, she found some similar swatches
and that she likes to look at them and touch them sometimes

but that perhaps they can
see each other again tomorrow at
the same time because he seems to be in quite a hurry

that’s exactly what she would have told him
if she had spoken to him [...]

The Man with the Striped Sweater

She's had it with keeping quiet

today she would tell him that she has rarely seen eyes
as light as his, with such dark hair

that it gives him a half-child-like
half-serious quite surprising air

that's exactly what she would have told him
if she had spoken to him.

Means of Protection
Tonight I am assembling an entire set of documentation on how to protect
oneself, defend oneself from others:

Alarm bells; numerous, very sophisticated locks; weapons; different

methods to use against people with bad intentions towards me; fire, health and
car insurances.

All alone at home, safe from harm,  am attempting to appropriate the world, and
therefore protect myself from it, by using a ball-point pen, glue, scissors and
some different newspapers and magazines,

The different brochures are titled:

Never fear anyone again

peware of theft and aggression :
] protect yourself from people with bad intentions

pefend yourself

Be the strongest

‘Never be attacked again

‘Overcome your fear

' Become invincible
Thanks to my file no. 28 I am no longer afraid
' Handbook of Everyday Magic during the Month of May 1973

Every morning of the month of May 1973, I write down my first name A:rjnerre
! in black ink and I quickly fold the paper in fours onto my name. [ try to discover

how my day will turn out through the stain that formed when I unfolded the
sheet of paper ...

Tuesday 1 May o .
Today there is something hanging over me - my name is illegible - like a large

" dark mass, a bird perhaps. | shouldn’t board a plane, I shouldn't walk along

pavements.

Wednesday 2 May .
Today will be a happy, uneventful day. I can feel confident, no enemies.

Thursday 3 May ' e e
Today something or someone new will enter my life. At the top in the centre,

~ bizarre form. It may be the telephone, it looks like it. News for me.

Friday 4 May ,
- Today the thing at the top: the telephone. Bad news: dark perspectives.

Saturday 5 May ;
Today, the upside-down bird, the telephone, or the mailman. Good news? Nof
exactly, 4 horns at the top, 2 ears at the two ends: I don't really understand;

~ beware of everything.

Sunday 6 May
- Today 1 have to wash my hair. This figure with the dark black eyes and the very



elaborate hair is me. I have to put on make-up and take

myself or else my brain, my h :
. ; ea
joyless gaze. v head will burst. Bad and dark

good physical care pf
thoughts. Vacant and

Monday 7 May

This stain re
resents ’ ;
E m:}me . my fa_thers brown jacket, he is calling me. The 2
at nothing else but this matters today : spots op
Annette Messa
—s Cofi:f;ex;s} ;rom The Approaches (1972), Collection Album no. 8 Means of P
b in S L (1] )
S i um no. 28; Handbook of Everyday Magic during the Month of "
b Ird i A
bum no. 47; reprinted in Messager, Word for Word: Te I:' i
: Texts, Writings and

Intervie 5 ed. Marie-La
ure Bfmﬂdac. trans. Vivian Re| g (LO n iol i
rview. ari T ilhE' |Id0 : Violette EdlUUn.‘;lleJBn, Les

Rebecca J. DeRoo
An !
nette Messager’s Images of the Everyday//2006

From 1971 to
pretended to doc P :
notebooks, i . ument her daily life.
Tl herw;lf:lh cm.as’tl‘tutecl her first major series, Messaée; E'dlar:;dzthe
=S ?:y activities and chores, such as caring for children ek. y
. 5 c
el SU'metiml;::;:sg':-i Shl'f d:‘ew diagrams with pen and ink and c;Z u'rlzi
S ng in clippings from -
Beginning in 1 ek magazines that she labelled i
it ti 11973, Messager exhibited her notebooks in horizontal di e
iy g their individual pages on walls of museums ] ntal display cases
e notebooks i e
e 'indiviii.;i]dld not emerge from her own private experience or
had their sources in th: hmﬁhu!ogy of her own creation. Instead, these works
i 6Bt o6 e l.:ln'rte economics and childcare lessons tal.;ght to girls in
lessons that have sincse r:l'geer:ytsey attended primary and secondary school -
een relegated to th i ; :
after . ga the nationa
mjt:;de:d of struggle by feminist critics of education, l]educanon G
stiarers o\.’er :;jatg:;; jgtg)tel;ooks directly engaged cont‘emporary feminist
of women's domesti
explored pse stic tasks, an en hat
i :i:fegriblems and possibilities represented by both sideﬁalg?::.' e{::mtpie
(My Practical !erj :P::,:fd{:au?dw'} from her 1974 notebook M;;t Vie pratiqu.;
peated detailed and didactic textbook instructions on doing

undry properly. It read: ‘To wash a wool garment, | use warm water and a bit
of s0ap- | squeeze the wool but don't scrubit. | rinse it several times, always with
water the same temperature.  squeeze the wool and ring it out by hand and lay
it flat to dry. Messager’s mechanical repetition of the tasks implied utter
jmmersion in daily routine and clearly related to the strand of feminist thinking
that denounced the ways the curriculum trained women into domestic roles. At
laboration of the detailed skills and processes learned made

the same time, the e
ty of the labour, the care and skill - of the domestic

visible the value - the intensi

aspects of many women's daily life.
In its more critical mode, Messager's repetition of tasks from the home

economics curriculum can be compared to ideas being explored concurrently by
the sociologist Luc Boltanski [brother of her partner, the artist Christian
Boltanski].' Luc Boltanski, like his contemporaries Michel Foucault and Louis
~ Althusser, saw the curriculum as a means for dominant social classes to structure
“and control students’ lives by regulating daily practices.” | want to examine this
connection at some length here, for it helps to make clearer how her work formed
a critique of the ways the curriculum regulated students’ daily activities.

Since its inception in the 1880s, the housekeeping curriculum had been

promoted by the state as a means for bringing happiness and health to all
homes. In his 1969 study, Prime Education et morale de classe, Boltanski sought
his codification of housekeeping practices.

to expose the ideology underlying t
~ He argued that the housekeeping curriculum had formed part of a systematic

~ project to regulate the habits of the working classes. In the late nineteenth
century, popular opinion characterized the working class as immoral, disorderly
and free from collective constraints. In response, educational programmes were

,' organized to teach moral lessons, housekeeping and hygiene, in order to

acculturate the working class to the middle-class values of order, work and

economy. The schools instilled enseignement ménager and puériculture,
housekeeping and childcare lessons, by teaching rationalized attitudes and
practices to be adopted in daily life. Because the familial sphere was considered
‘women's domain’, these housekeeping courses for girls supplied a means to
control the private life of the working classes. The factory and office workday
had been timed, organized and rationalized since the nineteenth century, and
the housekeeping classes provided a corresponding way to structure the private
life of the working classes by regulating domestic labours:

Not public life which occurs in factories, offices and administration, which for a
long time, since the beginning or middle of the [nineteenth] century, has been
made uniform, standardized, constricted in space and time, confined in

workplaces, delimited by work schedules. What needed to be regulated



henceforth i ; 7
= dwas prw?re life, the multiple activities that are done in the pri

€, done behind the walls of individual houses, The *habitual mpl‘wacy of

i dnners of

u ¥ d n, had (4] bE

This str i : ; .
providelét:l::j]:,i :{T Pﬂ;ate life was manifest in home economic textbooks, which
S e al&;ﬂﬂzgda?lzed chmpulogies of daily activities, with preeci'.T
e s or‘each ch.lld-rearing and housekeeping task. E'-eyc.:;
students' to: adopt methf';]?lﬂg. hygiene and .childcare, the lessons encay raged
R [essunso s of order and discipline in their daily life. Most
accarnplishi'ng what Bolt:"m.peued S.tudents to regulate their own behavioyr
et nski called ‘a total transformation of spirit, a peacef .
volution. eful
Boltanski's analysis of the home economics a i
rovi i : nd childcare curri
apna[yf:gs ;:_'l :r[::-::::':t Pfrs?ective on l'l-'JE class-component of educat[o:I;:ti llla?;
S sy t;’th.‘ in the cfurnculum is limited. For him, women as
class values to the worki " !}lodel simply as the means for transmitting middle-
classes - because they u:?egrz :::I- [:]E g mpSider how the home economics
subjectivity of women in Particui'; to and carried out by women - shaped the
Messager’ i
bEhaviour'g:ll'-l:t ::l'g;];[:l' contrast, not only enacted the ‘rationalization of
ey 1 noted, but also showed how women’s training shaped
taught in school ;ﬂerzsfager l'e.presented the ways in which the behaviours
despite the reality of c!;ﬂ::;r_l?:lzed at the level of the individual woman and,
g Losiinn. iiferences, became common to some degree to all

Messager’s notebook Ma Vi i
: : e pratique (197 izati
daily behaviours that Boltanski thewgd. [( ] e iRy

In line wi ini
Prepari\:glﬂ;ii?gm;;:sﬁewp? saw the teac.:hing of home economics as a means of
i il nial roles, Ma VJ.E pratique and Mes Travaux d'aiguille
By selecting statement SOCIat: orElel- was incorporated into individual behaviour.
i fla S SUC as: I must take a shower each day’ or labels such as
et ab; orbe:dsagtz‘ isolated Fhe moments at which educational
this perspective, it a and expressed in the behaviour of the individual. From
iy quoti'dianppeare- that women across social classes shared, though
education system f E:DEinence.s t?‘at had been perpetuated through the
i e docz:n heir subjection. At the same time though, grouping
labours and d uments of women's daily hygiene practices, household
omestic arts, could be seen to produce a detailed catalogue of

-~ arts,

rk and traditional skills that gave them dignity and respect. Both
possible, and in the mid-1970s, both readings would be advanced.

The dual modes of forming a critique and displaying attachment in
Messager's work seem particularly crucial coming at a time when traditions
were changing due to feminist challenges, and equally significantly, the
_encroachments of consumer culture. These changes were particularly
noteworthy in relation to women’s housework. Messager documented this
rate and currently modernizing women's culture, which stood in opposition

to the promotion of standards of national culture that had been the aim of the

education system and the museum. [--]

womel'l's WO
readings are

In contrast to the ‘artisanship’ and ‘culture’ of traditional feminine household
the contemporary housekeeping techniques promoted by women'’s

magazines were based on acquiring housekeeping gadgets that required no

specific skills to operate.
The critic Pascal Lainé's description of feminine culture as a ‘local culture’
(ironically, one created and perpetuated in part by the national school system)

that was in the process of being liquidated by Western modernism, echoed the

ethnographic approach to modernizing traditional cultures exemplified by
s And like Lévi-Strauss and the

Claude Lévi-Strauss in Tristes Tropiques.
ethnographers, anthropologists and museum curators influenced by him, Lainé
saw this local culture as a feature to be preserved. Within this framework,
Messager’s albums can be seen as constructing the kind of archive that would
preserve a vanishing women's civilization, making visible the skilled and
detailed labour in household work that had frequently gone unnoticed. [...]

One of her albums, Ma Vie pratique, for instance, was an encyclopaedic
inventory of home economics lessons from the 1950s and 1960s. In the various
notebook entries, Messager pretended to document her rigorous methods of
housekeeping, health and hygiene, analysing her daily chores in handwritten
instructions, and including textbook passages and textbook-style illustrations
with bright, diagrammatic colours. For example, ‘La Cuisson des aliments’, one
page from the album, described how to use a pressure cooker and how to cook
meat, fish, dried and fresh fruits and vegetables, and represented each method
schematically in diagrams. The notes described the health benefits of certain
methods. For example: ‘Boiled meat is easy to digest. The heat makes the food
either softer or harder, and it becomes more savoury and easier to digest, and
further, it's sterilized.’ In contrast, Mon Livre de cuisine (My Cookery Book), was
filled with fiches cuisine, recipe cards published in women’s magazines such as
Elle in the 1960s and 1970s. These clipped-out cards had a picture of the

prepared dish on one side and the simple recipe on the back. Both Ma Vie



pratique and Mon Livre de cuisine were based on the idea of women a5
h?usekeepers and cooks. Yet unlike Ma Vie pratique, the recipe cards in Mon
Livre d‘e cuisine did not promote principles of cooking in careful diagrams but
were simple recipes - often called ‘grandma’s recipes’ in an effort to lend t'hem
the .aura of tradition - clipped out of magazines and glued into notebooks of
copied over word for word. Whereas ‘La Cuisson des aliments' illustrated the
steps involved in each task, emphasizing the tradition and science of
hoflsekeeping, the recipe cards merely showed the final product, displaying the
finished dish in an effort to entice the reader into purchasing the merchandise
whose ads appeared on the pages of the magazine, The learning, the detail and
the labour represented in Ma Vie pratigue all vanished into a vision of a ready-
to-be-consumed meal. Whereas ‘La Cuisson des aliments’ described a number of
techniques to be used at the discretion of the housekeeper, the fiches cuisine
p_rovided a simple, generic model leaving little room for the housekeeper's
discrimination, and thus little recognition of her skill. Viewed in this light
Messager’s albums would seem to reinforce Lainé’s comment that homemaking'
skills were being effaced and transformed. Where the domestic arts had gained
dignity from the rhetoric of health, order and moralistic progress that
surrounded their skills, now, it seemed, ‘All that remains are “grandma’s
recipes”, produced by the major food companies’ - mere publicity for brand-
name products® [...]

The role of women's magazines and their advertising in saturating the everyday
existence of their readers was not lost on Lefebvre, who noted the rapid influx of
American-style commodities in the 1960s in Everyday Life in the Modern
World? He believed that women's magazines were the perfect object through
which to study this transformation of the everyday, because of their intense
focus on the new domestic commodities and their promulgation of the step-by-
step behaviours needed to use them. The increased repetition and
mechanization of household gestures that they displayed, Lefebvre believed,
were a quintessential image of the broader restructuring of the everyday in
which work and leisure had been so quantified and structured that no room
remained for individual creativity, turning people into passive consumers. The
consumerist ethic that Lefebvre noted would have profound effects on not only
women’s practices in the home but also their subjectivities and bodies.

As an example of the influence of this consumer society on subjectivity.
Lefebvre described how one day his wife brought home a new laundry detergent
and exclaimed, ‘This is an excellent product’, with her speech and behaviour
unconsciously imitating the advertising for the product? The force of this
unconscious immersion was a striking example of the difficulty women would

have in attaining a critical perspective on the everyday. Like Lefebvre, Messager
explored the way women emulated everyday gestures from the media, but also
took the idea further, in Mes Collections d'expressions et d'attitudes diverses
(My Collection of Various Expressions and Attitudes) to show how even
women's emotions had become saturated with these representations. In this
series, Messager collected mass-media representations of women and
catalogued them by activities or emotional states - ‘on the telephone’, ‘at the
beach, ‘fatigue’, ‘sadness’, ‘fear’, ‘jealousy’, ‘happiness', and so forth. The series
‘tears', for example, contains highly staged representations of women in distress:
one woman holds her head in her hands, another leans her head on folded arms,
and another covers her face. In the centre of the page, Messager drew herself in
a similarly cliché pose - with her eyes closed, her head thrust back, and one
hand held to her forehead. Another series of her ‘expressions diverses' presented
photographs of couples embracing, which surrounded various sketches of
Messager embracing a man, being kissed by him, and leaning against his
shoulder. By portraying herself within these stereotypes, Messager acted out
how advertising had influenced her.’ Yet her drawn activities appear
exaggerated and highly unnatural, providing a parody of the stereotypes and
rising above the media immersion, signalling a critical perspective that Lefebvre
would have thought women could not attain. [...]

1 [footnote 16 in source] Luc Boltanski, Prime Education et morale de classe (Paris: Ecole Pratique
des Hautes Etudes and Mouton, 1969). Luc Boltanski's book formed part of a larger study
directed by Pierre Bourdieu and carried out by the Centre de Sociologie Européenne. Boltanski's
approach to the educational establishment as a means of social control was indebted to Michel
Foucault’s Birth of the Clinic. See Michel Foucault, Naissance de la clinique (Paris: Presses
Universitaires de France, 1963). ...

2 [17] The other renowned contemporary work on this subject was, of course, that of Louis
Althusser, who saw school as one of the ideological state apparatuses that perpetuated the
dominant ideology and class divisions: through forming the students’ subjectivities, school also
accomplished their subjection. Louis Althusser, Lenin and Philosophy and Other Essays (New
York: Monthly Review Press, 1971 [orig. 1969]).

3 [18] Boltanski, Prime Education et morale de classe, 21-2.|...]

[19] Ibid., 26....]

[25] See Claude Lévi-Strauss, Tristes Tropiques (1955), trans. John and Doreen Weightman (New

York: Modern Library, 1997).

[27] Pascal Lainé, La Femme et ses images, 23.|...]

[30] Henri Lefebvre, Everyday Life in the Modern World, 67, 72-4, 85-8.

[31] Henri Lefebvre, Le Temps des méprises (Paris: Stock, 1975) 34,

[32] Whereas Messager’s references to the French school curriculum remain more nationally
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Helen Molesworth
House Work and Art Work//2000

...] In Femini : .
i[n rersZT:;:s?;:: Philosophy, Moira Gatens has staged the feminist debate
of difference.’ These rzmﬂege a model of equality and those who think in terms
sy asrutc:]y i rms are analogc?L}s to the essentialism/theory split and
idea of equality. She matizes both positions. First, she sets out to dismantle the
sublie sphere: i.s tha:T‘gUe; that th.e problem with the model of ‘equality in the
around a male subject -;r;'l:oeaft;ﬂzhct]:phere fs dependent upon and developed
Pri\;:e sphere traditionally by WOI]'-II‘IEI‘li !(J,lilihc s muslad e
ese i ; .
Wi the[ l::ll::ll: g:t;rcncest:lc] services have become so naturalized that ‘clearly,
desires and powers orded to members of a political body is that their needs,
Gatens suggests that :E CQFFEHM into rights and virtues'? In other words,
e i a:dt e political realm w_ithin which women struggle for forms
bea 'neutr;l' system Z‘:Of—'l’acy, oy b? d isarticulated, not presumed a priori to
is founded on ineqdali:y?prtz:ir ]ts- mabl!]w-m gT',am women equality. The system
kst ot i h;mmzem:?ﬁ?hw in this context can involve only the
Democracy’ ; ;
and private zi;:rize::: ncl;e upon inequality has been naturalized as the public
between men and wo, e i £ hore up distinctions and inequities
‘intricate[ly] and exten t-nen]' particularly in that the private sphere has been
it sive[ly] cross-reference[d] ... with the body, passions, and
- Ihis critique of equality (as found in much Anglo-American feminist

theory) reveals the wry notion of equality and its symbolic representation in the
public sphere 1o be historically dependent on the unacknowledged (and

unequal) labour of the private sphere.®
Gatens is also suspicious of the discursive move from equality to difference.

