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Oh, you know I’m on tonight, my hips don’t lie 

And I am starting to feel it’s right 

The attraction, the tension 

Baby, like this is perfection!

(Hips Don’t Lie by popular musician Shakira, 2006)

INTRODUCTION: HIP-NOTISED

I am standing in a circle with a few other women in a spacious room,  

we watch our belly dance teacher the very first time moving her hips. We are 

captivated as her hips seem to be individuals of their own: circling and  

‘eighting’ — naturally and fluidly.

This narrative above is a reflection on my first community belly dance class  
in the year 2000. The dancer’s fluid hips mesmerised me and my fascination 
for hips began. The spellbinding effect of belly dance hips led me on a journey 
of immersing myself in hip-dance for over two decades. I trained as a belly 
dancer, Latin American show dancer, and a Zumba instructor. Later, I offered 

Natalie Schiller

Images 1-2. Toaster Salsa (New Zealand, 
May 2020, still image, recorded  
by Natalie Schiller)
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community dance classes and performed at birthday parties, weddings, 
and shows. Now, 20 years later, I am still enchanted by hips and I am curious 
to investigate and articulate hips in detail via artistic research. During  
the beginning of my PhD research, I discovered Melissa Blanco Borelli’s study 
that elaborated on mulata (Cuban mixed-raced woman) hips. Like me, Borelli 
also encounters the entrancing capacity of hips by noting that, “[mulata] 
hips are bewitching, …those hips move with agility, grace, and precision…, if 
you stare at them too long, you get hip-notized.”1

The journey of this chapter is as follows: I share my fascination and 
the possible hip-notising effect of hips. I start by introducing research by 
other hip-scholars, that portray hips in a dualistic manner. I specify how the 
polarised presentation of hip movements and its application to culture and 
identity has created an uncertainty about approaching my research. Next, 
I indicate how insights by other artistic researchers have supported the 
development of my works. Now, my investigation of hips, through artistic 
research, have brought me to experiment with notions of hips in the domestic 
field. In my artistic research, I created two performances, Toaster Salsa and 
Pancake Conversations, which I refer here to as experiments in motion in my 
kitchen. I created experiments in motion in my kitchen to align with one of the 
suggested book topics — experimentation — which I elaborate at length in 
this chapter. I present my performances by inviting the reader to participate. I 
cover the aspect of experimentation through the lens of experimental dance 
connecting with Nietzsche’s philosophy on life as experiment and Avital 
Ronell’s book The Test Drive. I highlight if the experimentation of two different 
performance modes might have informed my research. Further, I bring 
moments of my experiments in motion in my kitchen in relation to posthuman 
thinking, aligned with Rosi Braidotti’s posthuman neo material theory. Finally, 
I briefly touch on the topics of timeless, timely, and temporalisation linked  
to my work, in the spirit of the edition of this year’s book.

1 Melissa Blanco Borelli, She is Cuba: A Genealogy of the Mulata Body (New York: Oxford  
University Press, 2016), 5.

Natalie Schiller
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EXPERIMENTS IN MOTION
As indicated in the opening of this chapter, my research has been 

sparked by my passion for hips. On further examination, I discover other “hip  
scholar[s]”2, who elaborate on their experiences and meanings of hips in 
a diverse context. With their research, these scholars investigate notions 
of culture, identity, sexuality, and gender. For example, dance academic 
Sarah Holmes identifies that Pilates exercises, with the focus on the pelvis, 
manifest racist inclinations due to its origin and favouritism of a static, 
precise, and controlled white Europeanist aesthetics. Dance scholar Mellissa 
Blanco Borelli highlights hypnotising hips of the dancing mulata (mixed- 
-race woman) in the socio-historical setting of Cuba to reflect on identity. 
Dance ethnographer Anu Laukkanen becomes aware of her hips while 
belly dancing and discovers some clarity, when a “female gaze call[s] upon 
my bodily and sexual orientation in a way that d[oes] not feel restrictive.”3 
The three mentioned investigations above portray hips as either dumb 
rigid “white hips”4 or mesmerising fluid sensual hips, which polarises the 
representation of hips. This polarisation has been confirmed through my 
dance training, where specific hip movements not only belong to a specific 
dance style but also to a certain culture, such as accentuated hips to belly 
dance and the Middle East, or Latin hips to Cuba, and static hips  
to ballet and Europe.

The dualistic presentation of hips led me to uncertainty. I felt trapped 
in binaries and the presentation of dualistic politics of hips. I ruminated 
how to approach my research without favouring one over the other, 
questioning: How could I develop a practice that does not focus on one 
specific dance style and representation of hips? How could I be critical of 
existing associations and presumptions about hips and at the same time 

2 Melissa Blanco Borelli, She is Cuba: A Genealogy of the Mulata Body (New York: Oxford  
University Press, 2016), 189.

3 Anu Laukkanen, “Hips Don’t Lie? Affective and Kinaesthetic Dance Ethnography.” In Working with  
Affect in Feminist Readings: Disturbing Differences, edited by Marianne Liljeström & Susanna Paasonen, 
126-139 (New York: Routledge, 2010), 134.

4 Sarah Holmes, “The Pilates Pelvis: Racial Implications of the Immobile Hips” Dance Research  
Journal 46, no. 2 (2014): 57-72, 58.
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contribute creative meaningful alternatives to existing appearances of hips? 
An unclarity and confusion hovered over me about what and how to focus 
on. How could I do my practice and how can I do my researching, knowing, 
sensing, and listening in this context? I was concerned that investigating 
only one dance style or one way of moving hips might restrict and limit my 
research capacities and outcomes. While embracing ‘my stuckness’, dance 
researcher Vida Midgelow offered some guidance. Midgelow states that,

dance making is a field no longer defined in a disciplinary fashion by style or 

genre,...but by an approach in which the choreographic reaches out from its 

associations with dance as a set of language possibilities and production 

protocols becoming instead a research practice that finds many modes of 

articulation in the world.5

Due to my enquiry being conducted in the environment of dance studies 
and performance art, my methodology strongly gravitated to a practice- 
-based mode. I prioritised approaches typical to dance, incorporating 
strategies relating to dynamics of choreography and performance, such 
as thinking through movement and body. However, for the purpose of this 
chapter, it only seems sensible to classify my work under the hypernym of 
‘artistic research’. Here, artistic research “can be understood as consisting 
of a diversity of more narrowly focused and defined methodological 
approaches.”6. The joy of resorting to the blanket term of artistic research 
allows to highlight the richness of artistic research in this book.

