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The advent of the COVID-19 pandemic resulted in countries 
around the world implementing lockdown1 measures. South 
Africa entered a 21-day lockdown1 with stringent regulations 
on 26 March 2020, limiting the general public’s movements. 
Citizens were confined to their homes, in effect isolated from 
physical and social interactions, to curb the spread of the 
virus. Due to the rising numbers of infections, the 21-day lock-
down was extended, only ending certain measures, including 
the prohibition on domestic air travel and movement between 
provinces, almost five months later.

I interrogated the lockdown experience retrospectively, to 
gain a deeper understanding of the disruption of daily life. 
Through an embodied video performance which was produced 
post-lockdown and two digital interactive augmented reality 
(AR) works, I explored the processes of isolation and how I 
perceived the flow of time.

Modern society, according to David Garland (1986:847), is 
a “disciplinary society … in which we are all subjected to 
infinite examination”, suggesting that our society is regulated 
through the power of laws and regulations. Michel Foucault’s 
(1926–1984) panoptic model2 explains compliance with the dom-
inant register through the notion of surveillance – the one-way 
power of the gaze. Lockdown echoed the Orwellian3 theme of 
“Big Brother is watching you”. Social freedoms society had 
previously enjoyed became punishable.4 According to Felix 
Oppenheim (2004:178), the threat of punishment influences 
behaviour by deterring people from committing “unfree” acts; 
he refers to this as “social unfreedom”. The pervasive feeling 
of being watched by an omnipotent power was like being under 
coercive surveillance5 from everyone: neighbours, law enforc-
ers, surveillance cameras, digital devices and even oneself 
through self-regulation.

Once we had become accustomed to lockdown, the circularity 
of repetitive routines led to a perpetual sense of boredom.6 
Philosopher Bertrand Russell (1930:38) argues that boredom 
is the absence of events, either pleasant or unpleasant, that 
enable a person to “know one day from another”. Repetitive 
thoughts echoed repetitive routines: fear of the future, the 
pandemic, financial commitments – these thoughts became 
insular and repetitive, a process called repetitive thought (RT).7 
Repetitive thoughts were followed by purposeless actions, 
resonating with the myth of Sisyphus. In Greek mythology, 
Sisyphus8 was condemned9 to roll a rock up a mountain for 
eternity; as he reached the top, the rock would roll back down 
(www.worldhistory.org). Albert Camus (1942:84–85) states 
that the gods “had thought with some reason that there is no 
more dreadful punishment than futile and hopeless labour”.
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Fig 1. Angie Lázaro. >21 Days: A Lockdown Experience  (2022). Fig 2. Angie Lázaro, >21 Days: A Lockdown Experience  (2022).
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My creative methodology is situated within digital media 
processes, working with an embodied video performance. The 
physicality of Abramović’s performance suggests a quality of 
presence which I attempted to capture as well – the demands 
on the body and uncontrived mundane movements. The 
performance space was a small room with small windows, 
sparsely furnished with a side table, lamp, mirror and plastic 
wicker armchair. The room was too small to comfortably ac-
commodate anyone else. I walked in the space, back and forth 
and around and around. I sat, stood, leant against the wall, 
read, and used my laptop. I opened and closed the window, 
rolled my sleeves up and then down, put on my shoes and took 
them off. These movements were repeated wearing different 
clothes and shoes at different times of the day, with the lights 
sometimes on and sometimes off.

The video was shot using four photographic cameras placed at 
different angles, to achieve a bird’s eye-view, a medium shot, a 
wide shot, and a worm’s eye-view. I reference film director and 
animator Satoshi Kon’s (1963–2010) editing techniques in his 
short, animated film Ohayou (2007). Kon’s ghosting, repetition, 
reversing the expected sequence, and rewinding the action 
are indicators of passing and disjointed time. The video and 
animations are devoid of sound; the silence is signified by the 
absence of sound.

The two photographs in my work are interactive, using the 
free application Artivive. By pointing a phone or tablet camera 
at a photograph, the audience is able to view a looped, gener-
ated experience. I produced an animation of myself walking on 
the spot, using video stills where the figure was deep etched 
and centrally placed with Photoshop software (fig 7a, 7b). In 
the second AR animation (fig 8a, 8b), I am seated in a centrally Fig 5. Marina Abramović, The House with the Ocean View  (2002).

Tehching Hsieh (b. 1950) is a performance artist who inves-
tigates the passing of time. In Cage Piece (1978–1979) (fig 3), 
he placed himself in solitary confinement for a year.10 This 
performance explored the notion of extreme boredom and the 
passing of time. In a subsequent yearlong performance,Time 
Clock Piece (1980–1981) (fig 4), Hsieh punched an office time 
card every hour for a year, highlighting the ideas of repetition 
as a recording of time and the futility of unproductive tasks.