Noting that fe minist writing and art practice, after freeing itself from the tyranny
- of nature, took up explorations of female sexuality, she cautions that such a

move runs the risk of reducing women's subjectivity to their sexuality. [...] One
effect of Gatens' critique is to register the extent to which both groups of
femninist work explored issues of sexuality to the exclusion of other attributes of

' subjectivity and also to the exclusion of political philosophy’s critique of the role

of the private sphere in the democracy-capitalism covenant.

As Gatens problematizes the equality/difference dichotomy through a
feminist analysis of political philosophy, so too a similar operation can be
performed on the iconic pairing of Mary Kelly's Post Partum Document and Judy
Chicago's The Dinner Party, by considering them in conjunction with Mierle
Laderman Ukeles' Maintenance Art Performances (1973-74) and Martha Rosler's
videos Semiotics of the Kitchen (1975) and Domination and the Everyday (1978)
_ works produced around the same time and under similar cultural pressures.
Ukeles' and Rosler's work is explicitly concerned with how ‘ideologically
appropriate subjects’ are created, in part, through the naturalizing of unpaid and
underpaid domestic labour. By placing the PPD and The Dinner Party within this
expanded interpretive field, labour, particularly domestic or maintenance
labour, emerges as a thematic shared by these four artists (as well as many
others of the period). The introduction of the problem of such labour leads in
turn to a consideration of the relation between public and private, which
emerges as a defining issue in the discussion of 1970s art and the legacy of
feminism's intervention in it, The problematic of public and private spheres is, of
course, present in both The Dinner Party and Post Partum Document, but the
essentialism/theory debate has occluded its importance, disallowing the debate
to be framed in terms of a political economy as well as a bodily or psychic one.

In her 1969 ‘Maintenance Art Manifesto’ Ukeles divided human labour into
two categories; development and maintenance. She writes:

Development: pure individual creation: the new; change; progress; advance;
excitement; flight or fleeing. Maintenance: Keep the dual off the pure individual
creation: preserve the new; sustain the change; protect progress; defend and
prolong the advance: renew the excitement; repeat the flight*

Ukeles' manifesto insists that ideals of modernity (progress, change, individual
creation) are dependent on the denigrated and boring labour of maintenance



(activities that make things possible — cooking, cleaning, shopping, child rear;
and so forth). Incisively, Ukeles does not refer to maintenance. as do arln_g,
labour, or housework, for it is evident that such labour is not confined SDTIT:SH::
Fhe s._paa:es of domesticity. Included in this manifesto was a proposal that Uky ;
llx{e in the museum and perform her maintenance activities: while the I::ies
might look ‘empty’, she explained that her labour would indeed be the 'ga Er‘y
Her offer went unaccepted. s
In 1973, however, the Wadsworth Athenaeum agreed to the Maintenance A
Performances. In Hartford Wash: Washing Tracks, Maintenance Inside, Uke] "
scrubbed and mopped the floor of the museum for four hours, In Harrfor;:' Wa ;S
Washing Tracks, Maintenance Outside, she cleaned the exterior plaza and ste : f
the .museum. She referred to these activities as ‘floor paintings’. In Transfer-p I}‘?
Maintenance of the Art Object, she designated her cleaning of a protective di; pla"e
'_:aste as an art work - a ‘dust painting’. Normally this vitrine was cleaned by thl:ej
Janitor; however, once Ukeles' cleaning of the case was designated as ‘art’ the
responsibility of the cleaning and maintenance of this case became the job of the
con. servator. The fourth performance, The Keeping of the Keys, consisted of Ukeles
tak;.ng the museum guards' keys and locking and unlocking galleries and offices
which when locked were subsequently deemed to be works of ‘maintenance art'l
In each performance Ukeles’ role as ‘artist’ allowed her to reconfigure the valué
bestowed upon these otherwise unobtrusive maintenance operations, and to
explore the ramifications of making maintenance labour visible in publicl

Martha Rosler’s videos Semiotics of the Kitchen and Domination :md the
Et?l}fday also critically engaged the problem of housewifery. In the relatively new
) .m‘ed3ugg‘| of video, Semiotics of the Kitchen humorously skewered both the mass-

med_la i(page of the smiling, middle-class, white housewife and theories of
sem :otics‘}.,ﬁsuggesting that neither was able to provide an adequate account of the
ro?ei of wifg,.‘motherfmaintenance provider. Informed by Marxist and feminist
_Enthue. Df)ﬂs.{r;ation and the Everyday considers the everyday household labours
OWEI:I in taﬁr.igfn with global politics. Like the Maintenance Art Performances,
DomH_T&t{Qn sgggest}ctut_;.f_}g domestic chores of cooking and child rearing are not
exchfswely rivate but instead- that such labours are intimately connected to
public events, and furthermore that unpaid and underpaid maintenance labour
needs to be thought of as equivalent to other forms of oppression,

What happégns if the Maintenance Art Performance and Rosler's early video
work.are insinuated into The Dinner Party and Post Partum Document binarism,
creating a four—{;vay compare-and-contrast? Might such an expanded field allow
us to see previoilxsly unacknowledged aspects of each of the works? For instance,
f'lS well as seeingl the stark contrast between Chicago’s cunt-based central core
imagery and Kelly’s pointed refusal to represent the female body, we might also

see that all four artists deal in varying degrees with putatively ‘private’ aspects
of women’s lives and experience: motherhood, cleaning, cooking and
entertaining. Similarly, as opposed to the intractable contrast between the lush
tactile quality of The Dinner Party and the diagrammatic aspect of the Post
Partum Document, we might see the importance of text in each of the works.
The women’s names that cover the floor and place settings mean that reading is
also integral to viewing The Dinner Party. Rosler's Domination and the Everyday
contains a running text at the bottom of the screen and Ukeles' works contain
charts, posted announcements, and the ‘Maintenance Art’ verification stamp.
Each artist participated in the assault on the privileged role of vision in
aesthetics, as did so many of their 1970s contemporaries. When the binarism is
undone we can see that these works were directly engaged with the most
iadvanced’ artistic practices of the day - Minimalism, performance and
conceptual art - and that they were also in the process of forming the practice
of institutional critique.® This is, again, to insist on the linkages between art
informed by feminism and most of the advanced or critical artistic practices of
the 1960s and 70s that took as part of their inquiry the institutions within which
art is encountered. The artists who worked in this manner - whose work's
content was bound up with domesticity or maintenance and its structural
relation to the public sphere - have been by and large neglected by the
historians and archivists of Minimalism, conceptual art and institutional
critique.” Their omission was caused not by active suppression but rather a
fundamental misrecognition of the terms and strategies they employed. The
overtly domestic/maintenance content of such works was read as being
equivalent to their meaning. Therefore, little or no attention was paid to these
works' engagement with the Duchampian legacy of art's investigation of its own
meaning, value and institutionality. What has not been fully appreciated are the
ways in which this usually ‘degraded’ content actually permits an engagement
with questions of value and institutioniality that form a critique of the
conditions of everyday life as well as art. Hence, when we compare The Dinner
Party, Semiotics of the Kitchen and Domination and the Everyday, and the Post
Partum Document with Ukeles' explicit feminist address of the museum, we are
able to reframe them in such a manner as to see that they were each bound up
with a critique of the institutional conditions of art. Among the four artists this
critique manifested itself in varying degrees and was shaped by different
concerns. There is no denying that Chicago's work may seem to us now the most
problematic of the four, in that her work supports a notion of genius and ‘artist’
in keeping with the ideal model of bourgeois subjectivity offered by the Western
art museum. Yet, despite the differences between the works (or because of
them), the feminist critique of the institutions of art should no longer be



misrecognized, for its understanding of the relations between ‘private’ acts anq
public institutions will reframe the work of contemporaneous figures in the
field. Such a comparison will ultimately expand our notion of institutiong]
critique, precisely because the feminist critique differs so markedly from the
paradigmatic works of figures such as Marcel Broodthaers, Daniel Buren or Hans
Haacke. For as we will see, it insisted on the reciprocity and mutual dependence
of the categories of private and public.

Ukeles' performances, by establishing domestic (read private, natural) laboyr
as ‘maintenance’, help to articulate the structural conditions of the relations
between the public and private sphere. It is the *hidden’ and unrecognized nature
of this labour that permits the myth that the public sphere functions as a self-
contained and independent site, a site devoid of interest (in classic Habermasian
terms). However, by staging such labours in the museum, a traditional institution
of the bourgeois public sphere, Ukeles’ work establishes maintenance labour as a
subject for public discussion. [...] But when Ukeles renames domestic labour
‘maintenance’, she uses ideas and processes usually deemed ‘private’ to open
institutions and ideas usually deemed ‘public’. This gesture is in obvious sympathy
with the 1970s feminist slogan ‘the personal is political’ but, more incisively, it
supports political philosopher Carole Pateman'’s contention that ‘the public sphere
is always assumed to throw light onto the private sphere, rather than vice versa.
On the contrary, an understanding of modern patriarchy requires that the
employment contract is illuminated by the structure of domestic relations.” In
other words, one legacy of feminist criticism is to establish that it is the private
sphere that can help us to rearticulate the public sphere, as opposed to the other
way around. Ukeles' exposure of this problematic animates the content of labour
in both The Dinner Party and the Post Partum Document. pulling these works
away from their more familiar interpretations. [...]

Reading The Dinner Party through a hermeneutics of maintenance suggests that
the logic of repetition is not exclusively bound to industrial production but exists
as well - although with vastly different effects - in the perpetual labours of
cooking, eating and cleaning up: the women's work that is never done; work that
is conspicuously absent in The Dinner Party, effaced as it was by its Minimalist
counterparts.” And if Minimalism asked its viewers to distinguish what in the
room was not sculpture, what in the room constituted institutional space, then
The Dinner Party potentially asked viewers to articulate what in the room existed
in the realm of the private and what belonged in the realm of the public.”[...]

It would be Post Partum Document, however, that would launch a more
thorough critique of conceptual art. Following on Minimalism’s investigation of

the public quality of art, much conceptual art sought to replace e? spatial and
yisual experience with a linguistic one, or what ha-5 been called thr;? work as
analytic proposition’.” This meant that the art object could be radically de-
skilled, potentially democratizing art's production. However,.Frazer ‘_Nard has
argued that while conceptual art ‘sought to demystify aesthetic u?xpenence and
mastery (“Anybody can do that"), [it] maintained the abstraction t?f content
crucial to high modernist art', hence, ‘if modernist painting '|.NEIS just about
painting, conceptual art was just about art’.* Just as Chicago exposed
Minimalism’s abstract viewer, similarly the explicit content of the Post Partum
Dpocument complicated conceptual art's hermeticism."”

The Document’s numerous graphs and charts, in their standardized frames (a
repetition that rhymes with Chicago's), represent the labour of child care, labour
normally obscured in Western capitalist culture, One effect of the categ:::ry of t.he
mother as essential and biological is to naturalize this labour, placing it outside
of social conditions. (It is telling that the PPD emerges around the time of the
idea of the ‘working mother’, as if mothering weren't already a form of work.)
Kelly's refusal to image the mother impedes the naturalization of thfe labour of
motherhood (in Gatens' words, ‘cross-referenced with the prwate'_}, By
submitting this labour to the public and social languages of work and sclepce.
the Document countermands conceptual art’s maintenance of abstract relations
between public and private realms, revealing its continuation of a modernist
paradigm of art for art's sake. (Indeed, if one of the primary responses to
modernist painting is ‘My kid could do that' or ‘What is that crap on the walls?’
then Kelly's inclusion of her son's soiled diapers could be seen as a joke .at the
expense of both conceptual art and modernist painting.) Kelly's inclusion of
maintenance labour also functions as an address to the institution of the
museum. She has said of the work: ‘As an installation within a traditional gallery
space, the work subscribes to certain modes of presentation; the framing, for
example, parodies a familiar type of museum display in so far as it allows my
archaeology of the everyday to slip unannounced into the great hall and ask
impertinent questions of its keepers.® This ‘archaeology of the everyday'
permitted Kelly to represent two forms of labour - artistic and domestic - both
of which debunk the myths of non-work that surround both forms of
reproduction (artist as genius, mother as natural). PPD stages the relations
between artistic and human creation as analogous, and by doing so interrogates
the boundaries between public and private realms of experience. And if one

- Premise of conceptual art is that ‘anyone can do it', then Kelly's work suggests

that the same is true of the labour of mothering, for to denaturalize such labour
IS to make it non-gender-specific. - :
While Chicago and Kelly were extensively engaged with the public discursive



fields of Minimalism and conceptual art, Ukeles’ explicit address of the museum
makes her work an early instance of institutional critique.” By taking the
normally hidden labour of the private sphere and submitting it to public scrutiny
in the institutions of art, Maintenance Art explored the fictional quality of the
distinction between public and private. The performances demonstrated thar
the work of maintenance is neither exclusively public nor private; it is the realm
of human activities that serves to bind the two. Ukeles’ use of performance - her
insistence that her ‘private’ body perform ‘private’ activities in public space -
seems to suggest that maintenance is a key component of subjectivity. Yet it js
one that often goes unrecognized, and instead is naturalized through repetition
into the status of *habit’ as opposed to being constitutive of identity. So one
effect of Ukeles’ performances is to show how institutions such as the museum
unconsciously help to maintain ‘the category of artistic individuality that

emblematizes bourgeois subjectivity’ through its suppression of its dependence
on the labours that keep the white cube clean.® =N

Rosler is perhaps best known for her two influential conceptual pieces, The
Bowery in Two Inadequate Descriptive Systems (1974-75) and Vital Statistics of a
Citizen, Simply Obtained (1977), both of which exposed the limits of
representation and imported charged political content into the field of conceptual
art. Her early collages and video works are less familiar. Many of these works
focused on various aspects of cooking: the disparity between starvation and
gourmet meals; the cultural value placed on cooking, and the complicated
hierarchies of who cooks and who serves what food. Several works transpose the
language of cooking and the language of art, forming a composite that alludes to
the similarity between the terms ‘artwork’ and ‘housework’. In all of these early
works — be they videos, film scripts or postcard pieces - Rosler frames the
conviviality of food as a bodily necessity and pleasure that binds all human beings.

Yet lest such commonality give rise to humanist myths (as is the case with

Chicago’s work) she also casts the production of food as a form of maintenance

labour, and hence subject to the inequities of race, class and gender, that cannot
be merely swept away under the guise of things ‘private’ or ‘domestic’. Similar to
Ukeles’ performances in both their rejection of traditional artistic media and their
focus on various aspects of maintenance labour, video works such as Semiotics of
the Kitchen and Domination and the Everyday turn a critical eye towards the
relations between public and private that shape our daily lives.

Both videos employ various strategies of distanciation, yet, as in Ukeles’
performances, such strategies are combined with a sometimes caustic,
sometimes slapstick sense of humour. In Semiotics of the Kitchen, Rosler stands
in a kitchen and names various cooking utensils in alphabetical order and then

mimes their uses (‘bowl’, she declares, and stirs an imaginary substance). Rosler

iperforms’ the role of cook as if the stage directions were writt(':n by_ Bert‘o]t
grecht; straight-faced and purged of emotion, she discourages any identification
on the part of the viewer. (However, in the backgrounq we can see a large book
whose binding reads ‘MOTHER', suggesting a possible rt_mt ca‘use; for the
character’s bizarre behaviour.) The tape also lacks a plot, offering a list instead of
a story, further blocking ‘normative’ identification. A bro.:-%dly cilra'.?n spoof on
television cooking shows, the tape further discourages identification in that the.-re
is nothing to cook, no recipe to complete, we are not asked to follow aliong with
her activities. Yet Rosler's deadpan delivery is held in hurm?mus rela?uon o l"ll‘-.:l’
slapstick-like performance of non-existent activities [recalh.ng Charlie Chaplms:
Cold Rush, Rosler ladles an imaginary liquid and then tosses it over her shc_:ulder,
instead of ‘slicing’ or ‘cutting’ with the knife, she aggressively stab§ at the air). The
exaggerated sense of physical labour means that her ever:y'day kitch.e‘n gestures
border on the calisthenic. The work's humour and deliberate f01.imjg of the
maintenance labour of cooking (if the kitchen had any actual food in it the ?et
would have resembled the aftermath of a food fight) recalls Ukeles' slapstu‘:k
aesthetic. Indeed, to think of the two works in tandem is to heighten the ?vay in
which the works are designed in part to provoke an extremely ambivalent
response on the part of the viewer. Should we giggle or shudder Iat the trapped'
quality of Rosler's slightly maniacal home cook? Do we laugh kn.owmgly at Ukeles
‘door paintings’, with their explicit evocation of the grand_ pa!nterly gestures of
Jackson Pollock, or do we feel a tinge of shame at the publlc_dlsp]ay of a woman
who cleans up after us? Responses are rendered ambivalent, in part becal_ls:e both
Rosler and Ukeles have combined an aesthetic of identification (traditionally
associated with second-wave feminism) with one of distanciation (usually
affiliated with poststructuralist feminism); and they have done so.. in large
measure, by showing us the fault line between things considered private and
things considered public. ‘ ot
Rosler deals with this problematic even more rigorously in Domination and
the Everyday. Self-described as an ‘artist-mother’s This is Your L.rﬁ?'," the tape
begins with an image of Chilean dictator Augusto Pinochet. The image traFk
quickly becomes layered, as a steady stream of disparate pictures - farr}ﬂy
snapshots, mass-media advertising, photographs of political leaders and artllsts
~ fills the screen. Scrolling along the bottom of the screen is a dense theoretical
text analysing the problem of class domination and the relation between th95e
who make culture and those with political power, arguing that ‘the connjolfmg
class also controls culture’. Deploying a classic strategy of filmic distanma'tmn,
the sound and image track are separate. Accompanying this already dense visual

.| . field is a similarly doubled soundtrack, as we hear, simultaneously, the real-time
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| have been arguing that the aspect that binds these works together is their
concern with the problems of labour and political economy and their address to
the public institutions of art. By imposing explicitly domestic or private content
(Chicago and Kelly) or by substituting the notion of domestic labour with
maintenance labour (Ukeles), or by insisting on the equivalence between
maintenance labour and other forms of domination (Rosler), all four artists
explore the interpenetration between public and private institutions. [...]

hat binds these works is that each participates in what Fredric
‘laboratory situation’ of art.” All four works submit various
d works to a type of laboratory experimentation.