I see that now it is essential to return to Midgelow’s quote, where she 
elaborates on moving away from specialised areas of movement techniques 
to a more open and varied mode of expressing research and inquiry. Here, 
experimentation comes into play, which, in this context, I favour to call, 
experiments in motion in my kitchen. My experiments in motion have 

5 Vida Midgelow, “Practice-as-Research.” In The Bloomsbury Companion to Dance Studies edited  
by Sherril Dodds, 111-144, (London: Bloomsbury Academic, 2019), 113.

6 Bruce Barton, “Wherefore PAR? Discussions on “a Line of Flight.”” In Performance as 
Research. Knowledge, Methods, Impact edited by Annette Arlander, Bruce Barton, Melanie  
Dreyer-Lude & Ben Spatz, 1-19 (New York: Routledge, 2018), 4.
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progressed over time, as I have attempted to develop a practice  
of compassion, empathy, and curiosity. This current juncture has sought 
to connect a few of my identity traits, namely my hip dancing persona and 
being a housewife and mother. Therefore, I have chosen my practice to 
take place in my kitchen. Part of my experimentation was the development 
and implementation of two performances — Toaster Salsa and Pancake 
Conversations — in the year 2020. These two performances aimed to 
visualise and analyse the entanglement of hip movements and domesticity.

My two performances were responses to my readings, work-shops, 
physical training, reflections, experiences, circumstances, memories, 
environment, past, very past, provocations, values, and beliefs. The 
performances were outcomes of my evolving practice. My performances 
served as a mode of reflection, an examinable product, and a complex 
symptom of relations, where “performance begins to have its effect long 
before the encounter with it”7. My performances served as experiments 
— “performance experiments”8 — where the performances were not only 
outcomes of my practice, but also represented one aspect of addressing 
a particular inquiry. The performances in my research context were “less 
about experimentation geared toward a production and more about 
experimentation aimed at systematically investigating and articulating 
understandings about a specific question.”9

My performances were experiments in motion in my kitchen, where the 
experimentation lies within subverting mainstream thoughts and forms of 
representing hips, including notions of aesthetics. My two performances are 
the main tools to explore one of the book’s topic, namely experimentation. 
The next section introduces my work Toaster Salsa.

7 Theron Schmidt, “How we talk about the work is the work: Performing critical writing.”  
Performance research 23, no 2 (2018): 37-43, 37.

8 Natalia Esling, ”What Happens when…?” A Meditation on Experimentation and Communication  
in Practices of Artistic Research” Canadian Theatre Review 172 (2017): 3, 10.

9 Ibid., 10.
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TOASTER SALSA — PERFORMANCE EXPERIMENT IN THE KITCHEN
Now, I invite you, the reader, to be in your kitchen (notionally or actually); 

connect with your surroundings in your kitchen: the fridge, a pile of dishes, the 
toaster close by, and an extension lead; envision the smell of toast, dishwash 
liquid, and rubber gloves. Turn on Shakira’s song, Hips don’t lie, as we did in 
May 2020 during my zoom live performance of the Toaster Salsa. Be part of 
the performance of the past, relive the performance with me as I do, as if we 
would be there together, again and for the first time, connected and apart:

‘we turn our videos off and listen to Shakira’s famous song ‘Hips don’t lie’ to 

warm up, physically and mentally, to finish of what we have to finish off, so we 

can breathe into this moment of a live zoom performance and to allow us  

to be in the present as much as possible in this current situation. With another 

click we bring ourselves back into visibility, although we are in different places, 

I feel the proximity of the audience — you — being much closer than in a 

“traditional” theatre setting. I can feel you; I can connect with you, I can literally 

SEE you, in your homes, more precisely in your kitchens. You are not hidden in 

the darkness and anonymity of a classical theatre seating. I kneel in front of 

you, a light green towel is wrapped around my hair, a bench with a toaster, a 

wooden spoon, a painting mask, a lipstick, and a blue soft toy elephant are 

next to me, in the background you can see part of the fridge, the kitchen sink, 

the dishwasher, and a window. I look straight into the camera and put red 

lipstick on my lips, beforehand I wipe my lips with the back of my left hand, to 

make sure no residue (spit or what have you) is stuck on my lips. I apply some 

red lipstick carefully, first on my top lip, next on my bottom lip, very precisely as 

I would be guided by my reflection in a mirror. Next, I paint outside my shaped 

lips, carefully and attentively, until I have a line starting from each corner of 

my mouth out onto my cheeks (almost reminding of the famous acting figure 

The Joker from the movie Batman). Confidently and proudly, I announce: ‘I’m 

a feminist! I’m a woman!’ I continue by putting on a face mask, that covers 

my mouth, nose, chin, and cheeks. It is a mask I used as protection from paint 

fumes when renovating. However, due to the worldwide current Covid-19 

pandemic a face mask more so reminds of a protection device form a virus than 

a DIY equipment. Then, I walk over to the toaster, awaiting me on the bench.  

I strap the toaster around my hips with an extension lead, groaning  

with efforts.

Natalie Schiller
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Finally, fully dressed, with the toaster on my buttocks,  

I wriggle my hips, executing moves out of my Latin dance and belly dance 

vocabulary and do the dishes. You mainly see the back of my body. In the end, I 

take off my yellow plastic gloves, walk to the freezer to grab some toast, which 

I put into the now dismantled toaster, which is sitting on the bench again, and I 

wait until it pops, so I can butter and jam the toast. I remove my mask and take 

a pleasurable bite of my delicious toast.’