Marina Abramović (b. 1946) performed The House with the 
Ocean View11 (2002) (fig 5). She lived in three sparsely fur-
nished, open-faced, and elevated rooms for 12 days without 
eating or speaking only performing mundane routine activities. 
The passing of time was marked by a ticking metronome (Mar-
tin 2002). The work reinforces the idea of voyeuristic surveil-
lance and the ever present intrusive gaze of the observer.
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Fig 3. Tehching Hsieh, One Year Performance 1978–1979 . Cage 

Piece (1978–1979).

Fig 4. Tehching Hsieh, One Year Performance 1980–1981. Time Clock 

Piece (1980–1981).
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Fig 6. Angie Lázaro, >21 Days: A Lockdown Experience  (2022).
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placed chair, bathed in shifting light depicting the day passing 
into night. Photographs were taken over a 48-hour period to 
capture the changing light conditions. The two AR works invite 
the audience to engage as observers, using technology as 
surveillance devices.
  

The extended period of isolation during lockdown morphed 
my sense of linear time. In the video performance I explore 
the themes of surveillance through different camera angles 
and the futility of repetitive actions. Re-enacting the lockdown 
phase is a technique that exposed my internal and external 
processing of the experience. Placing myself in a contained 
space which I disrupted through silence, repetition, disap-
pearing elements, changing clothes, extreme exposures, 
erratic flow, speeding up and slowing down superimposed with 
ghosting techniques, I created events that differentiated one 
moment from another as a method to depict and concretise 
the passing of time. I draw in the gaze of the viewer to survey 
the domestic space of isolation through interactive digital 
devices, requiring participation in the surveillance. Both the 
video and AR works are looped, echoing the Sisyphean notion 
of never-ending futility in the experience of lockdown.
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Fig 8a. Angie Lázaro, >21 Days, Day In and Day Out  (2022).

Fig 7b. Angie Lázaro, >21 Days, Going Nowhere  (2022). Screenshot of the AR 

video.

Fig 8b. Angie Lázaro, >21 Days, Day In and Day Out  (2022). Screenshot of the 

AR video.

Fig 7a. Angie Lázaro, >21 Days, Going Nowhere  (2022). 
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1 The term “lockdown” is defined by Oxford Dictionaries Online (2022) as “a state or period in which movement within or access 
to an area is restricted in the interests of public safety or health”.
2 Foucault’s panopticism was built on Jeremy Bentham’s panoptic model centring on “watching”, whereas Foucault’s focuses on 
“being watched”. Bentham designed “a prison in which an observer in a central tower could watch the prisoners undetected, 
meaning that prisoners could never be certain if they were under observation or not” (Gouck 2018:57).
3 George Orwell’s science fiction novel depicting a future totalitarian society. Orwell, G. 1949. Nineteen Eighty-Four – a novel. 
London: Secker & Warbug.
4 Regulation 11G states that contravening the lockdown rules could result in a fine and/or imprisonment for a maximum of six 
months on conviction (Solidarity Research Institute 2020:1).
5 The definition of “surveillance”, according to Sewell and Barker (2006:935), originates from the etymological and historical verb 
“to supervise”, “suggesting that the activities of the many are scrutinized by a smaller group of people especially appointed for 
that purpose”.
6 Wendell O’Brien (2014:238–9) unpacks the notion of boredom and argues that it is a form of dissatisfaction and discontent 
where restlessness and weariness co-exist, which in part is an unsatisfied “volitional” state of desire where the “cognitive” and 
“perceptual” states recognise the mundane and the uninteresting.
7 Segerstrom et al. (2003:3) define repetitive thought as the “process of thinking attentively, repetitively or frequently about 
oneself and one’s world”, and is a mechanism used to try to resolve distress, according to Edward Watkins (2008:6).
8 Sisyphus as king of Corinth was seen as the disk (sun) that rises in the east and sets in the west, as the ebb and flow of the 
waves and the rising and falling of inhalation and exhalation (brewminate.com).
9 Zeus is the chief deity in Greek mythology; he punished Sisyphus for tricking death (www.britannica.com).
10 Hsieh had no distractions or entertainment; there were no books, radio, or television and no conversations in a cell 3,5 m x 
2,7 m x 2,4 m, with only a bed, a bucket, a basin, and lights.
11 Performed at Sean Kelly, New York. November 15 – 26, 2002. 
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Fig 6. Angie Lázaro, >21 Days: A Lockdown Experience  (2022). Screenshot of video.
    

Fig 7a. Angie Lázaro, >21 Days, Going Nowhere (2022). Digital print, 42 x 29,7 cm. Opening stills image for AR video.    

Fig 7b. Angie Lázaro, >21 Days, Going Nowhere  (2022). Screenshot of the AR video.     

Fig 8a. Angie Lázaro, >21 Days, Day In and Day Out (2022). Digital print, 42 x 29,7 cm. Opening stills image for AR video.   

Fig 8b. Angie Lázaro,>21 Days, Day In and Day Out (2022). Screenshot of the AR video.

Fig 9.  Angie Lázaro, >21 Days: A Lockdown Experience  (2022). Video screenshot collage.    
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