For instance, the body and perception are questioned by Minimalism; the status
of the art object is queried by conceptual art; the medium of video places a
strain on both art institutions (in terms of distribution) and the viewer (in terms
of expectation); and the regimes of power embedded in the museum are
articulated by institutional critique. Yet I would contend that these artists add
yet another layer to these ‘laboratory experiments’, for embodied in each work
is a proposition about how the world might be differently organized. Woven into
the fabric of each work is the utopian question, ‘What if the world worked like
this?' Chicago offers us the old parlour game of the ideal dinner party, and
suggests that the museum could be a site for conviviality, social exchange and
the pleasures of the flesh. Kelly's work intimates the desire for a culture that
would bestow equal value on the work of mothering and the labour of the artist;
so, too, the work's very existence points towards a different model of the
‘working mother’. Rosler images a polyvalent and dialectical world where the
demands of work and pleasure, and the seeming separation between culture and
domination, are held in a constant tensile relation to one another. Ukeles' work,
again, may be the most explicit in its utopian dimension, its literalness a demand
beyond ‘equal time equal pay’ or the ‘personal is political’, for hers is a world
where maintenance labour is equal in value to artistic labour - a proposition that

Another aspect t
Jameson calls the
‘givens’ about the way the worl



would require a radically different organization of the public and private s h
Feminism has long operated with the power (and limitations) of L?mer-es'
thought. It is telling, then, that these artists have dovetailed the ‘what if' pot ph'm
of both art and feminism. Yet they have not collapsed the distinction bem:ntzal
and life; rather, they have used art as a form of legitimated public e
conduit through which to enter ideas into public discussion. So while aj| of th
v.rorks ex?use the porosity between public and private spheres, none calls for rhe
dlsmantlmg of these formations. Fictional as the division might be, the myth fe
p_rwate sphere is too dear to relinquish* and the public sphere as a si[eo ?
discourse and debate is too important a fiction for democracy to disavow, [...] y

discourse, 3

In At the Heart of Freedom, Drucilla Cornell writes: ‘There is a necessa
aesthetic dimension to a feminist practice of freedom. Feminism is invariabl a
symbolic project.” It is within the tradition of art as a laboratory experim:ni
that Chicago, Kelly, Rosler and Ukeles engage in speculative feminist utopian
thought, each attempting to rearticulate the terms of public and private in ways
that might fashion new possibilities for both spheres and the labour they enta?l
But this is not a call for a utopian field in which all parties agree on the terms a;
the discourse, decidedly not. While all four artists are bound by their interest in
lahour: their address to questions of public and private, and their pointed
complications of the (now) standard narratives of postwar advanced art
practice, they clearly differ in contentious and important ways. While this essay
has valorized a moment of obscured affinity, this is not to say that such affinities
should be privileged as such. Difference is crucial for utopian thought, in that

u.to pia (like democracy) has the potential to offer discourses marked precisely by
disagreement and contestation, 29|

[footnote 11 in source] Maira Gatens, Feminism and Philosophy: Perspectives on Difference and
Equality (Bloomington: Indiana University Press, 1991).

2 [12] Moira Gatens, ‘Powers, Bodies and Difference’, in Destabilizing Theory: Contemporary
Feminist Debates, ed. Michelle Barret and Anne Phillips (Stanford University Press, 1992),

3 [13] Gatens, Feminism and Philesophy, 138.

4 [14] Ibid., 124-5.

5 [15] Ibid., 122-3,

6

[16] For an elaboration of this argument see Carole Pateman's The Sexual Contract (Stanford:
Stanford University Press, 1988). [...]
7 [20] Additionally, the essentialism/theory debate may also have restricted feminist discourse t©
notions of the subject that reside (rhetorically) outside of the dominant structure of capitalism, hence
further marginalizi ng the political potentialof feminism, and art that operates within its concerns.
8 [21] For a reprint of Ukeles' Maintenance Art Manifesto in full see ‘Artist Project: Mierle

Laderman Ukeles Maintenance Art Activity {1973) with responses from Miwon Kwon and Helen
Molesworth', Documents, 10 (Fall 1997).
[22] It is Ukeles' insistence on the structural aspects of everyday maintenance labour, as
opposed to a fetishized notion of the ‘everyday’, that distinguishes her performances from
recent practices that merely represent or stage the everyday |[...]
[23] Griselda Pollock has argued that the 'radical reconceptualization of the function of artistic
activity - its procedures, personnel and institutional sites - is the major legacy of feminist
interventions in culture since the late sixties.’ see Griselda Pollock, ‘Painting, Feminism, History',
in Destabilizing Theory, 155.
[24] For instance, no women are discussed in Benjamin Buchloh's ‘Conceptual Art 1962-1969:
From the Aesthetic of Administration to the Critique of Institutions', October, 55 (Winter 1990),
although Hilla Becher and Hanne Darboven are mentioned in passing. More recently, Ann
Goldstein and Anne Rorimer, in Reconsidering the Object of Art 1965-1975 (Cambridge,
Massachusetts: The MIT Press, 1995) included only eight women out of a total of fifty-six artists.
More recently, however, this seems to have changed. For example, Peter Wollen included
numerous women artists in the North American section of the ‘Global Conceptualism’ exhibition.
[26] Pateman, The Sexual Contract, 144.

[28] The Dinner Party, it should be noted, is always exhibited accompanied by documentary
photographs of the massive groups and collectives of women who worked on the project. In this
regard the labour of making The Dinner Party is always registered, but in a peripheral,
supporting role. The Dinner Party effaces the marks of labour within its boundaries, and in so
doing presents itself like a traditional museum-oriented art object: the result of creative genius
as opposed to manual labour (a distinction that perpetuates the power relations between the
artist and those who work in his or her atelier), and, furthermore, the result of artistic labour
only, not the maintenance labour that supports such labour.

[29] See Rosalind Krauss, ‘Sculpture in the Expanded Field', October, March 1979; reprinted in
Krauss, The Originality of the Avant-Garde and Other Modernist Myths (Cambridge,
Massachusetts: The MIT Press, 1985).

[31] Benjamin H.D. Buchloh, ‘Conceptual Art 1962-1969', op. cit., 107.

[32] Frazer Ward, ‘Some Relations between Conceptual and Performance Art’, Art Journal, 56, no.
4 (Winter 1997).

[33] In this light Kelly's Post Partum Document can be seen as a direct attack against the
conceptual art of someone like Joseph Kosuth, for instance, but not, say, the work of Hans Haacke.
However, Kelly's work also does serve to problematize the dominant reception of conceptual art
as defined by male artists. For more on the historical context of the Post Partum Document see
Juli Carson, *(Re )Viewing Mary Kelly's Post Partum Document', Documents, 13 (Fall 1998).

[34] Mary Kelly, Post Partum Document (London: Routledge & Kegan Paul, 1985) xvi.

135] 1 do not want to place these artists so firmly within specific categories that their work is seen

to be either only an instance of that ‘style’ of work, nor do | want to suggest that these ‘styles’ are

in any way internally coherent. Rather, | want to emphasize the ways in which these works are in



conscious and explicit dialogue with the predominant movements of critical art of their peri

20 [36] Frazer Ward, ‘The Haunted Museum: Institutional Critique and Publicity’ ocrgbe,-lud
(Summer 1995) 83, ’ "5

21 [38] The tape is called this in the descriptive list of Rosler's works found in Martha Rose;-
Positions in the Life World, ed. Catherine de Zegher (Birmingham, England: i
Gallery/Vienna: Generali Foundation, 1998), -

22 [40] Rosler in Martha Rosler: Positions in the Life World, 31,

23 [44] Fredric Jameson, ‘Periodizing the 1960s', in The Sixties without Apology (Minneapalis:
University of Minnesota Press, 1984) 79. Additionally, Martha Rosler has said of her own w.:r:-
‘Everything | have ever done I've thought of “as if"; Every single thing | have offered to the puh]icl
has been offered as a suggestion of a work ... which is that my work is a sketch, a line of thinkin
a possibility. (‘a Conversation with Martha Rosler’, in Martha Rosler: Positions in the Life Worid 31?

24 [45] For more on the importance of privacy, see Drucilla Cornell, At the Heart of Freeal‘om‘
Feminism, Sex and Equality (Princeton: Princeton University Press, 1998). [...] ‘

25 [47] Drucilla Cornell, At the Heart of Freedom, op. cit., 24.
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Helen Molesworth, extracts from ‘House Work and Art Worl, October, no. 92 (Winter 2000) 75-88:
90-6. :

Joseph Kosuth
The Artist as Anthropologist//1975

Part Il. Theory as Praxis: A Role for an ‘Anthropologized Art’

‘Tge hi;lghest wisdom would be to understand that every fact is already a theory.
- Goethe

'1. The artist perpetuates his culture by maintaining certain features of it by
_us:ng'_them. The artist is a model of the anthropologist engaged. It is the
implosion Mel Ramsden speaks of, an implosion of a reconstituted socio-
culturally mediated overview.' In the sense that it is a theory, it is an overview;
?re't because it is not a detached overview but rather a socially mediating activity.
It is engaged, and it is praxis. It is in this sense that one speaks of the artist-as-
anthropologist's theory as praxis. There obviously are structural similarities
bet'..veen an ‘anthropologized art' and philosophy in their relationship with
soclety (they both depict it ~ making the social reality conceivable) yet art is
manifested in praxis; it ‘depicts’ while it alters society.? And its growth as 4

cultural reality is necessitated by a dialectical relationship with the activity's
historicity (cultural memory) and the social fabric of present-day reality. [...]

7 Because the anthropologist is outside of the culture which he studies he is not
a part of the community. This means whatever effect he has on the people he is
studying is similar to the effect of an act of nature. He is not part of the social
matrix. Whereas the artist, as anthropologist, is operating within the same
socio-cultural context from which he evolved. He is totally immersed, and has a
social impact. His activities embody the culture. Now one might ask, why not
have the anthropologist, as a professional, ‘anthropologize’ his own society?
Precisely because he is an anthropologist. Anthropology, as it is popularly
conceived, is a science. The scientist, as a professional, is dis-engaged.’ Thus it is
the nature of anthropology that makes anthropologizing one’s own society
difficult and probably impossible in terms of the task I am suggesting here. The
role | am suggesting for art in this context is based on the difference between the
very basis of the two activities - what they mean as human activities. It is the
pervasiveness of ‘artistic-like’ activity in human society - past or present,
primitive or modern, which forces us to consider closely the nature of art. [...]

9, Artistic activity consists of cultural fluency. When one talks of the artist as an
anthropologist one is talking of acquiring the kinds of tools that the
anthropologist has acquired - in so far as the anthropologist is concerned with
trying to obtain fluency in another culture. But the artist attempts to obtain
fluency in his own culture. For the artist, obtaining cultural fluency is a dialectical
process which, simply put, consists of attempting to affect the culture while he is
simultaneously learning from (and seeking the acceptance of) that same culture
which is affecting him. The artist's success is understood in terms of his praxis. Art
means praxis, so any art activity, including ‘theoretical art' activity, is
praxiological. The reason why one has traditionally not considered the art
historian or critic as artist is that because of Modernism (Scientism) the critic and
art historian have always maintained a position outside of praxis (the attempt to
find objectivity has necessitated that) but in so doing they made culture nature.
This is one reason why artists have always felt alienated from art historians and
critics. Anthropologists have always attempted to discuss other cultures (that is,
become fluent in other cultures) and translate that understanding into sensical
forms which are understandable to the culture in which they are located (the
“ethnic' problem). As we said, the anthropologist has always had the problem of
being outside of the culture which he is studying. Now what may be interesting
about the artist-as-anthropologist is that the artist’s activity is not outside, but a
mapping of an internalizing cultural activity in his own society. The artist-as-



ar?thropologist may be able to accomplish what the anthro
f’alled at. A non-static ‘depiction’ of art's (
infrastructure is the aim of an

pologist has g
and thereby culture’s)

anthropologized art. Th
: ; . The ho
understanding of the human condition is not in the search for 3 re|

ttru " L
th', but rather to utilize the state of our constituted interaction, |

]

1 The term ‘implosion’ igi i
plosion was originally introduced into our conversation b

here to its use by Mel Ramsden in ‘On Practice’, this issue

2 This notion of an ‘a i
nthropologized art' is one I b i
egan working on over three
Yyears ago - a poin 3¢

wht.ch I had been studying anthropology for only a year, and my
a fairly academic one,

| has conti ut not as ch t h h
"ilat mode I ﬂtlﬂua.”y 'Changed. b notas much as i as in the past yeart ml.lgh my studie
: u
with Bob SCIIO te and Stallley DlaI'ﬂﬂlId at the Gladuate Fal:ulty of the New S¢ ool Iﬂ[ S0 i' :
cial

Research 5 .UU]HIEI eir i ”UE“c 15 stron, lv felt, Obvlﬂuslf take full IESPOIISIbI]IW for EIJE use
} h n e t g " I
. ] f hei ial wi I . i . I .
[footllote 5in source] | must pﬂl‘"t out here tllat the Marxist ﬂ“[hl OPOIIng of Diarr ond and Sc olte
15 i
cluded this Bene liza n. ed, e 2 I
not inclu n Td tio: I||de due to the allEIIIatIvE anthr OPOJD ical tradi 100 m

which they see i
: ey . themselves, their role as anthropologists necessitates that they be * il o
a consideration of their work, and what it has b

to sa imi
S y about the limits of anthropology (and the

which hﬂs allowed me a IuIt er elucidation 01 otion of the ‘artist-as-
h "
lu t my noti f ‘a 5

j P S| 4 .
oseph Ko uth, extract from "The Artist 4as J'.Ilthmpl]]ngls{ “ The X, no. 1 [N’EW York 197 5? repr inted
-‘O . '

i" Kosuth Art after .F'."’HDSOP-"JP’ nd mi r: Selec ted Writ -1990(C br Id e, Mas
b . er: ] mngs 1966- { 4m 4
"

The MIT Press, 1991) 117-24. -

Stephen Willats
The Lurky Place//1978

Not fa i

e r frorf: the busy shopping centre of Hayes in West London, there exists a
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yview it as being outside the norms and stereotypes of everyday life. It has
pecome a territory for pursuits which cannot be undertaken within institutional
society, and, as such, is a symbol of a consciousness counter to the dominant
authoritative consciousness.

In the work The Lurky Place, the waste land is seen as a vehicle for a ‘counter-
consciousness’, which takes the form of self-determined behaviours. The
determinism of the dominant culture is inferred in the work by the objects
transported into the ‘Lurky Place’ by people engaging in various pursuits. |
photographed these items in situ and used them as triggers for making
connections back into the institutionalized society from which they originated
and from which they have been freed. The manufacture of an item, and its
decomposition in the Lurky Place represent two totally different value structures
which - while existing in a state of alienation from each other - are nevertheless
linked by a linear path of events through time. The movement of an item from
location to location represents a point of change in the way that item's function
is perceived. In the linear system: A. Factory, B. Home, C. Lurky Place, three
points are represented which transform the perception of an item’s function.
There can therefore be quite a clear distinction between an item's assumed
function in manufacture and its subsequent function in the Lurky Place. The
transportation of an item into the Lurky Place represents a fundamental point of
transformation. Two types of transformation occur: 1. an article is given a use
other than that intended at its manufacture; and 2. the intended use of certain
items can only be fulfilled by being freed from the constraining conventions of
everyday life. In both cases, the transformation of the item also frees the persons
who vest in it changes of function. For these persons, the article becomes an
agent for manifesting a consciousness counter to that of the institutional society
from which they are escaping. The mundane routines of the day are relieved by
pursuits in the Lurky Place, the key to which lies in the transportation of items.

The work is divided into a sequence of four interrelated areas, each of which
centres on a point of transformation in the reality of an individual, symbolically
represented. This sequence is as follows: education, home, work, culture.

Each state is divided into two parts. The top relates the transported items back
to institutional society, represented in the work by such manifestations as a
school, tower block, factory and car dump, all located on the edge of the Lurky
Place, The bottom part presents the viewer with a problem question in the form
of a text relating to the different ways the symbolic individual is involved in
various behaviours. A concept frame in both areas of each state holds various
representations of the symbolic individual and transported items as variables or
cues, related to the problem question. Thus the viewer is presented with a puzzle
which can only be solved by entering into the encoded structure of The Lurky
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Susan Hiller
Collaborative Meaning: Art as Experience//1982

I.t:.] Monument (1980-81)' is an installation. In one sense, this means it is part
:.: L:::,e tj::lj:‘tﬁ;*:hc;;egory. l?ut my work has never been considered part of British
5 es not include installations, unless they are by Richard Lon
In England we have this idea about something called ‘third area’ work. perh g‘
a way of excluding installations from the ‘real’ art catagories of pain.t!:i,nr ::?ds
sculpture ... What I mean by an installation is something that occupies a fite in
.sul-clh _a way Fhat objects, spaces, light, distances, sounds — everything that
|Sr(1) ahu:]s‘ the.szte —.everything is defined by its relationship to all the other things.
nothing in an installation means anything much except in relationship. It's
not that the photographs in Monument mean x, the park bench means ;:Lthe
.sound 'fape means z. It’s that the park bench in relationship to the photogr; hs
in lieiatlonshil.n to the sound tape in relationship to the viewer mean someth;g
I will say, again, that my talking here about this work is about intention abuul‘
process as | am aware of it, not about interpretation or meaning whicr; come
along later, and in this sense, as well as its starting-point in a s.'peciﬁc set of
z:::tt:lral .?rtefacts, Monument is collaborative and collective, as are all art works
s wt; ]::;r:jtlss ;;zc:;::ini t.?nd origination. All my work points to this, which may
sk irgsgt;-eag;;ir::;t[e u;aylfor me to Falk about this piece would be anecdotally or
iy ue:f.[ o let me pou"ﬂ out that the photographs are of ceramic
S gext - came across in a park in East London, and that when |
e ay to take photc':graphs there were people sitting on park
in front of the plaques eating their lunches, who turned round over

el A

their shoulders to look, as if for the first time, at what I was photographing. And
when they had seen the plaques they said things like, 'Oh, isn't it sad. Isn't it
dreadful.’ But what struck me was that they had sat in front of these things every
day having lunch for years and years and the things had been, literally, invisible
to them. Only my act of noticing, of photographing, had made them visible.
These plaques, like war memorials or tombstones, were designed to address the
public, but they don't. Maybe because the ideology they represent is archaic or
maybe because our culture simply can't handle being reminded of death in any
way; but certainly they were not saying much when | came across them.