Natalie Schiller

Images 3-4. Toaster Salsa (New Zealand, 
May 2020, still image, recorded  
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EXPERIMENTAL DANCE AND BEYOND
My work can be classified as experimental dance, where I am “feeding, 

freeing, and educating your [/my] imagination.”10 The mentioned imagination 
refers to you, as the audience, and me, as the artist. Experimental dance 
stimulates the engagement with de-familiarisation processes and reflects 
on generalised perspectives in our society. In relation to my work, the 
engagement with a toaster on my hips and wiggling my hips expanded my 
being, where I could become the past (a hip-accentuated dancer) and the 
present (a housewife). My experiments in motion in my kitchen subvert norms 
and I gave myself “permission to be ugly, permission to not know, permission 
to be wrong.”11 Though, here the questions arouse, what is ugly? Who decides 
what ugly is? When are we wrong?

It was the first time for me to create dance outside a studio and although 
I worked experimentally before, having a toaster around my buttocks was a 
rather awkward feeling. At the beginning of the performance, I trembled and 
throughout the performance I felt like a fool due to the unusualness of  
the process and experimentation. A similar experience has been reported 
by choreographer Amy Chavasse’s students, where Chavasse asked her 
students to create a dance with a vacuum cleaner in an experimental dance 
setting.12 After my performance, one audience member provided a similar 
feedback, they commented, “the moment when you put the toaster on you,  
your back, this was really wei[rd], ahem,…different.” This observation 
highlights the moment of de-familiarisation of standards, again, where a 
series of unusual behaviours question norms, such as: How to dance? What 
is dance? How to use a toaster in a kitchen?

Another audience member remarked, “It looked like you just came out of 
the shower to get ready for your day and do your chores.” And yes, when else 
would I have time as a full-time mother to do at least both, my chores and 
dancing? I found out the only way to do housework and dancing is to combine 
my past and my present. In the past, I danced in the evenings and at nights 

10 Lisa Sagolla, “Dance/Movement: Experimental Dance: Where’s the Point?” Back Stage East 47,  
no 30 (2006): 21, 21.

11 Ibid., 21 (Sagolla referencing Netta Yerushalmy).
12 Jen Peters, “Your guide to dancing experimental work for the first time.” Dance Magazine (2019).
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(even throughout the night), perused a paid job to pay the bills during the day 
and week, and I had the weekends to recover. This lifestyle is not possible in my 
current situation, as in my current present I am a full-time carer, maintaining a 
family, a house, a household, and sometimes even myself. At some stage,  
I tried to incorporate evening dance classes as part of my practice but could 
not sustain those due to the current structure of my life. I don’t have the time 
to ‘recover’. The spirit of combining art and chores reminds of Merle Laderman 
Ukele’s manifesto, where she states, “my working will be the work.”13 Where 
she combines her work as an artist and as a housewife/mother. Ukele’s 
Maintenance Art Performances (1973 — 1974) took place in the Wadsworth 
Atheneum Museum of Art in Connecticut. Ukele’s work sparked  
interesting discussions around the event when the private moves out  
into the public environment.

The subject of feminist art in relation to domesticity and motherhood 
is not new and more influential artists contributed to this discussion, such 
as Judy Chicago — The dinner party (1974-1979), Mary Kelly — Post Partum 
Document (1973), and Martha Rosler — Semiotics of the kitchen (1975) 
and Domination and the everyday (1978). These works critiqued splitting 
and validating the private and public sphere in discriminatory and unequal 
manners, where women would experience injustice and exclusion.14 Where 
my work seems to still operate in the private, but was made accessible 
through the public, here an invited and chosen audience. Artist Bobby Baker 
also developed a playful recorded performance in her kitchen, subverting 
daily live activities, called Kitchen Show (1991).

Although my work might appear as a critique of the public value of the 
domestic space, like Ukele’s work, the realm of the domestic sphere is also an 
affirmative one for me. I creatively celebrated and combined notions of my 
everyday life in my work. Sarah Ahmed’s views encouraged my processes of 
affirmation in relation to my work, as Ahmed states that,

13 Mierle Laderman Ukeles, “Manifesto for Maintenance Art 1969! Proposal for an exhibition  
“Care.”” Journal of Contemporary Painting 4, no 2 (2018): 233+.

14 Helen Molesworth, “House Work and Art Work.” October 92 (2000): 71-97.
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We do housework…. Feminist housework does not simply clean and maintain  

a house. Feminist housework aims to transform the house, to rebuild  

the master’s residence…. I want to suggest that feminist theory is something 

we do at home.15

I not only maintain the house I live in and I fulfil chores, but I also celebrate 
wonderful times with my family, and sometimes challenging ones, and I 
peruse my career as an academic mainly at and from home. So, experiments 
in motion at home can support feminist work and theories in practice. The 
quality of being a feminist artist is an individual process, continually changing, 
evolving, transforming. Life experiences, attitudes, situations, circumstances, 
environment, and capacity have influenced my work as a feminist artist 
as visualised in my experiments in motion in my kitchen. The next section 
discusses the notions of experiments in more detail.