It's been pointed out to me often that | take as starting points items of British
origin that the British themselves perhaps trivialize or overlook. That's because
| am a foreigner, but not so foreign that British culture is unreadable or
antagonistic. [ probably misunderstand British things quite often, and maybe
these misunderstandings provide the why and how of much of my work. On the
other hand, I deeply feel that 1 am doing something like ‘writing home' when |
work, that | am showing something or telling something to the folks at home at
the same time as to the folks in my adopted country. After | had lived in Europe
for a few years, much of the time in England, | realized that all the statues and
monuments were commemorating people of noble and exalted birth, viscounts,
lords, noble generals, etc. Coming from a country that wished in its origins to
overthrow all that, and that is replete with monuments to ordinary people who
became great, rather than to people born great, | suppose I began to feel very
alienated from the urban furniture in England, which as you know is memorials
to generals and nobles, statues, park benches with inscriptions.

And these pieces of urban furniture began to become things | simply ignored,
or deliberately paid no attention to, since what they obviously commemorated,
as a group, was a system of social inequality which located me very negatively,
as a woman and a commoner. Of course there is one category or kind of obvious
exception to these memorials, and that is the war memorials commemorating
soldiers who died in wars, long, long lists of names usually underneath a statue
of Victory or Peace or something similar. This is a kind of memorial that one
finds in the United States or Canada, of course, and so it was familiar and yet
different in the English setting. For a start, these dead soldiers are only names,

they are never depicted as individuals, there are no statues of specific ordinary
soldiers, though there are a few statues of generic ordinary soldiers. No, this kind
of dead hero is only a name, no sculpture depicts what he looked like as an
individual. Commemoration in a list seems curiously modest, and doesn't take
up much space, compared to all the statues of generals and nobles.

Of course, 1 wasn't thinking any of this consciously when | came across the
memorial plaques in an East London park that commemorated a different kind



of dead hero, heroes who were non-military, civilian, ordinary and local, being
all Londoners, ordinary people who had died heroically, men and women. And
so | found these plaques riveting, stunning, fascinating. And the next day |
returned with a camera to photograph them, not with any specific piece of work
in mind, only wanting to have the images as reference points. But the reactions
of the people sitting on the park benches became part of my understanding of
the memorial plaques, and eventually led to this piece of work called
Monument, which began for me with discoveries and with contradictions.

The plaques were colourful in themselves, turquoise, blue and green
sometimes stained and beautifully discoloured. They were made of ceramic tiles:
that had originally been composed on a regular grid, but this had often shifted
or become disturbed over the years. They were organized in a long, thin row set
into a dark brown stucco wall, a tidy but unfocused arrangement, and it seemed
as though more examples could have been added in. As it was, the plaques
covered a very specific historical period, and came to an end around World War
I Later [ found out the history of the plaques, who had put them up, and why,
but in making Monument I quite consciously avoided doing any art-historical or
social research, and I limited myself to looking at my photographs of the plaques
and thinking about them, just as one might work from sketches of a landscape
or of a fruit, without knowing the map reference points or the particular type of
apple or pear.

Of course, the most obvious appeal was that each plaque sums up an
individual act of heroism in a concise and vivid, maybe picturesque way. The
turn of phrase is adroit in conjuring up a picture - words are used to evoke
images in the mind very clearly. We all feel we can know these people, that is,
we can almost see them. I found the little stories sad, bizarre, odd. There was
something | didn't understand, but whether it was the materials or my
relationship to them wasn't clear. It was at this point that I began to think about
making a piece of work, in order to find out something. As always, | had no idea
what form the work would finally take.

The steps in making Monument seem to me to have followed on from my
initial decision to photograph the plaques and from properties in the plaques, in
their context, and in photography as a mode of representing. The first act was 0
organize the photographs on a large piece of paper as though making a study for
something, perhaps a painting. | mused a bit about history painting as a genre.
From playing with the photographs in various configurations, | arrived at this
open cross formation, which I liked because of its symmetry (there were tW0
stylistically distinct sorts of plaques at the site, and I wanted to find a way @
incorporate them both), and its other connotations which seemed suitable for
the materials. Also, it was a shape made of segments, organized on a rough gF id.

| like each of the original plaques. It was somewhat irregular, as they had become

through time. The stepped edges seemed to suggest that additional units could
be added — the shape was not smoothly framed and contained; it was dynamic
and open. It was orderly but nonhierarchical. And it was visually very strong. |
imagined it big, built up like a wall, each small segment making up units, units
making a wall. It would have an almost physical impact, because the
photographs would be so illusionistic they would look ‘real’ ... I would make
them bigger than the originals, to make them more emphatic. At that stage, |
counted the number of photographs | would be able to fit into my configuration,
and discovered that there was one for each year of my life. Monument was
already beginning to be about a kind of self-representation through art, as well
as all the other obvious themes enunciated by the material itself.

To be true to the materials as I had found them, I felt it would be appropriate
to use words, not as explanation, but as part of the texture of the work. My
words, a response to the plaques and to the presentation of them as

' photographs, would emphasize their words by means of contrast. | began to
i incorporate my own notes and musings into a kind of meditation on death,
heroism, gender and representation — themes immediately evoked by the
plaques as 1 saw them. Class, history, religion, consciousness and definitions of
vife’ seemed inevitable detours. What I produced was a non-linear, open-ended
series of thoughts, as incomplete and non-hierarchical as the arrangements of
individual units in my wall of photographs. My text was left as fragmented and
unbounded as the subject-matter, and it was presented as a sound tape to be
listened to, privately, on headphones, while sitting on a park bench positioned in
front of the wall of photographs. You would, as a viewer, decide whether or not
to participate in this closer involvement with the work. You would first look at
the photographs, decide whether to accept the invitation to sit down and listen,
decide whether or not to engage in a private act of contemplation in public, and
even decide whether or not to listen to the entire tape or whether to abandon it
at any stage or possibly to rewind and listen to bits over again. When you
listened to the tape, you would become temporarily part of the installation, part
of the work. You would be very aware of this. You would be seen against a
backdrop of representations of dead heroes. You would become aware of the
different ways you experienced ‘seeing’ and ‘listening’, as well as 'looking at’ and
‘being looked at’. You would ‘see’ that you are not a unified subject, and maybe
you would see what I saw, which is the unspoken content of the work ...

I myself like the discursive, dispersed, non-unified nature of the experience
Monument provides, in its initial impact. This was quite deliberate on my part,
and makes it almost impossible to document. On one level the diffuse
construction was a statement against archaic notions of aesthetics, but the piece



certainly doesn't disdain to set the stage on which a non-cognitive, nop.-
discursive, even aesthetic experience might become available.

Reality is provisional. Art is contingent. The self is in fragments. ‘I' am not 3
container for ‘consciousness’ By taking these things seriously, I believe it is
possible, both ironically and in all sincerity, to approach the viewer with a
proposal about the possibility of collaboratively arriving at meanings — by
which | mean experiences - that aren't themselves entirely contingent
provisional or fragmented. :

1 Monument (1980-81). 41 C-type photographic panels, park bench, audio soundtrack, avera|
size (in first British installation) 557 x 670.5 cm.

Susan Hiller, extract from ‘Collaborative Meaning: Art as Experience’, edited transcript of an
improvised lecture, 18 January 1982, in the ‘Art Now" series at Nova Scotia College of Art and Design,

Halifax, Nova Scotia; reprinted in Thinking about Art: Conversations with Susan Hiller. ed. Barbara
Einzig (Manchester: Manchester University Press, 1996) 185-92.

Sophie Calle
The Hotel//1984

On Monday 16 February 1981 | was hired as a temporary chambermaid for three
weeks in a Venetian hotel.

I was assigned twelve bedrooms on the fourth floor.

In the course of my cleaning duties, I examined the personal belongings of
the hotel guests and observed through details lives which remained unknown to
me. On Friday 6 March the job came to an end.

Room 25
16-19 February

Monday 16 February, 9 am. | go into Room 25. The only room on the floor with
a single bed, and the first one | enter. The sight of the crumpled navy pajamas
with the light blue piping left on the bed and the brown leather slippers does
something to me. The occupant is a man. There are a few clues by the washbasin:
a dirty comb with missing teeth, a toothbrush, toothpaste, and Mennen
deodorant. On the table: lime, the International Herald Tribune, and a book, The

Moon and Sixpence, by W Somerset Maugham, with a marker at page 198. On
the windowsill outside are apples and oranges in two paper bags. On the night
table 1 find a hardcover notebook, his travel log. I go through it. ‘Friday: Rome ...
Tuesday: Florence ..." and under yesterday's date, these lines: ‘... arrived in
Venice this morning ... up to my room, had a bath, a couple of oranges + apples
+ will crash. | have told the desk to wake me up at 8:30 + will go to the market
which Rob says is ex ...". | also find two Paris addresses: Count and Countess M,
and Ambassador 0. [ stop reading. | don't want to take it all in today. | make the
bed and leave. It is 9:15 am.

Tuesday 17th, 9:30 am. Today | open the closet. Few clothes, but good-quality
ones. Tweeds, woollens ... subdued colours: grey, navy, brown. A pair of large
white underpants lines the bottom of the drawer. In the corner of the closet, a
nearly empty toilet kit. It contains some night cream for pimples, needles and
thread inside a lipstick case - I see there is no razor - and a list of clothes he is
traveling with. By elimination, that tells me that today he is wearing blue trousers,
a blue t-shirt and a windbreaker. I clean the room and start to read his diary. His
handwriting is poor, heavy, irregular. I re-read his remarks about Venice: ‘Sunday
15 February 1981. We arrived in Venice this morning. We took the train. It is really
spectacular. No cars, just pretty little streets and small bridges over the canals. We
sat outside and had drinks of various strange things. We went back to the hotel. |
am in a tiny room by myself. Ran out and bought a kilo of oranges and apples and
put them on my windowsill. We went out and had a very good walk. | ate a good
soup, noodles with tomato sauce, and drank a lot of white wine. Went to Piazza
San Marco, had a grappa. Made me feel not too good. Went back to Hotel C. I slept
a bit, Rob and | went strolling. Stayed at a bar and had a beer. Came back. Rob went
up. Got a postcard from the desk and went to hotel bar and had a beer + cig. |
wrote a long postcard to Ol. Up to my room, had a bath, ate some oranges and
apples, and will crash. | have told the desk to wake me up at 8:30 ... Sounds in the
hallway. [ close the diary. As I put it down, someone enters the room. I pick up my
rags, my bucket (where my camera and tape recorder are hidden), lower my gaze
and leave. He is dressed the way I thought; he is about twenty-eight, with a weak
face. | will try to forget him.

Wednesday 18th, 9:40 am. He has finished the apples and oranges. The
wastebasket is full of peel. He's still on page 198 of Somerset Maugham's book.
Nothing has changed in the room. So I have a look inside the bag of dirty laundry
hanging on the door, and empty it on the bed. I go back to the diary. Nothing for
the 16th. But for the 17th there are these lines: ‘Yesterday | walked around. Went
to restaurant. Had excellent lasagne. Today we went and had lunch at Harry's Bar



which is supposed to be the best restaurant in the world. And i
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it s e demi]i l.:-:?!arm:d Dlw:f:-r R (no address). In it the occupant of Roo
menu of his latest meal. y

Thursd, i
ay 19th, noon. He is gone, He has left his orange peel in the wastebasket
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Paul Auster and Sophie Calle
Double Game//1999

The Rules of the Game (from Double Game by Sophie Calle)

In his :

min lenfo\;] L_Ewath..an, Paul Auster thanks me for having authorized him to

nllmgi.Jer aof WI-th fiction. And indeed, on pages 60 to 67 of his book, he uses a

Intrigued byetpl':l:s: rjl % bironmy life to create 2 fictive character nan:led Maria
ouble, | decided to turn Paul Auster’ ; ;
i : s novel into

make my own particular mixture of reality and fiction, ABARED 2

!I;:?;te f‘iﬁ! of Maria and how it influenced the life of Sophie.

Vi i ;

e :; e;;n. Maria puts her_self through the same rituals as | did. But Paul Auster

o pM s:ome rules of his own inventing into his portrait of Maria. In order
g Maria and myself closer together, | decided to £o by the book ‘

Eﬁm-e life of Sophie and how it influenced the life of Maria

" ; ;':I:;:f tTi‘;a; :‘:5 ter 'borr{fwed' ﬁtr.-_m me to shape Maria are: The Wardrobe, The

s and.rhe Bm?::a...,cSmre Veﬂlﬂ&'ﬁinﬁ'. The Detective, The Hotel, The Address

i thday erjemcfny. Leviathan gives me the opportunity to present
C projects that inspired the author and which Maria and | now share.

111, One of the many ways of mingling fact with fiction, or how to try to become

a character out of a novel.
Since, in Leviathan, Auster has taken me as a subject, | imagined swapping roles

and taking him as the author of my actions. | asked him to invent a fictive
character which | would attempt to resemble. Instead, Auster preferred to send
me ‘Personal Instructions for SCon How to Improve Life in New York City (Because
she asked ...). I followed his directives. This project is entitled Gotham Handbook.

Gotham Handbook (Paul Auster)

Smiling
Smile when the situation doesn't call for it.
Smile when you're feeling angry, when you're feeling miserable, when you're

feeling most crushed by the world - and see if it makes any difference.

Smile at strangers in the street. New York can be dangerous, so you must be
careful. If you prefer, smile only at female strangers. (Men are beasts, and they
must not be given the wrong idea.)

Nevertheless, smile as often as possible at people you don't know. Smile at
the bank teller who gives you your money, at the waitress who gives you your
food, at the person sitting across from you on the IRT.

See if anyone smiles back at you.

Keep track of the number of smiles you are given each day.

Don't be disappointed when people don't smile back at you.
Consider each smile you receive a precious gift. [...]

Beggars and Homeless People
I'm not asking you to reinvent the world.

[ just want you to pay attention to it, to t
more than you think about yourself. At least w

the street on your way from here to there.
Don't ignore the miserable ones. They are everywhere, and a person can grow

so accustomed to seeing them that he begins to forget they are there. Don't forget.
I'm not asking you to give all your money to the poor. Even if you did, poverty
would still exist (and have one more member among its ranks). At the same time,
it's our responsibility as human beings not to harden our hearts. Action is
necessary, no matter how small or hopeless our gestures might seem to be.

Stock up on bread and cheese. Every time you leave the house, make three or
four sandwiches and put them in your pocket. Every time you see a hungry
Pperson, give him a sandwich.

Stock up on cigarettes as wel

hink about the things around you
hile you're outside, walking down

1. Common wisdom says that cigarettes are bad



for your health, but what common wisdom neglects to say is that they also gj
great comfort to the people who smoke them. Vil

Don't just give one or two. Give away whole packs.

If you find your pockets can't hold enough sandwiches, go to the n
McDonald's and buy as many meal coupons as you can afford. Give these coea W
away when you're out of cheese sandwiches. You might not like the fouoliinns
McDonald’s, but most people do. Considering the alternatives, they give pnerjt
gﬁf;i V\:?llr:ht;o; :':me. These coupons will bt? especially helpful on cold days. Noyt
piia i ggel;y “E:T-Tn be able to fill his stomach, he'll be able to go inside

If you can't think of anythin i
g to say when you give the cou
person, talk about the weather. - s

Cultivating a Spot
People are not the only ones neglected in New York.
y I}Thmgs are neglected as well. I don’t just mean big things like bridges and

1; way tracks, | mean th.e small, barely noticeable things standing right in front
of our eyes: patches of sidewalk, walls, park benches. Look closely at the things
arou1.1d you and you'll see that nearly everything is falling apart.

: Pick une_spot in the city and begin to think of it as yours. It doesn't matter
::1 ere, and it doesn’t matter what. A street corner, a subway entrance, a tree in
T]: ]}:ucark.lTake on this place as your responsibility. Keep it clean. Beautify it.

in Of.lt a.s ?.n extension of who you are, as a part of your identity. Take as
much pride in it as you would in your own home.

Go Fc' your spot every day at the same time. Spend an hour watching
eve;ythmg thaft happens to it, keeping track of everyone who passes by or stops
gr‘] oesb anything there. Take notes, take photographs. Make a record of these

aily observations, and see if you learn anything abou
t th
i 4 e people, or the place,

ISmllle at the people who come there. Whenever possible, talk to them. If you

can’t think of anything to say, begin by talking about the weather.

|':P.llul Auster, ‘Gotham Handbook. Personal instructions for S.C. on how to improve life in New York
lty‘[beca-use she asked), in Sophie Calle, Double Game (London: Violette Editions, 1999); texts
reprinted in Paul Auster, Collected Prose (London: Faber and Faber, 2003) 285-7.

Abigail Solomon-Godeau
Inside/Out//1994

(n her withering critique of the work of Diane Arbus - itself part of a larger thesis
about the baleful effects of the photographic colonization of the world and its
objects - Susan Sontag argued that certain forms of photographic depiction
were especially complicit with processes of objectification that precluded either
empathy or identification with the subjects in Arbus’ photographs. In producing
a photographic oeuvre largely featuring subjects who were physically deviant
(e.g., freaks) or those deemed socially deviant (e.g., transvestites, nudists) or
even those who through Arbus’ singular lens merely looked deviant (e.g., crying
babies) and by photographing them in ways that defiantly renounced either
compassion or sympathetic engagement, Arbus was indicted as a voyeuristic
and deeply morbid connoisseur of the horrible:

The camera is a kind of passport that annihilates moral boundaries and social
inhibitions, freeing the photographer from any responsibility toward the people
photographed. The whole point of photographing people is that you are not
intervening in their lives, only visiting them. The photographer is supertourist, an
extension of the anthropologist, visiting natives and bringing back news of their
exotic doings and strange gear. The photographer is always trying to colonize new
experiences or find new ways to look at familiar subjects — to fight against
boredom. For boredom is just the reverse side of fascination: both depend on
being outside rather than inside a situation, and one leads to the other.'

Sontag’s critique of the touristic and anomic sensibility informing the work of
Arbus (a critique that was clearly meant to encompass many other comparable
practices) turns, among other things, on the binary couple inside/outside.
Sontag in fact closes the paragraph cited above by remarking of Arbus that ‘her
view is always from the outside’. This binarism, which is but one of a series that
underpins much photography theory and criticism, characterizes - in a manner
that appears virtually self-evident - two possible positions for the photographer.
The insider position - in this particular context, the ‘good’ position - is thus
understood to imply a position of engagement, participation and privileged
knowledge, whereas the second, the outsider’s position, is taken to produce an
alienated and voyeuristic relationship that heightens the distance between
subject and object. Along the lines of this binarism hinges much of the debate
concerned with either the ethics or the politics of certain forms of photographic



practice. In this respect, § 'S criti
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It is in this context therefore significant that one of the recurring tropes of
photography criticism is an acknowledgment of the medium’s brute exteriority,
its depthlessness, perceived as a kind of ontological limitation rendering it
incapable of registering anything more than the accident of appearances. ‘Less
than ever does a simple reproduction of reality express something about reality’,
wrote Walter Benjamin (citing Brecht) on a photograph of a Krupp munitions
factory.® ‘Only that which narrates can make us understand’, cautions Sontag
nearly forty years later. ‘The knowledge gained through still photographs will
always be some kind of sentimentalism, whether cynical or humanist.”

But if the medium is itself understood - in this virtually ontological sense -
to be limited to the superficiality of surface appearance, how then does one
gauge the difference between the photographic image made with an insider’s
knowledge or investment from the one made from a position of total
exteriority? If the inside or outside position is taken to constitute a difference,
we need to determine where that difference lies. In other words, is the

implication (from the Latin, implicare - to be folded within) of the photographer
in the world he or she represents visually manifest in the pictures that are taken,
and if so, how? Are the terms of reception - or, for that matter, presentation — in
any way determined by the position - inside or out - of the photographer
making the exposure? Does the personal involvement of the photographer in a
milieu, a place, a culture, in fact dislodge the subject/object distinction that is
thought to foster a flaneur-like sensibility? And what exactly is meant by the
notion of ‘inside’ in relation to an activity that is by definition about the capture

- with greater or lesser fidelity — of appearance? [...]
In this respect, Ed Ruscha's photographic book works such as Every Building

on the Sunset Strip (1966) or Dan Graham's Homes for America (1965-70) might
be considered the degree zero of photographic exteriority, for not only are the
photographs themselves exterior views, but they model themselves directly on
the impersonality, anonymity and banality of the purely instrumental image. In so
far as the former work is structured as an arbitrary inventory, providing nothing
other than the external signs of its own parameters, it can be said to thematize the
perfect solipsism of the instrumental photograph. In fact, it is precisely this
evacuation of subjectivity, the refusal of personality, style — in short, the rejection
of all the hallmarks of photographic authorship, no less than the nature of the
subject matter itself — that would seem to situate such work logically at the
‘outside’ pole of photographic practice. It was, furthermore, these very qualities of
vernacular photography - its depthlessness, anonymity, banality, and of course
mechanical reproducibility - that fostered its widespread use by artists like
Ruscha in the first place, and indeed by so many of the artistic generation that
succeeded Abstract Expressionism, including Warhol and Richter.



At the other pole of photographic representation is the ‘confessional’ mod
repfesented by Larry Clark and Nan Goldin, who deploy a photographic rheto .e
of lived experience, privileged knowledge, and who declare both rhs:tn::riq:ellrllc
and visually the photographers' personal stake in the substance of thy
representations. Such work descends ultimately from art photography to the
degree that it affirms the medium's capacity to render subjectivity, whether th g
of the Qhotugrapher or that of his or her subjects. Putting aside for the mome -
discussion of the viability of this claim, it is nevertheless the case that the wunl:
of Clark and Goldin raises some of the same issues posed by the work of Dia :
.qﬂJIIJS. for the subjects of these works are variously outlaws, hustlers drne
addicts, marginals, transvestites, and so forth. However thei‘r photng'raplriﬁ
representations were originally intended or used, they exist now in a nether
zone between art and spectacle, on view for the gallery and museum goer, the
purc.haser of photography books.® In contrast, however, to Arbus’ maniﬁ;stl
outsider position vis-a-vis many if not most of her chosen subjects, Nan Guldin‘ﬁ

Ballad of Sexual Dependency (1986) or, more recently, The Other Side (1992) are
the product of an insider’s position:

People in the pictures say my camera is as much a part of being with me as any
c:ther aspect of knowing me. It's as if my hand were a camera. If it were possible
I'd want_ no mechanism between me and the moment of photographing. Thel
Famera is as much a part of my everyday life as talking or eating or sex. The
instance of photographing, instead of creating distance, is a moment of clarity
and emotional connection for me. There is a popular notion that the
photographer is by nature a voyeur, the last one to be invited to the party. But I'm
not crashing; this is my party. This is my family, my history.’ ;

In %mrh of Goldin’s photographic projects we are therefore presented with the
residents of her own social and sexual world, and in The Ballad of Sexual
Depc.s-ndenc_-,.'. with several images of Goldin herself. She appears, for example, in
the jacket photograph, lying in bed and looking at her boyfriend, smoking z;nd
seen from the back. She appears in another picture, with battered face and
blackened eye, having been beaten by her boyfriend, and in two other instances

photographed in explicitly sexual situations. Although she is not represented ir;
the photographs that constitute The Other Side, in her introductory essay she
acknowledges her emotional and indeed romantic investment in the drag queens,
transsexuals and transvestites who are the work’s subject. For all these reasons

both The Ballad of Sexual Dependency and The Other Side can be considered as

exemplary of the insider position, one further established by what I have termed

the confessional mode - Je coeur mis 4 nu (the heart laid bare - Baudelaire).

In the case of the latter project, and by way of examining the terms by which
insiderness comes into play, the viewer can readily assume from the content of
the images that the photographer is in a position of intimate proximity with her
subjects. This is suggested by the depiction of the conventionally private
activities of dressing and undressing, bathing, putting on make-up, the apparent
physical closeness of the camera itself to its subjects in many of the pictures, and
lastly, towards the end of the book, three images of one of the transvestites and
a lover in bed together,

But having said this, how does the insider position — in this instance, that of
someone who has lived with the subjects (i.e., the pictures from the 1970s, taken
in Boston); who loves and admires them; who shares their world - determine
the reception of these images or even the nature of the content? The
dressing/undressing images, for example, which could be said to signify
effectively the intimacy of the relation between photographer and subject, have
a specific valency with respect to cross-dressing and transvestism. In other
words, whether or not one considers these to be indicative of identities, roles,
masquerades, or ‘third genders', the very nature of the entity ‘drag queen’ or
‘transvestite’ is predicated on the transforming act of dressing up. To photograph
different moments in that transformation from biological male into extravagant
fantasy of made-in-Hollywood femininity and glamour is to document a ritual
that is itself about exteriority, appearance, performance. For it is, after all, on the
level of appearance that drag queens stage their subversive theatre of gender.

In the first grouping of photographs that opens The Other Side (those
pictures shot in Boston in the 1970s), the intention seems to be to produce -
actually to re-produce - the desired personae of the subjects. In this sense,
Goldin's insider relationship facilitates her ability to produce the image of the
subject's desire - but this is not structurally different from any other

photographic collaboration between photographer and model. In fact, certain of
the Boston pictures (which are black and white) resemble nothing so much as
arty fashion photographs, very much in the style of the period. One would not
necessarily think that certain of the portraits - particularly those of the person
called ‘roommate’ - represented anything other than a fragile looking, fine-
boned woman. But this too subverts the privilege and authority of the inside
position in so far as one confronts what is itself a perfection of simulation. Later
in the book (and later chronologically) the style changes - the photographs are
now in colour, more informal, more spontaneous looking. It is as though the
stylistic referent shifts from art photography to cinema verité, and, analogously,
the images of the subjects become more revealing, pictured often in various in-
between states of physical transformation. Still later in the book, after New York,
Paris and Berlin, the action, as it were, moves to Manila and Bangkok, where the



drag queens, transvestites and transsexuals are portrayed in the bars the y
at, the revues they perform in, or, in a few instances, en famille. lnsidernesi ‘:DI :
as elsewhere, can thus be seen to be about access and proximity, but whetiml
one can argue a non-voyeuristic relationship in consequence of ‘.
photographer's position is another matter entirely. >
i As with Arbus’ photographs of freaks and deviants, the risk is that the subj
- irrespective of the photographer’s intent - becomes object and spect Jejn
whe_re . the subjects are in reality so often victimized marginal'acz‘
discriminated against, or even physically attacked - as is the. case with ISE .
quee.ns - the political and ethical terms of their representation are inse arahr?g
Golldm may well claim her devotion to and investment in her subjects bl:l}.ll' d :
this mitigate the prurience, or indeed the phobic distaste, so often m'anif ‘:E;
towards her subjects by the straight world? Does a photographic represent:ts; ”
puw::ver Isympathetic. of drag queens and transsexuals constitute an effect?nl
mtervepnon against the political and ethical problem of homophobia? In e
event, it would be naive to disclaim the nature of most people’s int-f.-resjl ?}’
photographs of drag queens, and surely part of the fascination of thesn
photographs lies in the uncanniness of gender masquerade itself. Thus, on thE
one hand, the drag queens who so astonishingly simulate female- beaurty as t
d:estabilize the very nature of the divide; on the other hand, those who ne~t.a1'5 i
disturbingly - the signs of both sexes, both genders. To thle degree theref:)r:'e_
:chat.t]":enphotographer produces a seamless illusion of the suhject's' successqu
femininity’ \:'ve are not so far from the photo studio; to the degree that the
masquerade is revealed as such, we are in the province of the exposé. In neither
case does the camera transcend the exteriority of appearance nc;r for that
matter, does it provide an interiorized truth of the subject. oy
Mor!.eo\:rer. to the extent that the very concept of voyeurism entails a sexual
stakg - In its original, clinical meaning it refers to sexual pleasure derived from
lu:)okm?_r - the privileged ‘look’ at subjects who are in fact defined by their
sexgahty is doubly charged. Although Goldin's lived relationships with her
subjects are based on emotional intimacy and personal knowledge, the very
prf:sence of a camera as they dress or undress, make love or bathe ulinstates a
t'hl]'d term, even as the photographer wishes to disavow it. ('If it were possible
I'd want. no mechanism between me and the moment of photographing. Thf.:
;i?fg;:tijn?u:? a pa.rt of m_y r—:veryc[a'\f' life as talking or eating or sex.') The
e parency, |r‘nmedlacy, the ul-.ush that the viewer might see the other
f" photographer’s own eyes, is inevitably frustrated by the very
mechanisms of the camera, which, despite the best intentions of the
photographer, cannot penetrate beyond that which is simply, stupidly there. [...]
In considering the ambiguities and contradictions attendant on the in;ic.j.e:r

position as exemplifed in the work of Goldin [...] we need reckon with the fact
that to the extent that such work is ‘about’ sexual lives or sexual activities it
necessarily intersects with the sexuality of the viewer. Indeed, it may well be the
case that all photography that deals with sexuality, of whatever stripe, can be
located within the workings of the inside, in so far as there is, in fact, no outside
of sexuality, no Archimedean point from which either photographer, subject or
viewer is disinterestedly positioned. Alternatively, one could as well argue that
it is inevitably the case with photography, especially photography that attempts
to make visible the operations of subjectivity and sexuality, that it remains
fixated on the outside, that it cannot tell what the photographer knows, it
cannot reveal a truth of the subject.
Inside or out, one remains confronted with the ethical and political issues
posed by Sontag and Rosler, where it is a question of the representation of the
other, where the analysis depends on notions of voyeurism and objectification,
tourism or imperialism. Certain alternative strategies have in fact emerged within
photographic practice, albeit those are found for the most part in galleries and art
spaces. One strategy might be described as a form of radical iconoclasm that
Rosler herself pioneered (in her photo-text work The Bowery in two inadequate
descriptive systems). There, the crucial intervention consisted in precisely not
representing the men of the Bowery, substituting instead the textual - the verbal
lexicon of drunkenness - and photographing the storefronts and doorways of the
Bowery strip pointedly evacuated of their resident winos. In refusing to
spectacularize the more-than-familiar image of the wino, the Bowery bum, Rosler
could be said to have displaced this particular ‘social problem’ from the register of
the visual - the register of appearance - which is mindlessly consumed, to that of
the politics of representation. Jeff Wall's use of illuminated Cibachrome light-box
installations constitutes another explicitly political practice that takes serious
cognisance of the insidefoutside problematic. For all their deceptive visual
realism, Wall's tableaux are entirely theatrical; calculated mise-en-scenes that use
actors, locations and directorial strategies.

But where faux realism, simulation or iconoclasm function more or less
effectively to counter or obviate the problematics of insidefoutside, it is perhaps
more to the point to question the validity of the binarism itself. For what is really
at issue is the fundamentally unanswerable question of how reality is in fact to
be known, and in this respect, the truth claims of photography - always disputed
— are now for the most part rejected. In any case, the nature of the debate that
turns on the capacity of photography to represent truth or reality obviously
depends on the notion that truth or reality are in fact representable. While
photographic representation retains its evidentiary or juridical status for
purposes of individual identification, police procedure, the courtroom and the



racetrack, the truth status of photography has not fared well in the epo
postmodernity Thus, if pace Althusser, no less than Baudrillard, we are I:: i
undersl:_and that reality is always mediated through representatliona] Syi;’en E'O
always in the final instance a question of representation itself, on what b ITl_S .
photography found less capable of rendering, however imperféctly the re:IS?IS y
The debate that turns on the adequacy of photographic represeétatiun ra.t
d,emanc‘is of the real therefore has several modalities, depending on whether the
dISCLll'SI.VE object is ‘photography’ - itself an abstraction - or a particular sub :
- Iprfu:t]ce - within it. But the binarism of inside/outside only has me fEr
within the context of particular practices, not as an ontological given. If ujemng
the.n nf: consider the possibility that a photographic practice ostensiny‘prem:‘ Ell':j?
on insiderness ultimately reveals the very impossibility of such a position in :
realm of the visual, might it conversely be the case that a photographic practi .
that affirms its own implacable exteriority yields a certain truth of its ougn?c[ .
C-hantal A.kerman's D’Est (From the East) is a filmic journey that mak;es.;;;lf
c:-ut51de1?m=.-ss 1ts very structuring principle. Travelling through Eastern Europe in
1991, without linguistic access or, for that matter, any specialized knowledge
Akerman made a film constructed as a series of long looks - pans - at peogle:
( n}ostly women) in their interior spaces; of peasants in the fields: of people 1'5: a
railroad waiting room; but mostly, seemingly endless tracking sho'ts of people on
the street, in queues, in the midst of a snowy Moscow winter. The camera
obsenfes. mutely; there is no text, no narration, no explanation, no commentary
There is nf) sound other than ambient sound, merely this seemingly nun&electiw—,:
and passive outsider’s look, scanning landscapes, faces, bodies postures
gestures. Like Ed Ruscha's laconic photo books, D'Est seems to occupylthe degreel
Zero F:-f exteriority, but there is produced, nonetheless, a kind of knowledge, a
certain kind of truth. It is a truth that is perhaps best characterized as a truth .uf
fppearance. which with a sort of principled modesty and discretion refuses
interpretation’ altogether. Akerman’s notes, written before and during the

making of the film, evidence the same combination of obliqueness and
transparency as does the film itself:

The film would begin in the flowering of summer, in East Germany, then in
Poland. Just the look of someone who passes by, someone who does not have total
access to this reality.

_ Little by little, as one presses forward into the country, the summer fades to
give way to autumn. An autumn muffled and white, overcast by fog.

: In the countryside, men and women nearly lying on the black earth of

Ukralne..merging with it, picking the beets. Not far from them, the road rutted by
the continuous passage of ramshackle trucks from which escape black fumes.

It is winter and in Moscow, where the film constricts its focus. It will
hopefully allow one to perceive something of this directionless world with its
postwar atmosphere, where each day gotten through resembles a victory

This may seem terrible and insubstantial, but in the middle of all this, I will
show faces, which when they are isolated from the mass, express something yet
untouched and often the opposite of this uniformity which sometimes strikes us
in the movement of crowds, the opposite of our own uniformity

Without being too sentimental, | would say that these are unspoiled faces
which offer themselves; they present themselves as they are, and sometimes
erase the sentiment of loss, the world at the edge of the abyss which sometimes
seizes us when we cross the East, as | have just done.*

This cinematic looking cannot logically be distinguished from the more negative
concept of cinematic tourism, and yet, for all that, one does not particularly have
the sensation of intrusion and expropriation, the imperialism of representation.
What Akerman's film suggests, as do the photographs of Robert Frank, the soul-
chilling suburban-scapes of Dan Graham, the neutral inventories of Ed Ruscha, is
a way to think about a truth of appearance that without prodding reveals itself to
the camera and totally escapes the binary of inside/outside. This runs counter to
a cultural bias that maintains a truth behind appearance, a truth always veiled
that reflects the philosophical divide between seeming and being. But as Walter
Benjamin observed, ‘it is a different nature that speaks to the camera than speaks
to the eye.” It may well be that the nature that speaks to our eyes can be plotted
neither on the side of inside nor outside but in some liminal and as yet unplotted
space between perception and cognition, projection and identification.

1  Susan Sontag, On Photography (New York: Farrar, Straus & Giroux, 1977) 41-2.

2 Martha Rosler, ‘In, Around and Afterthoughts (On Documentary Photography), in Rosler, 3
Works (Halifax: Nova Scotia College of Art and Design Press, 1981) 78.

3 Sontag, On Photography, 12.
Walter Benjamin, 'A Short History of Photography’, in Classic Essays on Photography, ed. Alan
Trachtenberg {New Haven: Leete's Island Books, 1980) 206.

5 Sontag, On Photography, 23-4.
It is, however, important to signal that the original format of The Ballad of Sexual Dependency
_ the form in which it will be seen at SFMOMA [‘Public Information’, 1995] - is a slidefaudio
work involving more than seven hundred images. The specific nature of this format, the sound
track that organizes, accompanies, and counterpoints the images, the darkness in which the
work is viewed by the spectator, the speed with which the images flash by, its temporal,
evanescent structure, and lastly, its intentionally ‘spectacularizing' form, all decisively
distinguish it from the book version of the same project. Nevertheless, in exploring the



modalities of insidefoutside, and given my emphasis on the medium of still photography, | have
based my discussion of Goldin on the book versions of her projects.