EXPERIMENTS WITH LIFE
The experimentation with dance norms and feminism leads 

the discussion to a more general and philosophical discourse on 
experimentation, its possible meaning and definition, its possibilities and 
limitations. Andrew Pickering recognises that experiments have at least 
two connotations, where in science the experiment highlights the notion of 
testing to gain quantitative data and in the world of art experiments mainly 
serve to ‘”finding out” something in the mode of open-ended explanatory 
experiments.16 Friedrich Nietzsche highlights the notion of finding something 
out in his seminal and personal work The gay science — Die fröhliche 
Wissenschaft. Nietzsche states, that “[a] thinker sees his own actions 
as experiments and questions — as attempts to find something out.”17 
Nietzsche interprets life as an experiment, where life is about experimenting 
with life.18 The idea of experimenting with life fits my work of entangling my 

15 Sara Ahmed. Living a Feminist Life (Durham: Duke University Press, 2017), 7.
16 Andrew Pickering, “Art, Science and Experiment” MaHKUscrip 1, no 1 (2016): 2.
17 Friedrich Nietzsche, The Gay Science: With a Prelude in Rhymes and an Appendix of Songs (New York: 

Random House, 1887, translated by Walter Kaufmann, 1974), 108.
18 Michael Ure, Nietzsche’s The Gay Science: An Introduction (Cambridge: Cambridge  
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dancing and maintenance persona. Here, my work literally occurs where 
and how I live. Life is an experiment, where I experiment with everyday life 
maintenance activities in my presented work (cleaning and cooking). I maybe 
need to rephrase my identity trades to a dancer and a human being; not only 
housewives and mothers need to do their dishes or prepare food. I see that 
the artistic researcher can be linked to Nietzsche’s “thinker”, who explores 
the world through doing — “experiments and questions.”

 Avital Ronell elaborates on her understandings of experimentation with 
notions of testing, trial runs, the test drive, and on passing the test. Ronell 
alerts that tests can bear restricting elements, where “”Try me!” however 
soon reverts to a faux experimental generosity. For while it gives the green 
light to go ahead and probe limits, it switches on the glare of a red light as 
well, protecting a designated turf.”19

My work begs for genuine experiments, where I give myself permission  
to explore and ‘do’, to discover more and more questions. Experiments  
in motion in my kitchen are actions of doing research and not trying research. 
Experiments in motion in my kitchen are processes to find something out 
which always will be insightful, as something will emerge and something  
will be discovered.

The complex processes of experiments in motion in my kitchen can  
be described as “interactive process[es] of doing-reflecting-reading- 
-articulating-doing.”20 This simplified description of processes within artistic 
research highlights multiple layers of my work, where each described aspect 
entails an assembly of components and each part intertwines with the 
others. For example, the ‘doing’ in my current work revolves around daily life 
maintenance activities in a household, such as cooking and cleaning. Further, 
my practice incorporates daily physical training. where my living room 
becomes my dance studio. The task of reading cannot be isolated as such 
either. When I read, I take notes, add thoughts in my journal and reflection 
section, I stand up to walk around to digest and connect the read material to 

University Press, 2019).
19 Avita Ronell, The Test Drive (Urbana: University of Illinois, 2005), 160.
20 Robin Nelson, Practice as Research in the Arts: Principles, Protocols, Pedagogies, Resistances 

(London: Palgrave Macmillan, 2013), 32.
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my current research. One way to visualise the interactive processes  
of my artistic research of cleaning-dancing-reflecting-cooking-dancing- 
-reading-journalling-acticulating-washing-dancing could be through  
my two mentioned performances.

Before I introduce my second performance, Pancake Conversations, 
I highlight how artistic research can ask: “What did the studio process 
reveal that could not have been revealed by any other mode of enquiry?”21 
Translated to my study I would ask: What did the kitchen process reveal that 
could not have been revealed by any other mode of enquiry? Now, I am  
asking you, as the reader, what happens for you in a kitchen? What 
conversations do you have in the kitchen? Who is in your kitchen? How does 
your kitchen relate to your identity? What dishes do you cook there? Let’s 
possibly find out some answers to these questions, after we have revisited 
my second performance, titled, Pancake Conversations.

PANCAKE CONVERSATIONS  
— A PARTICIPATORY PERFORMANCE
I invite you, as the reader, again, to somatically engage in this participatory 

performance experiment. Please wear clothes that are related to any dance 
event you watched, attended, or performed at. Please meet in your kitchen 
again, if you are not already, or still, there. Please prepare the following: 2 eggs, 
2/4 cup of flour, 1 to 2 cups milk, butter, spachelor, spatula, stick mixer, 1-2 
frying pans, measuring cups or a standard coffee cup. Now,

‘can you find a place, where it is best to place your computer? We will make  

a double patch of the pancake dough. — I can’t use my kitchen as my flatmates 

need it too. — I can’t use our kitchen either as my dad has an important 

conference call in the room next to it, so it would be too loud. — We need two 

eggs! — Two eggs, is that right? — Two eggs, two eggs, one, two. Mix them. Next 

we would need the flour, 2/4 of a cup. Mix it again. — Just checking again, eggs 

21 Estelle Barrett, “Developing and Writing Creative Arts Practice Research: A Guide”. In Practice  
as Research. Approaches to Creative Arts Enquiry edited by Estelle Barrett & Barbara Bolt, 185-205 
(London: I.B. Tauris, 2010), 186.
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and flour? — What was that again? — What flour do you use? — Then we need the 

milk. One cup of milk. — That is the last bottle of milk! — The mixture is really runny!

I have a few, ahem ahem, lumps, I don’t like that, I need to mix mine again! — You 

can either use one frying pan or two, I use two because then I am faster. Turn 

your element on the oven on. Are we all doing good? We use some butter. — Do 

you like to use lots of butter — YES! — You all use the same brand of butter! — 

How is yours? Can you see mine? — Yeah, looking good! — Don’t burn it? — Did 

you have pancakes growing up? — Can you flick pancakes? — Very interesting 

what your body gets used to and how we condition our body. — While we do 

this could we also go around in a circle and share hip movements, nothing big, 

something from your practice or your experiences with dance. Maybe we  

can also talk a bit what hips are, what they mean to you, where they are? Would  

that be okay for you or is that all too much now?’

How can the kitchen setting and preparing pancakes ‘together’ set the 
mood to talk about hips? Can this de-familiarised way of dance allow new 
knowledge and insight arouse? Can these two performance modes explore 
new ways of thinking and moving?

EXPERIMENTS WITH PERFORMANCE MODES
I developed performances where I was curious to explore how different 

performance modes might inform my research. So, I am asking, what did the 

Natalie Schiller

Images 5-6. Pancake Conversations  
(New Zealand, May 2020, still image, recorded  
by Natalie Schiller)
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different performance modes of situating performance reveal that could  
not have been revealed by any other mode of enquiry? What did I learn from 
the different modes? How did they inform my research? What else  
could be discovered?