Nan Goldin, The Ballad of Sexual Dependency (New York: Aperture, 1986) 6.

[footnote 12 in source] My translation of unpublished film notes by Chantal Akerman, [...]

[13] Benjamin, ‘A Short History of Photography’, 213.

Abigail Solomon Godeau, extract from ‘Inside/Out’ in Public Information: Desire, Disaster, Dacument
(San Francisco: San Francisco Museum of Modern Art, 1994) 49-55; 58-61.

John Roberts
Mad for It! Philistinism, the Everyday
and the New British Art//1996

We all thought we knew what titles of exhibitions should sound like: serious,
vaguely poetic, intellectually authoritative. There would be no doubt then that
we were in the presence of something significant. Jokes, facetiousness, face-
pulling and goofiness were tolerable so long as the act of curatorship and the
demands of critical categorisation were not put in jeopardy. Throughout the
1990s, though, we have become familiar with the contra or anti-exhibition title,
the title that mocks the assiduousness of theory-led curatorship. These are titles
that know no decorum or circumspection, ‘in-yer-face' displays of rudery and
the pleasures of popular culture and speech. Unembarrassed by a lack of
intellectual propriety, they are avowedly anti-professional and disputatious.
Those who devised the titles of recent shows such as ‘Minky Manky’, ‘Sick’, ‘Gang
Warfare' and ‘Brilliant!" certainly don’t want to be thought of as earnest and
well-intentioned - this is for art nonces who have spent too much time in the
eighties reading Baudrillard and Virilio and ‘getting into the critique of identity".
To organize a show today entitled ‘Identity, Representation and the Dialogic’
would seem as smart and vital a move as Tachism's existential gibberings did to
many seventies conceptualists.

The truth is, playing dumb, shouting ‘ARSE' and taking your knickers down
has become an attractive move in the face of the institutionalization of critical
theory in art in the 1980s. The new generation of British artists have perhaps
been the first to recognise this, given, I would argue, their privileged exposure in
the eighties to the systematic incorporation of contemporary art theory and
philosophy into art education, particularly at post-graduate level. This has

created in certain metropolitan centres (specifically London) a crucial awareness
of what was needed to move art forward generationally, to take it beyond the
radical expectations and conformities of the critical postmodernisms emanating
from New York and cultural studies departments of British universities. A
younger generation has had to find a way through these congealing radicalisms.
For some this has meant the chance to free-wheel and play the idiot savant, for
others the liberating turn from critical virtue has allowed them to refocus on the
theory's underlying social and political realities from a more formally open
position, This is why it would be mistaken to identify the new art and its fuck-
you attitudinising with anything so simple-minded as the ‘depoliticization’ of
art, as if this generation had hitched itself gleefully to the brutal inanities of the
new Lottery Culture. Despite much of the new art's unqualified regard for the
voluptuous pleasures of popular culture (drug references and experiences and
the arcana of tabloid TV being common denominators), it does not seek to
assimilate itself to popular culture in fazed admiration, as if its only ambition
was an anti-intellectual release of libidinal energy. Rather, it treats the
aesthetically despised categories and pleasures of popular culture - the
pornographic, sleazy, abject and trivial - as things that are first nature and
commonplace and mutually defining of subjectivity and therefore needing no
intellectual introduction into art. This is not a generation of artists who, in
utilizing the stereotypes, archetypes, signs and product-images of popular and
mass culture, employ them as a means to revivify the content of fine art. After
postmodernism, the bridging of the ‘great divide’ between popular culture and
high culture is formally, at least, a dead issue for these artists.

The ‘bad behaviour’, the journalistic and demotic voicing in the new art, is a
way of saying that, as the shared and unexceptional conditions of modern
subjectivity, these categories and pleasures do not need to be incorporated into
art in order to validate them. From this perspective, the decisive change brought
about by this work is a loss of guilt in front of popular culture. In this, the
conceptual categories and strategies of critical postmodernism (the spectacle,
simulation, the deconstruction of representation and identity) are perceived to
have distanced artists from the pleasures and contradictions of the everyday. If
all visual experience is subject to the law of ‘reification’ and all representation is
suspect, the representation of the everyday is always being judged as a problem
in need of a critique, rather than a site where ideology and its resistance are
lived out in all their messy contingency. The critical act of deconstruction makes
it difficult for artists to take the truth of their own experience seriously, for it
always appears to be invented somewhere else.

There is a way of reading the new art, then, as a generation moving the
critique of representation out of the domain of academic reference onto the



‘street’. By this | don’t mean that artists now are only interested in pr, i
posters or t-shirts or showing in shops - although some notoriously }I:a .
that the culture of art has come to overlap and interfuse with the fo ey
:values of popular culture as a shared culture in new and extended wa m:s ‘and
if arl{ has begun to live out its disenchantment with its im?.tit‘utn:lnaliysrt'r ik
treating the value of its activities as indistinguishable from the iﬂ 10]1 o
everyday pleasures and activities, As with that moment in the late sFi).\(trismt -
e.all-ly seventies when art took itself to be the performative extension o?sdaftd
living, the new art occupies a ‘way of life’ within the culture, | al{y
understandable, therefore, why the ‘professional’ critique of represe-t t' .
pursue.d by the likes of Victor Burgin, Mary Kelly and Hans Haacken' il
seventies and eighties began to appear so censorious to this generationms >
moral strenuousness and the intellectualization of pleasure looked bat.heL;Fh
gruegnjne even, the work of bodies at war with themselves despite tl;c'
scphlsuc.ated critique of identity. To note this, in terms of the links bervl:een the
new art in London and the informal arrangements of the new club culty 'e
harfily novel, but it is nonetheless pertinent for all that. For what is articuze. }15
noticeable about the presentation of much of the new work is how itphas seta”;r
to transform radically art's forms of attention. If, in the 1970s the dominant foou
of art's presentation was the sociological display (Haacke: Kelly), and in trhr:
1980s was the shopping mall or bank foyer (Jeff Koons, Neo-Geo) éoda artist
have looked to a more informal aesthetic that owes something tolthe clf':-rnr ':_3
anq something to the club chill-out zone. In many instances the galle h.-el::S )
a.kmd ?f ‘play-area’ in which the work on the walls and floor ft:-rr:f‘r art E;E:
kitschy installation or cheesy spectacle. Of course, this informal treatmepr.‘lt of the
ga'l[ery space is nothing new (Fluxus, Jonathan Borofsky, Group Material), But in
Ith:.s case what counts is the maximum entertainment value, the fact tl;at the
private’ moment of encounter with the discrete, individual argwork is disturbed
and exposed to a non-aestheticizing miljeu, %] -

The working-class philistine may be the excluded disaffirmative presence of
art's professional self-ratification, but this does not mean that w:rkin -class
refusa[. of.art's ratification is the excluded truth of art, This socio'lgogicai
formalism is what is wrong with the post-aesthetic followers of Pierre Bourdieu
who talfe the truth of art to lie solely with its class-exclusions. To denounce the
categoru?s of art in the name of a philistine common sense judgement is merely
to substitute the non-cognitive realities of the exclusion for the cognitive
pmzl.e‘rns that the' realities create, The philistine as proletarian may haug:t the
:;::E St:on[s of .arts proc!uctinn a"d{ spectatorship, but the philistine is also

artly an intra and inter art voice of the excluded. For there are obviously

‘power relations internal to the institutions and categories of art which make it
imperative that art continually judges what passes for dominant critical taste.
The philistine, therefore, is also the voice of art's bid for critical autonomy, the
voice that recognises the congealing power of dominant academic and aesthetic
positions in the name of art's critical renewal and self-definition. As such, the
-fphilistine' possesses a dialectical identity across the borders of the empirical
and discursive. It may be employed to describe a person or persons who exhibit
certain insensitivities to art as such, but at the same time it can function
differentially, its position shifting depending on what constitutes ‘proper’ or
‘correct’ aesthetic behaviour. This is why it is not reducible to an essentialist
class position, and at times is forced to take up arms against those who fail to
acknowledge the academicization of their own radical self-image.

In these terms, it is very short-sighted to talk about the anti-intellectualism
of this new generation of artists just because they are not writing mountains of
 texts and quoting Fredric Jameson. For there is the unthinking stupidity of the
~ philistine who sees his or her rejection of the dominant discourses of modern
- art as univocally true and the thinking stupidity of the philistine who sees the
- rejection of the dominant discourses of art as a matter of ethical positioning. The
latter, in my view, underscores the work of Bank and a number of other young
British artists (Gavin Turk, Dave Beech, David Burrows). Yet this is not to deny
- that anti-intellectualism and the celebration of inanity haven't found a
sympathetic voice in the new art culture, but that in the hands of some, the
dumb-routines, behaving badly and cheesiness have a specific aim: to unsettle
d the bureaucratic smoothness of critical postmodernism, particularly now it has
- become the official ideology of our wider digital culture. As the voice of
j interruption and disaffirmation, the ‘philistine’ is the parasite on theory and
~ practice and not theory's enemy. This is why the ‘philistine’ can as easily take on

- the voice of the intellectual as it can its ventriloquized opposite, as in the case of
- conceptualism in the early 1970s and neo-conceptualism in the early 1980s,

Is the category of the ‘philistine’, then, just another way of talking about the
positional politics of the avant-garde? At a formal level, perhaps, but if some of
the new art adopts a positional cultural politics, it stakes no wider claim on the
avant-garde as the bearer of advanced taste outside of a common popular
culture. This is why the notion of the philistine has a content today that
distinguishes it in important ways from the art of the seventies and eighties. As
| touched on, many of the younger British artists do not appropriate the forms,
- emblems and themes of popular culture in order to intellectualize the pleasures
and follies of the popular. This makes the claims of the work very different from,
say, John Stezaker's paintings of the late 1970s, and those artists close to the
magazine ZG in the early eighties. Although Stezaker remains a compelling



figure for Bank — he was included in [their exhibition/installations| ‘Cocaine
Orgasm’ as well as ‘Zombie Golf' - Stezaker's critique of modernism via an
identification with popular culture has lost its critical tension. Stezaker's
appropriation of stills from familiar 1950s films as a commentary on popular
culture as the site of Romantic longings has simply become incorporated into
what artists know to be true, and not an issue to be foregrounded theoretically. As
such, this generation of artists no longer feels it has to justify its illicit pleasures,
they no longer feel embarrassed or theoretically self-conscious about
incorporating their everyday cultural obsessions and observations into their art.
The pleasures and brutalities of the encounter between the body and commodity
culture are something they inhabit and work from as a matter of course.

There are two primary causes behind this. The waning of the institutional
and intellectual force of modernism, which in the seventies and eighties defined
what an art of the ‘everyday’ should distinguish itself from, and the
transformation of popular culture itself as a space of radically expanded
subjectivities, pleasures and alternative forms. For example, the cross-over of
musics, popular visual traditions, non-traditional kinds of political activism and
fashion in contemporary dance culture. As a result, what defines the attitude of
the most interesting of the new British artists, particularly some of those
working around Bank, is that art and the ‘everyday’ are two mutually defining
components of something bigger: the ordinariness of culture. Indicative of this
is Gavin Turk's sculptural self-portrait as Sid Vicious and Elvis, an iconic
interfusion of the categories of the ‘everyday’ and the categories of art. In the
process, there may be artists who want to ride the bandwagon and assimilate
themselves to a passive, post-critical view of the popular, but there are others
who see the definition of art as ‘ordinary’ as an ethical and political challenge.
This is why we shouldn't treat the widespread adoption of the pornographic,
vulgar and profane in the new art as the coat-tailing of media-sensationalism,
but a refusal on the part of artists to feel shame about engaging with the
categories of the everyday through the abject. The general effect has not only
been a new sensitivity to the brutalizing rituals and tropes of late capitalist mass
culture, but also a greater tolerance for the profane and vulgar as forms of
working-class dissidence.

It has to be said that this is one of the aspects of the new philistinism that
has come in for the strongest amount of criticism: namely, that artists,
particularly middle-class artists, are slumming it for egregious effect. Gillian
Wearing, for example, has been accused of patronising her subjects in her street-
snapshots and videos of popular practices such as air-guitar playing. These
criticisms have also been levelled at Sarah Lucas, who, in one well publicized
sculpture, invokes the working-class slang of the playground (two fried eggs and

a kebab exhibited on a table) as the basis for an unambiguous take on the
gendering of subjectivity, and, in another work, lists in her own hand a non-PC
catalogue of popular synonyms for homosexuals. Whatever the truth of the
accusation of slumming in the case of Wearing and Lucas, it nevertheless has to
be said that there is a great deal of art around that does embrace the pleasures
of the philistine for easy effect. But there is nothing wrong with that. For
whatever the class origins or critical intentions of the new British artists, there
is a refreshing sense that certain modes of critical decorum are being tested,
even pulverised into submission. This has acted to release a new candidness
about the representation of the quotidian, particularly in the work of women
artists. In fact, the increased tolerance amongst women artists for the profane
and illicit is perhaps where the voice of the dissonant philistine is at its strongest
at the moment. Talking dirty - literally - and showing your bottom for the sheer
delight of it has become a proletarian-philistine reflex against eighties feminist
propriety about the body. Reinstating the word ‘cunt’ as a mark of linguistic
pride and embracing the overtly pornographic and confessional, have become a
means of releasing women'’s sexuality from the comforts of a ‘progressive
eroticism’ into an angry voluptuousness. A good indication of this is Tracy Emin's
unphased. presentation of her own sexual history, Everybody I've Ever Slept
With: 1963-1995. Today this breakdown of bodily rectitude is increasingly
evident, as younger artists feel no intellectual insecurity about addressing the
spectator as embodied. The title of Bank's 1995 Christmas spectacle ‘Cocaine
Orgasm’ flags this with abandon, even if in logical terms the title is self-
contradictory, and there was little evidence of sexual disclosure. But a spirit of
bodily excess, intoxication and disordered reason was clearly implied in the
snow/cocaine setting (mounds of polystyrene chips) and in some of the better
works, particularly Dave Beech's I'll Teach You Difference. In a reprise of the
proletarian body theme of ‘Zombie Golf’, Beech photographs himself in a
monster mask — at home and in various external locations. Flicking through the
slide-projected images, we are presented with a narrative of pleasures taken,
fantasies enacted (in one image we see Beech peering from behind a pillar
waving a red card, as if sending someone off) and pain suffered.

This takes us onto one of the key areas that unites much of the new art,
Although | have singled out mostly three-dimensional work, it is in fact the
return to the lens-based document which distinguishes much of the new art’s
commitment to the ordinariness of culture and the philistine pleasures of the
everyday. Beech is one of a number of well known and not so well known artists
(Gillian Wearing, Lucy Gunning, Maria Cook, Deborah Holland and Graham
Ramsay) who have turned to the photographic document to take their distance
from the theoretical categories of critical postmodernism. In the 1980s, under



the impact of psychoanalytic and semiotic critiques of representation, the
photographic document was laid to rest as ‘primitive’, ‘objectifying’ or worse,
Many artists who used photography as a way out of modernism, such as Stezaker
and Burgin, also saw documentary photography as an enemy. The result was
either a return to some form of montage or the embracing of the studio image.
This move against the photographic document produced much interesting
work. However, its theoretical claims were based on shaky assumptions,
Naturalistic photographs do not just inscribe the voice of the photographer, that
is, the power of the photographer to determine the meaning of the image, but
also the voices of those who are represented. The theory of photographic
objectification fails to recognize the fact that representational positions are
locked together in the image; photographs also contain the ‘reported speech’ of
others. In this respect naturalistic photography has an important part to play in
Sl:lStiliI]il'lg an archival knowledge of the appearance of things and their
dialectical relations. Failure to acknowledge this turns photography over to what
has been a recurring tendency in modern western culture: iconophobia, or the
fear of representation,

A good deal of recent art using photography (whether naturalistically
derived staged-images like Beech's or naturalistic imagery itself) has resisted
this, seeing the photographic document as an indispensable means of opening
up the categories of the everyday. There are, of course, recent precedents for
this. Jo Spence and Nan Goldin in the eighties relocated the critical function of
the photographic document in art by extending the archival boundaries of
domestic photography and the family album. Both Spence and Goldin used the
naturalistic domestic image and self-representation as narrative resources for
the recovery of the value of their own bodily and emotional experiences. This
generation occupy a similar ‘story-telling' space. But in this instance they have
embraced the document as part of a common culture of domestic representation
il:s.elt' (family snapshots, home videos). There is a sense, then, that the distance
this work establishes from the overarching categories of critical postmodernism
rests on a familiar and simple move: the turn to what is at hand as a means of
reasserting control of the production and distribution of art and the use of
ph‘otography as a means of documenting and defining an emergent culture. In
this, the naturalistic image allows the artist to re-establish his or her placein the
spaces of the everyday.

This clearly has echoes of a number of moments within the long narrative of
photography and the everyday this century. The turn to ‘lived experience’
underwrites the very conceptual delineation of the everyday in art. But this does
!wt thereby make the return to the everyday a series of iterations. The everyday
Is tropological or discursive, not ontological. In this, the social and political

location of the term in the new art not only makes it very different from its use
in critical postmodernism, but also very different from its use in Walter
Benjamin and Henri Lefebvre, despite the fact that the new art shares an identity
with its previous uses as source of art's modernity and critical identity. This is to
say that the ‘profane illuminations’, unofficial truths and deconstructive
strategies of photography are neither used nor experienced in the new art in the
same kind of way as previously. Thus the return to the document may take its
distance from the hypostatization of allegory in critical postmodernism, but it
doesn't do this by assuming, as Lefebvre did and many others subsequently, that
naturalism is somehow politically progressive. Just as its emphasis on humour
and the pleasures of the flesh as well as the abject moves it away from the
traumas of the everyday in Spence and Goldin. There are, therefore, broader
social and political considerations at stake. The new British art may inhabit the
same set of expectations and ideals for an ‘art of the everyday’ as those before it,
but at the same time the work has been produced in a culture where the
theoretical validation of such a project is now academically institutionalized,
and where the commodification of critical practice as such is now an established
fact. When [ say this work takes its distance from the categories of critical
postmodernism it is also taking its distance from critical postmodernism’s
bureaucraticization of art's critique of itself. Furthermore this is the first period
since before the Russian revolution where the promise of socialism or radical
social change has become purely utopian. Whether artists acknowledge this
openly or not, the end of ‘actually existing communism' in Europe, and the
implementation of a new world order has had a profound effect on how the

everyday is narrativized. [...]

Is the new art, then, yet another neo-Dada disruption of art's official and
academic identity in the name of the anti-aesthetic? Or does it participate in a
wider process of change in the culture of art? In so far as the new art takes a
certain pride in being gratuitous and facetious, the former appears the most
plausible. But the new art is not out to denounce art in the name of the ordinary
and everyday; this is not a rerun of the anti-art snobbery of Fluxus for instance.
On the contrary, what the new art reflects and participates in is what | would call
the increasing popular enculturalization of art, that is, the incorporation of art’s
production and its forms of attention into a culture of art not immediately
governed by professional academic criteria of success. And this essentially is
what people identify as the clubby nature of the new London-based art scene.
The making of a show or event is part of an informal social network of artists
who see the social relations involved in attending to art as being as important as
its making. Much of the new work is of course finding its way into normal



circuits of exchange, and as a consequence suffering from the wretched
nationalistic trumpet-blowing that attends it. But most of the work still
continues to be produced for a localized audience. In itself there is naturally
nothing virtuous in this. But it does point to what is one of the determining
characteristics of the new culture, fed as it has been by financial necessity:
people make and show art in contingent response to circumstances and not out
of any idealized or pre-ordered sense of career or abstract sense of struggle. The
financial and institutional success of a Damien Hirst remains utterly anomalous
for most artists. In fact, it is the widespread reaction against the traditional
artistic identity of self-sacrifice and oppositional exclusion that underwrites the
informal character of the new art's relations of production and distribution, The
net effect of this is the further discrediting of the idea of the Great Artist; this is
a culture of the committed but occasional artist. Thus artists move from medium
to medium, voice to voice, without worry. In short, what this work reveals is the
increasing subsumption of art under the category of the practical. As Sean Cubitt
puts it, art today is an ‘accumulation of cultural acts, made by thousands’, and
not the embattled activity of a handful of marginals. With the popular
enculturalization of art, therefore, it is inevitable that a distance should open up
between the new art and the theoretical strenuousness of the 1980s. For, in
many respects, what continues to have theoretical value has been sorted out
from what is redundant in a process of cultural assimilation. The theory, so to
speak, has been given sensual form.

John Roberts, extract from ‘Mad for it: Philistinism, the Everyday and the New British Art’, Third Text,
no. 35 (Summer 1996) 29-31; 34-42 [footnotes not included].

Alison Marchant
Living Room//1998

[...] I simply stood in Holly Street and asked people passing by if they would be
interested in giving me their views on the redevelopment [of the housing estate].
I spent a week doing this. | made appointments with interested people and
interviewed them in their own homes or in the estate office. Of course, some
people walked past thinking | was one of those market research people. But it was
the best approach because only two people had responded to the advert I placed
in an estate mail-out. [...] Most of the residents I spoke to were not involved in

resident participation committees, only a few were, and so I felt | engaged a
diverse group. [...] After the transcription of the cassette tapes, | passed them back
to the residents to add and edit as they wished. | had done this before with the
oral history parts of the installations: Shadows (1988), Tying the Threads (1992)
and Turning Keys (1994). This is an important aspect of all the work I've shown
which has included oral history. It’s crucial to enable the residents to go over the
transcription, alone, for some time, giving them the chance to contemplate what
has been said in a private situation, to compare it to that which they wish to be
placed in a public situation. The printed word gives realization to that situation,
and the fact that they only need to put in print what they want. [...]

Fundamentally my work has been concerned with mapping, excavating and
tracking half-forgotten histories. When working-class voices are embodied.in the
large physical space of installations this enables a huge presence for the viewers
to encounter, learn from, or identify with ... depending on their position. The
installations become monumental works for hidden histories. Similarly, Living
Room is small-scale, but also large-scale through its distribution, accessibility and
potential audience. The recorded voices are also fixed in print, and have claimed
the power of the printed word ... a place which is often denied. [...]

Alison Marchant, extracts from Living Room (London: Working Press, 1997) 122; 128.

Richard Wentworth
Statement//2007

[...] 1 grew up in a world held together with string and brown paper and seainling
wax, and that's how it was. | slowly realized that this is the underlying condition
of the world, and there's nothing I like more than when, for example, there's been
a near-disaster at NASA and they say: ‘If it hadn't been for the chewing gum ..."It's
not because I want to fetishize chewing gum or the aesthetics of gum pressed over
some break or membrane; it's because we have the intelligence to think: ‘Hey,
there's a malleable, mastic material and we can use that.' A large part of our lives
is spent using that very edgy bit of our intelligence [...]

Richard Wentworth, extract from interview with Kevin Henry in Henry, ‘Parallel Universes: Making
Do and Getting By + Thoughtless Acts (Mapping the Quotidian from Two Perspectives), 2007.
http:/[www.core77.com/reactor[03.07_parallel.asp



Geoff Dyer
Les mots et les choses: Eugéne Atget
and Richard Wentworth//2001

Artists are always in dialogue with each other-across decades, across centuries,
Contemporary artists allude to and are influenced by those that have gone
before. Some of the earlier artists no longer have much to say by way of reply but
most answer back; some scarcely let you get a word in edgeways, but the best
ones are good listeners too. So what kind of conversation is going on here [‘Faux
Amis’ exhibition, 2001] between Eugéne Atget and Richard Wentworth? What
kinds of things are being said?

The answer to the first question is suggested by the second: this is a
conversation about things. Wentworth likes things that don't work. We tend to
be oblivious to efficiency so maybe we notice things more when they don’t work
than when they do. By stopping working a thing becomes - is reincarnated as —
something else. This when is a door not a door? quality animates a lot of
Wentworth's work and thought. It also provides a link with Atget whose pictures
were taken up by the Surrealists. Atget himself was famously indifferent to his
proximity to the avant-garde, insisting that the photograph on the cover of La
Revolution surréaliste was used anonymously, explaining to Man Ray that what
he made were ‘simply documents". (It is, nevertheless, the ‘endless plasticity' of
Atget's world that strikes his most perceptive commentator, John Szarkowski.)
Wentworth's London might be riddled with the surreal but it's as ordinary as the
boots in Atget’s shop, hung out like a string of French onions. Perhaps, then, it's
best to avoid the word surreal and think in terms of the accidental miraculous,
the when it’s ajar mundane.

A shoe stops being an item of footwear and becomes something to keep a
window at bay. We speak of a foot in the door, so why not a shoe in the window?
Visual puns and reversals of function and intent hold Wentworth’s world
together. A cushion lies on the hard shoulder. A bar stool gets all tipsy - but is
not as far gone as the chair crashed out in a doorway. This seems to be one of
what might be called Wentworth's object lessons: when all else fails, things - at
the very least - can still get in the way.

Atget and Wentworth would both agree with Joseph Brodsky: ‘There's no life
without furniture.” Wentworth - who speaks fondly of the ‘tired sofa school of
English culture' - likes furniture at the end of its life, when it's removed from
shop or home and put out to the urban equivalent of grass, i.e., the pavement.
Szarkowski considers Atget's picture of the Intérieur de Mr F, Négociant, Rue
Montaigne to be the ‘the best picture of an empty bed made to date’. It is, he

says, a bed ‘in which all the world has slept bafily'. Maybe so, but it a:m.ﬂcl!.'l l:rn:;.it
easy in the knowledge that it had a roof over its l'!ead. Wen'tworth caug .tp
with the offspring of this mattress - and others like it - when it was dov.l.-m Ol'fl its
uppers on the Caledonian Road. When people throw stuff out some thmg]?f ana‘-v
better in their newly straitened circumstances than others. Used to a life o
indolence, a mattress does not have a long shelf !ife and lc?oks set to get :tt:e
stuffing knocked out of it. After that it will go quickly to pieces. Not thatW 'ﬂi
bathtub is going to lose any sleep over this. Accu s.t?med to the wet, at r}un.*:i : IA
showers, its own prospects of finding a new position are far more optimis 1c.b a‘;
are those of the washbasin standing proud outside a house, unemployed bu
illi ork (has experience in plumbing). ) '
WIIIA]:I%tit::n tl'Eere are]J the chairs, of course, the empty chairs which - ati
szarkowski points out - virtually every photographer aftf:*r Atget has had 3 ba:
at. Wentworth's chairs make the Caledonian Road seem like the pfomena eo .a
seaside town so out-of-season they've turned their backs u‘n the view (sucl}a} acsl it
is). One can only imagine the dismal quality of -:Eon\rersatmns t.hat wereH ac
and the number of mugs of tea drunk, the Woodbu}es smokec'l - 1}1 them. a:tllng
said that, you could probably have sat out the Blitz on chairs hlfeh these.. 3 ;y
have a specifically British, stoic quality about them._of people waiting pat;;e ﬁ
on a doctor whose freedom to dispense spare pairs of spectacles to all an
sundry survives as a fading memory of the heyday of the welfare stat:.-j.‘[..;] e
The goods on Wentworth's streets - whether bad or ugly, on :p .ay :
discarded (displayed, in fact, even when discarded) - a.re like prophecies 12
reverse, a part-work story of manufacture, consumption, bre_akdown a;h
obsolescence. A pile of household cast-offs is a discarded # and, until WenMD i
came along, disregarded - history of British manut‘actur;n'g. ‘The.se mverftt:n':'.le
are tilted all the time in the direction of WentWQl‘th'S‘dIStlnC[lVE sensi hj ;Ly
Aesthetically, what he calls an ‘involuntary geometry’ (it I.'las to rh;me)M o b:
sway More broadly, it is the ‘manners’ of the stre.et that interest him. ::;th
that's why the work in this show feels like an ongoing comedy of mann:rs L
things standing in for people. wWorkers' overalls hang out on a 'streeh cc;ism.
railing - so to speak - against their redundancy. Or are they peering g t:u My;
down at the basement, pondering how things got sn' slack, how the bot omh
out of the building industry? Or perhaps they're resigned to thfe fac.t that, (])!w
ever much overtime they put in, it will never add u.p to what artlst‘s lll;e thq ca ha
body of work. If Wentworth proceeded in a more ngoroxfs_. Atget—!zke gs .mnthii
might have filed this picture in a series cal!ed 'Ra1-lm:gs. Viewed in 5
documentary light, a portion of his work comprises an incidental taxonomyt.
London's railings. Intended to keep people out, they are, l. ?uppose. dor;a}: ic
equivalents of Atget's fortifications militaire. But a familiar Wentworthian



transformation means that they are also a species of spiky Classifieds: Lost,
Found, Unwanted. |[...]

Wentworth may not photograph people but his world is human, all the more
human, for being uninhabited, Szarkowski notes that ‘Atget made relatively few
pictures of people’, Perhaps only two of Atget's pictures in a hundred feature
People as ‘significant players’. The number of people with walk-on or drive-hy
parts in Atget’s Paris is further reduced for technical reasons.

I still think that the most interesting thing I ever learnt about photography is
that the streets in early photographs of cities are empty because the slow shutter
speeds of cameras eliminated moving objects. I've known this for years but it is
only now, looking at Atget’s traffic- and pedestrian-free zones that the corollary
of this makes itself felt: anything that doesn't get ‘disappeared’ is granted a
permanence that is intransigent, palpable, immortal. Atget was deliberately
preserving - and catering, partly, to a market that was nostalgic for a Paris
poised to disappear in the wake of Haussmannization. Benjamin was right:
‘Atget almost always passed by the “great sights and so-called landmarks”; what
he did not pass by was a long row of boot lasts.’ But-partly due to the exposure
times - the things he did photograph become solid, unmoveable, monumental.
Clothes become like homes: people don't just wear them, they live in them.
Atget’s are the opposite of motion pictures. The carts he photographed are going
nowhere slowly. The ragpicker in one of his most famous images can strain every
muscle of his being and he is never going to drag his load beyond the edge of the
frame. Old Paris might be on the way out but Atget's pictures are, so to speak,
built to last. To adapt a phrase of Truman Capote’s: when Atget photographed
something it stayed photographed. It's a very simple, even banal point | want to
make: Atget's baguettes can never look fresh, Hence their timeless quality.

The only timeless picture, in this sense, that Wentworth has made is of a
clock - look, no hands! - in London, Like people who do not wear a watch and
thereby get used to telling the time from the city’s clocks, shop windows and
cash registers, many of his pictures offer oblique visual records of the time, the
seasons. He is a diary photographer, Jotting down the way things change - and
his pictures partake, stylistically, in the transitoriness they depict. The question
they ask again and again is ‘How long will this be here?" Or, to reduce the
exposure time of that sentence: ‘Still here, then?’ You feel this especially
powerfully in the one of a dog leashed not to a railing but to a shoulder bag
(which, in London, is synonymous with ‘possible bomb’). Everything is
provisional, temporary: Or usually it is, anyway. Here today, possibly here
tomorrow. From the moment they were made Atget’s pictures had about them
something of the weight of eternity (unlike the real things, his baguettes will
never go stale). Wentworth's pictures, by contrast, have a different kind of

permanence, that of shops which insist that today is ‘Last Day of Sale' and,
because of that, never close.

This hints also at a difference in their respective attitudes to photography and
at the way it has changed over time. Once Atget had settled on photography, it
became a vocation, one might almost say his raison d'étre. In Europe and America
at the same time other photographers were also investigating the medium for all
it was worth, engaged in a practical and polemical scramble to establish
photography as an art. For Wentworth photography is something he does en route
to somewhere else (the tube station, his studio, his sculptures). It's incidental,
something done, quite literally, in passing. Nor does he seem particularly
interested in exploring the medium. He's an artist, the camera’s been around even
longer than Atget's baguettes: of course he knows how to use one.

It goes without saying that the photographs are all the better for this. Modest
in outlook, courting neither controversy nor VIP (where P equals photographs)
privileges, these are photographs you or I could take.

Except we couldn't, of course. We don't notice the stuff that Wentworth does.
We do not, as they used to say - or maybe they still do - have his eye. Robert
Musil thought that there was nothing more invisible than a monument,

Oh, but there is: the street you walk down every day. Especially if you live in
London with its abundance of bus lanes and chronic shortage of street life.
Especially if that street’s the Caledonian Road. Wentworth's vision - refined and
thoroughly democratised - makes us aware of all the stuff we not only fail to
notice but actually edit out in the hurried course of our daily lives. And so, in the
spirit of the man who declined the blandishments of the avant-garde - ‘These
are simply documents | make’ - let's end by saying of Wentworth that he makes
the Caledonian Road look interesting. It could almost be twinned with a street
in Paris, ideally one that no longer exists - except in Atget's photographs. [...]

GeofT Dyer, extracts from ‘Les Mots et les choses: Eugéne Atget and Richard Wentworth', in Faux Amis:
Eugéne Atget/Richard Wentworth, ed. Kate Bush (London: The Photographers’ Gallery, 2001) 9-21.



Aleksandra Mir
Living and Loving # 1: The Biography
of Donald Cappy//2002

[...] I've been working here for a few weeks now, researching this other project
for the CCAC Institute, and I've just met this young man, Donald Cappy.

Donald is the Manager of Public Safety here on the CCAC campus where | am
staying: we got talking about his life after my first night in town when I thought
I was being harassed and my place broken into. Donald grew up in various foster
homes: was a punk in his teens; went into'the marines; saw 47 nations: had 50
girlfriends; was married; had a child; found the love of his life. She dumped him
the day he got a divorce from his wife (Why? ‘Because she is a woman’): came
back to go to college; dropped out; went into security and bouncing; works the
nightclubs where he meets all the stars and manages security at the school
where he is buddy with all the staff and the students. Donald is 28 years old. He
showed me all his meticulously well kept photo albums and broke everything
down for me in detail: The reasons why people take in foster kids and what is
expected of you in return; the destroy-and-create economy of punk: the
torturous aspects of love and friendship; the logic between swinging when you
are married, cheating when you are not; the rituals of the marines and the
intimacy between men; the fine line between violence and safety.

Donald’s life hinges on everyone else’s but this story is his only; the public
dissemination of one ordinary man's extraordinary life. | am coming back here
at the end of January and will take the opportunity to spend more time with
him; record our conversations and scan his photos. | have promised Donald I will
make a book about his life one day, so thus extend this opportunity to you. [...]

Aleksandra Mir, extract from the work Living and Loving #1: The Biography of Donald Cappy
(London: Cubitt Gallery, 2002) n.p.

Roman Ondd&k
Interview with Hans Ulrich Obrist//2005

Roman Ondak These are all different projects. They're notes of lots of situations —
I don’t know whether they'll be important for me or not. | do them every day. As
I'm reading newspapers or books, I'm making notes or doing small drawings
absolutely anywhere and recording experiences in this way. Sometimes | can
generate a piece of work from such notes, but I always try to make it something
immaterial. For example, I did a project with Slovak Skoda cars, called SK Parking.

Hans Ulrich Obrist That was the project for the Secession?

Ondak Yes, it was a collaboration with some of my friends and the owners of the
cars. | borrowed a number of them and asked my friends to drive them to the car
park behind the Secession in Vienna. We parked the cars and left them there for
two months.

Obrist So the cars belonged to your friends, in fact?

Onddk No, the cars were mainly from other people, sometimes from relatives of
my friends and so on. The people I borrowed them from were still using them
quite often, although they bought them 15 or 20 years ago. These Skodas from
the late seventies are still visually very present in Bratislava, but almost
completely absent from Viennese streets. It's not easy to cross the border
between Slovakia and Austria with this kind of car, and if it reaches the centre of
Vienna, it immediately becomes the object of suspicion because everyone
associates it with poverty. That's one of the offset prints from an edition | made:
twelve postcards called Antinomads.

Obrist | remember seeing these cards at Apex in New York.

Onddk Yes, that's right, they were on show there. They also appeared later, along
with the cars, in the show (Ausgetraumt ...) at the Secession. For this project |
interviewed all my friends and relatives, perhaps all the people I have some
relationship with, asking them questions about their attitudes to travelling in
general. All these twelve people had a negative attitude toward travel.

Obrist All of them?



Onddk All of them! I called them ‘antinomads’ and they agreed to have their
photos taken and put on postcards. So | asked them to select a place where they
wanted to be photographed, and then [ had the shots made into postcards that
were given away free to visitors during the exhibition.

Obrist Would you say that notions of speed and slowness play a role in your
work? The parked cars piece certainly suggests that slowness might be a factor.

Onddk Yes, that's true. The project was definitely concerned with motion, action
and exchange of spaces over time. It was about the potential of space in general:
for me the constellation of these cars was like a snapshot of the ‘found situation’
in Bratislava. Since I physically displaced this snapshot to Vienna, it then led
people to think differently about the effects of the action. From time to time
other cars would park next to them or behind them, and it was only the Skodas
that didn't move, so they also reflected this fixed, motionless situation.