 For the Toaster Salsa, the performance mode aimed to be  
a ‘traditional’ Western performer-spectator setting. However, due to the 
unexpected pandemic the population was asked to stay at home to avoid 
further infections and for their protection. In this respect, my ‘traditional’ 
Western performance became a live zoom performance, which in fact has 
nothing to do with a conventional performance environment at all anymore.  
My live solo performance morphed into a life zoom performance —  
a new unpredicted performance mode. We (performer and audience) were 
pretending though that the accessibility of art via zoom was the most normal 
in the world, making the most of our current life situations. I consciously 
change the word live to life to represent the nature of my performance 
(experimenting with daily life events) and where zoom (or any other 
technological avenue) became our main source to communicate with  
each other.

I consider the second performance, Pancake Conversations,  
to be a participatory dialogical performance, as the performance invited the 
audience to create (cook) together — participatory — and to share thoughts 
and movements — dialogical. However, “[t]his expanded field of post-studio  
art practices currently goes under a variety of names: socially engaged art, 
community-based art, experimental communities, dialogic art, littoral  
art, interventionist art, participatory art, collaborative art, contextual art and 
(most recently) social practice.”22 Tom Finkelpearl prefers the term social 
cooperation for his work, as he argues that the word cooperation best 
describes a balanced authorship of artworks.23 Other artist researchers, such 
as Sierra Rooney, tend to favour the term public art to spark a dialogue in the 

22 Claire Bishop, Artificial Hells: Participatory Art and the Politics of Spectatorship (London:  
Verso Books, 2012), 1.

23 Tom Finkelpearl, What We Made: Conversations on Art and Social Cooperation (Durham: Duke 
University Press, 2013).
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community.24 The category of a performance seems to highlight different 
significant aspects. However, performer’s and spectator’s understanding  
of performances will shape how they experience a performance,  
regardless of their type.

I like the idea to classify Pancake Conversations as a public art —  
not where the private will be shared in a public space, as discussed earlier 
by some artists in the 70’s (see page 8), or where the dialogue of public art 
occurs in the public, such a museum, but where the private-the  
home-my & your kitchen becomes a public space.

The Neo-Domesticity Performance Art Festival in the year 2017 at the so 
called Glasshouse (USA) featured 100 hours of durational works in relation 
to domesticity. Lital Dotan and Eyal Perry, curated this festival and offered 
their home — Glasshouse — which they call “art-life-lab.”25 Dotan states in her 
neo-domesticity manifesto, that “cleaning the house is an artistic practice.”26 
This ethos (where everyday chores become your artistic practice, your focus 
point to reflect on your artistic work, and sharing your thought processes in 
performances in a domestic setting) is a powerful tool to relax the audience 
and to reflect on topics in a more neutral way, such as accented  
hips in dance. The politics of, for example, gender and culture, in relation  
to mesmerising hips, may transform into a more neutral space to  
explore and discuss.

I experienced the Toaster Salsa as an isolated mode to reflect on my 
inquiry, although “solo acts produce choruses of witnesses.”27 (Schneider, 
2006, p. 42). The participatory and dialogical mode of the Pancake 
Conversations highlighted a connectedness and community, where  
“we-are-in-this-together-but-we-are-not-one-and-the-same.”28 As a team, 

24 Sierra Rooney, “Vita Brevis: A Public Art Initiative at Boston’ Institute of Contemporary Art.”  
In Artists Reclaim the Commons: New Works-New Territories-New Publics edited by Glenn Harper  
& Twylene Moyer. (Hamilton, NJ: ISC Press, 2013).

25 Jillian Steinhauer, “100 Hours of Ne0-Domesticity Performance Art at Glasshouse” Hyperallergic, 2017.
26 Lital Dotan (2013), “The Neo Domesticity Manifesto”. Retrieved 2020 from  

https://glasshouseproject.org/agenda
27 Rebecca Schneider, “Judith Butler in my hands” In Bodily Citations. Religion and Judith Butler edited 

by Ellen Armour & Susan St. Ville, 225-251 (New York: Columbia University Press, 2006), 42.
28 Rosi Braidotti, Posthuman Knowledge (Cambridge: Polity Press, 2019), 157.
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we navigated, mixed, waited, found ingredients, tuned into each other, 
formed a communal pace, and created a rhythm in a space of connectedness 
and physical separateness.

Although the performance modes are significant for an inquiry and can 
expose diverse outcomes in artistic research, these only form one part of the 
bigger picture. The performance modes give references to an embeddedness 
and relationality to the embodied. The performance modes are only one 
part of an experimentation. In retrospect, it was not so much about the 
performance modes I experimented with. It was more about the assembles 
and entanglements that were created and relations and connections that 
were made — my connection with the toaster — the posthuman subject ‘we’ 
became (body, toaster, kitchen/pancakes, laptop, performers).  
My performances were an “[e]xperimenting with what we are capable of 
becoming, in material and differentiated locations…experimentation is also  
a formula of acting, a praxis to lead the new subjects that we are  
capable of becoming.”29

Artistic research and posthumanism in the vein of Braidotti’s work 
complement each other, as both are processes and tools of critical and 
creative thinking to produce complex, peculiar, and compassionate 
alternatives to the already existing ways of knowledge, being, and becoming. 
Both have in common an ongoing process of ceasing and becoming, which 
I would like to name a nomadic quality of artistic research. Rosi Braidotti’s 
ideas of nomadic encompasses qualities of embodied, embedded, relational, 
and affirmative in her neo-material theory of posthumanism, see her recent 
book Posthuman Knowledge, published in 2019. Both artistic research and 
Braidotti’s posthumanism can be seen to allow each artistic researcher to 
explore and define their own concept of artistic research and posthumanism. 
In the next section, I entangle aspects of my performance, Toaster Salsa, 
with posthuman thinking.