Obrist The other cars moved.

Ondak The cars moved but these didn't, and this was something that passers-by
might notice without them necessarily knowing that this was a work of art.

Obn's‘t That's a bit like the time capsule thing, I mean the thing we observed this
morning with the guy who operates the lift. It's a similar phenomenon, perhaps.

Onddk Right, this guy in the lift takes you up to the cafe that's in one of the
symbols of our utopian architecture of the seventies, a UFO-shaped disc built on
two pylons over the Danube bridge, and this elevator is inside one of these
pylons. Absolutely nothing about this place has changed since the seventies. So
you go up, but at the same time you're going back to the seventies as well. I've
often thought about this tiny elevator having the ability to transform time, and
especially when [ always saw the same old man operating it for years. With cars
I was interested in the fact that they sense the potency of time that | experience
myself all the time in Bratislava. Like when every day you go past a car that is
parked on the pavement, and if it's been there too long you ask yourself: ‘Who's
the owner of this car? Why has it been here for so long?’ So you activate your
own awareness of time. This situation of stationary cars was for me something
that might activate the potential awareness of passers-by.

Roman Ondak, Interview with Hans Ulrich Obrist, in Roman Ondsik (Cologne: Kolnischer
Kunstverein/Verlag der Buchhandlung Walter Kéinig, 2005) 114-16.

Vladimir Arkhipov
Home-Made: Contemporary Russian
Folk Artefacts//2006

[Home-Made: Contemporary Russian Folk Artefacts| makes no claims to being a
piece of serious research, although, it goes without saying, it did not come about
as a result of nothing. The folk phenomenon of the home-made production of
functional everyday items is widescale, spontaneous and largely unknown. Such
things have always been with us, and can be found today in any country in the
world. This book, however, deals only with the Russian part of this phenomenon.

In 1994 | saw, at an acquaintance’s dacha, an unusual hook on which clothes

were hanging. It was made from an old toothbrush, without bristles, and had
been obviously bent over a fire. There was something strange in that moment of
recognition. | immediately saw the light, as it were, and recalled similar things
that 1 knew, belonging to my relatives, friends, acquaintances or acquaintances
of acquaintances. Before then I hadn't really noticed them. Now it seemed to me
that it would be an interesting task to gather them all together and see them in
large numbers - a gathering of equals. The first on the list of candidates to
approach was my father who, | remembered, had several strange ‘thingamyjigs"
I started my collection with them. Then I set to work on my cousins, aunts and
uncles. Then it was the turn of friends, acquaintances and non-acquaintances.
After that things started to seek me out themselves. People who liked the idea
called me, and continue to call, in order to inform me when, what, and where
they had seen something similar. It's clear that the process of searching for
things has its own momentum, its own internal logic, and is of a highly
accidental nature. It is for this reason that the discovery of each item is listed
randomly in this book.

Here you will only get acquainted with a fraction of my collection. In almost
all cases, my interest in some or other item led to the spontaneous desire of the
author of that item to begin to tell me how it had all come about. I realized that
it would be a good idea to record all of this, so I bought myself a dictaphone and
a camera and began to document these stories and processes. Sometimes they
gave me old photographs of themselves — where they, of course, looked a lot
younger. Because of this, the styles of the authors’ or witnesses’ photographs
vary. In some cases there are no photos because, like many people, they didn't
want to have their photos published. Apart from this a few people refused to
give, or asked me not to publish their names, surnames, professions, work places
or places of residence. The interviews which I recorded with the authors of the
objects appear in an edited form. My questions have been omitted in order to



print monologues from the authors, which, in my opinion, have more value, [...

There are over a thousand items in my collection today, and they all have
three characteristics in common: functionality; a visual uniqueness; and the
testimony of the author, who is both the creator and the user. They represent an
astonishing part of modern folk material culture but, unfortunately, are under
the constant threat of ruin, because I do not have the means at my disposal for
their proper storage.

Vladimir Arkhipov, extract from Introduction, Home Made: Contemporary Russian Folk Artefacts
(London: Fuel Publishing 2006) 5; 7.

Martha Rosler
The Garage Sale is a Metaphor for the Mind//2005

[...] Garage sales are vernacular forms in which suburbanites, primarily, set out
a number of cast-off items in or in front of their garages, put up signs, and hope
that people will browse and buy. As a city dweller | had never heard of these
until I moved to Southern California, where where they are a highly popular,
even beloved, pastime. Coming from a culture in which one donates unwanted
items to charity or sets them on the street, | saw the garage sale as a brief
portrait of suburban society, in which the hope of cashing-in on cast-offs, so that
one might go out and consume again,, led people unabashedly to expose their
material lives to the scrutiny of others. | saw it as an art form of contemporary
American society and determined to create such a sale in an art gallery. The first
one I organized took place in the gallery of the University of San Diego in 1973.
My sale included unlikely items, such as empty boxes and welfare-commodity
containers, private letters and photos, cast-off underwear, girlie magazines, dead
landscaping materials, broken household items and a notebook listing the
names of men. The gallery was arranged so that the brightest lighting and the
best items were at the front, and the questionable, less saleable, more personal,
and even salacious items were located further back as the lighting progressively
diminished, leading finally to the empty containers and other abject items. A
tape recorder played a ‘meditation’ by the garage sale ‘persona’ | had adopted -
dressed in a long-skirted hippie costume - wonderi ng aloud what the Garage
Sale represents and quoting Marx on the commodity form. A projector showed
images of blonde middle-class families, at home and on trips, on slides bought
at a local garage sale of the effects of a dead man. A blackboard bore the phrase,

‘Maybe the Garage Sale is a metaphor for the mind.' I advertised the sale in the
local art community but, more importantly, in the free Pennysaver newspaper,,
which brought a mixed audience to the week-long sale. Restaging this sale in
various countries, and in New York in conjunction with my retrospective [2000],
I hypothesized, correctly, that in the presence of a bargain, most people,
including those who came to visit an artwork, would ignore the quite audible
tape recording and the slides. [...]

The piece has become less organized by the original principles of ordering, and
there is much less ‘sentimental’ material such as old personal letters and iconic
baby items (partly because the culture of the throw-away is much less likely to
sentimentalize baby shoes). The audience in the earliest days was divided: the
ordinary shoppers were intrigued at such a sale in a gallery but not overly
troubled or driven to philosophizing, and the art shoppers felt they were in a
great conspiracy to tweak the noses of those who found such ordinary things as
garage sales to be too low for an art gallery. Today, the ordinary people have the
same reaction as ever, but the art public is jubilant and unapologetic, because
ART is now supposed to be FUN! The only surprise seems to be that things really
are available at bargain prices, so they don't even have to pay extra to share in
the joke. [...]

By its nature the Garage Sale cannot be a historical work because commerce is
always located in the present. |...]

Garage Sale Timeline
1973 Art Gallery of the University of California at San Diego
1977 La Mamelle Gallery, San Francisco
1999 Institut d'Art Contemporain, Villeurbanne
Generali Foundation, Vienna
2000 Museu d'Art Contemporani de Barcelona
Mederlands Foto-Instituut, Rotterdam
New Museum of Contemporary Art, New York
2004 Project Arts Centre, Dublin
Sprengel Museum, Hannover
2005 Institute of Contemporary Arts, London

Martha Rosler, excerpts from ‘The Garage Sale is a Metaphor for the Mind: A Conversation between
Martha Rosler and Jens Hoffmann', in Martha Rosler, London Garage Sale (London: Institute of
Contemporary Arts, 2005) 5-6.
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(1991-92), The Leak(1995) and Paradox of Praxis (1997). Solo exhibitions include Museo de Arte
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representation of the Gothic and uncanny. His projects are documented in the books Hover
(1995), Twilight (2000) and Gregory Crewdson 1985-2005(2005).
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underground artist in Moscow from the early 1970s, making books, paintings and installations
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Years: The dematerialization of the art object from 1966 to 1972... (1973; revised edition 1997).

Tom McDonough is the author of ‘The Beautiful Language of My Century': Reinventing the Language
of Contestation in Postwar France, 1945-1968 (2007) and editor of Guy Debord and the
Situationist International (2004). He is Associate Professor of Modern Architecture and
Urbanism in the Art History department at Binghamton Universi ty, New York.

Michel Maffesoli is a French sociologist whose works include Au creux des apparences. Pour une
éthique de l'esthétigue (1990), La Contemplation du monde (1993) and Le réenchantement du
monde: Morales, éthiques, déontologies(2007). He is a Professor at the University of Paris V, and
director of the journal Sociétés,

Alison Marchant is a British artist who lives and works in London's East End. She uses archive
photographs and oral testimony to create site-specific installations, making visible working
class cultural and domestic life. Her projects include Living Room 1994-98).

Ivone Margulies is a film theorist and historian who has taught and written extensively on neo-
realism, French and feminist film, independent cinema, performance in film and video and
cinema vérité. She is Associate Professor, Department of Film and Media Studies, Hunter College,
City University of New York.

Jonas Mekas is a Lithuanian-born filmmaker, writer and curator based in New York, who was among
the leaders of the American underground cinema movement. He was a founder of the
Filmmakers' Cooperative (1962) and Anthology Film Archives (1970). As I was Moving Ahead,
Occasionally 1 Saw Brief Glimpses of Beauty (2001) is a five-hour long diary film assembled by
hand from an archive of fifty years of recordings of his life.

Annette Messager is a French artist based in Paris whose conceptual works and installations since
the early 1970s have explored issues surrounding women ranging from physical abuse to
obsession with appearances and the repetition of everyday actions. Solo exhibitions include
Musée d'art moderne de la Ville de Paris (1974; 1995) and Los Angeles County Museum of Art:
The Museumn of Modern Art, New York; Art Institute of Chicago ( 1995-96).

Aleksandra Mir is a Polish-born artist based in Sicily who has lived and worked in Sweden and New
York. Her witty, often playful works take their cue from social processes and situations, often
connected with the work's location, making a space for viewers to reflect upon norms,
categorizations and traditions. Solo shows include The Wrong Gallery, New York (2003),
Kunsthaus Zurich (2006) and the Sicilian Pavilion, Venice Biennale (2007).

Helen Molesworth is Curator of Contemporary Art at Harvard University Art Museums. Formerly
Chief Curator of Exhibitions at Wexner Center for the Arts (2003-7) and Curator of
Contemporary Art at Baltimore Museum of Art (2000-3), among the exhibitions she curated at
Baltimore was “Work Ethic’, based upon the research in her text published here. She was a co-
founding editor of the journal Documents.

Roman Onddk is a Slovakian-born artist who lives and works in Bratislava. His installations,
performance works or interventions are barely distinguishable from the real-life situations in
which they are located, inviting viewers to question their perceptions of social codes. Solo
exhibitions include Stedelijk Museurn, Amsterdam (2004), Museum Ludwig, Kéln (2002),
Wiener Secession, Vienna, (2001).

Yoko Ono is a Japanese-born artist who has lived in New York since 1952. From the late 19505 she
was associated with John Cage and the Fluxus group, first exhibiting her ‘Instructions for
Paintings’ in Tokyo and New York in 1960-61. Her work has encompassed performance, music,
film, sculpture, conceptual art and activism for world peace. Retrospectives include ‘Yes. Yoko
Ono’, Japan Society Gallery, New York (2000).

Gabriel Orozco is a Mexican-born artist who lives and works in New York, Paris and Mexico City. His
photographs, sculptures and installations propose subtle forms of political engagement with the
poetry of everyday chance encounters. Retrospectives include The Museum of Contemporary
Art, Los Angeles (2000) and Museo del Palacio de Bellas Artes, Mexico City (2006).

Nikos Papastergiadis is a cultural theorist and writer on contemporary art. His works include
Modernity as Exile (1992), The Turbulence of Migration (2000), Complex Entanglements (2003),
Metaphor and Tension (2004). He is a co-editor of Third Text.

Georges Perec (1936-82) was a French author, essayist and filmmaker. He was a member of the
Parisian group OuLiPo (Ouvroir de Littérature Potentielle, or ‘Workshop of Potential Literature'),
founded in 1960 by Raymond Queneau and Frangois LeLionnais. His works include La Vie mode
d'emploi (1978), Espéces d'espaces (1974) and Penser Classer (1985).

John Roberts is a British art critic and theorist, and contributor to New Left Review. His works
include Postmodernism, Politics and Art (1990), The Art of Interruption: Realism, Photography
and the Everyday (1998) and Philosophizing the Everyday: Revolutionary Praxis and the Fate of
Cultural Theory (2006). See also bibliography.

Martha Rosler is an American artist and writer on art, photography and culture, whose media have
included video, photography, performance and installation. Retrospectives include ‘Positions in
the Life World' (1998-2000), shown in five European cities and, concurrently, at the
International Center of Photography and the New Museum of Contemporary Art, New York.
Rosler teaches at Rutgers University, New Jersey, and the Stidelschule, Frankfurt am Main.



David A. Ross is an American curator who has been closely associated with important emerging
contemporary artists since the early 1970s, He was Director of the Whitney Museum of
American Art, New York (1991-98), and of the San Francisco Museum of Modern Art
(1998-2001), He is Chairman of the APT Curatorial Committees and a member of the Board of
Directors of the Artist Pension Trust.

Kristin Ross has written extensively on the everyday in French intellectual culture. She is the author
of The Emergence of Social Space: Rimbaud and the Paris Commune (1988), Fast Cars, Clean
Bodies: Decolonization and the Reordering of French Culture (1995) and May '68 and its
Afterlives (2002). She is Professor of Comparative Literature at New York University.

Allen Ruppersberg is an American artist of the conceptual generation whose media include
painting, photography, sculpture, installation and artist's books. Solo exhibitions include The
Museum of Contemporary Art, Los Angeles (retrospective, 1985), Musée d'art moderne et
contemporain, Geneva (2001) and Centro Andaluz de Arte Contemporaneo, Seville (2006).

Nicholas Serota is Director of the Tate galleries and collections in London, Liverpool and St. Ives.
Appointed in 1988, he was formerly Director of the Whitechapel Art Gallery (1976-88) and the
Museum of Modern Art, Oxford (1973-76). Major exhibitions he has curated include ‘A New
Spirit in Painting', with Norman Rosenthal, Royal Academy of Arts, London (1981), and
retrospectives of Robert Ryman, Tate Gallery, London (1993) and Donald Judd, Tate Modern,
London (2004).

Michael Sheringham is the author of French Autobiography: Devices and Desires (Oxford University
Press, 1993), The Art of the Project, with Johnnie Gratton (2005) and Everyday Life: Theories and
Practices from Surrealism to the Present (2006). He is Marshal Foch Professor of French
Literature at All Souls College, Oxford.

Stephen Shore is an American photographer who in the early 1970s was among the exponents of
colour in photography and the expansion of the fields of reportage and art photography in a new
genre in which he recorded the banal objects and scenes of everyday life, Retrospectives include
‘The Biographical Landscape’, Musée du Jeu de Paume, Paris (2004), and international tour, He has
been Director of the Photography department at Bard College, Annandale-on-Hudson, since 1982,

Alison and Peter Smithson (Alison Smithson 1928-93: Peter Smithson 1923-2003) were
pioneering British architects who in the mid-1950s, along with their fellow Independent Group
member the critic Reyner Banham, advocated a new direction for architecture, still based on
International Style construction principles but arising from sensitivity to the existing conditions
and needs of specific communities. Retrospectives include The Design Museum, Londen (2003).

Abigail Solomon-Godeau is an American art historian, critic and curator, Her curatorial projects
include ‘The Way We Live Now' (1982) and ‘The Image of Desire; Femininity, Modernity, and the
Birth of Mass Culture in Nineteenth-Century France’ (1998). Her books include Photography at
the Dock: Essays on Photographic History, Institutions and Practices (1991),

Daniel Spoerri is a Romanian-born French artist who was a central member of the Nouveau
Réalisme and Fluxus movements in the early 1960s, Retrospectives include Museum Ludwig,
Cologne (2002).

Helena Tatay is an independent curator based in Barcelona, Exhibitions she has curated include
Hiroshi Sugimoto, Fundacién ‘la Caixa’, Madrid and Centro Cultural de Belém, Lisbon (1998), ‘Still
Life’, Galeria Joan Prats, Barcelona (2000) and Hans-Peter Feldmann, Fundacié Antoni Tapies,
Barcelona, (2001), Centre national de la photographie, Paris; Fotomuseum Winterthur,
Winterthur; Museum Ludwig, Cologne (2002).

Paul Virilio is a French philosopher and cultural theorist of urban space, architecture and technology.
His books include The Aesthetics of Disapperance (1991), Bunker Archaeology (1994), Virilio Live:
Selected Interviews (2001) and with Sylvére Lotringer, The Accident of Art (2005).

Jeff Wall is a Canadian artist based in Vancouver whose work since the 1970s has explored dialogues
between photography and pictorial narrative in painting and cinema. Major solo exhibitions
include Galerie nationale du Jeu de Paume, Paris {1995), Whitechapel Gallery, London (1998),
Museum fiar Moderne Kunste, Frankfurt am Main (2001), Tate Modern, London (2005) and

Museum of Modern Art, New York (2007),

Jonathan Watkins is Director of the Ikon Gallery, Birmingham. Appointed in 2000 he was formerly
Director of the Chisenhale Gallery, London. In 1998 he was Artistic Director of ‘Every Day', the
11th Sydney Biennale, and in 2003 he co-curated with Judith Nesbitt ‘Days Like These', the Tate
Triennial at Tate Modern, London.

Richard Wentworth is a British sculptor whose work since the 1970s has centred on the
transformation of everyday objects. A series of photographs on the pavements of Caledonian
Road in North London, titled Making Do and Getting By, which record chance appearances of
objects, discarded or turned to new uses and relationships, have a parallel relation to the ideas
informing his sculptures. He is Master of the Ruskin School of Drawing and Fine Art, Oxford.

Stephen Willats is a British artist based in West London whose projects, stemming from the stu‘d;,r
of cybernetics and systems theories, have since 1965 involved the participation of communities
in artworks that document and explore aspects of everyday conditions in environments such as
public housing, offices, or in-between urban spaces. Since the early 1970s he has worked and
exhibited extensively in cities throughout Britain and Europe. Retrospectives include Musuem
fiir Gegenwartskunst, Siegen, and Kunstwerke, Berlin (2006).
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