29 Rosi Braidotti, Posthuman Knowledge (Cambridge: Polity Press, 2019), 63.
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EXPERIMENTS IN MOTION AND POSTHUMAN MOMENTS
Rosi Braidotti expresses that her posthuman concept entails  

an experimenting with new ways of thinking. She adds that the human is  
a zoe/geo/techno-mediated being, who is in relation and collaboration  
with humans/non-humans, the environment, and the technology. In more 
detail, I was one with my hips, the toaster, the extension lead, and the zoom 
audience in my kitchen. A life zoom performance became affirmative, the 
contextual situation of a pandemic was swiftly integrated and normalised. 
The old subject had to cease and the new one had a chance to  
emerge simultaneously.

Before I decided to wrap a toaster around my hips, I found my old belly 
dance hip scarf. It was worn and fell apart. When I inspected my dear  
old scarf, full of memories, I told myself that I had to mend it, as it was part 
of my life. But it was part of my old life, that I would need to fix it, as it would 
represent a form of my identity. Can identity be restored? The belly dance 
identity was part of my past, I have changed, a lot has happened, so I rejected 
the idea of reusing my scarf and to create something new, but still in relation 
to the motion of wrapping something around my hips. I chose the toaster. Why 
exactly I decided to choose a toaster is a bit unclear. It could be as generally, 
I did not grow up with a toaster, it is not part of my family culture nor the 
society I grew up in. In the country, where I live now, a toaster is considered 
a standard and essential piece of equipment in every household. Another 
reason or special connection to this toaster in particular is, that it was a 
gift. How could the interaction with an atypical cultural tool, with personal 
attachment, influence my performance and movements, in particular when 
this person who offered the present had passed away?

I was inspired to use a toaster for performances before, originally, I had 
envisioned to make a handbag out of a toaster. But on that day in May, my 
environment was the kitchen, there was the toaster, and I aimed to strap that 
toaster around my hips. Its lead was too short for my waist, so I hunted  
for an extension lead in our household. Then, an intra-active assemblage 
was created between a toaster, an extension lead, a performer, and the 
environment of the kitchen. The assemblage connected and entangled, then 
disconnected and untangled.

Annette Arlander describes very interestingly and possibly similar 
processes of intra-active entanglements in her artistic practice of performing 
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landscape, specifically in her work Year of the Snake — In the Swing, in 
the year 2014. Here, Arlander elaborates on Karen Barad’s agential theory 
of materials (on the basis of Barad’s book Meeting the Universe Halfway: 
Quantum Physics and the Entanglement of Matter and Meaning, 2007) and 
brings a swing, a tree, a body, a video camera, a tripod, and nature  
into intra-acting assembles. Arlander explains that, “[i]n the image the swing 
and the tree form an environment around the human figure, whereas the 
swing moving on its own becomes a body in its own right, surrounded by an 
environment.”30 (p.29) So, my hip-toaster-extension lead-kitchen grouping 
was unique and ephemeral, from one moment to the other, ceasing  
and becoming new assembles. Here, the extension lead rubbed into my skin 
around my hips and I felt the tension of it on my body long after I took the 
extension lead off.

In the following sections of this chapter, I briefly elaborate how my artistic 
work relates to time, as a suggested topic of this year’s edition of the book.

TIMELESS — TIMELY — MIDDLING
Due to practical reasons, I considered working in the domestic field, more 

so exploring hip movements, my hip-passion, and hip-socialisation in the 
domestic field. I needed to be more efficient with my time, to save time so I 
can do MORE in my life, to maximise my time. I considered myself not to be in 
the position to commute for two hours (one hour each way) to university, as I 
would need these two hours at home: to research and simultaneously run  
a household, be a mother, and to have some quality time with my family (and 
we are still not talking about me-time). However, brining my work into the 
wider discourse, my work can be considered timeless and timely.

Firstly, timeless because a few feminist artists created some seminal 
artistic work in relation to the domestic field in the 70’s (see page 8) and 
several artists still do. Contemporary artist, for example, are Ene-Liis Semper, 
who literally licks a white-tiled room in her work, Licked room, in the year 
2000, which intrigues as subversive approach to cleaning and highlights 

30 Annette Arlander, “From Interaction to Intra-Action in Performing Landscape.” Artnodes 14  
(2014): 26-34, 29.
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an obsession for hygiene and cleanliness.31 Maja Bajevic — Women at work 
(1999 — 2001), presents domestic activities executed by women in public to 
highlight distinctive concepts of domesticity and notions of absences.32

Secondly, due to the Covid-19 pandemic, where life shifted to the 
domestic sphere, my work might appear as timely. Erica Charalambous 
(2020) responded to the situation of being restricted to one’s  
home by creating Domestic Dances #1: Cooking in Lockdown with  
Monsieur Doumani.

 The weaving of my research from hips to domesticity, from the past to 
the present, and vice versa, brings me back to an aspect of artistic research 
and the experimentation with the unexpected, where time becomes illusive 
and a middling emerges. “It is form that middling that immediation 
does its work, recognising that everything has effects: each occasion of 
experience leaves traces that affect how experience comes into itself  
in a time always unfolding.”33

Although my experiments in motion have already long passed, I am still in 
the middle of them, still experiencing them, in new intra-active assemblages, 
in this moment right now, with the imaginary possible emerging reader, my 
fingertips swooshing over the keyboard, on the computer screen black letters 
appear and disappear, and my memories, still and always in the middle of  
my performances — reciting, re-reciting.

Professor Alecia Youngblood Jackson adds with her concept of “thinking 
without method” to the vein of thought of middle. Jackson elaborates that 
“the starting place for thinking without method is always in the middle of 
the unexpected, in the violence of an encounter that cannot be predicted.”34 
Jackson does not visualise the middle as a spatial point in her statement 
and Manning also emphasises on experiences that affect our becoming and 
negates spatial time.

31 Brigritte Huck, “Ene-Liis Semper.” Artforum International 43, no 1 (2004): 281-282.
32 Bojana Pejic, “Maja Bajevic: The Matrix of Memory.” The Journal of Cloth and Culture 5,  

no 1 (2007): 66-87.
33 Erin Manning, “Towards a Politics of Immediation.” Frontiers in Sociology 3 (2019).
34 Alecia Youngblood Jackson, “Thinking Without Method.” Qualitative Inquiry 23, no 9 (2017): 

666-674, 671.
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During this process of middling, I discovered that hips and domesticity 
have some similarities, as both seem to have the tendency to be invisible in 
our day to day life. Hips and domesticity have a very personal touch, being 
very private, intimate and possibly intimidating, all at the same time.  
The next and final segment of this chapter reflects on temporalisation within 
my performances.

TEMPORALISATION AND EXPERIMENTS IN MOTION 
The previous section mainly considered linear aspects of time,  

a temporality of time, where a chronology of time is paramount.  
This temporality was highlighted by topics of time efficiency, saving time,  
and being most productive with the time given. I connected topics of  
my work to ideas of being timeless and timely. Then I highlighted a way out 
of the linearity of time by the aspect of middling. This discussion provided 
insight to the complexity and paradoxes of the concepts of time. Many 
philosophers have attempted to provide insights into the ambiguity of time, 
such as Aristotle (1984), Hussler (1991), Heidegger (1962), Deleuze (1988), 
Agamben (2005), and Badiou (2003). Artists have also implemented the 
complex topic of time by developing a range of artistic practices, durational 
works, and visualising qualities of time in performances, like its ineffability  
of presence, its passing, and its paradox.35

Consequently, “[p]erformance finds itself in a messy terrain of multiple 
clashes between various temporal orders.”36 My two performances, Toaster 
Salsa and Pancake Conversations, had a clear starting and endpoint and 
were aligned with the notion of ephemerality and presence. My performances 
obeyed a limited temporal framework through a set performance time and 
appeared and disappeared in the same moment,37 where time transformed 
performances into a point of time. 

35 Stuart Grant, Jodie McNeilly, and Maeva Veerapen. Performance and Temporalisation: Time Happens 
(London: Palgrave Macmillan Limited, 2015).

36 Branislav Jakovljević, “Now Then — Performance and Temporality: Not once, not twice…”  
Performance Research 19, no 3 (2014): 1-8, 6.

37 Peggy Phelan, Unmarked: The Politics of Performance (London: Routledge, 1993).
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Although performances can be transient, a “performance is always in 
time, unfolding from one moment to the next,”38 where staged performances 
continue to have affect in our day to day performances. For example, one 
spectator of the Toaster Salsa mentioned that they would never see their 
toaster in the kitchen as a simple toaster again, and that they would always 
be reminded of my performance seeing their toaster. 

 As an artistic researcher, I am of time, rather than in time. I move  
with time, the length of a song, a movement, a performance, or an essay:  
fast, slow, long, short, repeating. I am in tune with time, manipulating  
time, on my own and with the audience, I internalise time through imitation 
and repetition. I become time, where “[t]ime is the product of processes 
of temporalisation. Time temporalises, is temporalised…time is not given, 
but is the result of certain processes: of perception, measure, experience 
and worlding.”39 Temporalisation in my performances provided structure. 
Temporalisation could be considered (like hips and domesticity) as personal, 
intimate, intimidating, private, and public, with the ability to disturb and 
transform habits. Temporalisation emphasises the qualities of processes. For 
now, ideas of temporalisation might be related to experiments in motion in 
my kitchen: uncontrollable, unpredictable, constantly in the moment  
and on the move.

CONCLUSION — LET’S EAT 
In this chapter I introduced my artistic research in relation to  

the book’s main topics of experiments and briefly touched on the subject 
of time in relation to my artworks. My work experimented with my concepts, 
my memories, my socialisation, and my associations of hip movements in 
dance and domesticity. Two performances emerged from my entanglement 
with the topic, namely Toaster Salsa and Pancake Conversations. Both 
performances took place in my kitchen and were presented via Zoom to an 
invited audience. In harmony with the topic of experimentation in artistic 

38 James Andrew Wilson, “When is a Performance?: Temporality in the Social Turn.” Performance 
Research 17, no 5 (2012): 110-118, 110.

39 Stuart Grant, Jodie McNeilly, and Maeva Veerapen. Performance and Temporalisation: Time Happens 
(London: Palgrave Macmillan Limited, 2015), 3.
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research, I referred to my performances as experiments in motions in my 
kitchen. The performances tested two different modes, a traditional Western 
performance-spectator setting (although via Zoom, which made the 
conventional aspect of performance almost redundant) and a participatory 
dialogical performance. Based on these two performances, I discussed 
notions of experimentation in relation to experimental dance, Nietzsche’s 
philosophy on life as experiments, and Avital Ronell’s contribution in her 
book The Test Drive. This chapter also highlighted the posthuman and new 
materialist aspects of experimentation in relation to my performances, mainly 
through Rosi Braidotti’s views.

The topic of experimentation and time in relation to artistic research is 
manifold, therefore my contribution could only attempt to share a tiny fraction 
of how artistic research can be connected to experimentation and time.  
I would have liked to share more thoughts around durational performances; 
however, this would have exceeded the capacities of the chapter guidelines. 
Nevertheless, I am optimistic that there will be another opportunity to 
investigate that topic of ‘durational’. In this respect, the show must go on and 
the topic of continuance in time has already been tapped into, despite  
of the end of this chapter.

Now, I wonder if we all got hungry or ready to get up and move? Maybe  
a bit of both? I suggest that it is time for us, you and I, the reader and writer, 
to wiggle our hips, while we prepare a nice snack to contemplate this  
text. Another possibility would be to find an extension lead and decrumb your 
toaster to assemble it on your hips. Let’s see what you will find out  
and have fun!



74

BIBLIOGRAPHY
Ahmed, Sara. Living a Feminist Life. 

Durham: Duke University Press, 
2017.

Arlander, Annette. “From Interaction 
to Intra-Action in Performing 
Landscape.” Artnodes 14 (2014): 
26-34.

Barrett, Estelle. “Developing and 
Writing Creative Arts Practice 
Research: A Guide”. In Practice as 
Research. Approaches to Creative 
Arts Enquiry edited by Estelle 
Barrett & Barbara Bolt, 185 — 205. 
London: I.B. Tauris, 2010.

Barton, Bruce. “Wherefore PAR? 
Discussions on “a Line of Flight.”” 
In Performance as Research. 
Knowledge, Methods, Impact 
edited by Annette Arlander, Bruce 
Barton, Melanie Dreyer-Lude  
& Ben Spatz, 1-19. New York: 
Routledge, 2018.

Bishop, Claire. Artificial Hells: 
Participatory Art and the Politics 
of Spectatorship. London: Verso 
Books, 2012.

Borelli, Melissa Blanco. She is Cuba: A 
Genealogy of  
the Mulata Body. New York: Oxford 
University Press, 2016.

Braidotti, Rosi. Posthuman Knowledge. 
Cambridge:  
Polity Press, 2019.

Dotan, Lital (2013). “The  
Neo Domesticity Manifesto”. 
Retrieved 2020 from  
https://glasshouseproject.org/
agenda

Esling, Natalia. “”What Happens 
when…?” A Meditation 
on Experimentation and 
Communication in Practices of 
Artistic Research.” Canadian 
Theatre Review 172 (2017): 3.

Finkelpearl, Tom. What We Made: 
Conversations on Art and Social 
Cooperation. Durham: Duke 
University Press, 2013.

Grant, Stuart, Jodie McNeilly, and 
Maeva Veerapen. Performance and 
Temporalisation: Time Happens. 
London: Palgrave Macmillan 
Limited, 2015.

Holmes, Sarah. “The Pilates  
Pelvis: Racial Implications  
of the Immobile Hips.” Dance 
Research Journal 46, no. 2 (2014): 
57-72.

Huck, Brigritte. “Ene-Liis Semper.” 
Artforum International 43, no 1 
(2004): 281-282.

Jackson, Alecia Youngblood. “Thinking 
Without Method.” Qualitative 
Inquiry 23, no 9 (2017): 666-674.

Jakovljević, Branislav. “Now Then — 
Performance and Temporality:  
Not once, not twice…” Performance 
Research 19, no 3 (2014): 1-8.

Laukkanen, Anu. “Hips Don’t Lie? 
Affective and Kinaesthetic Dance 
Ethnography.” In Working with 
Affect in Feminist Readings: 
Disturbing Differences, edited  
by Marianne Liljeström  
& Susanna Paasonen, 126-139. 
New York: Routledge,  
2010.

Natalie Schiller



75

Manning, Erin. “Towards 
 a Politics of Immediation.” 
Frontiers in Sociology 3 (2019).

Midgelow, Vida. “Practice-as- 
-Research.” In the Bloomsbury 
Companion to Dance Studies 
edited by Sherril Dodds,  
111-144. London: Bloomsbury 
Academic, 2019. 

Molesworth, Helen. “House Work and 
Art Work.” October 92 (2000): 71-
97

Nietzsche, Friedrich. The Gay Science: 
With a Prelude in Rhymes and an 
Appendix of Songs. New York: 
Random House, 1887 (translated 
by Walter Kaufmann, 1974).

Nelson, Robin. Practice  
as Research in the Arts: 
Principles, Protocols, Pedagogies, 
Resistances. London: Palgrave 
Macmillan, 2013.

Pickering, Andrew. “Art, Science and 
Experiment.” MaHKUscrip 1, no 1 
(2016): 2.

Pejic, Bojana. “Maja Bajevic: The Matrix 
of Memory.” The Journal of Cloth 
and Culture 5,  
no 1 (2007): 66-87.

Peters, Jen. “Your guide to dancing 
experimental work for the first 
time.” Dance Magazine (2019).

Phelan, Peggy. Unmarked: The 
Politics of Performance. London: 
Routledge, 1993.

Ronell, Avita. The Test Drive. Urbana: 
University of Illinois, 2005.

Rooney, Sierra. “Vita Brevis:  
A Public Art Initiative at Boston’ 
Institute of Contemporary Art.” In 
Artists Reclaim the Commons: New 
Works-New Territories-New Publics 
edited by Glenn Harper & Twylene 
Moyer. Hamilton, NJ: ISC  
Press, 2013.

Sagolla, Lisa. “Dance/Movement: 
Experimental Dance: Where’s the 
Point?” Back Stage East 47, no 30 
(2006): 21.

Schmidt, Theron. “How we talk about 
the work is the work: Performing 
critical writing.” Performance 
research 23, no 2 (2018): 37-43.

Schneider, Rebecca. “Judith Butler 
in my hands” In Bodily Citations. 
Religion and Judith Butler edited 
by Ellen Armour & Susan St. Ville, 
225-251. New York: Columbia 
University Press, 2006.

Steinhauer, Jillian. “100 Hours of Ne0-
Domesticity Performance Art at 
Glasshouse” Hyperallergic, 2017.

Ukeles, Mierle Laderman. “Manifesto 
for Maintenance Art 1969! Proposal 
for an exhibition “Care.”” Journal of 
Contemporary Painting 4,  
no 2 (2018): 233+.

Ure, Michael. Nietzsche’s The Gay 
Science: An Introduction. 
Cambridge: Cambridge University 
Press, 2019.

Wilson, James Andrew. “When  
is a Performance?: Temporality 
in the Social Turn.” Performance 
Research 17, no 5 (2012):  
110-118.

Natalie Schiller



220

©
2

0
2

0
, F

B
A

U
L. Tod

os os d
ireitos reservad

os. A
ll rights reserved

. 

N.1 
SEMESTRAL BIANNUAL
NOV. 2020 
ISSN 2184-8459
FBAUL

RIACT.BELASARTES.ULISBOA.PT


